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@: Then, how do you turn this intriguing
anecdote of cur history Into a stage
performanca?

A: I'm connecting it to the worldwide
phenomenon of reality TV show in which
contestants are being trained with various
skills. For example, those in “The Voice
Thailand® study how to sing different kinds
of songs, and those in “The Comedian
Thailand” study Thai country music singing,
Likay (folk dance theatrel as wall as Khon.
And 50! wander what it would be like if we go
through the similar kind of training 1o those
af Nay Nai a century ago In the framawark
of reality TV show. Apart from camaraderie,
there's, Inevitably, a high level of competition
amang them, Reality TV contestants become
winners purely subjectively by SMS votes,
and that's not necessarily based on their
skills. Likewise, the men-in-waiting were
promoted by winning the heart of tha sole
jury, the king that is.

In the performance, I'm using two games
played by Nay Nai to train physical strength
and energy. as socumented by Chanan in
his book. And as | notice that their games
facus more on physicality, I've added 3 game
which trains the cantestants intetlectually. In
the last game, we'll perform a play.

In these four games, I'm exploring four
different types of thewr relationship—
based on object. body experience and
spirit. To elaborate, in the first laver, if |
say that the Eiffel Tower is beautiful. you'd
ungerstand how if you were there, For the
bedy, it's from how your bedies share the
same space or contact each other’s. For
the experience, it's our shared experience
of, for example. getting into a fight with
this certain group of people. Lastly, and
the most complicated, is how they, after
the previous three stages, create their
own woarld—whether it's reality or not.
And so we'll perform Mit Thae (literally.
“True Friends’), King Rama VI's adaptation
of Arneld Golsworthy and E.B. Norman's
play My Friend Jarlet, but not in the spoken
drama style the way it's written.

Q: Why did you particularly pick this play?

A: It's ane of King Rama Wis favourite
plays—he performed a lead female rale
Mary and even named his favourite dog
“Jarlet”, whose monument can be seen in
his Sanam Chan Palace in Nakhon Pathom
province, west of Bangkok. | think the tightly
¥nitted relationship among May Nai is similar
1o that of the characters in this play. In thesr
days, they had their awn space. in which
they engaged in social, political and cultural
activities altogather, and this, in & sense, is
like an imaginary world of theatre.

Q: And this is also ke how contestants in
some reality TV shows spend 3 few weeks or
even months under the same racf—sharing
bathreoms, bedrooms, swimming pools
while competing with one anather.

A: Exactly. And compettion is always
present in all these games and each
audience member goes through his own
thinking process and in the end gets Lo vote
far his favourite, although he doesn't have to.
press any button or send an SMS.

Q: This subject matter is a very sensitive one
in Singapore. Are you sure you won't get into
any trouble?

A: We've closely loliowed the guidelines of
the Singaporean government in making
this perfermance suitable for all audiences,
Of course, for those who have seen my
company's works, you'd know that we will
never stage just an entertaining game show.
It has many different layers than what meets
the eyes and each audience would view it
with differant lenses.

Q: How doas Nay Nai fit into the reperioire
of Pichet Klunchun Dance Company and how
has it benefited the develepment of your
company members?

A: It's 3 step forward for us, but it's not &
clear development, in terms of dance
techniques. as that in last year's Tam Kai. The
sinificance lies in how we've been shaping




up this wark, based on three alarementioned
elements—the play Mit Thae. the book Nay
Nai Sarmai Ratchakan Thi Hok and the reality
TV show format. Usually. our company's
works waould 1t in either dance or theatre
framewark, but May Nari doesn't.

Q: Does that mean the audience should
read Chanan's book before watching your
Nay Nai? The English translation s not yet
available although I'm sure it's forthcoming.

A: That's not necessary. And even thaugh
those who've read the book will instantly
recognise some characters, | think their
relationship is more important I'm more
interested in how these male bedies went
through different types of training. Because
of this, we started our first month of
rehearsal by inviting a Thai boxing trainer
ta our studio while we're, dramaturgically.
exploring the issue of masculinity.

