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Performance Director / Folk Arts Archiver.
After working as a kindergarten teacher, he started acting at chelfitsch Theater Company. He had 
appeared on numerous s tages  dur ing the ir  extens ive internat ional  tours  to  Europe and other  
countries.
chelfitsch  https://chelfitsch.net/en/profile/

In 2012, he has broadened his horizons to create his own performances with motifs such as “a 
cup-and-string telephone” , “being preached at a police station” , “takoyaki (octopus dumpling)” , 
among others.  Those works were being inspired by the structure of folk arts in Asia.  He has also 
been involved with fostering successors of Rokusai Nenbutsu Odori, a tradit ional Japanese folk 
dance designated as the Intangible Folk Cultural Asset that had been handed down for more than 
800 years in a small village which suffers from depopulation in Shiga Prefecture in western Japan.  
His  works encourage audience for  col laborat ive th inking by explor ing the or ig in of  “society” 
through interactive commitments with folk arts and reflecting the modern world in it.

Fellow Artist 2016-17
Creative Children Fellowship by the Arts Commission Yokohama
(Yokohama City, Kanagawa Prefecture, Japan)
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　      　　1 -  There in the sky, Calmly Floats（2012, 2015）
　      　　2 -  Dear Me, Who Failed to Be “Us”（2014, 2015）
     　　3 -  Dancing Mantra（2015）
　      　　4 -  The octopus is an octopus, but it is       .（2016-Ongoing)



Adding a little bit of creativity to the sandbox play. I handed over 

7  years  o ld  ch i ldren “ t ime”  t i l l  the i r  average  l i f e  expec tancy ,  

together with some “questions” . They build the city of the future 

in the sandbox while thinking about those answers.

“Time” and “questions” start from five years after; they would be 

12 years old by then. They were born in 2008 and their average 

l i f e  expec tancy  i s  92  years .  The ques t ions  for  them are  be ing  

composed on the  bas i s  o f  Japanese  h i s tory  a f ter  the  so -ca l led  

“phantom” Tokyo Olympic that was supposed to be held in 1940 

but called off due to the outbreak of the Sino-Japanese War.

These chi ldren wi l l  end their  l ives in 2100,  provided that  they 

have l ived as their average l i fe expectancy; you could have died 

in 2020 if you were “12 years old in 1940” and lived for the same 

d u r a t i o n  o f  t i m e .  I n  o t h e r  w o r d s ,  d e s i g n a t i n g  t h e  

“never-seen-before Olympic (1940/2020)” as a starting point, this 

work is to ask the children who are expected to l ive for 92 years 

about their future, but those questions were actually drawn from 

the historical facts covering the period from 1940 to 2020.  How 

would they see and live the way we came?
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1　　　　　　　　　　　　　　　　　　  　      （2012,  2015）

● P a s t  p e r f o rm a n c e s

2 0 1 2　Yo k o h am a  C i t y  A o k i  E l em e n t a r y  S c h o o l ,  J a p a n

 ( A s  a  p r o j e c t  o f  Y o k o h am a  C i t y  A r t s  a n d  C u l t u r e  E d u c a t i o n  P l a t f o rm )

 2 0 1 5   P a d om a  K i n d e r g a r t e n ,  O s a k a ,  J a p a n

( O r g a n i z e d  b y  O u t e n - i n  T em p l e )

●  V i d e o

h t t p s : / / w w w . y o u t u b e . c o m / w a t c h ? v = h w i Q m M i t 6 C I



2
“I” exist here, now.

And “I” am formed on the basis of  “We” that is  defined 

by nat ions,  ethnici t ies ,  languages and such. Then what 

k i n d  o f  c o l l e c t i v e - “ I ”  w i l l  b e  b o r n  i f  w e  w e r e  

e n c o u r a g e d  t o  r e l e a s e  o u r s e l v e s  i n t o  o u r  o r i g i n a l ,  

i nd i v i dua l  “ I ”  a t  a  pe r f o rmance  space  whe re  we  a r e  

supposed to behave as publ ic- “We” ? In col laborat ion 

with the audience,  this  work aims to represent “I” that  

has been oppressed by publ ic- “We” for perceiving the 

latter as the only good.

