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Abstract
The thesis, "Creativity and Performance Creation," explores the question: what are the
conditions that allow creative activity to occur in the context of the performance creation,?
Chapter 1 is the documentation of my personal experiences in both Japan and Canada that
have led me to my exploration of creative process.
Chapter 2 investigates the nature of creativity and factors that block or release creativity.
Chapter 3 explores the concept of individuality and the distinctive cultural impact on
creativity, teaching methods and learning practices between Japan and Canada.
Chapter 4 is the presentation of my own creative process as applied to performance
creation.
Chapter 5 concludes my research findings regarding the relationship between creativity,
individuality, and performance creation.
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CHAPTER 1
Introduction

Research Methods
M y research employs three methods of investigation: experiential research, scholarly
research, and creative research. In addition to introducing the research question and
methodologies, Chapter One embraces the experiential research as a way of reflecting on my
creative experiences in my home country of Japan as well as my introduction to creative theory
and practice in Canada. These experiences are the foundation from which my thesis research
question emerged.
In Chapter Two, the scholarly research is used as a tool of investigation. I seek to
discover the nature of creativity and the characteristics of an original idea, from a literary review
of various authors from domains of psychology, advertising, writing, visual arts, textile
designing, and theatre. Each of these domains has an intimate relationship to creativity, as they
demand a continual flow of new ideas.
In Chapter Three, the scholarly investigation continues through a review of creative
practices from both Japan and Canada including various types of traditional art forms and
improvisation. Over the centuries, traditional theatre has evolved a production model that
utilises a team approach where everyone has a specific title — director, actor, designer, and so
on — that defines their expertise and the boundaries of their contribution to the performance.
However, performance creation artists have neither such defined model nor clear-cut formula for
producing performance. If there were such a handy "golden formula," perhaps they would
simply follow the "proper" process and pursue the "right" answer without going through the
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uncertainty and frustration of creation. Dramatist and performer Linda Griffiths, through
analysing her own experiences in different types of performance creation processes, states,
"Process is a live thing, with no rules but instinct and the desire to offer something. [...] Process
has no boundaries that I know" (61). Perhaps artists' processes reflect their own unique ideas,
inspirations, motives, viewpoints, politics, or philosophy; and, if this is the case, it is impossible
to make a universal formula as in mathematics. M y experience of growing up in Japan and being
an adult student in Canada has informed and enriched my understanding of and approach toward
the creative process.
Chapter Four explores my own process of creative research through the documentation of
the performance creation ErfDection Girl. This original performance was created over a period
of several months and was performed in two variations during the research period.
In conclusion, Chapter Five utilises all three research methods to answer the research
question: In the context of performance creation, what are the conditions that allow creative
activity to occur?

Why Performance Creation?
There are many different forms of performing arts including conventional/traditional
theatre, musical theatre, opera, mime, dance dramas, storytelling, collective creation, and
performance art. In general, these forms of performance can be divided into two groups
depending on how the participants use a play script and how they approach producing the
performance. In conventional/traditional theatre, which is based on a play script written by a
single playwright, the director chooses a play and holds an audition for actors. The director casts
the actors who are best suited to portray the characters. Therefore, the actors have little control
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over choosing which characters to perform. The actor's job is to build his or her character
through interpretation of the script and support the director's vision of the play. Generally,
traditional theatre uses a hierarchical approach to producing the performance. The producing
team of producer, director, and designers create the vision of the interpretation and the actors are
hired to portray that interpretation.
On the other hand, performance creation is most often viewed as alternative performance
in which an artist, or group of artists, "brings together visual arts, theatre, dance, music, video,
poetry and film" (Patrice Pavis 261). Performance critic Marvin Carlson also offers a definition:
Its practitioners [performance creation artists] almost by definition, do not base
their work upon characters previously created by other artists, but upon their own
bodies, their own autobiographies, their own specific experiences in a culture or
in the world, made performative by their consciousness of them and the process of
displaying them for audiences. Since the emphasis is upon the performance, and
on how the body or self is articulated through performance, the individual body
remains at the center of such presentation. (6)
Artists in performance creation base their work upon characters that they create themselves
whereby allowing these artists to express a uniquely subjective viewpoint of the world. After all,
no two artists are the same.
In the context of conventional theatre, in all likelihood I would be cast as Madame
Butterfly or some other Asian-looking maid, slave, or even a Kung-fu master with my Japanese
accent and Asian appearance. I can hardly imagine that I would ever be cast as Laura Wingfield
in The Glass Menagerie by Tennessee Williams or Hedda in Hedda Gabla by Henrik Ibsen. On
the other hand, performance creation allows me to express my thoughts, feelings, and
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experiences that are based on my unique perspective as a Japanese woman who studies in
Canada.

Growing Up in Japan: Creative Influences
In order to understand how my environment influenced the emergence of my creative
process and artistic sensibilities, I will reflect chronologically on how I became involved in
theatre work and eventually came up with my thesis research question as a Master of Fine Arts in
Theatre Studies student at the University of Calgary.

Learning English—Mainstream Learning in Japanese Schools
I was born and raised in Fukui City in Japan. It is a relatively small city with a
population of 250,000 and is in a rural district. When I was in a kindergarten, I was an
extraordinarily introverted child and every morning I cried and refused to go to school.
However, once I arrived, I loved drawing and painting. I did not make any effort to make
friends, but as soon as I drew or painted pictures, the other students would surround me. Thus,
drawing and painting were ways that a shy girl like me could communicate with other children.
As I grew up, the fine arts became one of my great loves. During primary school, I won prizes
and achieved good grades in fine arts and I grew to enjoy not only the study of fine arts, but
other subjects as well.
When I entered junior high school my learning experience changed. In Japan, entrance to
high school, college, or university is based on highly competitive and difficult entrance
examinations. The subjects of the examinations are Japanese language, English language,
mathematics, social studies, and science. The style of pedagogy for teaching these five essential
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subjects was to enforce the students' rote learning of facts necessary for success in exams.
Getting the right answer on a multiple choice exam required different skills than generating new
ideas. As a result, students who memorized facts and formulas easily were more successful than
were creative thinkers. Unique solutions were not encouraged and resulted in being marked
"wrong" on the examination.
M y first English course started when I was in grade seven. In the post-war education
system in Japan, English had become a compulsory subject in all junior and senior high schools.
I was originally excited about learning English and imagined communicating with exotic people
from far away places. I was hoping my English teacher would talk about his experience with
foreign friends and his adventures abroad. I wondered what it would be like to live in a foreign
country and was curious to learn about different cultures, foods, and customs through the study
of English. However, my English teacher did not tell stories that satisfied this curiosity. A l l he
did was give serious lectures and demonstrate the rules of English grammar and sentence
structure on the blackboard. He taught English like mathematical formulas. "That's the rule.
Youjust need to memorize it," was his pet phrase. One day, a classmate asked him the reason
why the same word would be used in the plural form of the words "sheep" and "fish." He simply
said, "That's the rule! You just need to memorize it!" M y initial joy in learning a new language
was diminished as the lessons progressed. It became obvious to me that the study of English in
Japanese schools was not aimed at acquiring good conversational skills. Rather it was focused
on acquiring skills for passing examinations. In fact, learning English in school did not include
having conversations with English speaking people at all. Since the English language was one of
the subjects for the entrance examinations to colleges and universities, learning English was a
serious business that would determine a student's future career.
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It did not take long for me to lose my initial passion toward learning English. M y school
grades began to drop in mathematics and English. For examinations in Japan, students strive for
one hundred points to get full marks—I usually got only four or five points out of one hundred in
mathematics and English. It was difficult for me to memorize mathematical formulas and
detailed English grammar. I had never been very good at memorizing numbers, words, or facts
and I have a tendency to be indifferent and careless with matters I consider trivial or not fun.
However, as long as I was interested in the subject or having fun doing an activity, I was selfmotivated and could focus for long periods of time. Besides, I felt that correct formulas could be
found by looking them up in a textbook; therefore, I was not motivated to make much of an
effort to memorize them. Also, I saw little harm in making grammatical mistakes in an actual
conversation with English speakers. In fact, even when Japanese children learn to speak in
Japanese, they make a lot of grammatical mistakes. I felt learning English in Japanese schools
was not fun and memorizing numerous grammatical rules for passing examinations was trivial.
As a result, I became a student who could not keep up with the class in English. I loathed
learning English in school because it made me feel like something was wrong with me. I felt
like I lacked certain skills that everyone else around me naturally possessed. I never felt
confident learning English. Each time I got only four or five points out of one hundred points in
an examination, I felt like I was an inferior student who could not learn like other students. The
emphasis of education in Japan is not to be different or unique, but to do the sorts of things other
people do, only better. The aim is excellence, not individuality. Despite the fact I detested my
English classes, I loved communicating with the JET teachers.
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Learning English—By JET Teachers in Japan
The Japan Exchange and Teaching Programme (JET) is sponsored by the Ministry of
Education in Japan and offers English teaching jobs for native English speakers from the United
States, Canada, United Kingdom, Australia, and New Zealand. A JET teacher was assigned to
each junior and high school. The JET teacher came around to my English class about once a
month. It was the chance for us to be exposed to an actual foreigner. I thought that the JET
teacher's English lessons were more fun because it was a rare occasion for me to communicate
directly with a native speaker of English. I frequently visited the JET teacher in the teachers'
room. Exchanging a few words in English and shaking hands with him made me feel as i f I was
walking on air! Communicating with the JET teacher was fun for me because making mistakes
did not matter.
One day I invited an American female JET teacher to my parents' house and she taught
me how to bake cookies. It did not matter whether I made grammatical or pronunciation
mistakes, or forget to put "s" at the end of the phrase "chocolate chip." I didn't need to
understand her word "beater" because she would point at the beater in the bowl and repeat the
word until I got it. In the end, we baked a lot of cookies. The smell of sweet vanilla and
chocolate spread throughout the kitchen. We ate these still-warm cookies together and they
tasted like heaven! We smiled and giggled. In addition to a verbal means of communication, the
JET teacher used body language, gestures, facial expressions, and onomatopoeic words for
communication. English language between us was no longer a tool for achieving examination
success, but a tool to communicate. We spoke English for exchanging our joy, friendship, love,
and warm feelings.

Learning to Bake—A Way of Learning in Japan
Before I graduated from high school, I had to decide my future career. It was Japanese
society's general norm, as well as my parents' wish, for a daughter to go to a women's junior
college in the local area after high school graduation. It was commonplace for young women to
work for a company as an office girl, find a husband to marry, and then quit her job to become a
full-time housewife and mother. Instead of following the common path for most young women
in my town, I wanted to become a professional baker. I enjoyed baking various kinds of cakes,
pastries, cookies, and breads and I thought becoming a baker would be my dream job. I had no
desire to go to university, particularly because it meant continuing to study English for two more
years regardless of the major area of study.
I went alone to Osaka, one of the major cities in Japan. I learned various techniques for
baking at a confectionery school. Before graduation, I took a state examination and obtained a
license for setting up a confectionery/bakery. After graduation, I became an apprentice baker at
a small-scale bakery in Japan and worked with one chief and four other apprentice co-workers.
M y naïve dream was to bake various kinds of cakes every day and invent my own original cake
recipes. Before long, I found out that I had no freedom as an apprentice baker. Rather, my job
was to follow, as the bakery chief insisted, "that which has always been produced at the store."
According to him, a good baker has to be able to produce exactly the same size, colour, smell,
and flavour of breads every day at the same time. To make the matters worse, the four
apprentice bakers were given only a specialised task, and not allowed to participate in the whole
process of baking. The baking process at my bakery was roughly divided into four different
tasks: 1) measuring and mixing ingredients, 2) shaping the dough, 3) baking in bread ovens, and
4) making sandwiches and frying doughnuts. It was only the bakery chief who knew the whole
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baking process. The bakery chief did not teach anything new to an apprentice until the latter
mastered the assigned task. I disliked the everyday repetitious practice, but was never a lazy
worker. Despite my effort to do my work perfectly and correctly, I was a failure as a baker. I
tended to forget to do certain things or made numerous careless mistakes. Each time that I made
a mistake, I blamed myself and swore to work harder and better the next time. M y body became
tense and I was uptight all day long. I was serious and careful to not repeat the same mistakes,
but I hopelessly kept making new mistakes. I was not having fun and I no longer felt free either
physically or mentally. I felt that something was very wrong with me and constantly felt inferior
to the other bakers. The stress I felt at the bakery job was overwhelming and eventually caused a
short hospital stay where I received intravenous drip injections. I quit the job soon after without
mastering the bakery work. I felt miserable at that time, but it was the turning point in the
fortunes of my life. As the Japanese proverb says, "good comes out of evil." IfI had been a
successful baker in Japan I would never have come to Canada — I would have missed a lot of
adventure and would never have learned to speak English.

Re-learning English in Japan—In My Own Way
Feeling defeated, I quit the baker job and looked for another job. I saw a help-wanted job
advertisement for instructing English to Japanese children. I knew I was the student who could
not keep up with the class in English, but the prospect of playing English-related games with
children excited me. Teaching English to young children meant that there would be no pressure
for examinations. I worried about my lack of education and English ability, but I wanted to give
it a try. After all, taking a job interview itself would not cost me anything. As a part of the
interview, I had to take an English test, but could hardly spell the word "apple" correctly.
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Fortunately the manager liked my cheerful personality and hired me! As I had imagined, playing
games and singing songs with children in English was a great pleasure. The company I worked
for also had a method of using recorded tapes whereby children would listen and repeat phrases
in the class. I worked five days a week and repeated the recorded materials for each class though
each class of children only had one class a week. After listening and repeating the phrases, I
eventually memorized the content of the tapes and was able to say these English phrases fluently.
The same month I got the English teaching job, my old high school girlfriend came back
from the States with her American boyfriend. We went to a bar where many English speakers
gathered on the weekends. I was envious of my girlfriend who could speak fluent English.
English speakers at the bar always surrounded her, whereas I could hardly introduce myself in
English. English speakers I tried to communicate with usually said "Sorry, but I have to go to
the washroom for a second," and would never come back to talk to me. I wanted to learn
English so I could communicate with people from foreign counties. So I began teaching myself
English. I started listening to the English radio program. I recorded six different English
programs on tapes and listened to them whenever I could snatch a moment. I repeated the
phrases endlessly until I could say them simultaneously with the recorded voices on the tapes. I
was self-motivated and had a thirst for acquiring the English language. I had studied English for
six years in schools, but I failed to learn English. After two years of intense, but fun self-taught
English, I became fairly fluent and, most importantly, I felt more confident in my ability to learn.

