2019

Planting Season
As always, I was responsible for deciding on
those trapped on the island. Since this programme
began in 2017, I chose practitioners who’ve had
some years of experience working professionally,
with the majority from Singapore and a few from
overseas. The second and most important criteria
is that they must be hyphenated (an example
would be a practitioner working as performer/
director/educator). Finally, they must express
a keen interest in creating through collaboration.
In my own work, I’ve come to value the importance
of “having a voice” in creation. A clear and distinct
voice. Given that most theatrical work requires
collaborating with so many individuals, it was
absolutely necessary to have a voice with
as much clarity as possible anchoring my creative
process. This voice exists to allow the collective to
contribute to the process, to allow for the potential
of healthy collaborations. Hence, it is a voice that
“belongs to a collective”.
However, this voice does not necessarily emerge
from a collective consensus. This voice does not
need to belong to a democracy, though it exists in
a democratic process.

Artist Farm 2019 | 2

In Artist Farm, I label this voice as the “thesis
statement”. And the “thesis statement” is
my chosen strategy in terms of how we survive on
this farm, or this deserted island together.
The following three articles are contributed by
the dramaturgs/documenters, whose existence
also allowed for maximum flexibility in determining
group dynamics. Xin Yi will dive into her group’s
process to measure the effectiveness (or not) of
the thesis statement. Kyle will examine the nature
of his group’s creation process. Xiao Ting will
comment on the overall farm structure of 2019.
So this report is really, our way of documenting
the PROCESS of Artist Farm 2019.
Finally, I would like to specially thank the
production team, the Practice staff, as well as
Professor Yu Shan Lu (Assistant Professor of
the Department of Theatre Arts, Taipei National
University of the Arts) for making this farm
possible.
Thank you for reading.
Kuo Jian Hong
Artist Farm Facilitator

Planting Season
Welcome to The Farm
Artist Farm is a bootcamp for
artists who are interested in
testing out their boundaries
in collaborative practices.
Creating under exquisite
pressure, what will happen?
Artist Farm is an incubator.
It incubates ideas, innovative
practices and collaborative
opportunities. It is also a
safe haven for artists to work
across disciplines, to jam
with little consequence,
and play.
The Practice of Farming
Through Kuo Jian Hong’s
approach, artists have to
find a common ground as
the foundation for their
collaboration, which is also
referred to as the “Thesis
Statement”. Through their
artistic processes, we gain
a unique insight into what
it means to collaborate,
experiment and play.
Each team will also be
assigned a dramaturg.
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About Our Farmers

Find out about our Farmers and their Disciplines
Artist Farm Facilitator:

Kuo Jian Hong (Singapore)
Artistic Director, Director, Lighting and
Set Designer, Independent Filmmaker

Ng Mun Poh (Malaysia)
Performer, Educator

Fiona Yim (Hong Kong)
Director, Performer

Dramaturgs/Documenters:

Artists:
Sini Rautjoki (Finland)
Dancer, Choreographer

Ang Xiao Ting (Singapore)
Performance-maker, Performer, Dramaturg

FERRY (Singapore)
Installation artist, Musician, Producer, and
Collaborator
Dhimas Aryo Satwiko (Indonesia)
Dancer, Choreographer

Sim Xin Yi (Singapore)
Writer, Researcher, Programmer, Dramaturg
Irfan Kasban (Singapore)
Interdisciplinary artist, Writer, Director,
Performer, Designer

Tan Shou Chen (Singapore)
Theatremaker, Director, Performer
Kyle Yamada (Japan)
Director, Dramaturg, Producer

Mary Bernadette Lee (Singapore)
Artist, Educator, Illustrator, Co-creator
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Thong Pei Qin (Singapore)
Director
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A Thesis on
The Thesis Statement:
A case study on
the creation process of hush
Sim Xin Yi

A Thesis on The Thesis Statement:
A case study on the creation process of hush
Sim Xin Yi