Q: Speaking of which, many young and
beautiful women are now practicing
Thai boxing in gyms despite the fact that
historically they're barred fram this ancient
sport.

A: Yes, it's a major trend naw, it helps them
lose weight and firm their bodes. It's alse an
evidence that our society is more apen,

Q: What else did you and your dancers train
in preparatwon for Nay Nai?

A After Thal boxing, we did wrestling. with
mare freedom than what we see in the actual
competition. of course, We also practiced
mare classical Thai dance and spent much
time in pole dancing,

Q: | know that pole dancing is na longer
exclusively related to Patpong but | still can't
sen how it would fit into the context of Nay
Nai.

A: We refer to pole dancing as Ten Sa0, which
is, interestingly encugh. exactly the same
as that of 3 physical training exercise for
any Knan dancer and so we've adapted its

elements to fit our work, Flus. pole dancing
works well here symbalically.

0: Wouldn't the combination of Thai boxing.

wrestling and pole dancing training affect
your classical Thai dancer's body?

A: It does considerably and we're well aware
of these changes in our bedies. However,
we're no longer aiming at achieving the
perfect body of a classical dancer. Instead,
we want to perfect the way in whch
we lead our classical dance into sheer
comprehension of something else in the
contemporary milieu. Even one with the
perfect bady can lose it ance he's away from
practice for a few months. Also, | believe
that if a contemgorary dance artist restricts
himself only to one farm of dance, his body
will develop 3 language that he will never be
able to deconsiruct.

Q: For the final part, youre also
expenimenting with computer technalogy—
this is your first time. Can you elaborate how
this fits into your producticn cancept?

A: King Mongkut's University of Technology
Thonburl professor Privakorn Pusawiro,
wha's been watching our company’s works
for a few years. approached me with the
idea as she used Lo apply her skills to many
theatre productions during her graduate
studies in Germany. I've already bean
interested in this technology for & few years,
but haven't found any Thai scientists who've
worked with artists. She then came on beard
as the computer engineenng team leader,

We started by attaching the lighting
censoring system to such a set prop as the
four poles, Later. we pushed the envelope
further by discussing the idea with the
costume designer, The question is how
we can create the world of theatre for this
final part, with the absence of performance.
The answer is that we hawe to create a
famastical—not realistic—wortd which 15
totally different from that of the audience.
We've decided that our costumes be made
of transparent plastic threugh which the




performers’ bodies are wisible then we ling
the small Ruarescent light tubes along the
structure of these costumes. The effect is

like that of deep sea water fish, and that's
clearly another warld,

Q: Does this also affect your physical
movements?

A: When we first rehearsed the play, we
interpreted it the same way they did with
spoken plays during the reign of King
Rama VI, focusing on hand gesturas which
illustrate the dialogues. When we pul on
these plastic costumes, though, it's
we're mummified. And so | ucoumnd
the ditferent techniques of dance, theatre
as well as physical theatre, and, in order to
create this unque world, tried to find a way
that wauldn’t fit into any of them,

What | did was, first, asking my dancers
to physicalise each o thesr memorised
dialogues Into 3 set of mavements.
Then. | asked them to show me only one
represantative movemnent for each line, no
matter how long, while speaking the line
in mind and ridding any relevant emotions
in their facial expressions. As a resull,
they're thinking, but withoul emotions;
they're moving, but one mavement has
no relationship whatsoever to the next—
they've become odd characters living in
their unigue world, similarly to that of those
men-in-waiting,

This crazy idea of mine turned out to be 3
highty challenging task for our campany
whase most members were trained solely
in dance. and never in theatre. Two cast
members of Nay Nal, givan such a direction,
ended up like robots performing tableaux
vivants. | suddenly realised that their
classical Thai dance training has taken
verbal communication skills out of them—
in the classical performance they only
listen to the songs and recitatives and their
bodies respand accordingly. And so. tackling
this has turned out to be another technical
develogment far our dance company.