Learning to Act in English—Staging a Musical in Japan
A Japanese friend asked me i f I wanted to become a member of a new theatre company.
I had only seen a traditional Japanese puppet theatre bunraku once, and had never imagined
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myself to be on stage. Strange to say, but the idea of "I can't do that" never came into my mind.
As a result, I became a member of the Fukui Theatre Company — the first group to stage a
musical in English in my community. We dreamed of performing a Broadway show and chose
the musical piece, The Sound of Music for our first production. Just at that moment, Fukui
International Association, a prefectural institution for cultural exchange, was organizing a
festival in our community. Our company approached the festival organizer about performing
and our proposal was accepted.
Our theatre company consisted of about ten Japanese people who could speak English
fairly fluently. Our director, who had taken an introductory drama course at a university in
Australia, was the only one of us who had any form of drama experience. In rehearsals, most of
us felt pretty comfortable while sitting and reading the English script. However, we found it was
a great struggle to get on our feet for acting out the script. Many of us felt self-conscious about
appearing stupid or ridiculous in the rehearsals. Our bodies were full of unwanted tension and
we stiffly moved around like robots that needed oil. Our faces were set in sullen looks if not
strained laughs. Since most members came to the rehearsals after work or school, we were tired
and it took us a while to get focused. It was not easy for complete beginners to produce the show
in English, but we managed to accomplish it after a continuous process of trial and error. Our
show received a rather good response from the audience. I felt like I had accomplished a huge
task and it was a very rewarding experience for me.
For our second production Beauty and the Beast, a local JET teacher joined our group.
He was a Canadian who had a Bachelor of Arts degree in Drama and English from the
University of Alberta. He introduced the group to various drama warm-up exercises. The first
exercise was the "machine exercise." It was an unforgettable experience for me. I felt as if I
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was struck by lightning. The exercise dramatically changed the group energy and dynamics. It
was fun to do and everyone laughed. The unmotivated atmosphere and the self-consciousness
among the company members was magically transformed into an energetic and focused
enthusiasm.
After participating in the drama warm-ups, I began to dream about majoring in drama at a
university—most of my Japanese and foreign friends who I met through English-related events
and parties were university graduates and I felt inferior to them. Despite my dream to go to
Canada, the rational part of me resisted such a "crazy" idea. I was not sure i f my ability to speak
in English would ever become good enough to perform among other Canadian students. I
worried that it might not be worthwhile to invest all my time, energy, and money in studying
drama. I had no idea what kind of career I could possibly have afterward and studying drama did
not seem to guarantee a secure future. What would I do if my decision to pursue drama was a
big mistake? M y worries were endless.
In Japan, I volunteered for a social group where the aim was to integrate Japanese people
and foreign-speaking people together to converse with each other. M y mentor at that social
group had a great influence in my decision-making. She said to me:
If you want to study drama in Canada you must go now. You are young now!
Although you don't have much money, you have your own time, energy, freedom,
and flexibility. When you get older, you may have more money, but more
responsibilities, less flexibility, and no time of your own. Don't worry about
money. It will magically follow you once you commit yourself to doing what you
are truly passionate about. (Sakiko Kawase)

And she was right! She gave me the courage to take the biggest risk I had ever imagined for my
life. I skipped the chance to participate in the sequel production for the Theatre Company I was
working with and went for a big adventure in Canada.
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Learning English and Drama in Canada: Creative Influences
In September 1996,1 came to Grande Prairie in Canada to study English at the English as
a Second Language school attached to the Grande Prairie Regional College. A month after
arriving, I saw a poster for a drama audition on campus. I felt an irresistible urge to attend the
audition. When the time for the audition came, I was overwhelmed by fear and could not even
get inside the studio. The rational side of me was busy criticizing how terrible my English was.
I was also concerned about my lack of experience in acting. I had only performed once in Japan
and knew virtually nothing about acting. I shook my head and muttered "I can't do it..." and,
feeling defeated, I left for home before the audition time was ended.

Learning to Act in a One-Act Play—As an ESL Student in Grande Prairie
Later, I saw another drama audition notice for a one-act play called Alias. This time, I
still felt fear, but I wanted to give it a try because I did not want to feel regret afterward. I
declared to my host family that I would take the audition and then I could not back out from it. I
got the part of "Amy" the saloon prostitute. I realized I had been putting unnecessary limitations
on myself. After I performed in the play Alias, I became more comfortable taking risks. Then, I
began engaging in as many performance opportunities as possible. Taking a risk for the first
time had been always frightening for me whether it was quitting the baking job, travelling alone
to a foreign country, taking a drama audition, or performing on stage. I noticed that when I have
felt that I cannot do something, it was usually the fear of rejection, of making a mistake, of
failure, or of embarrassment that blocked me from taking a risk. Taking a new risk is
frightening; nevertheless I realized that "the best defence is offence" as I took more risks.
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Learning to Act for a Main Stage Show—At the Grande Prairie Regional College
At the Grande Prairie Regional College, I eventually completed my diploma in the
University Studies Arts with distinction. Many people wondered why I chose the college as my
first school to study drama in Canada. I happened to choose the school because I could afford
the tuition and it turned out to be the best place for me to start learning about drama. The smaller
school meant less competition for casting and there was no audition to be admitted to an acting
class. The drama professor cast the whole class for a main stage show, The Snow Queen and I
was cast to play two characters—Grandma and The Robber Chief. If I had started my drama
education at a larger school, it would have been difficult for me to compete with Canadian
students who had English as a first language.
Playing the part of Grandma was a great challenge for me. I tried many different kinds of
grandma characters, but none of them felt "right" to me. I imitated my real grandmother in
Japan. I tried several different stereotypical grandmother images and walked weakly or spoke
slowly. I observed elderly people at a mall and imitated them as well, but there was no single
person who I could identify as my Grandma character. I felt artificial about my acting. Anxiety
drove me to both consciously and unconsciously think about my Grandma character all day long.
Then, it was the first day to wear stage make-up. I designed the old-age make-up for Grandma—
I drew wrinkles and painted my cheeks red like a clown. I put on the costume and stood in front
of a large mirror in the Greenroom. I looked at myself wearing Grandma's costume and makeup. . .and an amazing transformation occurred. The visual image in the mirror inspired me. " A h ha! Why didn't I think about this before?" M y body was animated automatically. A full range
of facial expressions came to me naturally. I could not explain why, but I had a strong
conviction that my Grandma character was absolutely "right" this time. This Grandma character
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I came up with was neither a conventional nor stereotypical grandma type, but very active and
had exaggerated physical movements, gestures, and facial expressions. I had never imaged a
grandma image such as this while I rehearsed without the old-age make-up. It seemed to me that
the "right" inspiration to my Grandma character did not come to me as a result of logical
thinking. Rather, the inspiration seemed me to come out of the mirror when I least expected it.
The Snow Queen show was a hit. The Daily Herald-Tribune Grande Prairie carried an
account of my characters:
Several characters stood out in Friday evening's performance. Most notable were
Kay's 'adopted' grandma and the robber chief, both played by second-year drama
student Yoko Kawabata. The on-stage antics got started when grandma got her
foot stuck in a bucket—Gerda and Kay 'helped' her got it out—and never stopped
until the curtain went down. Using exaggerated body movement and facial
features, Kawabata played her character to the hilt. And the spontaneous response
from the audience filled the theatre with laughter. The robber scene produced the
same results with its bumbling high-jinxes, and held a touch of 'three stooges'
reminiscent with older members of the audience. (Peggy Sue Ironside)
In the same way that I learned English through using my physicality, it seemed that I learned
about characterization and performance through the use of my physical body and five senses.
In addition to my acting class, I took a class called "Creative Process in Drama." This
class had a great impact on me and laid the foundations for my idea for my Master of Fine Arts
research on creativity. The textbook by psychologist Rollo May, called Courage to Create,
introduced me to the idea of the "Ah-ha!" or breakthrough phenomenon that would frequently
occur during a creative process. May describes:
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When this breakthrough of a creative insight into consciousness occurs, we have
the subjective conviction that the form should be this way and no other way. It is
characteristic of the creative experience that it strikes us as true—with the
'immediate certainty' of Poincave. And we think, nothing else could have been
true in that situation, and we wonder why we were so stupid as not to have seen it
earlier. The reason, of course, is that we were not psychologically ready to see it.
(68)
I had experienced "Ah-ha!" for the Grandma character and it left a lasting impression on me.
Throughout my undergraduate studies at the Grande Prairie Regional College and the University
of Lethbridge, I tried various media and content out as a performer and creator, and I came to
recognize a pattern that would lead to the "Ah-ha!" experience. B y the time I graduated with a
Bachelor of Arts from the University of Lethbridge, I had a burning curiosity to pursue how
creativity supports the work of performance creation. I was obsessed with my frequent magical
visitor "ah-ha!" during creative processing and wanted to understand more about the
phenomenon and how it occurs with other artists.
While at the Grande Prairie Regional College, I enrolled in an anthropology course.
Since English was not my first language, it required a considerable amount of time and effort for
me to keep up with the heavy writing assignments. But, still, I preferred to write papers than to
memorize terminology and facts for marksheet examinations. The anthropology course gave me
a great opportunity to begin to analyse and understand the similarities and differences between
North American and Japanese cultures. It also made me reflect on my homeland, the people,
culture, society, as well as myself, who I am, and why I think the way I do. I had never thought
about my relationship to my country and my culture prior to my arrival in Canada. Writing

practice in anthropology not only gave me more anthropological knowledge, but also equipped
me with an unexpected by-product —the ability to observe everyday life through the new
perspective of cultural awareness. This research practice forced me to look at Japanese culture
and myself closely whereas previously I had taken it for granted. The combination of drama and
anthropology classes helped me to gain new insight into human nature.

Learning to Dance for a Choreographer—University of Lethbridge
Upon my graduation from the Grande Prairie Regional College, I transferred to the
University of Lethbridge in September 2000. As a part of the Drama Department's major
requirements, I started to take movement and dance courses. I secretly anticipated that
performing movement and dance pieces would be easier for me since they would not require the
memorization of verbal texts. As I took more movement and dance courses, I discovered that my
body was exceptionally flexible without any special training.
However, without any previous dance training, I was limited in the medium of dance in a
way I never imagined. When we had to memorize a new series of steps, it became obvious that
the dancers who had dance backgrounds seemed to "know" how to use their muscles naturally
and efficiently. When learning a new series their bodies already knew the physical "vocabulary"
through their previous training. Just imagine a driver who has to drive in an unfamiliar town.
Although the streets and scenery are foreign to the driver, she or he at least knows "how to
drive" already. No matter where she or he drives, the basic patterns of movement — that is,
how to change the direction through moving the steering wheel, how to let out the clutch,
braking, signaling a left turn, using a windshield wiper, using a rearview mirror, and so on — are
the same. It is easy because the whole movement is practiced many times and is automatic.
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Therefore, when I learned new dance movements, I was a beginner driver, so to speak. I was not
particularly outstanding at rhythmic sense or keeping balance, either. As the group made more
progress with rehearsals, it became more difficult for me to keep up with other dancers.
However I did not quit dance because the way my choreographer approached this matter helped
me to maintain my interest and confidence in dance. Rather than telling me to practice harder
and acquire the same skills as other dancers had, my Canadian choreographer cultivated my
exceptionally flexible body. She choreographed a unique solo dance part for me in which I
could use my natural talent.
The dance rehearsals were physically demanding but the atmosphere was never rigid. It
always had a fun atmosphere. The group unity was achieved by friendship, but not by strict rules
between master and students relationship. This North American approach to creativity was eyeopening for me.

Learning to Create my Original Dance and Performance—University of Lethbridge
The University of Lethbridge was bigger than the Grande Prairie Regional College, but
smaller than the University of Calgary and the departments of Music, Visual Art, and Drama
were located closely within the same building. Students from these departments often
intermingled with each other in a variety of courses, projects, and workshops.
The Octopus Piece was the first original dance piece I created in cooperation with art
students. The project began when one day, a visual art professor came to my drama course and
showed a sample of an inflatable object. He switched on an electric fan and the wrinkled object
that was made of garbage bags transformed into handlebars for a bike. Everyone in the class
seemed to be fascinated with the visually interesting image and the professor asked, "So, is
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anyone interested in dancing with this kind of inflatable object? M y senior students will create
an object based on your design and you can use it in your dance piece!" The class became silent
and our drama professor encouraged us, "It could be a group or solo piece depends on how many
people want to be involved with this project." "I'll do it!" I broke the silence and in that
moment began my first solo performance creation. I created an octopus-like design and several
art students created the gigantic inflatable object out of garbage bags. They created a secret
doorway and I could go in and out of the object without letting the air out. Although the
octopus-like image was my initial idea, I did not particularly know whether it was supposed to be
an octopus, sea animal, or anything at all. Without deciding what it was supposed to be, I just
explored how many different ways I could use the object. In the studio, I manipulated the
"octopus" and began to draw pictures of my discoveries in my notebook. I tried out many ideas
using the space inside and outside of the "octopus" combined with an unusual bikini and goggle
costume. Eventually I generated many ideas, but there seemed to be no narration, story, order, or
logical connection among these ideas. I felt my piece was becoming chaotic and messy. The
deadline was coming closer day by day. I felt frustrated and afraid to imagine that my piece
might not come together by the performance day. A l l I could do was to keep coming back to the
studio without giving up. I booked a studio at night when I could be alone to create in the silent
room. M y mind was calm without any noise or voices from outside. I often forgot about time
and worked until midnight. Just like when I taught myself English, I learned frantically and
worked hard for long hours, but I loved the activity and this spontaneous learning was fun for
me.
As I went on gathering more ideas, I started to realize a certain connection and order
among the ideas which I had not seen before and had once thought of as merely chaotic. I
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shifted the drawn images around until I felt "right" about the order. Eventually the images that
were not in harmony with rest of piece dropped off and my idea for the dance piece became
simpler and clearer. During the creation process, I never consciously decided what the object
was supposed to be or what my relationship was with it. Without deciding the theme of my
performance piece, I kept playing with the object, and eventually it was revealed to me that it
was my sea monster friend. It is frightening to create an original piece without knowing what the
end product will look like, however this creation experience taught me to trust my ideas because
the clarity would follow after going through a chaotic state of creative process.
In order to understand creativity, I realized I needed to know more about what might
block our creative impulses—I did not think creative blocks were useless, and wondered if they
played an important role as an intuitive guide. How does our intuition guide us to various
experiences and challenges? This was a world quite unknown to me beforehand. This curiosity
about creativity and my passion for original performance creation prompted me to apply for the
Master of Fine Arts program in Theatre Studies at the University of Calgary.
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CHAPTER 2
The Nature of Creativity

This chapter seeks insights from experts in various domains who investigate the creative
process. The approaches towards producing favourable conditions that allow creative activity to
occur are examined. The domains within this exploration are psychology, advertising, writing,
visual art, textile design, and theatre. A l l approaches are concerned with the creation of unique
products—a creator explores her or his personal ideas, images, memory, dreams, objects,
concepts, forms, or structures. At the start of a creative process, it is common that the creator
will have little sense of what the finished creation will be like. Rather than tracing a ready-made
path to a goal, the creator explores the limitless possibilities by trial and error. There is no
guarantee of success, but still the creator must have faith in themselves to complete the project.
Each expert from the distinctive domains has their own unique approach to creative process.
Each offers valuable insights into the nature of creativity and creative process. Is it possible to
utilize insights from all these different domains in the process of original performance creation?

Mt. Fuji, Passion, and Dedication
The foreground to this facet of my research dealing with the creative process, stems from
the experience I had teaching English to Japanese children, as mentioned in the previous chapter.
I remember the president of the company giving us a wonderful riddle regarding Mt. Fuji — a
riddle that has been living in my memory ever since. Mt. Fuji is 3,776 metres above the sea and
is the highest and one of the most beautiful mountains in Japan. The president asked, "What
person in the world could shift Mt. Fuji even one centimetre to the left?" The other employees
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and I suggested perhaps the strongest person in the world, or the richest billionaire, or the most
influential politician, or maybe a genius engineer with great knowledge and technology.
However, none of the answers were correct. The president then revealed, "The only person who
potentially could move the mountain at all would be an individual who has the burning desire,
passion, and dedication to do so." I thought my company president was out of his mind, but the
point of this story is that having physical strength, money, knowledge, or technology itself is not
enough for an individual to begin an innovative project and bring it to completion. It is passion
that drives the creator to carry the task through to the end despite a continuous process of trial
and error.
This is the challenge of creativity. Instead of trusting one's own creative inner voice, an
artist is too often discouraged to create by murmurs of doubt. "You do not have enough training.
You do not have enough budget. You are not talented to begin with." As the artist perseveres in
the creative process, this murmuring continues and criticizes them, "Your idea sucks. Your idea
is childish. Your idea is not proper. Your idea is impossible to do." If the artist's idea does not
work, the doubtful murmurs triumphantly tell the artist, "See, I told you so! You are not the
creative type!" Who or what are these murmurings?
Let me now begin to shift my "Mt. Fuji". I have a burning desire, fire of passion, and a
strong will to do so.

What is Creativity?
There is a flood of terms "creative" or "creativity" in our everyday language. On May 4,
2004,1 used the Google search engine to look up the keyword "creative" on the Internet and
28,600,000 results were delivered. Examples include: creative drama, creative writing, creative
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music, creative photography, creative artworks, creative screen writing, creative wood works,
creative H T M L design, creative crafts, creative marketing, creative gifts to go, creative
retirement Manitoba, creative chocolates of Vermont, to name a few. As one can see, there are
all sorts of creative things, from creative drama to the creative chocolates of Vermont. There is
an implication of "originality, inventiveness, or unconventionality" in the term creative.
Psychologist Raymond J. Corsini defines in The Dictionary of Psychology that creativity
is the "[A]bility to apply original ideas to the solution of problems; the development of theories,
techniques, or devices; or the production of novel forms of art, literature, philosophy, or
science." In The Encyclopedia of Psychology, psychologist Mihaly Csikszentmihalyi defines
creativity as "[Referring] to the production of any idea, action, or object that is new and valued.
By extension, a creative person is one who stands out from the norm by producing such ideas,
actions, or objects." Further, according to Corsini, "creative thinking" means "Mental processes
leading to a new invention, solution, or synthesis in any area. A creative solution may use preexisting objects or ideas but creates a new relationship between the elements it uses, such as new
mechanical inventions, social techniques, scientific theories, and artistic creations." As I see it, a
new invention, solution, or synthesis is led by a certain mental process—called creative
thinking—therefore, creativity can be discussed as a function of the brain.
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Brain Function and Creativity
The human brain looks like a giant walnut and the two halves are called right and left
hemispheres. The two hemispheres are connected at the centre by the corpus collosum. It
consists of the thick branch of nerves that provide communication between the two hemispheres.
In the following paragraphs, each side of brain's distinct functions are compared.

Right Brain and Left Brain: Non-Verbal Mind and Verbal Mind
In the words of psychologist Robert Schirrmacher, "Each side possesses capacities for
certain mental processes which are independent of each other. The right hemisphere operates in
a mode that is non-verbal, subjective, intuitive, and global. The left hemisphere operates in a
mode which analyses, abstracts, verbalizes, and uses logic" (21). Betty Edwards, a writer, artist,
and professor emeritus of Art at California State University, confirms that there are two different
ways of knowing that reflect the functions of the two hemispheres of the brain. She describes the
right hemispheric functions as intuitive, subjectively insightful, and dealing in the realm of
"feeling," whereas she sees the left hemisphere analyzing things objectively and intellectually,
dealing in the realm of "thinking" (37).
A good illustration of right- and left-brained comprehension is a conversation between a
woman and her boyfriend. She cannot verbalise the peculiar feeling or rationally give a
definition of what it is, but she feels something is unusual. Her left brain, the Verbal Mind,
remembers that he said, "Sorry, I should have called you sooner, but I was busy with
schoolwork." Considering it is nearly the end of the term, his words sound rational. However,
another part of her mind also remembers his non-verbal signs. How he hesitantly pauses, using a
tense and unnaturally suppressed voices with frequent sighs. He looks very nervous and is in a
fidget. There is an awkward pause when she asks why he was not home last night. Her right
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brain, the non-verbal Mind, is filled with suspicion and wonder, "What is it? Something is
wrong." Despite her suspicion, she might try clearing away the thought as "irrational" because
there is no logical explanation she can make. Then, later, she discovers that he was dating
someone else. It would have been difficult to detect this lie i f she had relied solely on her left
brain to process the information.
A string of lies during a verbal communication can be perceived as the truth as long as
they are logical. Psychologist, Tomas R. Blakeslee points out that "The left brain generally
responds to the literal meaning of the words it hears and will not even notice the meaning of
inflection. The right brain perceives different aspects of the same conversation: Tone of voice,
facial expression, and body language are noticed while the words are relatively less important"
(28). Thus the Left Verbal Mind and Right Non-Verbal Mind the specialize in processing
information in unique ways and, in my opinion, these specialized functions can complement each
other when they collaborate.

Right Brain and Left Brain: Imaginative Mind and Critic Mind
Have you ever written a love letter at night? When you feel relaxed in a cozy bedroom
your right brain, the Imaginative Mind, may make you write in a free and easy style. In a trance,
you would imagine about the special someone and write down the depth of your love and
passion. As you write, a flow of words gush out and you are oblivious to the passage of time.
According to Gabriel Lusser Rico, writer and professor of English and Creative Arts, "The right
hemisphere (Design mind) [...] can create designs with images, recognize patterns of sound,
reach out for metaphor, and play with recurrences, juxtapositions, and ambiguities, enabling us
to make the rich and evocative patterns that give life to natural writing" (77).
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The following morning, you reread it and its passionate expressions make you blush fiery
red. Your passionate love letter is criticized by your left brain, the Critic Mind, as being trash.
So, you put it away in a drawer without sending it. Julia Cameron, a journalist, writer, and poet,
refers to the Critic Mind as "The Logic brain." She goes on to say that it is "The brain we
usually listen to, especially when we are telling ourselves to be sensible. Logic brain is our
Censor, our second (and third and forth) thoughts" (12). Rico confirms Cameron's thoughts by
saying, "[The left brain is] largely occupied with rational, logical representation of reality and
with parts and logical sequences. [...] It acts as critic, censor, and error corrector. It splits the
world into clearly definable units and classifies them by giving them clear-cut definitions" (17).
Still, your Critic Mind is not entirely an opponent who must be banished. It is a useful
error corrector for logical sequences and could save you from sending your passionate love letter
to your "Dreariest sweathart."

Right Brain and Left Brain: Inventive Mind and Computer Mind
The right brain is an Inventive Mind. It is "superior at handling the unknown, the novel,
the ambiguous, the paradoxical, the unconventional, attempting to make sense out of it all by
discovering workable patterns" (Rico 70). Thus, the right hemisphere has a capacity to deal with
information that is not consisted of pre-existing learned sequences.
The right hemisphere processes information in the way that computers cannot. A
computer's hard drive can store a large amount of written scripts with accuracy, which is beyond
human capability. Yet, the computer cannot write an original script.
On the other hand, the left brain's mode of information processing resembles a computer.
As Rico explains, "The left brain's thought is rule-governed, drawing on pre-existing learned,
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fixed codes that were organized and stored very early in life. Like a computer, the left brain can
recall complex motor sequences. In short, the left brain cultivates the repetitively predictable."
(69). If we are always dependent on pre-existing learned sequences, we will not have any
original or innovative ideas; therefore, no creative thinking. One can cram knowledge in one's
Computer Mind and get an ' A ' on an exam. However, it is the Inventive Mind that is capable of
inventing something that did not exist before. Following Table 1 shows the list of traits for the
two sides of the brain.
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Table 1
How the Two Hemispheres See the World
Right Hemisphere

Left Hemisphere

-all-at-once processing
-one-at-a-time processing
-sequential: A to B to C
-simultaneous: a complex image
-looks at the whole: a face
-looks at detail: a wart
-connects the world into related wholes
-splits the world into identifiable, nameable
-is analogic: sees correspondences,
bits and pieces
resemblances
-is logical: sees cause and effect
-is receptive to qualitative, unbounded aspects
-is receptive to verifiable aspects of the world:
of the world: feeling states
2x2
-charts emotional nuances of thought
-charts informational aspects of thought
-produces imagistic thinking
-produces linear thinking
-transformative, open-ended ideation: draws on -rule-governed ideation: draws on pre-existing
unbounded qualitative patterns that are not
fixed codes; relies heavily on previously
organized into sequences but that cluster
accumulated, organized information
around images of crystallized feelings
-has the power of syntax, the grammatical
-has limited syntax, but responds to words as
stringing together of words
images or to sentences recalled as a single unit: -is a splitter: distinction important
words of a song, a poem, or a jingle
-can remember complex motor sequences
-is a lumper: connectedness important
-talks and talks and talks
-can remember complex images
-knows "how"
-is mute—uses pictures, not words
-is expressive in words used primarily as sign:
-discovers "what"
"a woman is a female human being"
-is receptive to words as design: "wide warm
-Sign Mind
woman, whitethighed. Wooed and wed.
Wife..." (JohnUpdike)
-Design Mind
Source: Rico, Gabriele Lusser. Writing the Natural Way: Using Right-Brain Techniques to
Release Your Expressive Powers. Los Angeles: J.P. Tarcher, Inc., 1983. 69. Figure 4-3.

As the above table shows, right and left hemispheres of the brain have distinct specialties. In
order to have the best results in creativity, I feel it is essential for both hemispheres to be brought
into play at appropriate times.
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Collaboration between the Spheres
M y father loves gardening better than anything else in the world. Our backyard in Fukui
City, Japan is covered with various vegetables, flowers, and trees. Pine trees are among his
favourites. Once or twice a year, he climbs up a ladder and trims branches off the pine trees with
a pair of big garden shears. When you look at the trees there are no two alike. Each tree has a
uniquely curved line of trunk and branches. Overgrown branches cover this natural art. After
the excess branches are trimmed, the natural beauty will emerge from the refined trees. The trees
need to grow thick first before being trimmed, shaped, or refined. If one cuts the branches off
too early, unique and gracefully shaped branches will not emerge.
I find a similar principle for creativity. The right hemisphere, the Wild Branches Mind,
generates ideas and makes your creative ideas grow thick. On the other hand, the left
hemisphere, Garden Shears Mind, revises, edits, shapes, polishes, and refines wild ideas like a
pair of big garden shears. It is essential that the Garden Shears Mind not end the tree's vitality
by cutting too many branches away too quickly. Garden Shears Mind wants to make immediate
judgments, whereas Wild Branches Mind may like to delay judgments in order to allow
information to interact and generate new ideas. As Rico states, "The right brain plays a critical
role in the initial stages of doing anything not already clearly laid out. [...] Then, as skills
necessary for the execution of the task are acquired and routinized, the left brain attains
superiority" (72). Your Garden Shears Mind is not the opponent to your creative work as long as
it is used in a time appropriate fashion when your ideas need trimming.
Different experts describe these two modes of brain functions by using different terms
and metaphors. Betty Edwards calls them R-mode and L-mode. Cameron names them Artist
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and Brain Censor/Logic/Perfectionist Brain. Writer Mari Messer uses metaphorical terms—
Cow Mind and Racehorse Mind. Messer explains:
The creative process begins with the right-brained cow [Mind] randomly grazing,
munching from one tuft to another. [...] Racehorse Mind is like a laser beam. He
can zero in on a particular element, but he can't see the big picture. And he can't
hold two opposing ideas at once. Racehorse Mind doesn't want to be bothered
with Cow Mind's messy paradoxes and contradictions. At the sound of the
starting horn, he wants to dash flat out to reach the finish line. He doesn't fool
around. Racehorse Mind is only capable of revisiting what he already knows. He
can only organize, categorize and clarify. (79)
Thus, the key to a successful creative act is to use each hemisphere's specialties in the proper
order. Rico shares the same opinion for this view: "Ultimately, a finished piece of writing or a
painting or a sculpture—in short, any creative product—is the result of the collaboration between
the talents of the two hemispheres, but in their proper sequence and in their proper interplay"
(20). During the generative phase—whether it is for writing, painting, sculpting, or creating a
performance piece—we form new ideas intuitively. Although creativity eventually requires the
collaboration between the specialties of the two sides of brain, while we form new ideas "we
want to turn off the critical/logical/censoring Sign mind to be free of analytic reasoning," (21)
claims Rico.
Nevertheless, randomly generated ideas without any order are not easily communicated
to others. Therefore, after the right brain mode of information processing plays an active part in
the generative phase, the process is followed by the proper interplay of two sides of brain.
Taking the instance of a writing process, Rico describes, "The continuous oscillation between a
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sense of the whole you have envisioned and the parts with which you sequence that vision into a
more clearly delineated whole enables you to get your vision onto paper" (21). In fact, any
creative products cannot be made without a sense of whole, which is the specialty of the right
side of the brain. In other words, you cannot see the forest for the trees. Still, without seeing
each tree's parts and details, we cannot have a good understanding of the forest.
Subsequent to the interplay of the brain's two sides, the creative product is refined by the
critical/logical/censoring/editing Mind. In writing, we reread the sentences and analyze it for
details—its structure, word choice, and appropriateness of grammar and spelling. As a result,
our writing become clearer and easier to communicate to others. In the same manner, other
creative products, such as a painting, a sculpture, or a performance piece become more
communicable to others when attention is given to details and refinements are made.
What happens if the talents of the two hemispheres are not used in their proper sequence
and in their proper interplay? This is the source for "creative blocks." A creative process is
often limited or blocked when the left hemisphere's thinking mode leads the way. For example,
we are stuck in writing if we worry about writing in perfect punctuation, spelling, grammar,
structure, or word choice in the initial stage. Such perfectionism intimidates us to say the least.
The two minds are complementary, but not antagonistic to each other. In the words of
Rico, "Working together in complementary fashion instead of tripping each other with
inappropriate signals, your two minds can produce a whole symphony of talents" (21). As
shown in Table 2, Messer illustrates this point using metaphorical expression. Excessive use of
either the right brain or the left brain without working together are called Hyper Cow and Hyper
Horse respectively (82).
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Table 2
Excessive use of Right Brain (Hyper Cow) and Left Brain (Hyper Horse)
Hyper Cow

Hyper Horse

-Neglect own needs

-Steamroller expediency

-Sloth

-Workaholism

-Lacks motivation

-Driven

-Confusion

-Compulsive organization

Source: Messer, Mari. Pencil Dancing: New Ways to Free Your Creative Spirit. Cincinnati:
Walking Stick Press, 2001. 82.

In summary, it is not better or worse to be a so-called "right-brained" person or "left-brained"
person. It seems that a collaboration of both specialized hemispheres, in their proper sequence
and interplay, is critical for creative thinking.

What is an Idea?
In the late sixteenth century in Japan, three remarkable leaders: Nobunaga Oda (153482); Hideyoshi Toyotomi (1536-98); and Ieyasu Tokugawa (1542-1616) — arose and reigned the
country. Oda was notorious as a hot-tempered general. Toyotomi was noted as an ingenious
strategist. Tokugawa was well-known for his great perseverance. A fable summarizes the
personalities of these figures. Supposedly all three of them sat down one day to listen to a
cuckoo bird's singing. Oda said, "If it doesn't sing, I'll kill it." Toyotomi said, "If it doesn't
sing, I ' l l make it sing." Tokugawa said, "If it doesn't sing, I'll wait 'til it does."
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I find these three different kinds of attitude toward a cuckoo bird illustrate ways in which
an artist may germinate an idea. "I want to have an airplane in my performance," their Inventive
Mind might exclaim. The Critic Mind will most likely nag at such a "cuckoo idea" and say "Are
you crazy?" Often, your Critic Mind is impatient with an unusual idea and forces other decentlooking idea too soon, but without solving the problem, any initial ideas may not readily work.
Rather than just sit and wait until the problem to be magically solved, there must be something
we can do. In fact, obstacles that get in the way are not the necessary problems for producing
new ideas. In the words of writer Jack Heffron, "[IJnstead of cursing your obstacles, be grateful
for them [...]. Obstacles outside ourselves only make us more creative" (11). Obstacles and
problems can be a great source of inspiration if one looks at them in a new light. In other words,
the seemingly impossible idea of an airplane will eventually exist in the performance, not as a
"real" airplane but as a sound, an image, or a puppet.

Judging Ideas
Most often, original ideas appear to be silly, stupid, irrational, impossible, or wrong when
they first emerge. Considering that, "Original ideas are uncommon, unusual, different,
unexpected," (23) as Schirrmacher states, it is no wonder that your initial ideas seem "not right";
therefore, not appreciated. These seemingly "silly" ideas could realize their full potential if they
were to be given an opportunity to be developed further — if one exerts the confidence to avoid
discarding them too soon. Heffron agrees:
When you find an idea, push it to its limits. Explore all of its possibilities. Too
often we decide what type of idea we want, knowing what will work for us. We
reject other ideas before really digging around in them, especially if they demand
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that we go beyond where we normally go—in length, in depth, and emotional
connection. A n idea can seem 'too crazy' or 'impossible' to pull off. (32)
Through our Critic Mind's viewpoint, only highly possible ideas and safe ideas seem worthwhile
digging into. According to the Critic Mind, all other ideas are wrong, crazy, impossible, stupid,
or childish. Instead of judging ideas immediately, we should let all ideas come out. A l l the
ideas, including wrong, crazy, impossible, stupid, childish, bad, and boring ones—they are all
welcome.

Creative Blocks
During the creative process, there may be times when our mind goes completely blank.
The more eager we are for ideas, the more our imagination freezes. Thinking about a deadline,
one's anxiety and fear becomes overwhelming. "You still haven't got any good ideas yet...What
are you going to do with this project?" The Critic Mind torments us with such questions. Among
writers, this state of mind is known as writer's block. Instead of suggesting to work harder,
many writers insist on moving away from the desk or working place for a while when the block
occurs. Nevertheless, it does not mean that we should throw ourselves on a couch, enjoy
watching T V , and forget all about our present problem. Heffron proposes doing some activity
that does not require much thought will provide release from these blocks. Washing dishes,
taking a walk, or gardening are such examples (41). Heffron has a basketball hoop on his
garage. When he is blocked he shoots some baskets for a half hour and he notes that it nearly
always helps (41). Cameron, adds other regular and repetitive activities to the list, such as
needlework, showering, swimming, scrubbing, shaving, and driving a car (22). These types of
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activities are often remarked on and an exasperated theoretical physicist Albert Einstein once
said, "Why do I get my best ideas in the shower?"
Heffron describes that, for him, the key to unblocking creative ideas during repetitive
activities is, "I don't force myself to think about the writing problem, but I don't force myself not
to think about it, either" (41). Notice that among many human activities, there are things we can
do simultaneously with other things; doing dishes, scrubbing, brushing teeth, showering, driving,
knitting, or sewing. One can think about other things when activities are regular, repetitive, and
part of one's routine. As Blakeslee points out, "Though a normal person can have only one train
of conscious thought at a time, he can easily perform other automatic functions while thinking.
Talking and driving a car, for example, are compatible as long as the driving situation is routine"
(181). Thus, it seems, in order to break through the blocks, it is useful to encourage the Critic
Mind to occupy itself with regular and repetitious tasks, thereby releasing the Inventive Mind to
play with creative ideas without pressure.

Forcing an Idea
In the process of a creative act, such as writing a short story, painting a picture, or
creating a performance piece, artists will often generate many ideas first. However an overabundance of ideas, especially without any order, is generally difficult for an audience to digest.
In order to communicate the end product with others, certain ideas might be selected to bring an
order into the disorderly mixture of ideas. This process for selecting an idea is similar to the
natural selection in the world of nature: it is the survival of the fittest. Some less effective ideas
may simply fade away without the artist's deliberate rejection. According to psychologist
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Edward De Bono, sometimes this transition does not go smoothly and ideas meet with a tragic
end:
Without some confidence that a new idea will mature on its own, there must
always seem a duty to do something about it. A new idea does not need to be
molded, it can be watched and followed as it grows and temporarily neglected
when it does not. If an idea does not form itself into a usable shape there is not
much to be gained from forcing it into one. A mind which has too few new ideas
can be excused for eagerness to rush at them: but in general an idea is far more
fertile i f seduced rather than raped. (88-89)
Rico agrees with this view, "Too many of us get stuck because we think we should know where
to start and which ideas to develop. When we find we don't, we become anxious and either force
things or quit. We forget to wonder, leaving ourselves open to what might come. Wondering
means it's acceptable not to know and it is the natural state at the beginning of all creative acts"
(29). Generating a new idea often requires one to find a new path, that is, a new way of thinking
and doing. According to Rico, "The right hemisphere has a greater neuronal capacity to deal
with informational complexity for which no learned program is readily available" (71). B y
contrast, the left hemisphere is best equipped to deal with "Previously accumulated, sequentially
organized information" (Rico 71). Thus, the left hemisphere is an expert in editorial and revising
tasks. In order to prevent a battle between the two areas of specialty, the two sides of the brain
develop a working relationship. As Blakeslee indicates, "Each hemisphere is capable of
inhibiting the other if it "feels more strongly" that it can solve the problem. In tasks that require
quick response, control normally passes to the hemisphere that is first to have an answer" (15).
People who have a habit of relying on the left hemisphere's specialty feel more confident
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utilizing logic in order to solve a problem. This may stem from a person's lack of confidence in
the right brain's ability. People who rely solely on left-brained decision-making may grow
impatient with the right hemisphere's approach of generating ideas without useful purpose and
without an exact goal to achieve. So, they may feel anxious to do something about it and mold
the idea into the shape they want. In the words of Blakeslee, "Ideally, each hemisphere does
what it is best equipped to do, but bad habits can easily develop in which the wrong hemisphere
prevails and prevents true abilities from being expressed" (16). Therefore, some minds with bad
habits might use the left hemisphere for controlling the direction of creative ideas. This might
cause one to logically decide, deliberately choose, rationally direct, lead, control, determine, and
force creative ideas instead of waiting for the idea to ripen by itself. Controlled ideas are not
necessarily bad or ineffective ideas, and may contain sophistication, but they may also be
habitual, low-risk ideas that lack vitality.

Discussing an Idea, without Actually Doing It
To a greater or lesser extent, most of us plan ahead when we travel. No matter how
carefully we plan the travel, unexpected things inevitably happen and our plan does not work out
exactly. The process of getting an idea is much like this. Despite a creator's careful planning of
ideas, unexpected problems or chances may occur as they actually work on the material at hand.
For example, a performance creator may find that a stage flat is more fragile than is expected and
therefore does not withstand the pressure that they want to exert on it. A piece of costume might
not stretch as much as they imagined it would. During a process of creation, it is important to
discover not only what works, but also what does not. Messer states:
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[A] Nevada strip mine had to process twenty-five tons of earth to produce one
ounce of gold. [...] This idea applies to creative expression, too. Twenty-five
tons of effort—mistakes, blind alleys, false starts, rewrites, paintovers, redesign—
go into one successful ounce of finished creative product. [...] The twenty-five
tons of dirt are never completely wasted. You learn from it about where the gold
isn't. You get a better idea of what doesn't work. (36)
Though there is no shortcut to reach a successful idea, discovering what does not work should
help us find out what does. As the saying goes, "Every failure is a stepping stone to success."
After all, mistakes, failures, or wrong directions are not to be feared because each failure can
enable success.
In addition, since original ideas are "uncommon, unusual, different, unexpected,"
(Schirrmacher 23) these ideas are often discovered by accident. Psychologist Bruce D. Kurtz
states, "Creative ideas cannot be summoned; but curiosity and receptiveness invite them" (132).
It is crucial that one is alert to new ideas when they arise. Furue Naoko, the Japanese textile
designer who studied in North America comments on receptiveness, "When I work, I pay
attention to the material I am using as a matter of course. I feel subordinate to it and my role as a
maker is to bring out what I perceive as the essential quality of the material" (8). Being
receptive is different from sitting and absentmindedly waiting for a lucky chance to occur. One
has to be alert, but at the same time, not force or dominate the material one works with.

Play more like Children
Children play in the playground, sometimes with dolls, sometimes as cops and robbers.
As the saying goes, " A l l work and no play makes Jack a dull boy." Adults play tennis, play the
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piano, play cards, and play the stock market. When the word "play" is used in association with
adult activities it seldom has the same meaning as child's "play." Adults play in order to win.
Adults play in order to make money. Adults play in order to achieve. In other words, adults play
for purposes. Perhaps, other words like enjoy or relax correspond to the word "play" that is used
for children. In Japanese, the word asobu means "to play." Like "play" in English, asobu is also
used for adult activities and it means "being idle, do nothing, and be out of work." In short, only
lazy and unemployed adults "play." As the proverb goes, "The man who will not work shall not
eat"; therefore, "The idle get no bread." When the word "play" is used for adults, it is associated
with a lack of seriousness as if it is a quality that sensible adults should not possess.
While society's norms discourages adults to play like children, creativity experts
celebrate the significance of play—especially play without purpose, without usefulness, and
without responsibility. A l l work and no play makes Jack a "dull artist" as well. Cameron points
out, "Creativity lives in paradox: serious art is born from serious play" (112). Therefore, "We
must get serious about taking ourselves lightly. We must work at learning to play" (Cameron
196). Similarly, Jack Foster an expert from the world of advertising insists:
[I]t is the child in you who is creative, not the adult. The adult in you wears a belt
and suspenders and looks both ways before crossing the road. The child in you
goes barefoot and plays in the street. [...] The adult thinks too much and has too
much scar tissue and is manacled by too much knowledge and by too many
boundaries and rules and assumptions and preconceptions. In short, the adult is a
poop. A handcuffed poop. (56)
De Bono pays particular attention to the attitude of "play" in relation to chance:
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If the purpose of chance in generating new ideas is to provide one with something
to look at which one would not have looked for, then there may be methods of
encouraging this process. Play is probably the ideal method. It must, however, be
true purposeless play without design and direction. Just as a carefully designed
experiment is an attempt to hurry nature along the path of logical investigation, so
play is an attempt to encourage the chance appearance of phenomena which
would not be sought out. Playing around is an experiment with chance. It is by
no means easy to play in this fashion, for deliberate and earnest efforts at play
defeat its purpose. (97-98)
Thus, playing without purpose gives us freedom from boundaries, rules, assumptions, and
preconceptions; therefore, it makes us see an ordinary matter from a fresh viewpoint. As De
Bono acknowledges, "It is this freedom from design or commitment that allows chance to
juxtapose things which would not otherwise have been arranged in this way, to construct a
sequence of events which would not otherwise have been constructed" (97). The apparent
uselessness and purposelessness of play can make so-called sensual and hard-working adults feel
a sense of guilt and shame. In reality, as Paul Valéry states, "Serious people have few ideas.
People with ideas are never serious." (qtd. in Foster 21) As a technique for generating new
ideas, De Bono suggests wandering around a general store, an exhibition, or a library where one
can find a multitude of irrelevant objects and stimulants (99). The whole point of this exercise is
its pointlessness. "To seek for only relevant information is to attempt to assess the full
usefulness of that information even before it has been examined," explains De Bono (102). De
Bono continues, "The ideas may not prove useful immediately, but have a habit of turning up
later. Even if no specific idea turns up, the general familiarity with a situation which is provided
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by playing around can prove a most useful background for the development of future ideas" (99).
Messer calls the ideas that may not prove useful immediately "Useless Information Trivia." She
says, " A drawer in my bedroom dresser is stuffed with U.I.T.s waiting to find their use" (Messer
121). Whether it is wandering around a second-hand store or collecting U.I.T.s from National
Geographic and New York Times Sunday Edition, the items that feed our idea bank need to be
interesting to the collectors. "[T]he thing makes you laugh, guffaw, wonder. Most of all, it
makes you ask a lot of questions," (123) as Messer puts it. When one becomes too purposeful or
seeks for only relevant material, one is no longer playing, but logically analyzing its usefulness.
The most challenging, as well as exciting, aspect of getting ideas is that we cannot know what
they will be in advance.

Look Deeper
The size of a whole iceberg cannot be judged by its initial appearance because what we
see above the surface of the sea is a mere tip of the iceberg. In order to really understand it, one
has to look deeper. Similarly if we want to understand the world around us, we have to look
deeper, below the surface. In reality, we tend to scratch the surface of what is visible and draw a
conclusion. We are pressed for time. We look at a person's occupation, physical appearance,
education level, age, ethnicity, or gender, and presuppose facts about the person based on surface
appearance. We neatly categorize and classify things based on our knowledge, experiences,
stereotypical images, and preconceptions. Such categorization is our attempt at making our
unpredictable world more predictable, manageable, understandable, controllable, and
measurable. The problem with seeing things through stereotypical views is that appearances are
often deceptive. When we see the world beyond the surface level, there are no ordinary people
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— everyone is different. Taking time for details is useful to see beyond stereotypical images. It
helps us to truly see people, objects, and the world around us without a preconception, which is
crucial for releasing our creativity. According to Cameron, "People frequently believe the
creative life is grounded in fantasy. The more difficult truth is that creativity is grounded in
reality, in the particular, the focused, the well observed or specifically imagined" (82). Indeed,
looking at details of one's reality or truth demands us to push beyond the boundary where we are
normally comfortable. As a result, a powerful emotional reaction may emerge. Creative writing
teacher Natalie Goldberg emphasizes, "Go for the jugular. If something scary comes up, go for
it. That's where the energy is. Otherwise, you'll spend all your time writing around whatever
makes you nervous. It will probably be abstract, bland writing because you're avoiding the truth.
[...] Don't avoid it. It has all the energy" (4). As the critic Stanley Kanfmann states, " A work of
art of any kind is a tremendous investment of ego, of self, of nakedness." (qtd. in Abra 6)
Exposing one's detailed truth, reality, and nakedness requires artists to risk ridicule, disapproval,
or rejection by others. According to psychologist Jack Abra, "Creative work also involves great
psychological risk. In a real sense its practitioners strip off their psychological clothes, exposing
their abilities, and limitations" (6).
Further, seeing beneath the surface demands that we expand our ordinary perception and
empathy towards others. According to Heffron, "The challenge is how to develop compassion
right along with clear seeing. Otherwise, all that happens is that we cut everybody else down
and we also cut ourselves down. Nothing ever measures up. Nothing is ever good enough.
Honesty without kindness, humor, and good heartedness can be just mean" (134). Therefore,
seeing beneath the surface helps us to know and understand other people. As Heffron says,
"[T]o discover what is true isn't just a matter of honesty but also of compassion and respect for
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what we see" (134). It is the capacity to project one's feelings and imagination onto other people
or objects besides oneself. According to drama educator Richard Courtney, empathy means,
"Self-projection into another; sympathy for (better 'sympatico,' Italian); putting oneself in
another person's place" (41). In the domain of drama, such ways of seeing are described as
"what if." It is "to try out what happens if.. .what it feels like if.. .what it really means if.. .one is
someone else or has this, that or the other circumstances in life," claims drama educator Brian
Way.
Moreover, a Japanese proverb "the darkest place is under the lighthouse" is used in a
figurative sense and it implies that "it is often difficult to see what is right in front of our eyes."
Often, we are apt to overlook important things that lie close at hand. Just like we do not realise
the uniqueness of our culture, we might dismiss the familiar world around us as utterly "typical,"
"common," or "normal." In the word of Heffron, "Too often we feel that the places we were
born and raised lack the sort of exoticism that will attract readers. We think this because the
places are not exotic to us. We take them for granted" (67). Heffron continues, " A world that is
keenly evoked will be exotic to those who don't know it well and will allow those who do know
it well to see it with fresh eyes" (67). Thus, if ideas seem "ordinary," "typical," or "age-old
typical themes," one may not be seeing beneath the surface. We are probably overlooking
important things that lie near at hand under the lighthouse.

Best Conditions for Creativity
Since there is no people are alike, the best conditions for releasing creativity is distinct
for each individual. Psychologist Linda Verlee Williams points out that "Our senses determine
how we perceive the world, and since sensory responses are highly individual, each person's
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picture of the world and responses to it are unique. The volume of sound which pleases one
person may be painful or distracting to another; the level of light which one person needs in
order to work may be too bright or too dim for others" (50). Referring to prominent artists in
history, psychologist Morris I. Stein indicates how creative individuals groom conditions of
personal creativity and make good use of them. Stein reports:
Schiller kept rotten apples in his desk; [...] Thoreau built his hermitage, Proust in
a cork-lined room, Carlyle in a noise-proof chamber, and Balzac wore a monkish
working garb; Gretry and Schiller immersed their feet in ice-cold water; Guido
Reni could paint, and de Musset could write poetry only when dressed in
magnificent style; Mozart, following exercise; Lammenais, in a room of shadowy
darkness, and D'Annunzio, Farnol and Frost only at night. The aesthetician,
Baumgarten, advised poets seeking inspiration to ride on horseback, to drink wine
in moderation, and, provided they were chaste, to look at beautiful women, (qtd.
in Levey 286: 20)
Each individual's circumstances and conditions for creativity are clearly diverse, but yet there is
a characteristic common to all. As Stein analyses, such conditions "[M]ake the individual feel
safe and secure. That is, they provide him with an environment in which he does not feel
threatened or under pressure. He is relaxed but alert" (21). Thus, being aware of one's optimal
working conditions in order to utilize them to best advantage helps to release one's creative
ability.

Gathering Raw Materials for Ideas
Creative acts require the gathering of raw materials prior to the actualization of the end
products. When the process is visible, as in baking bread, it is obvious that the collection of raw
materials is essential and cannot be skipped, ignored, dismissed, or neglected. On the other
hand, the process of producing an idea is not as visible as baking bread. A n idea seems to rise in
one's mind out of thin air, especially when it is least expected. Therefore we tend to assume that
the process of producing an idea is distinct from the process of other creative acts. As a result,
we sometime mistakingly believe that prior preparation, that is to say the gathering of raw
materials, is not necessary for producing an idea.
Because the process to produce an idea is invisible, we tend to sit around and hope for
inspiration to occur. The time that has to be spent preparing raw materials is often skipped,
ignored, dismissed, or neglected. But yet, Bill Bernbach from the field of advertisment asserts,
" A creative man can't jump from nothing to a great idea. [...] He needs a springboard of
information" (qtd. in Foster 249). Therefore, in order for a good idea to leap into one's mind, it
is critical to get as much as information as one can about a subject. According to an
advertisement expert James Webb Young, " A n idea results from a new combination of specific
knowledge about products and people with general knowledge about life and events" (36). In
advertising, the former type of specific knowledge refers to the one relating to the product and
the people to whom one proposes to sell it. Having a real knowledge of a product, and of people
in relation to it, or what Young calls " A n intimate knowledge of the product and the consumer"
(33) requires us to look deeper beyond what we normally see. It is an individuality of
relationship between every product and some customers that may lead to an idea (Young 34).
Before coming up with ideas, advertising people most often dig for knowledge about the
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uniqueness of the product and the target consumers. They look through books, magazine
articles, news paper articles, the encyclopedia, the Internet and so on, and gather as much as raw
materials (Foster 149).
As well as advertising people, hand-weaving designers need an inspiration for creation of
a new product. Hand-weaving designer Molly Duncan suggests going to the library and
researching books for related topics (15). Therefore, neither the advertising people nor handweaving designers recommend that we sit around and wait for an inspiration, but spend time
gathering information, that is to say, the raw materials for an idea. In the words of Young, "For
it is with the advertising man as with the cow: No browsing, no milk" (36). Creators who plan to
produce an original idea most likely ask numerous questions and answer them for themselves.
During this process of gathering raw materials, the more sensitive they are and the more they
notice effects and think through what causes them, the more likely they will be to come up with
questions. Most of the time, we stop this process too soon. We leave this process to the side and
start working directly on the problem that really concerns us—the main theme or price of the
piece. No wonder creation of an original product sounds monstrous! B y getting intimate
knowledge on a subject—whether it is the materials or people to work with—one can gather the
specific knowledge that become a springboard for a good idea to leap into one's mind.
Of equal importance with the gathering of specific knowledge is the gathering of general
knowledge (Young 35). While specific knowledge is acquired when one works on a new project
in hand that calls for immediate attention, general knowledge is obtained through enlarging one's
stock of knowledge. The latter is a lifelong process and a sense of curiosity makes a great
difference when it comes to the amount of knowledge one can accumulate over a period of time.
This is crucial for producing ideas. Since an idea results from a new combination of specific
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knowledge and general knowledge, theoretically a person with more of this knowledge has
advantage for producing more ideas.
Moreover, gathering general knowledge is a continuous process because our source of
ideas is not a magic well. A natural forest becomes bare if trees are brutally cut without
supplementing the forest with the planting of nursery trees. As we produce ideas, we use our
mind's natural resource, which does not produce infinite ideas without input. Unless we input
raw materials of ideas, it will soon run short. This kind of raw materials is what Young calls
general knowledge. Cameron uses different terms, but she agrees with this view. In the words
of Cameron, "The artist's language is a sensual one, a language of felt experience. When we
work at our art, we dip into the well of our experience and scoop out images. Because we do
this, we need to learn how to put images back" (21). While specific knowledge is gathered for
an immediate project in hand, general knowledge is more like junk collecting. As I introduced
previously, Messer calls her collection U.I.T. (Useless Information Trivia). According to
Messer:
U.I.T.s keep the fires of creativity stoked. You may see no practical use for your
quirky fascinations, but they can generate inspiration just the same—even if all
they do is keep the creative spark alive. Many writers, artists and other créatives
have told me that if they feed the creative fire, it will burn through to some new
realization. A rich supply of useless information may store the exact resource of
bring about an 'aha!'—a new idea, a new image, a new process. (124)
Indeed an "ah-ha!" needs not the creative cow to sit around and hope for milk, but extensive
browsing of raw materials. Thus, there is no shortcut for getting milk or an idea, but your
creative cow needs to browse and munch away on raw materials beforehand.
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Conclusion
The term creativity refers to the production of unique idea, action, or object and the
various experts have their own unique approaches and insights for that. As some experts
suggest, creative thinking is achieved through the best use of our both brain hemispheres. Our
right brain and left brain specialize in processing information in unique ways. The right brain is
an Inventive Mind and its specialty is to generate ideas. In contrast, the left brain is the Critic
Mind and an expert in revising and editing. While we form new ideas we want to turn off the
Critic Mind to be free of analytic reasoning. A successful creative act is to use each
hemisphere's specialties in their proper sequence and interplay. Ideally, two specialized
functions should collaborate and complement each other.
The best conditions for releasing creativity is distinct for each individual, but yet, a
creative individual is often aware of one's optimal working condition. The biological difference
as well as the culture the individual grows up with influences on how she/he perceives the world
around her/himself. In the following chapter, I will examine the cultural impact on creativity.
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CHAPTER 3
Cultural Impact on Creativity

In this chapter, I will compare the art forms in Japan and Canada and their underlying
principles toward practising the art. Through my years of experiences in Japan and Canada, I
have come to appreciate how each society's culture, customs, and the ways of thinking about the
process of creation echoes specific art forms and learning styles of the society. As educator
Merry White points out, "Western education philosophies often emphasise the importance of
creativity, at the cost of "learning the basics," while in Japan the emphasis is the other way
around" (qtd. in Goodman 17). Creativity and "learning the basics" are indispensable to each
other in any learning process. White insists that "Creativity is a combination of effort and
insight and almost always involves first mastering a field and then in some manner modifying it"
(qtd. in Goodman 17). Therefore, it is the matter of what aspect of the creative learning process
a society puts greater emphasis. It cannot be, of course, easily judged i f one way is better than
the other, but the different learning styles and philosophies certainly have an effect on the
distinct art forms in Japan and North America and how each society's artists work.

Defining Japanese Art
While I was researching, I kept writing about karate. I went on explaining it at length. In
response, my supervisor asked me, "Is this an art form or a sport?" This reaction surprised me
because I took it for granted that karate was part of Japanese art, along with non, kabuki,
calligraphy, and tea ceremony. This exchange revealed the different concept of art between
Japan and North America. Anthropologist Hasumi Toshimitsu explains, "Japanese art includes
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not only the formative arts in the European sense, such as literature, painting, sculpture,
architecture, and lacquer work—in Japan flower arrangement, the tea ceremony, swordmanship,
archery, Judo etc. also come into this category" (5). Anthropologists Thomas P. Rohlen and
Gerald K . LeTendre compare the way of relating to art for Americans and Japanese people.
They argue that "'Expression' is the American way of relating art to the individual's
psychological needs" (321), whereas in Japan, "The relationship for adults centers on enhancing
concentration, perception, inner peace, and so forth" (321). As Rohlen and LeTendre point out,
"The type of activity is not the key; paramount are the nature of the study itself and its capacity
to foster personal growth" (321). In addition, according to sociologist Joy Hendry, these various
kinds of Japanese art express fundamental Japanese values that "many are described as 'paths' or
'ways'" (193). In Japanese, karate, archery, tea ceremony, flower arrangement, and calligraphy
are called karatedo, kyudo, sado, kado, and svodo, respectively. "Do" at the end of each word
literally means "the way" in Japanese. In the words of Hendry, "It can be seen that the system of
classification includes "ways" which would not necessarily always be called "arts" in an
international view, but for Japanese language users they share qualities which bring them
together. [...] And understanding of their shared qualities reveals some of the principles that
underlie Japanese thinking more generally" (194).
Moreover there is another cultural characteristic that makes Japanese art distinctive from
the North American art. A researcher Harumi Befu identifies four pertinent features of Japanese
cultural style. These features are: subtlety, simplicity, indirection, and suppression of verbalism
(qtd. in Sato 142). Befu continues, "Suppression of verbalism, indirection, and emphasis on that
which is hidden and can only be intuited are well exemplified in Zen Buddhism, which virtually
denies to language the role of communication of information and logical reasoning' (1976)" (qtd.

in Sato 142). Cultural anthropologist Serena Nanda illustrates different communication styles
between countries with the following analysis:
High-context societies have high levels of assumed or commonly understood
information because of a high level of common experiences, backgrounds, and
widely held cultural assumptions or values. These cultures, which include those
of the Japanese, Arabs, and many Mediterranean peoples, often do not provide the
level of detail in their communication that would be provided in low-context
cultures, where commonality is not assumed. Thus, in low-context cultures, such
as the United States, information sharing involves much more explicit detail.
(457)
Information sharing involves much more explicit detail in Canada as well because commonality
is not assumed. I realise how each culture's different communication style actually echoes the
particular art forms and creative practices in the society. To take an instance, there is subtlety,
simplicity, indirection, and suppression of verbalism in Japanese theatre art noh. As Lorna
Marshall, a friend of Japanese actor Yoshi Oida, states, "Although the costumes are gorgeous,
Noh is minimalist in style. It employs an empty stage, formalized gestures, and the use of
masks, in order to create a distanced sense of tragic atmosphere (rather than dramatic action). In
Noh, there is very little expressed emotion, or direct conflict, and few spectacular effects" (x).
The use of minimalism is seen not only in noh theatre, but also in many other traditional
Japanese art.
From his childhood, Japanese actor Yoshi Oida studied and performed various types of
traditional theatre, namely noh, kabuki, and bunraku (puppet theatre). In his late thirties, he left

Japan for Europe and worked with famed British theatre producer and director Peter Brook.
Through his knowledge and experiences in both types of theatres, Oida confirms:
It can be seen in traditional [Japanese] brush and ink painting, where the artist
uses the smallest number of brush-strokes necessary to convey the chosen image.
In general, Japanese artists attempt to express the maximum truth through a
minimum of means, and this approach certainly corresponds to the spirit of Zen.
Although artists use minimalist techniques, they are also attempting to suggest a
greater reality that lies beyond the visual image. (12)
Oida continues, "Traditional Japanese art attempts to eliminate anything that is inessential. It
reduces expression to the minimum necessary for communication, and also aims to make its
impact on an instinctive level. In terms of acting, this means simple, almost primitive ideas
which have universal meaning" (17). Thus Japanese art forms do not provide the level of detail
in their communication that would be provided in Western art. The degree of common
experience, backgrounds, cultural assumptions, and values of the society reflect the distinctive
art forms and creative practice of Japan and Canada. In addition, the different
environment/circumstances that surround artists also influence their attitude toward learning art.

Effort or Innate Ability?—Different Learning Styles in Japan and North America
The Japanese term ganbare is the expression that Japanese people often use when we
want to encourage someone. I looked a Japanese word ganbare up in a Japanese-English
dictionary and was puzzled to find the English translation, "take it easy." While the English
expression "take it easy" has a meaning of "easy going, happy-go-lucky, carefree, and not to
overwork," the Japanese expression ganbare means "do one's best, work hard, try hard, make an
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effort to do, persevere in, struggle to the bitter end, keep it up, hang in there." In short, the
English expression connotes no overwork, whereas Japanese expression suggests hard work and
struggle. Interestingly, these two contradictory expressions reflect their different work ethics. If
"take it easy without suffering" is the ideal American learning style, the ideal learning style in
Japan is just the opposite where "persevere and struggle to the bitter end" indicates that it takes
an effort to master a subject. In the Japanese way of learning, "endurance or exhausting
repetition are involved" (Rohlen and LeTendre 374-375). They continue:
Exertion is necessary for progress, and to progress in the form, to gain the
experience it embodies, it is crucial that one persists and not give up; and that one
experience the pain of such a struggle. The new monk, the new potter, or the
aspiring third-year middle school student persists through painful repetitions
because they fully believe that without experiencing these hardships or trials,
nothing can be achieved. Advancement in learning is not assumed to be fun or
easy. Rather, it is the challenge and difficulty that provide personal growth—
confidence, commitment, and character. (375)
There are culturally determined value systems between North American and Japanese work
ethics. North American society is more likely than the Japanese to emphasize innate ability over
effort as an influential factor to achievement. Psychologist Daniel Goleman describes:
While most American parents are willing to accept a child's weak areas and
emphasize the strengths, for Asians, the attitude is that if you're not doing well,
the answer is to study later at night, and if you still don't do well, to get up and
study earlier in the morning. They believe that anyone can do well in school with
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the right effort. In short, a strong cultural work ethic translates into higher
motivation, zeal, and persistence—an emotional edge. (80)
North American learning puts more emphasis on fostering innate ability, rather than overcoming
the weak areas by painful effort. As a result, learning style in the West generally does not
emphasize the necessity of hard work and struggle. According to Rohlen and LeTendre:
We ourselves are only a generation or two removed from the educational ideal of
'spare the rod and spoil the child,' yet we today are thoroughly predisposed to
think of learning as necessarily pleasant, if not exciting. Teachers are responsible
for making their classes 'interesting,' 'fun,' and 'engaging.' We have embraced
the notion that the inherent labor and pain of learning are to be avoided, disguised,
and denied. (374)
In contrast, the Japanese ideology emphasizes effort and persistence over innate ability, which
reveals the different cultural notion from the North American counterpart. In a school setting in
Japan, "The assumption that is made about the ability of any child to keep up with the class,
given the right approach and a measure of persistence and perseverance, is fundamentally much
more egalitarian than the emphasis on innate intelligence which is found in many other
countries" (Hendry 252). Hendry continues, "The same principle is found in the arts, when the
study of any skill is expected to involve long and arduous training rather than being a 'talent'
which one is encouraged to feel one either has or doesn't have" (252). In Japan, it is often
believed that the starting point is equal for everyone, but the amount of effort and self-discipline
will make the difference among people's ability. Perhaps, the Japanese notion of "every child is
born with equal ability" is less flourishing in North American society where diversity among
people is the norm. Rohlen and LeTerndre agree, "In Anglo-American culture, which highlights
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the unique, the creative, and the individual ability has powerful connotations. It is a
distinguishing, inborn quality rather similar to a concept like self or personality and therefore is
consistent with individualism in general" (374). Whereas in Japanese culture, "ability is
certainly recognized, but as with the tortoise and the hare, ability is not what wins in the end.
Only by effort can one master the forms and gain the experience. Ability in itself does not
engage the learner in many of the crucial aspects of the process" (Rohlen and LeTerndre 374).
Before working on this chapter, I always envied the North American learning style for its
more casual and fun approach as compared to the formal and serious ones in Japan. Too many
rigid rules and forms in learning situations in Japan did not appeal to me and I dismissed the
Japanese approach as utterly unnecessary. I had a presumption that following the prescribed kata
or imitating "the way" to do something was limiting learners' spontaneity and creativity in
Japan. However, as I carried on my research, I began to discover that these seemingly restrictive
rules and forms in Japanese arts actually release freedom for individuals.

The Methods of Instruction
A conversation with a printmaking artist reveals the contrast between Japanese and
Canadian approaches of learning. The artist is a Japanese friend of mine who is researching at
the University of Calgary. There is a drawing studio next to her studio and the drawing students'
projects are on display in the hallway between. Observing the frequently changing displays, she
compares the way she learned drawing in Japan with the Western way. According to her,
Japanese art schools traditionally have "the way" to learn drawing, that is, using solely a pencil
or a charcoal. Rather than exploring various mediums and techniques, Japanese students are
taught to practice these same mediums day after day. As a result of this Japanese tradition, art
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students in Japan practice with the limited mediums until they master the basic skills. There is
no shortcut to learn and it takes a lot of time and effort to master the mediums. The persistent
practice makes learners' hands well acquainted with the mediums; therefore, freedom of
expression is gained without unwanted tension. Thus the Japanese way of learning—whether
learning drawing, calligraphy, tea ceremony, karate, or bunraku puppetry—starts from learning
the correct forms and traditions. The model or "the way" to learn is demonstrated by the teacher;
therefore, learners are rarely told to "go ahead and do it in your own way."
On the other hand, the Japanese exchange artist observes the frequently changing
drawing projects on display in the Canadian art school and is amazed with the various mediums
and techniques that the students explore. Along with basic pencil and charcoal drawing,
Canadian students are given more opportunities to work with other mediums—using a white
pastel against the black paper, stamping black ink on white paper in order to "draw" a selfportrait, and so on. The Canadian approach allows the students to freely experiment with the
various mediums. Without traditions or "the way" to draw, they seek their favourite mediums.
Students try different mediums out and discover what the particular medium can do, its
possibilities and limitation, and its suitability to one's unique personality.
As the exchange artist remarks, the Japanese approach for drawing that solely uses a
pencil or a charcoal is more challenging for beginners because these mediums demand more
detailed depiction than, say, stamping where even beginners might create a fantastic effect. Thus
rather than pursuing one's unique expression, Japanese students learn stylized kata and ritualistic
ways to do it. Anthropologist P.G. O'Neill acknowledges the shared characteristics among
Japanese art:
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[...] strictly traditional teaching and, coupled with this, the secret transmission
(hidden) of certain important information, skills or techniques. This instruction
has always consisted essentially of demonstration by the teacher without
explanation, and then of minute imitation by the pupil. [...] The pupil follows the
teacher's actions throughout and, in the fullness of time, comes to realize
intuitively what is correct and acceptable and what is not. (636)
This method of learning is seen in the creative learning situation in drawing, karate, tea
ceremony, flower arrangement, as well as the traditional theatre art such as noh, kabuki, and
bunraku. Hendry relates the method of learning in Japan:
Much of the movement involved is ritualized, clearly decided, and a pupil strives
to achieve perfection in conforming to expectations. Many hours are passed in
repetitive routine. Perseverance and even suffering are an integral part of the
process. It is only after many years of training and advancement that a pupil may
begin to introduce originality into his or her work. (194)
Tamoro Yoshida, a chief puppeteer of a bunraku group in Japan whose skills in operating
bunraku puppets was designated as an "important intangible cultural asset" by the government,
describes his lifelong training in bunraku, "In the world of Bunraku, every day is another day of
training. From the day I started at fourteen until today, every day has been training, discipline,
learning. And it will be study and practice, practice and study, until the day I die, even if I live
to be a hundred. That's Bunraku—study, study" (qtd. in Adachi 30).
These principles reveal fundamental Japanese values and thinking. As Hendry indicates,
"There is an underlying assumption that anyone could, with enough application, succeed in the
pursuit of these arts" (194). Therefore it is considered that everyone possesses equal capability
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to master the art at the starting point in Japan. As social anthropologist Roger Goodman
describes, "In most of the literature on teaching and learning in Japan, the child is described as a
tabula rase [blank slate] who learns through imitation and effort, in opposition to the Western
idea of education wherein the child is seen as having innate abilities which need to be drawn out
by a teacher" (7). Howard Gardner, a researcher in child education, proposes that different
societies have accentuated one of two alternative routes for how knowledge, of whatever form, is
to be transmitted to the young person. The first alternative he describes is "mimetic" education
where
The teacher demonstrates the desired performance or behavior and the student
duplicates it as faithfully as possible. A premium is placed on precise mastery of
information or slavish duplication of models, and any deviation from the model is
immediately challenged and rejected. In our terms, such cultures value
performances that are rote, ritualized, or conventional. (119)
This mimetic mode of education puts an emphasis on learning basic skills and the Japanese
approach of mastering arts comes under this category.
The second alternative Gardner suggests is the "transformative" approach of education.
In this approach:
Rather than modeling the desired behavior, the teacher serves as a coach or
facilitator, trying to evoke certain qualities or understandings in the students. By
posing certain problems, creating certain challenges, placing the student in certain
situations, the teacher hopes to encourage the student to work out his own ideas,
test them in various ways, and further his own understanding. (119-120)
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This transformative mode of education puts an emphasis on creativity and individuality, and is
often seen in a North American approach to learning. In the North American approach,
cultivating an individual's unique ability is given priority to learning basics through imitation
and repetitive routine.

Conformity in Japan and Individualism in Canada
In Japan, acting in conformity with the group is valued. By contrast, unique individuality
is encouraged in Canada where diversity of cultures, languages, ethnicities, and religions are the
norm. The statistics in Table 3 show the differences between Canadian society and the Japanese
counterpart.
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Table 3
Differences between Japanese Society and Canadian Society
Japan
Ethnic

Japanese

Division

Other (mostly Korean)

Canada
99.4%
0.6%

British Isles origin

40%

French origin

27%

Other European

20%

Indigenous Indian and Eskimo

1.5%

Other (mostly Asian)
Religions

Observe both Shinto and
Buddhist
Other (Christian 0.7%)

84% Roman Catholic

Japanese

Language

45%

United Church

12%

16% Anglican
Other

Major

11.5%

8%
(1991)

35%

English (official)
French (official)

Source: "Canada." and "Japan." Statistical Abstract of the World. 3rd ed. Detroit: Gale
Research, 1997.

As indicated in the above diagram, ethnic division in Canada is more diverse, whereas Japanese
society consists of 99.4 per cent of the population being Japanese. In Canada, religions and
languages are more diverse than in Japan. It is little wonder that Canadian society values the
individual style. In order to respect the cultures of diverse ethnic groups, religious groups, or
language groups, freedom of choice is indispensable in Canadian society. Former Canadian
Prime Minister Pierre Elliot Trudeau states about multiculturalism in Canada:

We cannot deny that multiculturalism is an important fabric of our society and
that the Policy has played a vital role in creating a nation where diverse
communities are afforded respect and acceptance and where the choice to
maintain one's culture and heritage is accepted as part of our Canadian identity.
(Canadian Ethnocultural Council media release. Federal Multicultural PolicyOnline)
On the contrary, pursuit of individual style in Japan is not as prominent as in North
America. Cultural anthropologists Chikio Hayashi and Yasumasa Kuroda offer an insight for
this view:
Another perspective of Japan in which the self plays a less significant part is that
Japan is a closed society. [...] The strength of group cohesiveness formed to
protect and promote its members' interest has its beneficial as well as maleficent
effects. The rate of crime is low and the sense of alienation is remarkably low in
urbanized and industrialized Japan, but it is difficult for newcomers to be
accepted into any group. (26)
In a homogeneous society like Japan where the individualism is less valued, how others judge
you plays an important role in social relationships. Hayashi and Kuroda also state:
The pursuit of self-interest is a key dimension of individualism, as well as of
human relationism. The difference is that American culture encourages direct
pursuit of self-interest without much regard for what happens to others, while
such behavior is disallowed or at least discouraged in Japanese culture. One may
seek one's self-interest by also satisfying all members of the group to which one

belongs. Such behavior can be perceived as self-denial and sacrifice by
Westerners; and it is, in a way. (25)
Pursuing self-interest or seeking individualism in Japan has a negative connotation. Hayashi and
Kuroda note, "In the words of old proverbs, the squeaky wheel gets the oil in America, while a
nail that sticks out gets hammered down in Japan" (25). In Japan, individualism is associated
with selfishness and egoism. There is a Japanese term called, ga no tsuyoi. In Japanese
language, ga means self and tsuyoi means strong; therefore, the literal interpretation of the term
is "a person of the strong self. Nevertheless, the term contains the shade of meaning that is
"self-assertive, self-willed person, and a person who does not give in to one's opinion."
Japanese people detest an individual who has the attitude of ga no tsuyoi, considering it to be a
selfish way of thinking without much regard for others. Hayashi and Kuroda relate, "Americans
pride themselves in being decisive, explicit, and logical—true of many Westerners. [...]
Japanese culture is characterized first by the concept of self that is diffuse and inseparable from
others, while American culture is historically well known for its premium on individualism"
(31).
Further, on a letter in North America, the first thing written on an envelope is the first
name. North Americans start from writing "who you really are as individual." Then larger
categories, such as family name, name of the city, province, and country, that is to say, "which
society you belong" comes after one's personal information.
In Japan, it is the other way around. For example, if I write an address in the Japanese
way it goes like this:
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C A N A D A T2N 1N4
ALBERTA C A L G A R Y NW
2500 U N I V E R S I T Y DRIVE
U N I V E R S I T Y OF C A L G A R Y
D E P A R T M E N T OF D R A M A
KAWABATA YOKO
A Japanese address reveals the society first, then "who you really are as individual" is written at
the end of the bottom corner. Address writing is such a simple act, but it reflects the cultural
value behind each society. The researcher Hajime Nakamura explains, "Japanese culture as
being preoccupied by social or human relationship 'over the individual' (1964, pp. 405-417)"
(qtd. in Hayashi and Kuroda 24). Considering the country's much-higher population density and
relatively homogeneous ethnic makeup, it makes sense that Japanese society is more concerned
with group conformity over the individuality. Below Table 4 indicates differences between
Canadian and Japanese societies:

Table 4
Facts between Japanese and Canadian Societies
Japan

Canada
9,970,610 k m

2

Surface area

377,829 km

Population

126,920,000

28,846,760

336 per sq. km.

3 per sq. km.

Density

2

Source: "Canada" and "Japan." 2000 Demographic Yearbook. New York: United Nations,
2002.

The chart reveals that Japan is a country with four times the population of Canada, while having
only 1/26 of surface area. Compared to the luxury of space in Canada, the tiny, narrow islands
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of Japan offer limited space for people. Therefore, people in Japan have been coming up with
economical use of space for centuries. Such a way of thinking—invent within the limitation or
boundary—is seen everywhere and becomes the habit of mind for Japanese artists therefore
influencing their art forms. In short, the environment in which an artist grows up will have an
influence on their way of creation.

Economical Use of Space in Japan and Luxury of Space in Canada
Japanese people invented a way to accommodate to their limited space by using the same
space for multiple purposes and, therefore, economical use of space is found throughout
everyday life in Japan. For example, other than its decorative value, shoji screens are highly
functional in Japanese homes. According to anthropologists Momoo Yamaguchi and Setsuko
Kojima, shoji is, " A sliding screen covered with white Japanese paper on thin wood laths
admitting a soft diffused outside light to the room. It is used as a kind of curtain, as a substitute
for windows, or as a partition between rooms in Japanese homes" (159). When the shoji screens
are not needed they are, of course, folded up compactly without taking up a lot of room.
Further, the necessity of economical use of space caused the Japanese people to invent
multifunctional tools, rather than specialized tools. Such an example is found in the kitchen
utensil of a potato masher. A Japanese masher consists of two parts — suribach/ and surikogi.
Suribachi is an earthenware mortar with notches inside. Japanese people mash potatoes, pound
spices and grind sesame seeds in this mortar, using a wooden pestle that is known as surikogi.
Canada's potato masher is more efficient for mashing large quantity of potatoes, a staple of the
diet. The Japanese, on the other hand, do not consume as many mashed potatoes as Canadians.
Therefore, a multifunctional mashing/pounding/grinding tool is useful for a Japanese family who
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cannot afford a large kitchen space for many specialized implements. This kind of invention for
economic use of space is commonplace in Japanese life. Therefore it is not surprising to find the
lightest cell phone, the smallest digital camera, or the thinnest laptop computer in Japan. In
contrast, when I lived in Grande Prairie the local people were proud of the abundance of land.
"We don't need escalators anywhere in the town!" they grinned at me. It is a luxury for Japanese
people to be able to use extensive space for a flat building, without consideration of the best use
of limited space.
Availability of space in a society influences artists and their way of creation as well.
Furue describes the appeal for many Japanese coming to North America. She illustrates a story
of a Japanese potter who studies in the United States. Furue states:
He didn't feel he had anything to learn in terms of technique or design, rather, he
came for the creative energy he felt there. He spoke of an American potter who
went ahead and made pots without concern for anything. Ifhe found the pot was
too big for the kiln, he simply built a new kiln to accommodate it. This was an
eye-opener. Japanese potters always work with the size of their kiln in mind. In
America, he felt, there was no encumbrance of tradition. (6-7)
It is not hard to imagine the reason why the Japanese tradition constrains potters to always work
with the size of their kiln in mind—building another kiln at an art studio requires extra space.
But there is no extra space at a small art studio in Japan! Thus, limited space in Japan affects the
way of thinking among artists. It may form a habit of mind for artists to work only within the
limit, but not beyond the limit.
In summary, the distinct art form and learning style in Japan reflect its society's unique
environment, culture, customs, and the ways of thinking. In order to accommodate to the given

67
resource, Japanese people have been coming up with economical use of space for centuries. As a
result, the Japanese people invented multifunctional tools, rather than specialised tools. In
addition, Japanese artists work with the available space in their mind, rather than go ahead and
create products without concern for limited space.
Moreover, owing to the diverse ethnic makeup in Canada, commonality is not assumed in
the society; therefore, information sharing includes more detail than in the more homogeneous
Japanese society. The latter society has high levels of assumed or commonly understood
information because of a high level of common experiences, backgrounds, and widely held
cultural assumptions or values. For this reason, the communication style in Japan is related to
subtlety, simplicity, indirection, and suppression of verbalism and Japan's art forms echo this
style of cultural communication.
Further, considering Japan's much higher population density and homogeneous ethnic
makeup, it comes as no surprise that Japanese society is more concerned with group conformity
over individuality. Japanese people have a notion that every child is born with equal ability.
While Canadian society emphasizes creativity, uniqueness, individual ability, and insight within
the creative learning process, Japanese tradition, on the other hand, puts greater emphasis on the
aspect of effort and "learning the basics" within the creative learning process.

Improvisation—The Difference between Art in Japan and North America
In my studies in Canada, I have been introduced to several varieties of creative
improvisation: theatre, dance, creative writing, jazz music, and so on. A single avant-garde
performance I watched in Japan in which three artists—a painter, a dancer, and a Japanese
drummer—improvised on stage had been my only experience of improvisation in Japan. Are

there more improvisational forms of arts in North America than Japan? If so, why? What is the
role of improvisation as it relates to creativity and the creative process?
According to The Oxford English Dictionary, the term "improvisation" is defined as,
"The production or execution of anything off-hand; any work or structure produced on the spur
of the moment." Also, the verb "to improvise" means, "To compose, utter, or perform verse or
music impromptu; to speak extemporaneously; hence, to do anything on the spur of the
moment." But is it? Is it "anything goes" in improvisation? Is it possible to create a piece of
music, dance, or theatre without any structure, rules, limits, knowledge, practice, rehearsal, or
repertory of information? If an improvisation piece is solely based on a chance, accident,
impulse, or random choice, then why is it so difficult to do well?
In music, jazz is considered improvisational, while most European classical music is not.
Classical music highly emphasizes the value of the composer and the conductor. When an
orchestra performs a score, their job is to perform exactly what is on the score and conform to
the conductor's interpretation of the score. Musicians in a symphony orchestra are expected
neither to improvise nor to develop new materials. Since they are supposed to follow the score
and the conductor, there is little room for them to express their unique individuality in
performance.
On the other hand, jazz musicians practice improvisation as a way of developing new
music spontaneously with each other. Referring to jazz music, musician and writer Robert Keith
Sawyer describes, " A group of performers creates without a conductor, and without a score"
(117). Since musicians have no score and conductor to follow, there is much room for them to
explore their own unique sound. The musicologist Paul F. Berliner explains, "Everyone Oazz
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musician] has an opportunity to create a thing of beauty collectively, based on their own musical
personalities" (417).
Similar characteristics are seen in the world of dance between classical ballet and contact
improvisation. In classical ballet, a choreographer choreographs the ballet. The ballet dancer's
job is to perform the choreography with precision. In contrast, a group of dancers in contact
improvisation create without a choreographer. They improvise through watching/listening and
responding to each other's movement.
In the world of theatre, the relationship between conventional theatre and improvisational
theatre are similar to classical music and jazz. In conventional theatre, the scriptwriter and the
director of the play are the two most prominent creative forces. Actors may be asked to
improvise in rehearsal, but in performance they endeavour to interpret the memorized script
according to the director's vision and instructions. It is considered unprofessional to introduce
new lines during a performance.
On the other hand, a group of performers in improvisational theatre use no script. The
director may be present during the performance to coach the actors to take risks. The improviser
contributes to the spontaneous creation of a performance at times incorporating audience
suggestions. Sawyer describes the way performers in improvisational theatre develop new
material. "They accept the material introduced in the prior line, and add something new to the
emerging drama" (16).
The art of improvisation is seen in many world traditions as well. As dancer and teacher
Ruth Zaporah describes, "The ragas of India begin with the musicians tuning their instruments to
the vibrations of the room and of the audience; the venerable clown traditions are full of
improvising with audiences and telling stories that make fun of the locals; the shadow plays of
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Indonesia and Bali create current political satire and up-to-date town gossip from the Ramayana
epic [...]" (xv). Moreover, artist and musician Stephen Nachmanovitch introduces "automatism"
which is improvisation in visual art. In automatism, "Painters such as Wassily Kandinsky, Yves
Tanguy, Joan Miro, and Gordon Onslow Ford approached the canvas with no preconceived
theme, but allowed the colors and forms to flow of themselves, from the spontaneous and
intuitive promptings of the unconscious" (9). Thus improvisation is used both as a technique for
developing new material in the creation process, and as a way of presenting spontaneous
performances for the public.

Japanese Art and Improvisation
Improvisation, as defined in the above artistic traditions, is seldom used for teaching and
learning Japanese arts. Practitioners in Japanese arts, such as noh, kabuki, or bunraku puppet
theatre neither use improvisation for developing new materials in the creation process nor
presenting spontaneous performances on stage. According to Oida:
In all my theatrical career, I had never done an improvisation! A l l Japanese
traditional theatre (Noh and Kabuki) is based on the idea of 'kata'. A 'kata' is a
fixed convention of performance which has been handed down by the teacher to
the student, and which must be faithfully copied in every detail. Each role in a
play has its particular 'kata' which prescribes every single movement, vocal
intonation, costume detail, and nuance of interpretation. As a consequence, all
performances are identical, and essentially unchanged from generation to
generation. In this sense, the Japanese use of 'kata' resembles the Western
system of classical music, or classical ballet. (12)
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When Oidajoined Peter Brook's theatre group in Paris it was the first time that Oida had ever
participated in an improvisational exercise. Oida claims, "Since all my theatrical training was
based on 'kata', and even in modern theatre I had continued to work in the same way, an
improvisation was a totally new experience. It was like jumping off a cliff. I had to gather
enormous courage. I had absolutely no idea how to approach this kind of work" (12). Thus
Japanese people attach less importance to using improvisation in teaching and learning Japanese
art than memorising the stylized form.

Stylized Form in Japanese A r t and Free Improvisation in Western A r t
Although Japanese art, such as noh, kabuki, or tea ceremony are highly structured, is it
possible for all performances to be identical? Or do karate contestants give exactly the same
karate chop when matched with various opponents? In fact, a friend of mine who has been
practising karate for ten years told me that a stylized kata itself without any improvisation is
useless in an actual game. Karate practitioners constantly modify the kata dependent upon each
opponent's height, weight, or reaction speed.
On the other hand, jazz musicians commonly perform without the musical score and the
conductor, but do they play whatever comes into their heads? Similarly, do improvisers in
theatre say whatever words they want on stage without any rules? As musicologist Derek Bailey
points out, improvisation is often thought to imply "something without preparation and without
consideration, a completely ad hoc activity, frivolous and inconsequential, lacking in design and
method" (5). Indeed a skilful improvisation appears to be "anything goes" without any limits.
However, improvisation without any structure, order, or rules is mere chaos. Ajazz musician
Wynton Marsalis insists, "Jazz is not just, 'Well, man, this is what I feel like playing'" (qtd. in
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Berliner 63). In other words, the artists in Japanese arts constantly modify a rigidly stylized kata,
whereas artists in free improvisation follow structures and rules. The International Encyclopedia
of Dance explains this apparent paradox:
The intentional use of improvisation in performance can be understood best when
viewed as existing on a spectrum ranging from the dancer's interpretation of set
material at one end to completely free improvisation at the other. No material can
be completely set; each performance will be different. By contrast, no material
can be completely open or unset; the performance will be subject to the patterns
of response and training the performer brings to it. (444)
The New Grove: Dictionary of Music and Musicians defines improvisation as, "To some extent
every performance involves elements of improvisation, although its degree varies according to
period and place, and to some extent every improvisation rests on a series of conventions or
implicit rules" (94). Although Japanese art such as noh, kabuki, and tea ceremony are highly
stylized, each performance will be different in some degree and involves elements of individual
interpretation and improvisation. Conversely, there is no completely unset improvisation in
music, dance, or theatre because patterns of response, a series of conventions, or implicit rules
guide the creation of the performance.
Therefore, any form of performance potentially contains a set form or rules, as well as
elements of improvisation. To illustrate, imagine a soccer game. A soccer game consist of a
series of spontaneous improvisations—players adopt themselves to constantly changing
circumstance. Yet such spontaneous improvisation requires the players to follow the
conventions, rules, and limits; therefore, it is not solely based on a series of random behaviours.

It would be total chaos if players did not follow the rules and structure, but, instead, just acted
freely on the spur of the moment!
In the International Encyclopedia of Dance, Dancer Simone Forti, who worked Anna
Halprin, coined the phrase "dance as artsport." Forti emphasizes that in many improvisational
structures, "Rules or limits were set up and the players were challenged to demonstrate their
skills within them, as well as to challenge the limit themselves" (445). Thus, an appropriate
limitation or boundary is not the enemy of artists. It gives us something to focus on. In a word,
an appropriate limit fosters creativity whereas a negative limitation distracts it.

Building Skills for Improvisation through Practice and Rehearsal
In our individual life, there is no written script to follow or director to direct us. In other
words, we all improvise in our daily life. No one can exactly plan ahead about what we do for
the next five years or in life. But instead, we flexibly adopt ourselves in order to deal with
constantly changing environments and circumstances around us. As psychologists John
Hodgson and Ernest Richards state, "We meet in day-to-day living: we are continually having to
adjust to whatever happens around us. The more unexpected the happening, the more
spontaneous and frank the response is likely to be. Because people are less predictable than
things, we are more often called upon to adjust to others in a way we cannot easily plan" (1). In
our real world, there are no two days alike. In order to adjust ourselves flexibly to a constantly
changing world, we say and do different things every day. A prominent neurophysiologist
William Calvin insists that this improvisational ability is at the core of human intelligence.
According to Calvin, '"Intelligence is about the process of improvising,' and it allows us to
perform when we don't know what to do ahead of time" (qtd. in Sawyer 15). Nachmanovitch