Y o u  c a n  h e a r  s t r a n g e r s ’  v o i c e s  t h r o u g h  s e v e r a l  

cup - and - s t r i n g  t e l ephone s .  You  can  an swe r  t ha t .  O f  

cou r se  you  can  s end  you r  vo i ce  t o  someone  a s  we l l .   

T h e n  w h a t  k i n d  o f  “ I ”  d o  y o u  w a n t  t o  b e  a t  t h i s  

moment?  Whi l e  you  d i rec t  your se l f  /  a re  d i rec ted  by  

someone else whom you don’ t  know, col lect ive “I” are 

getting connected and opened, relying just on the feeble 

voices.
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　　Dear Me, Who Failed to Be ‘Us’
　　　　　　　　　　　　　　　　　　　     （2014, 2015）

●  P a s t  p e r f o rm a n c e s

2 0 1 4　T o k y o  E x p e r i m e n t a l  F e s t i v a l  V o l .  9

( O r g a n i z e d  b y  T o k y o  W o n d e r  S i t e）

 

2 0 1 5　ART  F E S T I VA L  HANARART  2 0 1 5
( O r g a n i z e d  b y  A R T  F E S T I VA L  HANARART  E x e c u t i v e  C omm i t t e e )

●  V i d e o

h t t p s : / / w w w . y o u t u b e . c o m / w a t c h ? v = z H n k u F 3 R d 8 o
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Police Officer: So, theatre… What kind of?

Takeda:  I t ’ s  a  p iece that  the audience wi l l  be per formers ,  and they walk around here in th is  
town.

P: People l ike them walking outside now. You make them… Sorry, I didn’ t get what you said.

T :  I  me an ,  b a s e d  o n  wha t  y o u ’ v e  j u s t  t o l d  me ,  I ’ l l  t e l l  t h em  a l l  t h e  “ c ond i t i o n s ”  y o u  
ment ioned as  the i r  res t r ic t ions  so that  they can walk around in th is  town wi th some unusual  
senses.

P:  What is  that  for? You mean, the audience wi l l  break up,  th inking “Let ’ s  become a fore ign 
substance” . And then they meet again and ask each other l ike “How was it?”

T :  Th i s  i s  an  a t tempt  to  re -examine  the  ind iv idua l  ac t s  on  “how to  draw a  l ine  in  everyday  
l i f e ” .  Where  wou ld  you  d raw a  l i ne  in  be tween  o f  the  ac t s  o f  “ ju s t  wa lk ing”  and  “do ing  a  
performance” ?

P: “Performance” and “walking” ?

T: The difference between those acts.  Walking is a normal action for everybody, right?

P: No, my point was that i t ’ s a part of “the road usage” . Maybe it ’ s better i f  we are informed 
in advance what exactly you will do…

T: “Freedom of expression” is provided by the Constitution, isn’ t i t? Then it conflicts with…

P:  I t  r e f e r s  to  the  “ f r eedom o f  expres s ion  ‘by  an  ind iv idua l ’ ” .   Imag ine ,  you  see  someone  
whom makes you think l ike “He’ s doing something weird” ?  He’ s total ly free to do so, but i f  
in a group, then…

T: Do you mean it ’ s alright to do so as an individual?

P :  Y o u  k n ow ,  a s  a  p o l i c e  offic e r ,  I  c a n  h a r d l y  s a y  “ I t ’ s  a l r i g h t ” .   P e r s o n a l l y  I  fi n d  i t  
interesting, though.

T: I understand.  Thank you very much.

3　　   Dancing Mantra  （2015）

Conversation with a pol ice off icer at Yamate Pol ice Station, Yokohama City (Excerpt)



In this  work,  an act  of  act ive commitment to the 

cit ies is called “dance” .  That is, we are dancing 

with the cit ies dai ly.  Or the cit ies are making us 

dance unconsciously.