The concept of the “thesis statement” is one of the most distinct aspects of Artist Farm. As groups
develop their understanding of this tool, they also develop strategies of how to harness its power.
Highlighting four specific exercises used by my group during the creation process of hush, I look at
how the thesis statement can be utilised within the devising process.
GROUP PROFILE:
Irfan Kasban (Singapore): Writer, Actor, Director, Designer
Thong Pei Qin (Singapore): Director
Sini Rautjoki (Finland): Dancer, Choreographer
FINAL THESIS STATEMENT:
The acceptance of death allows you to live wholeheartedly.
WHAT EXACTLY IS A THESIS STATEMENT?
Under normal circumstances, devised theatre takes months to create. During this process, collaborators
have time to build rapport and establish mutual understanding. In Artist Farm, you have 15 hours.
In this situation, the thesis statement becomes key. The thesis statement is a single (often very long)
sentence that encapsulates the work’s central focus. It is a contract agreed upon by all members of
the group.
Working with unfamiliar collaborators, it is a map ensuring everyone is travelling in the same direction,
and the yardstick which all decisions are based upon.
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PART ONE: CREATING THE THESIS STATEMENT
The Personal Thesis Exercise:
The Personal Thesis Statement exercise kick-starts the creation of the group thesis statement by having
the artists articulate their personal areas of interest as a starting point.
1) Artists identify a common theme
After an open sharing of artistic interests and personal anecdotes, the team chooses to focus on
a theme, for example: death.
2) Each artist creates their own statement, verbalising their impulses in response to the discussion.
Irfan

The inevitability of life makes death almost a relief.

Pei Qin

Relief of death through movement, sound and text

Sini

Do we have the power to control death? What is the point of giving birth?
Are we ever ready for death? Where is the optimism in facing death?

3) Statements are shared with the group
Later, the similarities can be synthesised to form the first version of the thesis statement. In this
instance, the group elected to adopt Irfan’s offering wholesale as their thesis statement. While still
very vague, it provides enough foundation to begin jamming.

The Refinement Exercise:
Following a traditional devising process where raw materials is generated through jamming and
subsequently analysed, the first thesis statement must be further refined for the discussion phase.
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The refinement exercise forces the artists to pick apart the large concepts they had been exploring,
and to narrow its scope. The dramaturg facilitates by asking questions to prompt the group into
discussing and explicitly articulating the intended meaning and quality of each chosen word.
Thesis Statement Draft:

Concerns/ Questions/ Prompts:

The inevitability of life makes death
almost a relief.

Removed “almost” to make it less vague.

The inevitability of life makes death
a relief.

Try paraphrasing “inevitability” with simpler words.
What is the exact moment of “life” we are looking at?

You can’t help being born. This
makes death a relief.

What is the causal relationship between
the two statements?

Death relieves all fear of living.

What kind of living? Is it enough to just continue
existing?

Death relieves all fear of living
wholeheartedly.

Is “death” about physically dying, or our relationship
with death as a concept?
Is it “relief” from something specific, or are we talking
about quality (e.g. the loss of tension when you exhale
deeply)?

The acceptance of death allows you to live wholeheartedly.
Figure 1: Refinement process of the thesis statement
This exercise will likely eventually devolve into an argument about semantics. If everyone feels mutual
understanding and clarity has been established, it’s time to move on. After all, the thesis statement can
be tweaked or renegotiated later on in the devising process.

PART 2: USING THE THESIS STATEMENT
The “Equals” Exercise:
One particular challenge faced by this group of collaborators was the need to clarify signs and
contextualise the narrative beyond just the main character’s emotional journey. Drawing inspiration from
mathematical logic, the “equals” exercise structures the devising process by equating one concept to
one symbol, following these rules:
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1) Symbol equals Concept. Concepts are central themes extracted from the thesis statement.
Symbols are specific gestures, objects, spatial blockings or other design choices.
In initial explorations, “death” was broadly equated to batik. However, the different manipulations of
the fabric were read as separate symbols due to its context within Javanese culture. Thus, the
symbol for “death” had to be simplified to a single gesture, contextualising it within the universe of
the work. While concepts can be general, symbols must be specific.
2) A change in state is represented by a change in the quality of the symbol, not in a new symbol.
This will form a vocabulary.
Movement Vocabulary for Death (For Irfan):
Theme: Death