agrees, " A creature that plays is more readily adaptable to changing contexts and conditions.
Play as free improvisation sharpens our capacity to deal with a changing world" (45). Thus
people with a good improvisational skill are able to flexibly adapt themselves to an unexpected
problem or a new environment. Since our surroundings may not easily adapt to us, people who
can easily adapt to changes in the surroundings have more survival advantages. According to a
researcher in creativity Shaun McNiff:
It is very difficult to let go of habits and familiar ways of getting needs met.
Good relationships and teams are able to adapt to constant change. They do
whatever has to be done to sustain the positive and creative energy. There is a
willingness to let go of personal positions to promote the well-being of the whole.
Ineffective teams and bad relationships are locked into fixed positions. (47)
Dealing with ineffective teams and bad relationships—whether it is the relationship between
friends, family, roommates, or co-workers—seems "difficult" because they do not adapt to
constant changes. Therefore, instead of positively solving the problem, a means of avoidance or
control of the other partner may take place. By doing so, partners are neither listening to each
other nor appropriately responding to the needs of the other. Sawyer explains the reason why the
skills for good improvisation must be practiced and lived:
In the real world, structures, plans, and formulas never come out the way you
expect. That's why improvisation is such a powerful technique for learning:
Improvisation can't be learned from book. That's why rehearsals are so
important—they allow you to learn by doing, to practice the quick reactions and
the listening skills that you need in group improvisation. You have to improvise
to learn how to improvise—there's no shortcut. (110-111)
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Although it might seem contradictory, practice and rehearsal are essential for improvisational
ability in our everyday life.
The same is said for learning the skills for improvisational arts. Improvisers in music or
theatre can only learn improvising by actually participating in improvisation. Sawyer compares
the process of children's acquisition of social skill with musicians' process to acquire
improvisational skill. Children learn to improvise in life by participating with others. They learn
the skills of "how to converse, how to make friends, how to express emotions, and how to deal
with adults" (Sawyer 201).
Similarly, musicians learn to improvise by participating with other musicians. Sawyer
states, "Musicians can't learn to play jazz by practising at home alone, no matter how many
hours and years they practice; they have to go out and jam with other musicians, to learn how to
converse with other musicians and to integrate their musical ideas and their musical voice with
the voices of other musicians" (205).
Training and rehearsal are needed for performers in improvisational theatre as well.
Theatre improviser Greg Atkins asserts, "You need to develop the skills, control, confidence,
mental agility, trust, and spontaneity that allow you to improvise. Even though improvisation is
'making it up as you go along,' you need training to know where you are going" (1). Moreover,
both in jazz and theatre, the improvisational performers rehearse together not because they aim
to work on a script, or to develop portions of dialogue that will be used in a later performance,
but "to learn each other's rhythms and to develop trust among the group members" (Sawyer
113). Therefore, performers in jazz or improvisational theatre need to practice and rehearse in
order to learn each member's unique difference. As Sawyer explains, "Every actor is different,
and through rehearsals, the actors become comfortable with each other's styles. They learn the
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rhythms and attitudes that are unique to each performer" (113). Through rehearsals, members
are, "Learning the process of group improvisation—how to listen to each other, learning to
become an ensemble: how to create collaboratively with the group" (Sawyer 113). Although an
improvisational performance is produced on the spur of the moment, years of practice and
rehearsal are necessary for a successful result.
In improvisational theatre, only the first performer to jump on stage and start the scene
can do almost anything. Sawyer observes, "Apart from the location, nothing has been decided,
no plot, no characters, no events. The first actors can take on any role, perform any action, and
create any relationship between their characters that they like" (12). But such a scene without
any framework lasts only a few seconds into the scene. Soon after, the actors quickly establish a
basic dramatic framework. And once they do, the actors have to work within that framework
(Sawyer 12). We often think rules, framework, or boundaries limit our freedom to express.
However, Nachmanovitch insists that art is not possible without limits because "They provide us
with something to work with and against" (81). Nachmanovitch continues:
Working within the limits of the medium forces us to change our own limits.
Improvisation is not breaking with forms and limitations just to be 'free,' but
using them as the very means of transcending ourselves. [...] form used well can
become the very vehicle of freedom, of discovering the creative surprises that
liberate mind-at-play. (50)
Thus limits inform the intensity of our expression. Nachmanovitch offers a few examples on this
subject:
String quartets, solos, and other limited forms may achieve greater emotional
intensity than symphonies, and black-and-white photography may achieve greater
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power than color. In ragas, or solo jazz play, sounds are limited to a restricted
sphere, within which a gigantic range of inventiveness opens up. If you have all
the colors available, you are sometimes almost too free. With one dimension
constrained, play becomes freer in other dimensions. (85)
McNiff agrees, saying "Some of the essential properties of creativity, the things that make
creative situations and environments work, are standards, limitations, and what I have called
parameters. There is a set of rules that we all accept. If the rules are followed, and if people are
engaged, we enter some extremely creative territory" (63). McNiff continues, "Artists describe
how they are stimulated by the limitations of the material, what a medium can and cannot do, the
containment of the canvas, the range of an instrument, or time constraints. Pushing against these
edges and taking them to the limits generates creativity. Limitations, more than vastness, drive
creation" (63). Thus, good limits push creation through expanding and stretching our creative
expression within the boundary. This forces us to invent new ways to solve the problem. On the
contrary, bad limits work just the opposite. McNiff states, "Destructive parameters like
negativism and pettiness limit our ability to create" (63). Thus limitations are not the enemy of
creators by any means.

Personal Freedom in Japanese Art and Western Improvisation
M y poet friend once sent me an e-mail, which I thought was beautiful. It was a quote
from Souza, "Dance as though no one is watching you. Love as though you have never been
hurt before. Sing as though no one can hear you. Work as though you don't need the money.
Live as though heaven is on earth." Perhaps, this poem is close to how we used to feel as
children when we lived our lives without self-consciousness and fear. As we grow up, dancing
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in public becomes fearful and embarrassing. After going through more than a few heartbroken
experiences, we become "cautious" to love someone passionately. Singing in public becomes
ever "difficult." We worry if our products sell or not—we are no longer free to create what our
heart truly desires, but become a slave to please customers. This short poem somehow resonates
to the common fear among artists—fear of being disapproved of, judged, or laughed at. A flow
of ideas occurs when artists are free from self-consciousness or fear. This state is called "flow"
in psychology and known to occur during a creative process.
In jazz, the phenomenon is often referred to as "groove" among musicians. Berliner
describes the experience of jazz musicians, "Within the groove, improvisers experience a great
sense of relaxation, which increases their powers of expression and imagination. They handle
their instruments with athletic finesse, able to respond to every impulse" (389). The state of not
being able to relax or suffering from stage fright is the greatest obstacle for improvisers. When it
happens, they are panicked and too self-conscious. As Berliner indicates, "More commonly, a
temporary attack of self-consciousness or unfamiliarity with pieces impairs improvisation. T f
you are relaxed enough, you can listen to the other people you are playing with,' Art Farmer
says. 'But if you're uptight, you're just trying to deal with the horn" (411). Thus when artists
are in the groove, they are not controlling everything that they are doing. The artists become the
vehicles for communicating thought through arts. Berliner points out, '"Instead of trying to play
the music all the time,' a musician advised Leroy Williams years ago, 'you sometimes have to let
it play you, and you have to be relaxed enough to let that happen.' Developing the confidence to
do this can be an important turning point in the maturation of improvisers" (219). This rule for
the flow state to occur is applicable to improvisational theatre as well. As Viola Spolin, an
expert from improvisational theatre, acknowledges, "There is, clearly, a strong resemblance
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between improvisation in the theatre and jazz. Art Farmer, the jazz flugelhorn player, says, 'You
can never force what you're doing. The harder you try, the less happens. At the best times, it's
as if you had been taken over by some other power. This power plays you, and you become the
instrument"'(4).
On the other hand, in traditional Japanese theatre, a pupil copies fixed forms of
expression and clearly prescribed techniques. As Oida describes, "There is no improvisation or
personal expression. When you start to learn these techniques, you have to concentrate very hard
on what you are doing, how to move, how to balance, how to reproduce your teacher's actions
exactly" (42). However once a pupil goes through the repetitious practice and masters the art,
they reach the point where they do not have to think about how to do the actions any more. In
the words of Oida, "They [actions] have become natural, and so your consciousness becomes
freer. The aim of all systems of technical training is to enable you to do an action without
worrying about how you do it. But unless you have this training you cannot arrive at this
freedom of communication" (42). The Japanese way of learning arts—imitating the fixed form
through repetitious training—appears to be distinct from learning free improvisation in Western
countries. However, acquisition of skill in Western free improvisation and Japan's stylized art
have a point in common. Atkins points out that the acquisition of skill in improvisation is very
much like learning to drive a car. In order to learn these skills, basic practice and rehearsal are
essential. According to Atkins, in order to learn these skills, "You have to do them over and
over until you feel comfortable doing them, and then continue doing them until they become
second nature. With rehearsal comes mastery, and with mastery comes self-confidence" (10).
On the other hand, educator Nancy Sato illustrates the way to acquire skill in Japanese
arts:
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Through repetition, an invaluable adsorption leading to whole-body automaticity
occurs: the point is to know something so well that it becomes second nature,
thereby freeing one's capacity to create. Paradoxically, out of the tension created
by repetitive drill and hardship springs creativity. And form mastery of the basics
comes with the ability to create. (144)
Thus, both forms of arts demand artists' repetitious practice, which is fundamental for obtaining
the whole-body automaticity. Once artists' actions become their second nature, they gain a
freedom of communication without worries or unwanted tension.
Further, the Japanese way of learning appears to be limiting unique individual
expression; however, it is not necessarily true. As Sato points out:
Ritualistic behaviors and imitation of forms also may be viewed as the outward
manifestation of the foundation for deeper understanding [in Japan]. In other
words, repetitive patterns of form and order comprise a vital, formforting
framework enabling individuals to incorporate new ideas and practices as their
own. The framework becomes the channels through which creative conceptual
and artistic juices may flow, and in turn is altered as it is adapted on an individual
basis. (143-144)
Therefore, the approaches seen in Western improvisation and traditional Japanese arts appear to
be two different things; nevertheless both approaches ultimately aim at the common goal—
obtaining one's original style and having freedom from being tense or self-consciousness.
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Conclusion
The Japanese philosophies emphasize "learning basics" in the creative learning process.
After many years of repetitive routine in the process, a pupil may begin to introduce originality
into their work. According to the researchers Rohlen and LeTendre, "[T]he 'imitation is the
highest form of praise' in the Japanese cultural logic. [...] Japanese culture elevates imitation as
a powerful road to mastery" (371). On the other hand, in a Western approach, rather than
modelling the desired behaviour, the teacher serves as a coach or facilitator. The teacher tries to
develop unique individuality in the student and encourage the latter to come up with their own
ideas. It cannot easily be ascertained which approach is superior because each individual learns
differently depending on their characteristics and ability.
When I was in Japan, I found Japanese society a bit too confining. Despite the pressure
for conforming to society's norms, I felt I did not quite fit. Since having come to Canada, I
cannot help but notice how different I am from the majority as a Japanese woman who speaks
English as a second language. The everyday affairs that Canadians take for granted are fresh and
unexpected when they are seen from my Japanese point of view. I have made numerous English
language mistakes and cultural errors that have made me laugh, cry, caused me embarrassment
and frustration, and made me angry or frightened. Around these emotions, I created an original
performance piece called Er(l)ection G i r l which was based on my real experiences in Canada.

82
CHAPTER 4
M y Own Performance Creation Process

Throughout my undergraduate studies, I tried various media and content out as a
performer and creator. M y curiosity regarding the nature of creativity began after experiencing
'ah-ha! ' breakthroughs during performance creation processes. Each process of performance
creation was distinct and no two processes were alike. Nevertheless I learned to trust that there
would be one thing in common—despite the unpredictable and rather mysterious nature of
creative inspiration, my several breakthrough experiences taught me to have faith in my ability to
be inspired with original thoughts and perceptions. A n insight could not be scheduled to come,
but it would eventually come i f I kept working hard. Insights, for me, were not a product of
mere luck or chance. According to May:
The insight never comes hit or miss, but in accordance with a pattern of which
one essential element is our own commitment. The breakthrough does not come
by just 'taking it easy,' by 'letting the unconscious do it.' The insight, rather, is
born from unconscious levels exactly in the areas in which we are most
intensively consciously committed. (62)
I was obsessed with the quest for this mysterious phenomenon of inspiration and wanted to
pursue it as my Master of Fine Arts, Theatre Studies subject at the University of Calgary. In the
fall of 2002, a Drama course called "Creative Process" was offered for graduate students. Five
graduate students, including myself, began studying about the process of performance creation.
In this chapter, I would like to illustrate and analyze my own experiential discoveries during two
performance creation processes in 2002-2003.
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Objective of the Creative Process Course
According to the course outline, the Creative Process course was designed to:
[PJrovoke an in-depth exploration and analysis of creative process. The course
work will investigate theoretical and practical approaches to facilitating creative
process within the context of performance creation. Participants will design and
facilitate workshops exploring aspects of creative process. Engagements with
these strategies will result in the development, refinement and articulation of
personal creative process. (Kathleen Foreman)

Midterm Performance Assignment for the Creative Process Course
In order to investigate a personal performance creation process, the creation of a solo
performance piece was assigned as a midterm assignment. The common criteria for creation of
the piece were:

•

W H A T : Creating a solo ten-minute performance piece.

•

W H E N : Begin creating the performance piece on the first day of the class, performing the
piece three weeks later and, after a critique, performing it again in two weeks.

•
•

W H E R E : Using a studio classroom as a performing space.
HOW:
A . Starting to create a performance piece from "one question" that each student brought
on the first day of the class that reflected their perception of creative process.
B. Using a performance form or technique that is challenging.
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C Explore the theme "fear" through the performance piece.
•

Analysis of the project in ajournai: Students were assigned to keep ajournai and document
every aspect of their performance creation process. Students reflected on class activities,
assigned readings, and personal creative process in the journal. The Rules for Writing
Practice by Goldberg were used as a guide for the journal writing:
A . Keep your hand moving. Most of the time when we write, we mix up the editor and
creator. If you keep your creator hand moving, the editor can't catch up with it and
lock it. It gets to write out what it wants. 'Keep your hand moving' strengthens the
creator and gives little space for the editor to jump in. [...]
B . Lose control. Say what you want to say. Don't worry if it's correct, polite,
appropriate.

[...]

C. Don't think. We usually live in the realm of second or third thoughts, thoughts on
thoughts, rather than in the realm of first thoughts, the real way we flash on
something. Stay with the first flash. [...]
D. Go for the jugular. If something scary comes up, go for it. That's where the energy
is. Otherwise, you'll spend all your time writing around whatever makes you
nervous. It will probably be abstract, bland writing because you're avoiding the truth.
Don't avoid it. It has all the energy. Don't worry, no one ever died of it. You might
cry or laugh, but not die. (3-4)

Goldberg's rules were useful not only in terms of journal writing, but also as a guide to prevent
blocks during my performance creation process.
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Analysis of Two Performance Creation Processes
The performance developed through this project was called Erdiection Girl and was first
performed as a ten-minute solo performance piece for the Creative Process course. A few
months later, I developed the piece further into a twenty-minute group performance piece that
nd

was presented at The 2 Annual Mutton Busting Performance Creation/Art Festival. The
festival, held in early January 2003, was part of the theatre group One Yellow Rabbit's High
Performance Rodeo, a performance festival in Calgary.
For the purpose of analytic investigation, I will divide my creative process into different
stages. Terminology, definitions, and division used for distinguishing the stages differ from one
researcher to another, but I adopt the following categories that Abra introduces:
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Table 5
Stages of the Creative Process
I. Preparation
It is generally agreed that a potential creator must first learn the background material and
techniques of a field.
II. Incubation/Frustration
Obviously, the process as here depicted resembles the gestation of a child in the womb. In
both cases, the progenitor is consciously uninvolved with and has little control over the
maturation of the eventual result. [...] To compound the torture, most creative blocks, or dry
spells appear during this stage. When inspiration will not come, when every attempt
resembles garbage, the person will definitely be "frustrated."
III. Inspiration
Supposedly this dramatic, storied moment, the seed from which all else follows, sees the
figurative light bulb click on and the fortunate beneficiary gasp "ah"' or "eureka". [...] For
some reason, insights often arrive when the recipient is either lying in bed at night or
shaving, so Rollo May suggested that ides come in the transition between work and
relaxation, when inner censors are relaxed and thought can free wheel. But not always.
VI. