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A Word About Lear

We take grear pleasure in welcoming every-
body to today's performance of this new work
called Lear.

The play is based on Shakespeare’s tragedy
King Lear. The production features the director
Ong Keng Sen and the playwright Rio Kishida
along with staff members, actors, dancers, and
musicians from China, Indonesia, Japan, Malaysia,
Singapore, and Thailand. In terms of nationality
and genre, the traditional and the modern, the
backgrounds represented by this group are as
varied as the total number of individuals in it. An
added theme of the project was for everybody to
seek ways to discover a new self while acknowl.
edging cach others’ differences. Thus this produc-
tion could simultancously be regarded as an
atcempt (o question the nature of Asian theater
today and probe its furture.

We offer our heartfele gratitude to all those
who participated in this project, and stayed the
course with us for the entire two years and more
while it took shape. We also wish to thank every-
body who supported them.

We hope that you enjoy the performance.

The Organizers

September 1997
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Directed by
Script by
Mausic by

Beww Music by
Chorcography by

Ong Keng Sen
Rio Kishida
Rahayu Supanggah
Mark Chan
Pitermann

Junko Handa

Boi Saka

Chorcography for the Earth Maothers by

Set Design by
Costunse Design by
| Lighting Desiga by

Sound Desiga by
Masks and Progs Devign by
Hair and Makeup by

| Script Translation
‘ English
Chinese
Indoaesian

Technical Director
Stage Manager
Deputy Stage Managers

Assistant Director
Assistant Seage Managers

Electricians

Sound Operators

Subtitle Operator
Hair and Makeup Assistants

Set by

Costumses by
Masks and Props by
Headdress by

Lightiag by
Subtitle System by

Aida Redza

Justin Hill

Koji Hamai

Tamotsu Harada
Shin Inokuchi
Masahiro Inoue
Nobutaka Kotake
Katsunobu Takahash:

Janet Goff
Zhang Zhifan
Uga Perceka

Jun Mano

Hiroo Manpo
Sonoko Yamamoto
Ken Yoshitani

Lok Meng Chue
Masao Mori

Naomi Tabe

Shumi Abe

Shuji Fujita
Yoshinori Nakayama
Masahide Tanaka
Hiroyuki Yoshizawa
Tetsuya Yamazaki
Keiko Mitan:
Masami Ono

Koji Irikura

Rinako Shirasaka
Masaaki Kanemarsu
Akiko Kitada
Sonomi Muramatsu

C.COM
Osafune
Hamai Factory

Geppetto (Akio Fukuda)

Rika Kancko
Shio Kodama
Okumartsu Karsura
GORO

Creative Art Think Group

Office Shinon
Asahi Kaisetsu Jigyo

|

|

: Shadows to Retainer

| Earth Mochers

{Castd

Old Man and Mother
Older Dunghrer
Younger Davghter

Naohiko Umewaka (Japan)
Jiang Qihu (Chéns)
Peeramon Chomdhavar

(Thailand)
Fool Najip Ali (Singapose)
Woman Hairi Katagiri (Japan)
Loyal Atzendant Zahim Albakri (Malaysia)
Retainer Abdul Gani Karim (Siagapoce)|
Shadows to Older Daughter ‘
Ambition Low Kce Hong (Singapoee) |
Unpredicabiliy  Tang Fu Kuen (Siagapoce) ‘
Vanity Jeremiah Choy (Singapore)

Lim Yu-Beng (Singapore)

Benny Krisnawardi I
(Indonesia) 1
Jefri Andi (Indoncsia) f

Aida Redza (Malaysia)
Sharon Lim (Singapore)
Suhaila Sulaiman (Singapore)
Noorlinah Mohd (Siagapoec)
Jean Ng (Siagapoce)

Sheila Wyate (Singapoce)

Music Spirit of Old Man  Mark Chan (Sagapoce)
Music Spirit of Older Daughter
Junko Handa (Japan)

Musicians Rosita Ng (Siagapoce)
Rahayu Supanggah
(Indoacsaa)

Pitermann (Iadonesia)
Sunardi (Indoaesia) {
Danis Sugiyanto (Iadoaesia) |

Suyoto Martorejo (Indonesia) )

!

{Production Team3

Produced by The Japan Foundation
Asia Center
Co-produced by Bunkamura

| Production Coordinator for the Southeast Asian Contingent

|

TheatreWorks (Singapore) Led

Yuki Hata
(The Japan Fousdation
Asa Cenner)
Hiroshi Watanabe
(Buakamuea)
Maki Kato (Buakamues)
Keiko Murakami
(The Japan Foundation
Asia Cencer)
Production Administrator for the Soubeast Asian Coming(mi
Tay Tong (TheatreWorks) |
Kimiko Kurihara
(Bunkasura)

Prodecer

Associate Prodocers

Production Administrator

Publicity
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Lear: Linking Night and Day

Ong Keng Sen

In this production of Lear, I have attempted
to search for a2 new world, a new Asia. This new
Asia will continue to have a dialogue with the old,
with traditions, with history. But its spirit should
contain the youth and freshness that the present
world so desperately needs as it progresses into the
new millennium. Harmony is not what I seck but
discord. A discord which will be symbolic of the
complexity of the new millennium. There are no
simple answers anymore. We have to deal with
difference as we face the new millennium. We can
no longer hold onto simple visions of the outside
world and “the other.”

In the past, we could quarantine new immi-
grants on Ellis Island, we could contain them on
the island of Dejima, we could trivialize them by
calling them red haired devils or barbarians. In
directing this intercultural project, I wanted these
cultures o exist together as one but not in an
amalgam which would reduce their difference. No
one culture should be able to understand Lear in
its entirety, no one culture appropriates another.
Above all Lear would be performed in many
different languages. Any culture would require
translation to understand this production com-
pletely.

Working with Rio Kishida on the themes of
| the play, I was particularly interested in looking at
young Asia as it grapples with its history. How can
history not become baggage but become construc-
| tive for the future? [ chose King Lear as it gives an

opportunity to explore the old and the young.
In traditional Shakespeare, no perspective is
usually given of the daughters who abandon their
father. They are simply evil daughters who ill treac
their father. King Lear’s perspective is immediately
supported, it is immediately right. I wanted to
| explore the other voices in the play, namely the
young and the female voice of his elder daughter.
She is not justified in the production, this would be
another simplification. But her position of 2
woman trapped by patriarchy is explored. Other
world views apart from patriarchy are introduced
in this reinvented Lear, such as the would of the
| Mother. Patriarchy and authority is often respect-
ed in Asia. As 2 young Asian, I want to explore
whether these are the only options for our coun-
| trics. And what better play than King Lear, where
| family authority symbolizes the country and the
larger cosmology. The ambition of this collabora-
tion is to find a reinvented Lear that can redefine

the relationship between the old world and the
new world.

Hence we can say that reinvention permeates
this production of Lear. From the texe, to the
performance gente, to the form of the play.
Reinvention includes in its meaning a relationship
with the past.

As artists, we have to continue to produce art
which is rooted in changing cultural contexts.
Lear is such a response. Old definitions of tradi-

tional and modern no longer scem useful in the |
new millennium. There is 2 deconstruction of the |

old culture bur ar the same time, there is a recon-
struction of a new culture. Contemporary can be
scen to be a redefinition of tradition. Ballet was

once considered to be modern, but it may come to |

be described as traditional 20th century dance in

the new millennium. Time constantly forces us o |

recontexcualise. Ultimately, we need to recognize
that there is no such dichotomy of tradition and

modern. We simply journcy on this time line. The |

child who kills che father, onc day becomes the
father.

Tradition has continued to include change, in
order to sustain its relevance. Change is not be
feared. It is only societies that have mythicized
tradition into a stable phenomenon. Tradition has
always changed to maintain its significance. Tradi-
tion is perhaps best seen as a continuum rather
than as a monolith. Perhaps we should not even
call it cradition as chis scems to encase its meaning
in a rigid box. The rigid meaning of tradition has
litele significance in the world of the twenty-first
century where walls are breaking down.