Awareness
of Death

Non-Acceptance
of Death

Acceptance of
Death

Partner’s
acceptance of
Death

Symbol: Batik
covering face like a
shroud, two hands
cradling the face

Repetitively
practicing
covering
face with
batik

Hyperventilation
under shroud

Peaceful
breathing under
shroud

Both performers’
hands cradling
Irfan’s face

3) A concept cannot be equated to another concept. Separate symbols are needed.
The thesis statement demonstrates a causal relationship between the two key concepts of “death”
and “life”. The group initially believed that by performing the “acceptance of death”, they showed
the characters “living wholeheartedly.’’ However, the audience does not have actually access to the
thesis statement. Therefore, we created a separate symbol and set of vocabulary to express “life”.
Movement Vocabulary for Life:
Theme: Life

Not Wholeheartedly

Wholeheartedly

Symbol: Five abstract
tableaus depicting their
relationship

Bodies at a vertical, limited
eye contact

Bodies leaning towards each
other, eye contact

Relationships between concepts can also be demonstrated by the interaction between their respective
symbols. For example, the closing image of the piece (the couple in embrace, main character’s face
covered in the batik shroud breathing peacefully) is a combination of multiple movement vocabularies.
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The Feedback Exercise:
In Artist Farm, the thesis statement is not only used for devising. In feedback exercises like the nightly
presentations and the public work-in-progress showcases, the thesis statement is used as a basis for
debate.
Led and moderated by facilitator Kuo Jian Hong, the other farmers and audience members are invited
to critically assess the work based on the thesis statement, rather than their personal tastes and
preferences.
On the flip side, this also means that universal understanding needs to be achieved when creating
the thesis statement. An overly “oblique” statement can lead to frustration and useless feedback
sessions if the shared meaning is not communicated to outsiders (e.g. other farmers, the facilitator,
audiences, etc.).

PART THREE: THE THESIS STATEMENT IN THE OUTSIDE WORLD
Given the conditions of Artist Farm, the thesis statement is invaluable in establishing a common goal for
all collaborators to work towards. As many Farmers expressed, it offers an exciting new lens to view
the devising process and encourages good habits like open communication and a pursuit for clarity.
Yet, there are instances where the thesis statement can become problematic. The thesis statement
helps creates a stable “first draft” by favouring clarity above all. This clarity is crucial during the initial
stages of devised work where it can be hard to see the lay of the land. However, if the thesis statement
remains the sole benchmark which all decisions are measured against, there is a danger than the most
obvious choices are selected over choices with more artistic merit. Hence, as collaborators move on to
the next phase, they will need to question the structure they have built, pull it apart and play around to
allow space for artistic exploration.
While this problem was never encountered during Artist Farm due to the short time-frame, it is a valid
consideration when applying this approach to devising processes elsewhere.
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From Symbols to
Scenography
Kyle Yamada

From Symbols to Scenography
Kyle Yamada

When the group of artists that the author worked with through Artist Farm 2019 realised that their piece
told the story of the political tension in Hong Kong, they realised that they were now confronted with
one of the classical questions that a “progressive” artist constantly faces; Why do this as a performance?
Why not simply state one’s political opinion? Unable to resolve this conflict, artists often reduce
their work to “symbols” – here, defined as images that are designed to only hold a single meaning.
These questions lead into the fundamental inquiry of performing arts itself. How do we define
this “gathering” within social contexts, and maximise the potential of this gathering; offering
the opportunity of multiple readings into a single image?
In this essay, I will briefly examine several concepts that will assist us in (re)imagining the role of
performing arts in its relation to politics, and present a possible reading of the political effectiveness of
Wo Peng, one of the three works of Artist Farm 2019, through these concepts.