Q: Given its hlsulenl retevance,
makes it even mare sensitive, would the
muwwumummm

A: Wo recently had an open rehearsal of
mym}alour{:hngmem!. udie
laughed their heads off from the beginning
10 the end and | think i's because of the high
volume of physical comedy. For example,
four mature adults Like us engaging in a
kid's game like Ti Chap—a ‘wrestling-Uke
game in which members of two teams try
wumumombUsonheommmE
by crossing inta the other zone while voicing
“Ti* as long as we can in one breath—is truly
hilariaus. At first, though, some avdiences
were not sure haw ta take it—tike | said, it’s
neither danca nor theatre.

Chanan was also there and he expeessed his
thanks, saying, “I'd been with these people
for 3 few years and I'm very happy to see
them come alive’ Two other audiences
voiced the same ocginion, separately—that
they felt much pity for these men-in-waiting.
| concur: despite their high social status,
they were restricted in their own world. |
wish they had had more freedom, the same
way their contemporary counterparts do.

Given the fact that sach member of audience
will always perceive this wark differently, I'm-
sure that the actual production in Thailand is
very possible.

Pavit Mahasaninand is the president of the
Thailand Center of Intarnational Assaciation
of Theatre Critics (MATC). He has taught theatre
and film criticism at Cholalongkorn Universily
since 1992, and wrilten dance and theatre
reviews for The Natlon newspaper since 2007,



PICHET KLUNCHUN
DANCE COMPANY

Pichet Klunchun Dance Company was
founded by Pichet Klunchun, an independent
solo dance artist and Internabvana
choreographer who has expertise in Thai
classical dance and contemporary dance

Pichet bridges traditional Thal Classical
Dance Wanguage with conlemporary
sensibility, while keeping the haart and
wisdom of the canvention. He trained In
Thal Classical Mask Dance, Khon, from
age 14 with Chaiyot Khummanee, one of
the best Khon masters in Thailand. He has
earned domestic notoriety for his efforts in
contemponsing khon, Me has parbcipated
ately in several imtercultural performing arts
programmes &% a Thai representative and
as an international dancer-choreggrapher
n Asia and Eurcpe. Pichet has been
laborating with TheatreWorks since the

(a4

late 1990s on various projects including The
Global Soul, Search: Hamilet and the Flying

Circus Project

On 9 December 2008, Pichet received the
Routes’ ECF Princess Margriet Award
for Cultural Diversity from the European
Cultural Foundatwan. The purpose of the

award is to honour artists and thinkers in

the field of cultural dversily for helping to

combat fear and disrespect of 'the ather’

In 2012, Pichet received anather award from
the French Ministry of Cutture “Chevalier of
the French Arts and Literature Order” for his
contribution to the influence of Culture in
France. in Thadland and all over the world

This year. Pichet was awarded the Jlofn
0 Rockefeller 3rd Award by the Asian
Cultural Council which focuses on cultural
exchanges between the United States and
Asian countres

With his inlermatanal working expenences
and desire to establish a professional
standard, Pichet founded Pichet Klunchun
Dance Company to create pure arl
performance and to tran a number of young
blpad professional dancers with strong Tha
classical dance backgrounds

Since Pichet Klunchun Dance
Company has continuously presentec
its work in world-class dance lestival in
America. Europe and Asia with previous

productions such as Nijinsky Siam, Chuy Cha,
Black and White and Tam Kai




DANCERS &
CREATIVE TEAM
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and Theatre from St Olat College, her MA in
Theatre Arts from Miami University and her
PR in Fine Arts trom Texas Tech University,
USA. A playwright. actor,




Computing
King Mongkut's University of Technology Thonburi Thailand, hitp:/
Or. Priyakorn Pusawiro
Or. Jaturon Harnsomburana
Asst Prof. Surapont Toomnark
Touchai Thawai, Waranthorn Khayanying
Tossawat Mokdara

Aprwat Rungsawangsukon
CPE3S2/454/673 Interactive Computing and its
Application in Arts and Sciences

Special thanks to Chaninart Sangrawee for the creation of the 20 animation video
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