(In compliance with Article 77 of the Road Traffic 

A c t  a n d  p r o v i d e d  t h a t  e a c h  a u d i e n c e  f u l l y  

u n d e r s t o o d  a n d  i n t e r p r e t e d  t h e  m e a n i n g  o f  

“ c e r t a i n  a c t s  d e fi n e d  b y  e a c h  P u b l i c  S a f e t y  

Commiss ion” , )  Wi th  what  k ind  o f  body  can  we 

re -es tab l i sh  a  connect ion to  the  c i t i es  when we 

f a c e  t h em  a s  a  f o r e i gn  s ub s t ance?   Th i s  wo r k  

t r ies  to  rec la im the in terre la t ion wi th  the c i t ies  

and ourselves, whom used to be “dancing foreign 

substances” .
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●  P a s t  p e r f o rm a n c e s :

2 0 1 5　V i c i n i t y  o f  I d o g a y a  S t a t i o n ,  Y o k o h am a ,  J a p a n
( I n  c o l l a b o r a t i o n  w i t h  b l a n C l a s s )

2 0 1 5　V i c i n i t y  o f  Y o k o h am a  S t a t i o n ,  Y o k o h am a ,  J a p a n

( O r g a n i z e d  b y  S T  S p o t  Y o k o h am a )

2 0 1 5　K o n o h a n a  D i s t r i c t ,  O s a k a ,  J a p a n
( I n  c o l l a b o r a t i o n  w i t h  U n em p l o y e d - i n - R e s i d e n c e  P r o j e c t )

2 0 1 5　Ho nmo k u  D i s t r i c t ,  Y o k o h am a ,  J a p a n
( O r g a n i z e d  b y  H o nmo k u  A r t  P r o j e c t )

3-2

●  V i d e o :

h t t p s : / / y o u t u . b e / Q B d W D c q g o m 4



Filipino people rarely eat octopus. Takoyaki, a Japanese savory snack in the 

shape of l i t t le round balls containing pieces of octopus, has been gaining 

popularity in the Philippines as if it follows the economic development of this 

country, but Filipino version of Takoyaki does not contain octopus.

Octopus has been assuming a variety of meanings in the world.  It appeared in 

car i ca tures  por t ray ing  the  invas ions  by  the  hegemonic  na t ions .   Or  i t  

symbolized men having sexual intercourse in Syunga or erotic kind of Ukiyoe, 

Japanese traditional woodblock prints.  Further, it is used for ceremonies and 

rituals in the places where people believe that Octopus can “bring happiness” .

On a different note, Imperial Japan occupied the Philippines during World War 

II and large number of people including captives and civilians died.  To this 

date, there are countless sunken battleships containing bodies in Manila Bay or 

other seas in Asia.  The octopus inhabits places they can lurk.  And they may 

be eating the soulless bodies in the ocean.

How can we achieve reconciliation, pass it on to the next generation and keep 

it  updated together?  By transforming a mobile food cart into “theatre” , 

takoyaki into “actors” and passerby into “performers” , this work brings you to 

urban poor areas that seem to be liberated from fealty to the state.  Succession 

of the war memories is being explored through the act of enwombing the layers 

of the “war” imagined by each audience and the octopus, the eater of the war 

dead and metaphor for both invasion and resistance.
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4 .　　

　　　　　　　　　　　　　     　                 （2016-  Ongoing）

● P a s t  p e r f o rm a n c e s

2 0 1 6　Z o u - n o - h a n a  T e r r a c e ,  Y o k o h am a ,  J a p a n
( O r g a n i z e d  b y  Z o u - n o - h a n a  T e r r a c e )

2 0 1 6　M i n g  C o n t em p o r a r y  A r t  M u s e um ,  S h a n g h a i ,  C h i n a
( O r g a n i z e d  b y  M i n g  C o n t em p o r a r y  A r t  M u s e um )

2 0 1 7　K a r n a b a l  F e s t i v a l  2 0 1 7 ,  M a n i l a ,  P h i l i p p i n e s
(Co-produced by Karnabal Festival since 2015)

●  V i d e o  ( I t  i s  i n  b e l o w  o f  t h e  a r t i c l e )

h t t p : / / c n n p h i l i p p i n e s . c o m / l i f e / c u l t u r e / a r t s / 2 0 1 7 / 0 5 / 2 5 /

t a k o y a k i - k a r n a b a l - f e s t i v a l . h t m l
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