Interpretation and/of/as Performance
When “political issues” become the focus of a certain performance, modern and post-modern
dramaturgy that artists commonly associate their work with within the Western/influenced landscape of
performing arts, it is usually considered the artists’ duty to ensure that the performance is not reduced
to a “statement” in performance form. A performance should be a series of images that enables multiple
readings, creating an opening to access the complexity of a certain issue.
Artists are expected to avoid presenting a “symbol” of a political situation; A singular-meaning caricature
of what is much more complex. Performances are expected to be “open” to interpretation.
An important notion of performance as such an “open” form can be found in one of the early publications
of French philosopher Jean-Luc Nancy – Les Partages des Voix (The Partition of Voice). In this
transcript, we observe Nancy revising the concept of Hermenia (Greek for “interpretation”) – what
through etymological inquiry, Heidegger famously defined as a form of “dialogue”. Nancy’s aim is to
further open this notion of “interpretation” to one that implies a more communal commitment to a series
of problems.
Nancy follows the route of etymological inquiry, to point out that the word Hermeneia has the implication
towards making an “announcement” to the public – perhaps a more public gesture than the act of
engaging in dialogue with a single other. Announcements can be dismissed, and does not require
an answer. Yet in the minds of the receiver, certain information is processed, and a response begins
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to form. This fact is important in the sense that it supports us in imagining a realm, a form of
communication where “interpretation” itself may function as a public action; an alternative realm of
“performance as form of public engagement”.
In ancient Greek society, this realm was home to musical poets. The act of “staging” poetic texts itself
was considered a form of interpretation, one that opens the contexts of the text into the public space,
enabling a Hermeneutic feedback within this community.
Nancy’s intent here is to release “interpretation” as a concept, from the dialectic model into one of
partition, where Logos – the underlining logic of a certain idea (or artwork) – is not presented as a
statement that the audience is obliged to listen to, or as a lesson that must be learned, but is divided and
shared among the community, creating a more chaotic and spontaneous form of democracy.
This notion is important for artists, since it implies the existence of a realm in which staging and
interpreting an idea can be a process of division, but divisive in a way that it gives birth to partitions
as means of creating a democratic dialogue.

Scenography and/of/as/ Emotion
Another key notion into creating such space can be found in Giorgio Agamben’s essay, Land on
the other side of Image. Agamben begins this essay by pointing out that the whole tradition of landscape
paintings derive directly from what was “scenography” in ancient Greek theatre. The background
paintings used in theatres were the first landscapes painted by man.
The impossibility of portraying humans is not the result of an avoidance of what is
humane, but by contrary, of the fact that landscapes are something that present what
is humane in its only dimension. Later, Modernity will discover this most primitive and
inexpressible dimension within the idea of emotion.
Here, Agamben points out that in Greek theatre, scenography was not merely an explanation of
scenery, but a portrayal of what Modern society later agreed to call “emotion”; a deep, ambiguous, and
undefinable (and yet most certainly existent) dimension which seems to makes us human.
Greek theatre is a form where thousands gather to witness a performance of poetry, song and dance.
Much like the notion of “performing arts” as an interdisciplinary form, Greek theatre, which ironically
enough, later gives birth to the modern, logocentric notion of “theatre” itself – was in fact an event where
the exploration of “humaneness” was shared through a visual language as well as an auditory one.
The ancient Greek audience saw “humaneness” in the “scenography” of the event itself.
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A performance can be more than a statement. It can be the announcement of images that divide
meanings, which by doing so, create a community that shares partitions of Logos, opening a public
realm.
In this process, scenography plays a key role. Through a hermeneutic feedback of images, this realm
enables access into “humaneness” within this world, where very much like our pre-modern times,
“emotion” is no longer a notion that appears persuasive as the condition of man.

A horrific image of blood and a lost child. The mirror-like surface of the tilted backdrop implies
a larger space behind what we observe. This space is revealed, and the audience finds a corridor
full of scattered umbrellas. For most people following the news in September 2019, it is immediately
a portrayal of the situation of Hong Kong. But it is equally a rainy day – perhaps where mankind has
mysteriously vanished, or is simply invisible to us for some reason. Or is it more specifically rainy
London? If so, does this have something to do with Hong Kong after all? The lighting, refracting through
the vinyl and nylon layers of the umbrella have the effect of making the space look like a complex maze.
Voices of angry protesters are layered into feedback noise, while tension on stage builds between
the distraught female figure and the patriarchal male character, and finally, the man is choked to death.
Throughout the devising process of Wo Peng, the artists kept adding elements that made
the performance more “about” Hong Kong. The group began their process with the exploration of
visual language, only to find themselves unsure of what the images they created could “symbolise”.
It was only after the realisation that certain images they had incorporated into the space could be given
a more clear context, that the group actually found a clear structure to the narrative development of
these images.
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Though the artists continued to add visual elements, it was actually the final morning of the programme
that the experimentation finally paid off, in the sense that the piece finally offered a multitude of readings
into the situation in Hong Kong.
The final morning, the artists decided upon the incorporation of the umbrellas. This was the moment
when paradoxically, the artists were finally unconcerned of the signification of each element and
narrative structure. They were for the first time, truly “playing” with material, light, space, and the events
that are to take place in them. So even though the material in question was “umbrellas” – a clear symbol
of the political situation – but because the artists truly played and explored visual possibilities,
the potential multitude of meaning that umbrellas withhold as an object were reincarnated, alongside
it being a symbol of democratic rebellion.
Hence, while the performance itself depicts “victory” by the woman, who most likely resembles
Hong Kong itself, in the end, it was the intensity of the scenography that gave room for inquiry into what
that victory symbolises. Is this propaganda? Is it a portrayal of a possible future, if not a plausible one?
The Scenography transformed the division that this performance created into a community of partition.
Only when artists are dealing with “scenography”, not “symbols”, performance becomes a public gesture.
We must be aware of symbols, and through play, release images from symbols – single meaning
objects, to scenography – a subjective multitude of meaning. At least in that dimension, there is
the notion of democracy.

SOURCES:
Agamben, Giorgio (translation by Takakuwa, Kazumi) “The Nymph, and other essays on Image”
(Keio-Daigaku-Shuppankai, 2005)
Nancy, Jean-Luc (translation by Kato, Keisuke) “The Partition of Voice”(Shoraisha, 1999)
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This is Not Your Masterpiece
Ang Xiao Ting

This is Not Your Masterpiece
Ang Xiao Ting

When asked to provide an insight into Artist Farm 2019, from my perspective as a dramaturg/
documenter, I was incredibly overwhelmed. In a gruelling process spanning 7 days, occupying 70 hours,
every minute was an opportunity to learn, to reflect and to be triggered. However, as I thought about
what we encountered, I became fascinated with the possibility that Artist Farm as an artist boot camp
is in fact, “designed to fail”. It is a structure that creates conditions for “forced failure” (Herskovits:159).
I believe that the definition of failure is inherently subjective, but as Artist Farm prioritises creation and
collaboration, failure then alludes to how both become seemingly “impossible tasks” (ibid: 159) for all
practitioners involved.

Strategies for Failure
1) Time (or lack of)
As mentioned earlier, participants enter a 7-day boot camp, with at least one-third of the time
dedicated to the sharing of individual practices. This leaves a very limited number of hours for
collaboration, discussion, creation and feedback loops. Working under exquisite pressure of having
to also deliver a “work-in-progress”, the lack of time then intensifies all human emotions, as artists
are rarely secure with presenting an incomplete work, despite the repeated assertions that this
is “not your masterpiece” (Kuo: 2019). Time is a pressure cooker. Bursts of steam are therefore,
inevitable.
2) Achieving a common understanding of “collaboration”
Interestingly enough, the groups in 2019 all aimed for a similar working dynamic for
their processes. Artist Farm does not dictate or advocate any working-style, as long as each group
reaches a consensus. All three groups attempted a collaboration model where “all participants are
on an equal playing field” (Roznowski & Domer: 9).
This attempt was laudable, considering that each group comprises of different disciplines,
different languages, different expectations of the week and different egos.
Using my group (Team ‘existentialists’, comprising of Ng Mun Poh – Performer,
Dhimas Satwiko – Dancer and Mary Bernadette Lee – Visual Artist) as a case study,
I shall attempt to illustrate how this navigation was understandably, challenging.
In this collaboration, the group was unified in terms of what they envisioned for their output.
They wanted to create a performance together, but more importantly, they also wanted to perform.
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In terms of navigating different disciplines, Mary initially struggled to understand why Mun Poh
struggled as an actor in terms of delivering a veritable performance in her role as the “director”.
In Mary’s craft, the self is intrinsically linked to the delivery of the performance. In acting, however,
the internal truth may not directly overlap with the self. Eventually, after a few conversations with
the group, Mun Poh realised that she did not have sufficient time to separate the self from the
character, which made it difficult to perform her task. This was a problem that was resolved with
the help of other theatre practitioners. However, Mary’s insight was instrumental in identifying
the crux of the issue, but was unable to provide solutions. And understandably so.
Within this working dynamic that attempts “an equitable and layered chain of command” (ibid: 9),
it is a near-impossible task to negotiate all differences, while producing a piece of work within
the allocated time. Yet, such is the set-up for the group’s collaboration model. To guarantee
“success”, one would have to be armed with an intimate familiarity of at least three disciplines,
be proficient in communicating at least two languages, be unified in the agenda for the week,
while consistently keeping one’s ego in check.
3) Wrestling the “thesis statement”
As the facilitator of Artist Farm, Kuo rejects the idea of defining the thesis statement from the
beginning of the process. The intent however, is clear. It is Artist Farm’s unique approach to
collaboration, a means of communication to create a “shared sense of purpose” (Shalwitz: 19)
and accountability, so that all participants can be equally invested in all three projects.
From an art-making perspective, I believe that having a thesis statement creates potential for
the work to be “aggressive with intent” (Kline, 2015: 141).
Kuo’s approach to facilitating the process of ironing out a thesis statement may potentially
be a recipe for disaster. Groups are forced to engage with trial and error, while having their
intents scrutinised as the premise of the work they create. In 2019, there was an abundance
of strategies. Some groups used less words in their thesis statements, so they can be less
accountable during the feedback loop. Some groups chose extremely lengthy thesis statements,
to provide a seemingly idiot-proof lens. Groups also toggled between specificity of vocabulary,
such as “acceptance of death” or simply, “death”. This year, an “Eureka” moment for me was
when we translated all thesis statements into Singlish, communicating with both intonation and
intent. For example, “There is no judgement: I make myself struggle” evolved into “Where got
judgement: ownself make ownself struggle”. However, this proved to be problematic in terms of
communicating the nuances of Singlish to foreign artists, despite offering clarity for local artists.
Hence, the thesis statement is a process of communication. Once defined, it becomes formulaic,
and inherently disrupts Kuo’s belief that communication is fluid and subjective. Each group has to
find their shared vocabulary yet most of the time, words just get in the way.
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4) Attempting a “catch-all” Dramaturg
In her book Dramaturgy in the Making, Geoff Proehl jokes that a dramaturg is a “midwife, bridge,
outside eye, architect, engineer, wrangler and composer” (Proehl: 2). This is especially true in
Artist Farm, though no human is equipped to play these roles equally proficiently. In Artist Farm,
however, a key role the dramaturg plays is the “translator”, the “mediator between cultures and
languages” (De Senna: 178). Therefore, the role of a dramaturg within Artist Farm is complex
to say the least, especially when the overall intent is to use dramaturgs with varying levels of
experience, intelligences and expertise. More importantly, trust is the foundation upon which
a dramaturg can then be most effective. But can trust really be established in such a short amount
of time?
On this idea of failure, Artist Farm does not perceive failure as the final goal, or forces participants to
strive for failure. However, in prioritising potential for failure as part of its set-up, one might argue that
Artist Farm is almost utopic in how it values the very essence of process in artistic collaborations.
On a personal note, if Artist Farm truly is a safe space for failure to manifest, then the next time
I encounter its process, I would embrace failure, celebrate failure, surrender to failure and hopefully,
take even more spectacular risks as a collaborator. Perhaps, these conditions for forced failure can
easily be conditions for success, or rather, healthy collaborations and processes. After all, they are
two sides of the same coin.

SOURCES:
Herskovits, David. Kline, Zac. Shalwitz, Howard. 2015. Innovation in Five Acts. Strategies for
Theatre and Performance. Theatre Communications Group.
Proehl, Geoff. 2015. Dramaturgy in the Making: A User’s Guide for Theatre Practitioners.
Bloomsbury Publishing.
Roznowski, Rob. Domer, Kirk. 2009. Collaboration in Theatre: A Practical Guide for Designers and
Directors. Palgrave Macmillan.
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Public Presentations: Before seeing the three works, audiences explored a exhibition, created by the dramaturgs,
documenting the residency’s first four days.

THE POWERS OF ARTIST FARM:

Quotes have been edited for clarity and brevity.

See what our artists have to say in their own words.

Providing FRAMEWORKS to facilitate
EXPLORATION and COLLABORATION:

“
“
“
“

I believe in the power of the thesis statement. Even within frameworks and structures, there are
many ways to break out of it in a smart way. Frameworks aren’t there to box you in but they’re
there to challenge you to think of solutions.

”

Mary Bernadette Lee

Having a common focus is a contract that serves to help ground that process,
and enable a common language to be used. A common language takes time to build,
a common activity can help to build that common language. The choice of words is important the artist can’t create in a silo.
Tan Shou Chen

”

Another amazing takeaway was the efficient way of working. This opened my eyes to
a new kind of rhythm of sharing, jamming, making decisions and solving problems.

”

Sini Rautjoki

By constantly asking questions, the dramaturg pushes the creators to use rational logic to
examine their impulses, and communicate with the audience. The dramaturg is important
because by separating the positions of creation and questioning, it frees up collaborators to
follow their instincts without self-criticizing at the same time.
Fiona Yim
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THE POWERS OF ARTIST FARM:

Quotes have been edited for clarity and brevity.

See what our artists have to say in their own words.

Offering NEW PERSPECTIVES
on a COLLABORATIVE PROCESS:

“

The Artist Farm experience offered so many different perspectives from so many different
practitioners, different ways to deal with creativity, different ways to create, different approach to
finding the self in art.

“

When three people of different disciplines gather together, they have different vocabulary, or even
a different understanding of the same concept. How we negotiate this becomes very interesting.
Do you stand your ground, or compromise? Do you explain, or let it pass? This is a skill.

“

People are people. Be kind. Talk it out. Do it. Different people resonate and respond differently,
so don’t give up on people. Don’t give up on yourself.

Dhimas Aryo Satwiko

”

Ng Mun Poh

Irfan Kasban
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THE POWERS OF ARTIST FARM:

Quotes have been edited for clarity and brevity.

See what our artists have to say in their own words.

UNDERSTANDING YOURSELF
as an artmaker:

“
“

(I have learnt) how to be precise in communication, so that it is effective and clear. (I have learnt)
how to choose when to speak, so that these thoughts are not impositions of my own views, but as
a support, clarification or a question/challenge in the right direction.

I’ve always had the luxury of choice in collaborators. When things are not synergised from the
get go, it affects my emotional state of mind. But I need to go through these difficult processes for
my practice. I cannot predict the outcome of these processes and so therefore a chance must be
taken because it COULD BE GREAT.
FERRY

“

”

Thong Pei Qin

”

I have learnt how to differentiate if feedback given stems from personal taste, or if it was really
because the creative team was not clear. By clarifying the essence of the opinion, it allows me not
only to regain my foothold as a creator, but to give constructive feedback as an audience member.
Such discussions will allow the work to continue developing.
Fiona Yim
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THE POWERS OF ARTIST FARM:

Quotes have been edited for clarity and brevity.

See what our artists have to say in their own words.

Focus on PROCESS OVER PRODUCT:

“
“

Artist Farm is very open and I appreciate that it was grounded in process; It is exactly what I am
looking for in my practice. I loved that even our eventual performance wasn’t final; That everything
is a work in progress.
Mary Bernadette Lee

”

Let go. Accept that there are things you cannot do, trust your collaborators and allow them to do it
instead. Only when you remove your ego and the pressure of having to deliver a product, and your
own ego, does it allow for freedom in collaboration.
Ng Mun Poh
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Contact Us
For more information:
Producing & Production Team
ttp@practice.org.sg
(65) 6337 2525
Add: 54 Waterloo Street, Singapore 187953
Tel: (65) 6337 2525 | Fax (65) 6358 2565
Web: www.practice.org.sg

thetheatrepractice
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