What we are creating with this production of |

Lear is a contemporary piece of theater. At the
same time, it is a traditional cheater which involves
and embraces change. It negotiates roots, identity
and tradition. No where is this more evident than
in the scenes involving the elder daughter and her
shadows. At these. moments, my past work in
contemporary movement theater and traditional
Chinese opera begins to merge into a complex
spectrum. This perhaps is the meaning of Lear.
We must move beyond the dichotomy of
tradition and contemporary. They are not just
polar opposites. Night becomes day when dawn
approaches Lear is hopefully the dawn thac links
night and day.
July 20, 1997
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Rio Kishida

On June 4, 1990, I saw King Lear at a theater
called the Bockenheimer Depot in Berlin. The
director was Robert Wilson. The person who
played King Lear was Marianne Hoppe. Hoppe
entered alone in the scene in which the king
wanders in the wilderness. It struck me that she
was playing not only King Lear but old age irself.

It was a ghastly old age, containing only the
diminution shouldered by old age. Highly isolated
events become universalized. Behind Hoppe were
countless old people. The moaning of old age was
conveyed to the audience in waves. That evening,
after Hoppe's King Lear ended, the play King Lear
ended for me.

Then, to my amazement, | happened to
re-encounter Kimg Lear six years later. What sud-
denly welled up in my mind, without being able to
erase Hoppe's King Lear, was the existence of the
mother.

Shakespeare’s play contains three daughters |
and numerous other characters, not one of whom
ever refers to a mother, When I realized thar, it
scemed as if a line had been drawn between
patricide committed by a daughter and salvation
bestowed by a mother.

As the strands of associations grew and some-
times became entangled, they became linked to
the characters who appear in this play.

Thus far, I have written a number of plays |
that deal with patricide. It has always been patri-
cide by a daughter. By extension, the individual's
act of murder denoted the rejection of paternalism
and the emperor system. The mother was some-
body who slept beside the father. She remained
‘ invisible, hidden in the father's shadows. When she
was visible, she was killed as a substitute for the
father.

Patricide was the goal of the daughters whom
I depicted in the past. When it was achieved, the
story also came to an end.

In the present work, the daughter commits
three murders, in the manner of a journey in which
onc walks along counting milestones.

|
|
\
i
\

When the daughter realizes that she is all |
alone at the end of the journey, the words thac |
emanate from her lips with grear difficulty are ‘
questions: !

Who is behind me? !

The mother emerges from behind her. Forgiv- |
ing her daughter for the evil that she has done, she |

‘ bestows salvation. It is the first time that I have ]

Lear: An Ending and a Beginning

depicted that kind of mother.

From Lear’s perspective, the mother is a wife.
The reason why I have named this work Lear
instead of Kimg Lear is because I wanted to depict

him not as an existence bearing the definite |
article, namely, as the king, but rather as an old |
man who had made the wrong choice about life in |

his old age.

Events concerning himself and his wife come
and go in his mind. When he learns of his daugh-
ter's betrayal, he is taught to recall memories by
his wife, who dwells in his mind. For a brief time,

the old man is saved.... It is also the first time that |

I have portrayed that kind of old man.

I perhaps wished to write about the salvation
provided by a mother and about old age because
I myself have reached the point in life where |
occasionally see glimmerings of old age.

In this play, 2 woman enters from ourside of
the story frame and leaves again. As she does so,
the questions “Who are you?” and “Who am 17" are

| exchanged. The daughters whom I have depicted

in the past simply said “Who am 1" They did not
ask “Who are you?" The question “Who are you?”

is asked direcely. A crack in the story is created by

the woman.

I think that I learned chis technique from the
work of Heiner Mucller. Mucller’s Hamlet
Machine, which dismantles and reconstructs Shake-

speare’s Hamles, begins with the words, “I was |

Hamlet.” I think that the question, “Who am I
now?” is connoted by the past tense.

Written backwards, the word “dog” becomes
“God;" and vice versa.

“Who am 17 “Who are you?”

I hope that these questions will be taken up by the
audience once the story ends.

This is my first collaboration with the direc-
tor Ong Keng Sen. Ever since the planning stage,
we have held constant discussions as the script has
taken shape.

My mentor Shuji Terayama, who died 14
years ago, was fond of the word “encounter.” I
suddenly feel it pass through my mind. Encounter:
it is a warm word, indeed.

July 3, 1997
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Prologue

Silence after a raging storm. Empty space.
Songs for the repose of the souls of people who
have met an unhappy end permeate the air.

An old man (x ghost) appears. I was sleeping
the sleep of the dead. Who was I7° As if in
response to his question, a young woman (a ghost)
appears. “I am your older daughter. Inside of me
are three people. Come out!” The older daugheer’s
three shadows —— Ambition, Unpredictability, and
Vanity = appear. “One of my selves is obedient,
one is pure, and one is innocent. My four selves are
willing at any time to return my body and soul to
my father,” she says.

Another young woman (2 ghost) appears. The
older daughter says to the old man, “This is your
younger daughter. The leftover dregs of your love.
She never utters a2 word. Who knows what she is
scheming in her head.” The younger daughter
simply smiles wordlessly.

A fool appears and merrily sings, “You were
king."” The time shifts to the present.

The old man plans to set our on a journcy.
The older daughter promises, “Your throne will
remain unoccupied.” Turning to his wordless
younger daughter, the old man says angrily,
“Aren't you going to promise me anything?”’ He
casts her out,

The old man sets forth on his travels, ac-
companied by his loyal attendant and the fool.
When the old man’s party is out of sight, the older
daughter laughs raucously and sits on the throne
without a2 moment’s hesitation. “Words are
weapons! They are the only means of survival,” she
declares. The younger daughter leaves, still noc
having said a2 word.

During the journey, the old man and his
companions play a game in which they ask each
other who they are. When the fool asks the old
man, he replics, “1 am an old man blessed with a
daughter who possesses obedience, purity, and

innocence.” When the old man asks the loyal
attendant, he replies, I am you.” When the loyal
atcendant asks the fool, he replies, “I am human
flesh.”

Suddenly, a woman appears. When the fool
asks her who she is, she replies, “It’s beyond me.
Who am 17*

Leaving the woman there, the old man and

| his companions go on their merry way.

The woman encounters the younger daughter
who is all alone. She consoles her saying, “Every-
body’s sad. But let’s go on living anyway.”
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The phantom of the mother appears. Since
she died when the younger daughter was still a
child, she appears as a young woman,
The mother sings about how she first en.
countered the old man when they were young:
The spinning wheel went round and round.
Through the revolving of fare,
I mec him, I met him,
like thread on a spinning wheel of fate.
The older daughter, who loathes the face thar
her mother had been a poor, lowly spinner,
watches from the throne, She drives away her
mother, saying, “Not onc drop of your blood flows
inside me.”

“I love power,” announces the older daugh-
ter. She gachers together the retainer and his
shadows and has them engage in a contest of
strength.

The old man and his companions return from
their travels and join the spectators. When the old
man tries o bestow a prize on the victorious
retainer, the retainer makes no effort to receive it.
The older daughter calls the bewildered old man
“an old man forsaken by his daughter,” and she
draws the retainer to her.

The old man, loyal attendant, and fool, along
with the woman who had followed the group, are
holding a feast in the wilderness. While the loyal
attendant and woman are consoling the old man,
the fool suddenly begins singing,

This world is mad, mad, mad.

Nothing is ever not overturned.

If you lament being betrayed,

you should do the betraying the nexe time.

At his words, the old man returns his senses,
and vows to regain the throne. The woman says, |
“You're nothing but an old man now. It's about |
time you realized it.” The old man angrily leaves.

The woman comes upon the younger daugh.
ter and the mother spinning thread. After spending
a pleasant time as warm as a spring breeze, the
woman departs once more on a journcy whose
destination even she does not know.

Having taken over the throne, the older
daughrer feels that she cannot rest in peace as long
as her father is alive. Her retainer urges her on,
saying, “Death is absolute. If you kill your father,
you will become the true ruler.” The older daugh-
ter makes up her mind to kill her facher, while
vaguely sensing the possibility of the retainer’s
betrayal someday.

While the old man sings a lonely song as he
wanders in the wilderness, the phantom of the
younger daughter appears. In the old man’s eyes,
she appears like a-newborn infant. The old man
slowly dances with his daughter, whom he had
doted on the most.

10

When the younger daughter’s phantom van-
ishes, the shadows of the older daughter and the
retainer attack the old man and his companions.
The fool, hurling curses, resists, but the loyal
atcendant is caprured. Realizing that his curses
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his weapon — were useless, the fool departs,
cursing the old man as well.

(11

The captured loyal atcendant entreats the
older daughter to leave the old man alone; instead,
she has the retainer blind him and sends him back
to the old man.

®

Enraged, the old man goes to see his older
| daughter and entrears her to follow the path of a
| human being, but the older daughter rejects him,
| saying, “The deep eternal bond between father
| and daughter has been sundered.” The defeated
| old man begins to walk away.
‘ The old man, blood-stained loyal attendant,
and woman meet. As though expressing the feel-
ings in the old man’s heart, the loyal atrcendant
sings, “This world is naught but a temporary
dwelling.”” The old man mutters, ** My life is over.”
The woman says, “I wish to go on living,” and
walks away.

®

The older daughter sits alone on the throne.
She sings about the loncliness that she usually
hides.
The glass ball enveloping loneliness
I place on my hand and gaze on ir.
If I drop it, it will break
so I stare ac it, never letting it drop.

14

The older daughter’s recainer  gachers
together his shadows and plots a revolt against the
older daughter. The shadows indicate their agree-
ment with the retainer, who calls for “a new king
who knows starvation.”

But the older daughter’s shadows have secret-
ly been watching them.

®

Deeply distressed by her father’s situation and
her older sister’s plot, the younger daughter visits
the older sister. Using words for the first time, she
begs, “Please do not cause Father any more suffer-
ing.

The younger daughter sings a song about
how tenderly her father treated her when she, was
a child, but the old daughter, who possesses no
such memories, is extremely jealous. She screams,
“Kill the memories,” and has the retainer choke

the younger daughter to death. “Save Father,” the
younger daughter pleads and dies, whereupon the
older daughter’s shadow Vanity falls to the
ground, saying “The vanity inside of you has died.
But you haven't noticed.”

The older daughter has the younger daugh-
ter’s body sent to her father.

®

Songs for the repose of the souls of the dead
float through the air, while the old man dances
with the younger daughter’s body in his arms.

The loyal attendant announces, “As long as |
am with you, blinded, I will be a hindrance. For
the remainder of my life, I will go on living
someplace, watching you.” He departs.

®

The older daughter and retainer are making
love. “The age belongs to you and me,” says the
retainer, and urges her to kill her father as well,
but the older daughter suddenly chops off the
retainer’s head. The older daughter’s shadow
Unpredictability dies, saying, “The un-
prediceability inside of you has died, but you
haven’t noticed.”

®

When the old man invokes his dead wife, her
phantom appears and sings, “Go on living, remem-
ber the night of love we shared.” The old man
resolves to go on living.

He visits the older daughter. “Sit on the
throne if you like. I will build a grass hut in corner
of the garden and live there,” he says. The older
daughter stabs her father to death. “T am a daugh-
ter of the gods, who was dispatched o this world
in the barque of destiny. I have no mother. I do
not need a father. Die, Father!™”

®

Loneliness assails the older daughter, standing

in the uninhabited kingdom. Her shadow Ambi. |
tion slowly falls to the ground. “The ambition |

inside of you has died. And you have noticed.”

20

The phantom of the mother appears behind
the older daughter who is staring vacantly into
space. In her mother’s arms, the older daughter
mutters that she wishes to become a bird.

Who is behind me?
Who's behind me?

|

13
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‘Greating Lear
| 3Yuki Hata

Two years ago, I was struck by the need to
create a new play rather than simply inviting an
Asian company to bring an already completed
work to Japan. The idea occurred to me during
the performance of the two-pare Philippine musi.
cal E! Fii in the autumn of 1995.

Two years before that, in 1993, the Japan
Foundation Asia Center invited the Tanghalang
Pilipino to tour Japan with E/ Fili. I strongly felc
that the scale and weight of the themes could not
be fully expressed unless the work was performed
together with Nolf Me Tangere, the prequel to the
novel on which B/ Fili was based, and I approa-
ched the troupe with the idea of creating 2 musical
version of Naoli. Finally, in 1995 both plays were
completed, and the performance of a two-part
production became a reality. The plays were
supetb, and the stage performances, along with the
broadcast televised on NHK on November 10,
1996, made a deep impression. The two-pare work,
which treated the unique Philipino theme of in-
dependence from Spain, reconfirmed my belief
that the highly specific may become the universal
~ quite uscxpectedly, Rio Kihida used the very same woeds
when talking about Marianae Hoppe's King Lear in this
program.,

While wotking on E/ Filf, I began thinking
about next creating a work that was consciously
universal in outlook from the very outser. It
seemed to me that that was the proper role for the
Asia Center to play, for the organization has
continued to track the development of Asian
theater since its inception. My idea was to gather
together the necessary staff and cast without
seteling upon a particular country or theater com-
pany: in pursuing that strategy, I setcled upon
Shakespeare as 2 common denominator. Although
questions were raised about the choice of a
Western classic to perform in Asia, I decided that
avoiding a work from a specific Asian country
would help enable everybody involved in the
project to maintain a certain distance. At the same
time, I thought that it would be better to use a
work that everybody knew.

First of all, I decided to ask Ong Keng Sen to
serve as the director. My decision was not based on
the face that we knew how cach other thoughe,
after having been friends for nearly a decade, and
he had been invited by the Asia Center to direct
two works in Japan. More than anything clse, it
was because he was a native of Singapore, a

multiracial society where respective cthnic tradi-
tions are all enveloped by the culture of 2 mega
urban society, and was only 33 years old — which
enhanced the meaning of this project.

Ong immediately expressed interest and said
that, if Shakespeare was going to be the subjece,
he would like to do Kimg Lear.

King Lear banishes his youngest daughter for
failing to express her love for him, and divides his
kingdom between his two elder daughters. The
daughters whom he trusted betray him, he loses his
throne and his sanity, and he wanders the heath in
madness. By the time he realizes the folly of his
ways, it is €00 late, and all is lost. Ong saw King
Lear as the tale of what occurs when power which
properly belongs only to the patriarch (i e caly to
men) is usurped and wrested away by women —
the world is thrust into confusion, and order can
only be restored through men. In order to bring in
the gender perspective, Ong insisted that the story
be re-interpreted through the eyes of a female
playwright. That is how Rio Kishida became
involved in the project.

Since last July, five meetings have been held
by Ong, Kishida, and the producers to discuss the
script. Ac che first meeting, Kishida listened to
Ong’s ideas and said that she wished to have the
father killed by the oldest daughter, and to insert
the role of the mother, who does not appear in the
original play, as an existence that saves all beings.
(We referred to her as the "absent mother.”) We
also unanimously agreed that the story should
become simply the tale of an old man rather than
that of the king wandering madly in the raging
storm. That is why the present play is called Lear
instead of Kimg Lear.

Gradually, the number of characters in the
play was pared down to: the older daughrer, who
betrays her father, and seizes the throne. The old
man, who believes his elder daughter’s given word,
and who is killed by his own folly. The younger
daughter (Cordelia in the oniginal work) who incurs the
wrath of her father because she does not speak and
is killed by her older sister. The loyal atcendant
(suggesting the Earl of Gloucester in the origimal) whose
eyes are gouged out in the old man's stead and
who devotes himself body and soul to the old man
by not asserting his own existence. The retainer
who tries to obtain power through a physical
liaison with the older daughter and is killed

15
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without winning her heart. The fool who stores
energy to live by laughing at the wordd and
belicves that his youth and curses are weapons.
The woman who enters from outside of the story
and asks: Who are you? The mother who embraces
all beings. It was Ong’s idea to add the three
shadows of the older daughter and the retainer. In
addition to this, the collaboration between Ong
and Kishida extended into the minute decails of
the structure.

Kishida’s original concept was for the older

| daughter having murdered her sister, father, and

recainer, to be killed in the end by the mother’s

| apparition. But Ong opposed this idea. He also

saw in the older daughrer’s patricide the positive
aspects of the assassination of authority that is
undertaken by the new generation in many parts
of Asia. Ong did not favor the idea of meting out
punishment to the older daughter. In the end,
Kishida incorporated Ong's views instead of de-
picting the Buddhist idea of attaining salvation
through the ace of taking of life.

Regarding the casting, Ong at firse had a
strong inclination to have actresses play Lear and
the loyal attendant, and actors play the older and
younger daughters. That was because cross-gender
casting scemed inevitable if Kimg Lear was going
to be reinterpreted on female principles, and also
because the performance of female roles by males
was an extension of Asian theater methods. But he
also had a strong desire to create a highly stylized
work. After numerous twists and turns, stylization
took precedence over the use of actresses, and the
noh actor Naohiko Umewaka was chosen to play
the role of Lear.

As originally planned, it was decided that
actors would play the roles of the older daughter,
the three shadows who represent her inner self,
and the younger daughter. Jiang Qihu, an actor
trained in Beijing Opera who possesses a crisp
acting style, was chosen to perform the role of the
older daughter, which demanded a strong mode of
expression. The Thai dancer Peeramon Chom-
dhavat was chosen to play the wordless younger
daughter, because his lithe body, trained in mod-
ern baller as well as in graceful Thai dancing, was
precisely the Cordelia that we were looking for.

Najip Ali was chosen to play the bizarre fool
who sings rap songs; Hairi Katagiri, the strange
woman who suddenly wanders from the modern
world into the story, which is set in an unknown
time and place. It was hoped that the pair would
constantly bring the traditional world of Umewaka
and Jiang back to reality.

The music was created by: Rahayu Supang-
gah from Indonesia, who draws from gamelan
music (and who created new instrements for this work that
Bave a wider mnge and toae than coaveational gamelas);
Mark Chan from Singapore, who wrote songs and
the accompaniment for the old man; Junko
Handa, the biww musician, who provides the
accompaniment for the older daughter; and Piter-
mann, the musician from the Minankabau music
tradition of Sumatra, who wrote the songs of
prayer. Here again the traditional and the contem-
porary intérsect.

In the process of assembling the cast and
musicians, the list expanded to include six coun-
tries. Since the rule was for the dialogue to be
spoken in the actor’s native tongue, the scripe had




to be translated into English, Chinese, and In.
donesian (the performens from Malaysia and Indoaesia use
the Iadoncsian waipe), as well as partially into Thai.

The cast and musicians met in Singapore last
November. The reason for that location was to
participate in the international workshop called
Southeast Asian Laboratory, a three-year project
run by Ong's theater company TheatreWorks. The
workshop, which drew international attention,
lasted for six weeks, until the end of December.
During this period, a total of 60 individuals who
form the backbone of traditional and modern
performing arts in Indonesia, Malaysia, Singapore,
Thailand and Vietnam took part. Most of the
performers in Lear were also core participants of
this workshop, and this six week period was a |
learning experience about one another.

At the end of March this year, when Kishi.
da’s script was more or less complete, the principal
members of the cast met in Tokyo. Ong's
approach for the workshops was to use improvisa.
tion in order to have the actors themselves thor-
oughly explore the interaction of bodies with
formal stylization and bodies that did not possess
such a style. For Umewaka and Jiang, this meant
that they had to identify how much should be noh,
and how much should be Beijing Opera. The
actors and dancers from contemporary theater
tried to identify what kind of style could be
created within their own bodics. Another impor- |
tant theme was how we could weave music out of |
the ‘sounds’ of five different languages.

|

Thercafter, the script underwent a number of

revisions. The work of the various designers also

was entering the final phase. The floor designed by

Justin Hill was inspired by the deck of a fishing

hut widely found in Southeast Asia that rests on
stilts rising from the sea. The floor undulates, as
though it would impede the smooth movements of
the actors. Costume designer Koji Hamai, masks/
props designer Nobutaka Kotake, lighting
designer Tamotsu Harada and sound designer
Masahiro Inoue are all attempting to penetrate the
world of Lear in their respective ways.

The entire group assembled today, and four
months after preparations started in carnest in
March, rehearsals with the entire cast have begun.
Voices speaking in five different languages rise
and sweep through the air in the studio.

Bringing together individuals from six coun-
tries was, as we had expected, 2 very arduous
process. The overwhelming issue while we tackled
the mountainous load of work was just as che older
daughter attempred to overcome the traditional
patriarch in her own way, how could we reassess
tradition while not resorting to  patricide.
Everybody involved in the production ~— from the
director, playwright, and designers, to the per-

formers — sought to numerous Asian traditions

and Asian realities, and, out of it, to forge a new

reality. Were they successful? The answer to this |

question lies ahead.
Iy 26, 1997
(Performing Arts Coordinator, The Japan Foundation Asia

Ceneet)
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The old man accompanied by the loyal atteadant and the fool
The older daughter surrounded by her shadows

The betrayed and the betrayer
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The older davgheer,

ber shadows,

the younger daughter

and the loyal artendane ——
the world serrounding

the royal family

overflows with

greed and soerow
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The woeld of the old man is shaken by
the fool from within, the woman from without
The retaince who believes thae
be bas physically cothralled
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The fool asseered his peesence by berating otherns
When his curses fad,
be tuens upoa the old man in his powerlessncss
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l Ong Kcng Scn' Dicectos

Born in Singapore in 1963, he
received a degree in law from the
| National University of Singapore. Since
| 1986, he has been the Artistic Director
of TheatreWorks, the largest English-
language theater company in Singa-
pore. He has turned ourt a steady stream
of widely noted works, while serving as
a major force behind the creation of
“Singapore theatre.” Two of his previ-
ous productions were invited to perform
in Japan by the Japan Foundation Asia
Center in 1992 Three Children and the
musical Beawty Werld. At New York
University from 1993 to 1995, Ong
pursued the study of inter-culturalism in
theater.

Throughout his works he has ex-
plored the question of identity; recently
his attention has increasingly become
focussed upon space and the stylized
representation of the human body. In
1995, he directed an grand open-air
production of Breken Birds, a play about
Japanese women who went to Singa-
pore to work as prostitutes. In The
Yang Family in 1996, he used an old
“shop house™ (Singaporean phrase for a
merchant’s shop/dwelling) in China-
town as a theater, enabling the audi-
ence to relive the time passed by an
immigrant Chinese family. In May this
year, Degtinies of Flowers in the Mirror
was performed inside a fountain. Work-
borse Aflsat in June juxtaposes the
historical context of Chinese rickshaw
| coolics who lived in Singapore from
1880 to 1940, with the present foreign
workers from the Indian subcontinents.
Ong's work, which combines documen-
tary methods with a bold, stylized mode
of representation, continues to have an
impact on Asian theacer.

In addition to Japan, overscas
performances by TheatreWorks include
Madame Mao’s Memories at the Edin-
burgh Festival (1992), Lae Jin at the
Perth Festival (1994), and Descendants of
the Eunuch Admiral at the Cairo Interna-
| tional Festival of Experimental Theatre
| (1996). Ong directed Language of Their
Own at the Joseph Papp Public Theatre
in New York (1994). Next year petfor-
mances by TheatreWorks are scheduled
in Germany.
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A Japanese playwright. In 1974
she joined Experimental Theater Labor-
atory Tenjo-Sajiki, headed by the late
Shuji Terayama, 2 major figure in thea-
ter whose work had a world-wide
impact that continues even today, more
than a decade after his death. She was
an important collaborator who worked
closely with Terayama on many pieces,
including Shimtokumars, Leming, and
Efib)o R)rlbﬁ (Account of an Epidemic),

In 1983 after Terayama’s death,

Rio Kishida —Playwright {
!
|
|

|
|

| she founded the theater company Ki-

shida Jimusho Rakutendan. In 1986
she won the 29th Annual Kishida
Drama Prize for Ite Jigoku (Wovea Hell), a
play that depicts women living in
obscurity in Japanese history. In 1992,
it was performed at the Adelaide and
Perth festivals in Australia. In 1988, she
won the 23rd Kinokuniya Drama Prize

for Tud mwe Sumika/Kari wo Yads (Fieal |
|

Hoeme/ Temporary Lodging), a play that por-
trays the lives of Yoshiko Kawashima, a
woman of Chinese birth
forced to live as a Japanese, and Li
Koran, 2 woman of Japanese birth who
was forced to live as a Chinese. Kishida
continucs to write about women from
the perspective of gender as well as
about the nature and role of *the
Father.” Kishida has also written many
television and film scripts; she won the
screenwriter's award at the 1989
Kumamoto Film Festival for Sembysbya-
ku Kyujukysnen mwo Natsyammi (Summer

who was

| Vacation 1999). In 1993 she dissolved her

theater company.

Since 1992 Kishida has been
active in international exchange in the
theater world, with a focus on South
Korea, through her theater series “Rio
Kishida: Transcending National Bor-
ders.” During 1993 and 1994, Se-uvel ¢
jota (The Blessings of the Year), pcrfm'mcd
by a South Korcan cast -under the
direction of Lee Yun Tacg., toured
Tokyo, Seoul, New York, and San
Francisco.

Kishida is also hard at work on
major productions. Last year a revised
version of Shimtekumarn was staged
under the direction of Yukio Ninaga-
wa. This year there has been a produc- |
tion of Kuws ."u‘f)y (Grass  Labyrinch) ‘
which was also directed by Ninagawa. |
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Rahayu Supanggah—Music

A leading Indoncsian composer.
Bor into a family of traditional shadow
theater puppeteers in Solo, Central
Java, he studied gamelan music. Afcer
receiving a degree from ASKI (Indoaesian
Petforming Ars Academy), now STSI (Ia-
donesian College of the Ars) in Solo, he
received a docrorate in eth-
nomusicology from the Sorbonne in
Paris. The first Indonesian composer to
mix gamelan music with contemporary
music forms, he expands the potential
of the former through collaboration
with computer music and other genres.
His works have been introduced all
around the world, including Europe,
the United States, and other countrics
in Asia.

Mark Chan

A composer and musician from
Singapore, Chan is a leading figure in
the world of Asian pop music. He
began composing music in 1985, His
album China Blue, released as a2 CD in
1991, established a distinctive style thae
blended traditional Asian music with a
pop sensibility.

Since carly in his carcer, he has
also composed music for the theater.
He has collaborated with Ong Keng
Sen on many productions, such as Three
Children, Madam Mas’s Memories, and
Las Jiu.

In addition to participating in
various international music festivals as a
singer representing Singapore, he has
also established a reputation for his
playing of Asian musical instruments,
such as the Chinese flute.

In the present show, he is respon-
sible for composing the lyrics, and also
plays the role of Lear’s music spirit.

Pitermann—>usic

A composer from Sumatra, In.
doneia, Pitermann studied music ar
ASKI in Padang, after which he has
been active as a composer and singer
for the distinguished Indonesian dance
company, Gumarang Sake Minankabau

1
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In this work, he composed and will
perform pieces such as the prayer in
scene 11, all of which draw from the
style of Minankabau, West Sumartra.
Pitermann will also be onc of the
musicians.
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Junko Handa—Bsw Music

A performer and composer for the |
Japancse biwa (3sring bote). She studied |
the wtwmae biwa (2 sealler, dsuing lute)

under Kinshi Tsuruta, who is interna-
tionally famous for Tohru Takemitsu's
Norember Steps. In 1972, she became 2
member of Pro Musica Nipponia, a
group cthat performs contemporary
music using traditional Japanese instru.
ments, with which she performed in
concerts around Europe, the United
States, and Asia, until leaving the
grouop in 1992, She has also held many
solo performances in Japan and abroad.

Handa s also active in exploring
new directions, playing together with
the jazz pianist Masahiko Sato (fise joine
seion was at the Kool Juzz Festival at the
Carncgic Hall, 1983), raking part in con-
temporary opera, performances of con-
temporary music and working on music
for Super Kabuki*by Ennosuke and
films.

BOi Sak(i Choteography

One of the leading young chore-
ographers in Indonesia. He was born in

Minangkabau, West Sumatra; his
mother Gusmiati Suid, is a famous
contemporary dancer. After being

trained in the traditional dance and
music of Minangkabau, he studied con-
temporary dance at 1K (Jakarra Instiuee of
the Petfocming Arts),

From his student days onward, he
performed frequently while at the same
time drawing attention for his in-
novative choreography, which incorpo-
rated clements such as pemcak wlat, a
traditional martial are form in Minang-
kabau. Si#ar is also used as an important
resource for the choreography for the
retainer and his shadows in Lear.

He has also appeared with Guma.-
rang Saka Minangkabau, the dance
company led by his mother, in festivals
in Europe, the United States, and Asia.
He served as the choreographer for the
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company’s performance in the United
States in 1991, which won the Bessic
Award, a prestigious American dance
prize. Currently, he is the head of che
Boi Sakti Dance Theater.

Aida Redza — Chorcographer

Malaysian dancer and choreogra-
pher. She trained in classical ballet and
was active in America. Currently Artis-
tic Director of Shakei Dances, as well as
teaching at the Natnional Arts Acad.
emy in Kuala Lumpur. _

As a choreographer, she is also
involved with Malaysian and foreign
groups in addition to her work with
Shakei Dances. Her work has been
presented at dance festivals in countrics
such as Indoncsia, China, and South
Korea.

Justin Hill—Se design

An Australian stage designer and
architect living in Singapore, Hill has
handled almost all of the major produc-
tions of TheaterWorks, a leading Sin-
gaporean theater company.

Since last year, Hill has done the
stage sets for a series of operas and
musicals, including Swryreller, the first
large-scale, original Malaysian musical
(dicected by Krhen Jit and Zahim Albakn);
Fawst, an opera produced by the Lyric
Theater, Singapore; and Arion and the
Delphin, a large-scale opera for children
produced by the Singapore Symphony
Orchestra.

Koii Hamai-— Cosumes

A Japanese texule and fashion
designer. After working as a designer
on Issei Miyake's staff, he founded
Hamai Factory.

Valuing collaborative work with
weavers in small urban factories, he has
explored the process by which a single
thread turns into an article of clothing,
and then is reduced to pieces of thread.
His perspective was put into practice in
Field Trip to a Factory, a seties of exhibi-
tions in which he placed a loom from a
factory on the roof of the Sony Build-
ing in the Ginza and wove leftover
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thread from the factory into T-shirts.
The various finely crafted texciles creat-
ed for the present show are a produce of
extraordinary atcachment to macerial
and cooperation with urban weavers.

Hamai also designs the costumes
for the Japanese dance-theater group
Pappa Tarahumara and the pop music
group Shanshan Typhoon.
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Tamotsu Harada—Ligheiog

A Japanese lighting designer who
went independent in 1983, Harada
chiefly handles works directed by Yukio
Ninagawa. He also does lighting for
other directors such as Akihiro Miwa,
Hideki Noda, and Amon Miyamoto. His
extensive lighting designs for concerts

‘ include those of Ryuichi Sakamoto, |
| Kitaro, Kenji Sawada, and Shinobu |

Sato. He also did che lighting for the

opening and closing ceremonies at the |

1995 Universiad in Fukuoka.

Masahiro Inoue—Sousd

A Japancse sound designer, who
has been active since being involved in
the establishment of Office Shinon in
1981, he designed the sound for plays
directed by Yukio Ninagawa and Koki
Mitani, as well as for the theatre com-
panies The Third Stage Company, Jiten-
sha Kinkurito, and Gajira. His recent
credits include Kuwe Meikyw (Grass Laby.
risth) and Showw Kap Daizemsbu (Popelar
Soag Anthology of the Showa Period), both of
which were directed by Ninagawa.

Nobutaka Kotake—Musks snd pecps design

A Japanese set disigner and visual
artist. In 1975 Korake became the
artistic designer for Tenjo-Sajiki headed
by the late Shuji Terayama, and was in
charge of the stage designs for all of
Terayama’'s later work, beginning with
Nuhibun (Ditections to Servanes).

Since Terayama's death, he has
produced sets for the theater companies
Banyu Inryoku, Aoi Tori, Shinjuku
Ryozanpaku,
Theater.

In addition, Kotake is active as a
sculptor who uses automated machinery
as a theme.
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Naohiko Umewaka

A Kanzeschool noh actor bom
into a famous hereditary family of noh
actors that includes his father Naoyoshi
Umewaka, grandfather Manzaburo
Umewaka, and great-grandfacher
Minoru Umewaka.

Umewaka made his debur at the
age of three in Shojo; at age 9 he
performed his first role as a i, or
principal actor, in Twhigums. He has
made a name for himself as an interna.
tionally oriented noh actor. From 1991
to 1994 he pursued the study of com.
parative theater at London University,
and carmned a doctorate. He has per-
formed many plays abroad; the same is
true of workshops. This year he took a
play to Brazil; last year, one to France
that was performed at the Musee
Guimet and Grand Palais.

Umewaka has also been actively
involved in performances of new noh
plays. He choreographed and perfor-
med the role of the dhie in such plays as
Janine Beichman's Hywm (Drifting Fices
1983, Tsukuba Expo), Kakichi Kadowaki's
j(.(.‘li wo Semrer (The Bapcisan of Jevus: 1988, the
Vartican, Rome; Belgium, etc), and
Ocohiko Kaga's Azwchi nmo Seibo (The

1991,

Brussels,

Holy Mother in Arechi Inteenational
Comparative Literatuee Assocution, Tokyo Coa.-
He also choreographed and
played the dhite in Twfigabana we Mai, a
new noh play written to commemorate
the opening of the textile exhibition
Techika Kubota: In Praise of Natwre at the
Smithsonian Institution, Washington,
D.C. (1993). At the foor of M. Fuji this
July he performed a new version of
Tvfigabana re Mai.

Umewaka is active in a wide vari.
ety of other fields as well. In 1994 he
choreographed Yukio Mishima's play
Madame de Sade ax the Almeida Theater
in London. At the Spring Loaded Festi-
val in London that same year, he per-
formed with a baller dancer in Qu/
Affinity, a dance that he choreographed
and directed as well as starred in. In
addition, he played the role of the
Showa Emperor in the film Hirsbima, a
joint Canadian-Japanese-U.S. produc-
tton, that was televised by NHK in
1996.
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| Older Daughter Jiang thu

Jiang is a member of the highly
prestigious China  National Beijing
Opera Company in China’s capital. One
of the leading performers of xisadheng
(young man roles), he holds the utle of
National Artist, First Rank.

He is the recipient of numerous
awards. In 1987, he won the Best
Acting Price in the xiaasheng category at
the Competition for Outstanding
Young Chinese Actors. In 1993, he
won the Mei Lanfang Golden Prize in
the same category. He has performed in
Hong Kong, Taiwan, Finland, and
Japan as well as in China,

In 1996 Jiang gained international
recognition for his performances as
King Pentheus and Agave, the king's
mother, in a production of the masked
drama The Bacchae jointly mounted by
the China National Beijing Opera Com-
pany and the New York Greek Drama
Company.

Lear is the first play in which Jiang
performs a full-fledged female role.

|
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Yosager Dusgheer—Peeramon Chomdhavat

A Thai dancer, he began studying
kbem, a form of traditional Thai dance,
at the age of 10 and was later trained in
baller, modern dance, and jazz dance.
Since his days as a dance student at
Chulalongkorn  University, he has
appeared on various stages, including
the Bangkok Ballet Theater,

From 1992 to 1993, he studied in
France. In addition to participating as a
member of the Le Jeune Baller de
France in concerts in France and
abroad, he also appeared in Roman
Polanski’s opera Les Contes d"Hoffmann

| at the Opera de Paris Bastille. He is one
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of the most exciting young dancers/
choreographers in Thailand today.

rool—Najip Ali
This multi-talented artist  from

Singapore has acquired fame as che

bizarre master of ceremonies who

| speaks various Asian languages on Asa

Bagws, a popular television program
shown all over Asia. He is also a singer
and a London-trained dancer and chore-
ographer who bustles around Tokyo,
London, and Southeast Asia displaying
his superb talent in various ficlds.

As a singer, he has brought out
several CDs, including Oswik. He has
also done the choreography for the
musical Beawty World directed by Ong
Keng Sen and many other works.

His popularity in Japan has scen a
recent upswing. His latest album, Raw-
Jak was just released, he is featured in
magazines, and he appears in a tele-
vision commercial.

Woman—Hairi Katagiri

A Japanese actress, Katagiri joined
the theatre company Buriki no Jihatsu
Dan, headed by the director Yorozu
Ikuta, in 1982 while she was stull a
university student. Her highly individual
acting made her one of the company’s
star actresses, together with Ginpuncho.
In 1994 she left the company; since
then, she has worked on her own.

She has received excellent reviews
for Ventures mo Yoru (Night of the Ventuzes),
a onc-woman show directed by Ryo
Iwamatsu that she has continued to




N
\

1997 %) ZETHR, 7vEeF o=,
—Txr, BRTLEPMXNATH D,

ZRE—FEL TN

2= TORE-WIK, 2N
ALRA (Acsdemy of Live and Recorded Ares) T
THE 2 FSL 1988 BN LTI A > =
2y bR 72800, 950 & ) IR
DR LHTLT.DHHRCHMBN =5
AR+ s,

B, =v—oT7THMD=2 -V~
ZV—=FTaiK. MEE LTism,

| MOELRM T, X s . o=

B2 TR p o ) o 7 S (T 06 1906%) 12

| Rk T T Eo e e A

N R=r D2 b, TOBRD L
XA RE BT A r vt
R~ DWMEL £L, "Ca—F 4—7
= FIHAZRQ29 12 6 B,

| Night), directed by

Loyal Attendant Zahim Albakl'i

2 | perform nationwide since 1994. She has |
| also drawn praisc for her work in

Ornpatachi mo  Juniya (Women’s Twelfth
Hitoshi Uyama;
Tanuki Goten (Racoom Dog's Palace), direct-

| ed by Amon Miyamoto (1996); Machine

Nikki (Machine Diary), a play directed by
Suzuki Matsuo (all-Japan tour, 1996, 1997);
and Skoww Kaye Daizemsbu (Popular Song

| Astbology of the Showa Period: 1997), direct-
| ed by Yukio Ninagawa. She is also a
| familiar figure in television dramas,

commercials, and movies.

A Malaysian actor who studied
acting at the ALRA (Academy of Live and
Recorded Ars) in London. After returning
to his homeland in 1988, he was one of
the founders of the theatre company
Instant Cafe. In 1995, he was a key
founder of a2 new company, Dramalab,
as a2 move to create original drama.

He is active as one of the leading
directors/actors of the new wave of
Malaysian theater. Major recent pro-
duction that he has directed include
Talking AIDS and the musical Seeryseller
(baxeh 1996).

Reuincr—Abdul Gani Karim

A Singaporean performer, Gani is
a dynamic dancer and a skilled chorecog-
rapher. He has appeared in many pro-
ductions directed by Ong Keng Sen,
and was in the cast chat performed
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| The Older Daughter’s Shadows

All three are Singaporean actors.

Low Kee Hong, who plays Ambi.
tion, is a graduate student in sociology
at the National University of Singapore.
He has worked with Ong Keng Sen
since 1993, when he performed in the
musical Mertal Sins.

Tang Fu Kuen, who plays Un.
predictability, has appeared in almost
all of Ong Keng Sen’s recent produc-
tions. He was awarded the prize for
Best Actor for his role in Descendants of
the Eunuch Admiral, performed by
TheatreWorks under Ong Keng Sen's
direction at the 1996 Cairo Interna.
tional Festival of Experimental Theatre.

For the past decade, Jeremiah
Choy, who plays Vanity, has been a
familiar face in Ong Keng Sen’s pro-
ductions, including the tour of Beausy
Werld in Japan and the performance of
Descendants of the Eumuch Admival in
Cairo.

Retainer’s Shadows

An actor from Singapore, Lim
Yu:-Beng has played a central role in
many of Onc¢ Keng Sen’s productions.
His performance in Japan as the cabaret
boss in Beauty World made a strong
IMpression.

Benny Krisnawardi and Jefri Andi
are Indonesian dancers and principal
members of the dance company Guma.-
rang Sakti (sce p. 27) in West Sumatra.
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Earth Mothers

Aida Redza is 2 Malaysian dancer
and chorcographer (sce p

Sharon Lim, Suhaila Sulaiman,
Noorlinah Mohd, Jean Ng, and Sheila
Wyate are actresses from Singapore. All
regularly appear in Ong Keng Sen’s
productions.

28).

Musicians

Rosita Ng is a Singaporean singer,
whose repertoire covers a wide range of
genres including jazz and classical and
pop music. She plays a variety of musi.
cal instruments including the piano and
flute. She played the important role of
Rosemary in the production of the
Beauty Weorld Japan tour.

Rahayu Supanggah is a composer
from Central Java, while Pitermann is a
composer/performer  from West
Sumatra, both in Indonesia (see p.26),

Sunardi, Danis Sugiyanto, and
Suyoto Martorejo are also Indonesian
musicians active in Solo, a center for
gamelan music in Central Java.

Rowrn Ny
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Kazuko Matsuoka

®

. I understand that in Lear, the play written by
| Rio Kishida and directed by Ong Keng Sen, the
“Absent Mother” is of great importance. In the
source itself, Shakespeare’s Kimg Lear, the mother
is not present. The woman who was Lear’s queen
and the mother of the three sisters — Gonerill,
Regan and Cordelia (who, some say, may have
been born to a different mother) — is cleardly
dead. She is hardly mentioned at all, save once:
Act II, scenc 4, where Lear berates Regan ac
Gloucester's castle after having been made to wait
overlong, and answering her greeting that she is
glad to see him:

..if thou shouldst not be glad, I would

divorce me from thy mocher’s tomb

I, 4, 12326

In the subplot also, Edgar’s mother, who is
Gloucester’s wife, is absent, as is his mistress,
Edmund’s mother (whom Gloucester mentions:
“yet was his mother fair; there was good sport ac
his making™ L 1. 21:22),

What is ctruly intriguing is the face that

mochers, and that chere is a passage that may also
be interpreted as a statement that there is a mother
inside Lear. The first phrase is in Act I, scene 4,

her after he has yielded his kingdom to her and
Regan. When Lear says to the Fool, “When were
you so wont to be so full of songs, sirrah?” the Fool

mothers; ...when thou gavest them the rod and

puttest down thine own breeches...” (L 4, 16370,
The image is that of a child who is being

caned by his mother for some mischief. The latter

Caius (his faithful courticr, Kent, in disguise) has
been placed in the stocks:
O, how this mother swells up toward my
heart! Hysterica Passio, down, thou climbing
| sorrow! I, 4, 5555
| “This mother,” “Hysterica Passio,” and
“climbing sorrow” are descriptions of the over-
whelming rage and agony that Lear experiences.
The passions and emotions that have the power to
cause madness are what is referred to here as “this
mother™,

Gonerill and Regan are described as Lear’s |

when the King comes to realise that Goneril has |
treated him with disdain during his sojourn with |

answers, “...c’er since thou madst thy daughters thy |

passage is in Lear’s outburst in Act II, scene 4. |
When Lear visits Gloucester’s residence in order to |
meet his daughter Regan and her husband, the |
| Duke of Corawall, he notices that his messenger |

Lear, his three daughters, and the Mother

Shakespeare began his Lear with the famous
scene of the dividing of the kingdom.

The aged king says to his three daugheers,
“Which of you shall we say doth love us most?/
That we our largest bounty may extend/Where
nature doth with merit challenge...” (L 1. 5153,

The elder two respond in flowery flamboyant
phrases, protesting their love for their father in
extravagant terms, but when the

nothing to say (. 1. #). This enrages Lear to the
extent that she is immediately disowned, after
which Cordelia accepts the suic of the King of
driven to madness, he roams the heath in the midst
most terrible curses upon his elder daughters, both
particular wrath is directed against Gonerill, as in

Act I, scene 4, where Lear kaeels and cries out to
| the heavens while his eldest daughter is present:

make this creature fruitful./Into her womb
convey sterility,/Dry up in her the organs of
increase,/And from her derogate body never
spring/ A babe to honour her... L4227
Through his curses, Lear attempts to make
| Gonerill barren: the Mother is no longer merely
absent, she is now renounced.

Lear’s wrath against the feminine and its
fertility encompasses not just living creatures, it
| spreads to a cosmic scale. While wandering on the
| stormy heath, Lear shouts out into the tempest:

And thou all.shaking thunder,/Strike flac the

thick rotundity o'the world,/Crack Nature's

moulds, all germens spill at once/That makes

ingrateful man! HL 2. 69

Except for test-tube babies, 2 woman can
only become a mother after sexual intercourse.
| This may be the reason why King Lear is so full of
curses and vilification that refer to the nether
parts, the genitalia and the fercility of women. The
passage above is one example, and the anger that
he expresses on the cliffs of Dover seems to go far
beyond the wrath that he feels for his ungrateful
| daughters. Upon encountering Gloucester, who
i has been blinded, he says:

I pardon that man’s life. What was thy cause?
Adultery?/Thou shall not die. Die for adul-

youngest, |
Cordelia, is asked to speak, her reply is that she has |

France, and then leaves the country. This marks |
the beginning of the tragedy of Lear, in which |

of a raging storm. Lear rages and calls down the |

before and after his descent into insanity. His |

i

' Hear, Nature, Hear! Dear goddess, hear!/ |
i Suspend thy purpose if thou didst intend/To |
|

37
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tery? No... To't, luxury, pell-mell, for I lack
soldiers./Behold yon simpering dame/Whose
face between her forks presages snow,/That
minces virtue and does shake the head/To
hear of pleasure’s name -/The fitchew nor
the soiled horse goes to't/With a2 more riot-
ous appetite./Down from the waist they are
centaurs,/Though women all above; /But to
the girdle do the gods inherit,/Beneath s all
the fiends' -/There’s hell, there’s darkness,
there is the sulphurous pit-burning, scalding,
stench, consumption! IV, 6 109029
Cordelia, strangely, is exempt from her
father’s misogyny and loathing of her sex. She is
the purest embodiment of truth, and is a daugheer,
through and through, with no other role in her
nature. In the opening scenes of the play, Cordelia
states:
...Haply, when I shall wed,/That lord whose
hand must take my plight shall carry/Half my
love with him, half my care and duty
L} 100002
However, when she meets the British forces,
it is for her father's sake (V. 82220, While this is a
role that she herself desires, it seems as if Lear, her
father binds and keeps her from ever achieving
womanhood, let alone maternity. Cordelia
breathes not the faintest trace of female sexuality.
When called upon to express the depth of the
love that she fele for her father, Cordelia replied
that she had “Nothing™ to say (L 1.87). The Elizabe-
thans considered reticence to be a virtue, and
talkativeness to be a vice in women. Eloquence
was thought to be a trait desirable in 2 man, and
shrews and scolds were considered to be undoub-
edly the most lamentable types of women of all (ac
least by men). This is what was perceived to be
| “common wisdom,” or “common sense” and the
| disruption of this upset the natural order. Based on
| these tencets it is possible to see Lear's anger ax
Cordelia for her reply to have ignored the first
principle, and his acceprance of the almost rhetori-
cal “words of love™ that the elder daughters
employ can be interpreted as his recogaition of the
supposedly masculine virtue in women. Lear
belatedly becomes aware of the first virtue only
after Cordelia’s death: “...Her voice was ever soft,

Gentle and low - an excellent ching in woman.” (V.
3, 2007109,

constantly strive to dominate men, and whip on
their husbands and their facher in order to achieve
their ends — as the Fool notes in his remarks in I,
4, 170, where he speaks of Lear’s having given his
daughters the rod —— and the play abounds in
examples of the fact that they are shrews and
scolds. The upsetting of natural order also includes
an overturning of seniority and precedence.

Gonerill and Regan (Goneril in particular), |

Lear: ...I had daughters.
Fool: Which they will make an obedient
father. 1,4, 2303)
Daughters attempe to train their father, and
the characeeristics and roles of men and women
become confused and interchangeable, (The shrew
i 2 woman who has become masculine.) There are
examples such as the following;
Lear: And let not women's weapons, water
drops,/Stain my man'’s cheeks L 4, 27132
Gonerill: I must change arms at home and
give the distaff into my husband’s
hands. IV, 2. 1718
Regan: But are my brother’'s powers set
foreth? ...Himself in person there?
To which Gonerill's henchman replies;
Oswald: Madam, with much ado. Your sister
is the better soldier. IV, 5 14
Here again, Cordelia is the exception to the
general confusion. Act 3, scene 3 shows Lear and
Cordelia captives of the British powers. After
refusing o meet with his elder daughters, Lear
says, “...Come, lgt’s away to prison./We two alone
will sing like birds i"the cage;/When thou dost ask
me blessing, I'll kncel down/And ask of thee
forgiveness; so we'll live/And pray, and sing, and
tell old rales, and laugh/Ar gilded burtterflies, and
hear poor rogues/Talk of court news; and we'll
talk with them too - /Who loses and who wins,
who's in, who's out - /And take upon’s the
mystery of things/As if we were God's spies; and
we'll wear out, /In a walled prison, packs and
seces of great ones/That ¢bb and flow by the
moon.” (V. 3. 819,
These are words that seem more appropriate

| 10 a husband addressing his wife, to whom he has
pledged life-long companionship, than to a father
| speaking to his daughter. Here, and even later still,

!

|
|

when Lear asks, “...my Cordelia,” “'...Have I caught
thee?” (V.3 221), Cordelia remains mute, and does
not speak. Thus “daughter” becomes “partner.”
Cordelia accepts the roles tacicly.

In King Lear, the sexuality and genders of the
three women who are his daughters is warped and
distorted by the existence of a single man — their
father, This distortion is what lies behind the
absence of the mocher.

(Teansdator and theatre cricic) |

O All quotes from the New Penguin Shakespeare edition of
King Lear (1972)

39



| REERWEPIP L5~ :
1997 8 MIELR !

U7

(BT wrIL) .
LS ST PR RTST e 2~ \
Ri B 19979 )1 9 B |
L5 4 YL !
s SHBE '
T Fa R L7 :

IR i
N M !

IBYFN vl |
Ll BEET '
% AR TrPrr s ns /¥

por=7e Z4 LK am

SRHIG P con

1% TR E ™ E g )

aro199?
MRLREET T =
T107 SOXRRAKAN217.22
B4 2T —= 1 R

Tel 03-3%62-3892

K70 THLD

RirfCMETERTII(ERCT,

The Japan Foundation Asia Center
Performing Arts Program 1997

Lear

Edited and Peblished by

The Japan Foundation Asia Center
Peblished on

September 9, 1997

—
.

- - - ‘? ’
o <
TR
bl © A

Editor Yuki Hata
Desigaer Akihiko Tanimura |
Translators  Janet Goff ‘

Kayoko Yokota
Photographs by Yuki Hata

Shinji Hosono (p.40)
Editorial saff Keiko Murakam:
Photo courtesy of |

Alphonso Chan

The Straits Times (p.23) |

Toshiro Mozita (p.30)

Printed by Yamashin Printing Company

Copyrighe L1997

The Japan Foundation Asa Ceater
Akasaka Twin Tower IF

2.17:22 Akasaka, Misato-ku
Tokyo 107, 1997

Phoae: 0495623892

All nghts resceved
This book may not be repeoduced,

in whole or in part, in any form,
withouwt written permission from che peblisher

40



| EEXREEPIPEIH— The Japan Foundation Asia Center
RERAMNLIRED Contemporary Theater Programs

AANRLT R B BT e ¥ D Indoacsia: Bengkel Teater Readra
VAT D (-1 LD TENO Selamatan Anak Cucu Seleiman®
NRx A (The Ritval of Solomon's Children)

Written and Directed by Rendea
aR—1 X4 Xa X he

Scarming: Rendra, Ken Zurasda, et al
1920%1 AN
. - January 1990: Tokvo, Hizoshima
2 ®

CANE PN PT T == 2 R) ¥ =T+ AE
S Singapore (TheareWorks), Malaysia, Japan
AW S N SMIEEPO . )
© Three Children®

. YR =T EAT4> y Written by Leow Puay Tin
R /TRy, 2VrasToh Directed by Ong Keng Sen and Krishen Jit
EX—2e 702, SHIBHTS Searring: Cliire Wong, Hideko Yoshida, <t al
(TSN VST February-March 1992: Tokyo, Yokohama
{’:”’#-h )’7’_7'_71 Siogapore: TheatreWorks
Ea—Fe—-7—+F@ Beauty World @
O—A T - Fx Written by Michael ¢ hiang
OROR T (7o) e Lyrics and Music by Dick Lee
RE— Xty Directed by Ong Keng Sen
BR—— s F fms Db, DY =RV Starning: Cindy Sim, Rosita Ng, et al

-/ XX AR~ M Sepeember-October 1992: Tokyo, Osaka,
e Huroshima, Fukuoka
FEV IS PZAEE PO eV 1O
X749 RO Philippines: Tanghalang Pilipino

El Filibusterismo (Ssbversiony®
Based on the novel by Jose Rizal

Music by Ryan Cayabyab

Libeetto by Paul Dumol and Jovy Miroy

L L) S8 TVE L
ne
REOR et o |

Wil

RE—/ /)7 28¥4=YX Directed by Nonon Padilla

1993W 10M — MR- AR 0.0 M- N Oxcrober 1993: Tokyo, Osaka, Hizoshima,
BR— X =T LD, LVET 2R Fukuyama, Fukeoka
197V 9N =1 0. A Searring: Audic Gemora, Celeste

BR— A —=F L NED ULt 2 Legaspi, et al

@

September 1993: Gifu, Fukwoka

7T\~ Y=/ Scarning: Audic Gemora, Gigi Posadas, et al
e 74y —— RE B 2001%) ®

nn SC LU Philippines: Tanghalaag Pilipino

BB A0S« Ao oy e oy Noli Me Tangere (Yowch Me Nod@® and
R, ONE DR — 25 5.5 Ko D El Filibusterismo (Ssbversion /@

Based on the novels by Jose Rizal

H2MONE-OR— e Kot
2R, 0n Music by Ryan Cayabyab

Za74-%0q Noli Me Tamgere libeetto by
RE—// 7= 28¥4=0% Bieavenido Lumbera
BR—R—=F L NLD, X2V 41 7N El Filibusterismo Iibeetto by
1993491 — KX Paul Dumol and Jovy Miroy

Directed by Nonon Padilla

Starring: Audic Gemora, Monique
Wison, ¢t 2l

Sepeember 1993 Tokyo




s — [HRELR IR TS T 2~
Published by The Japan Foundation Asia Center



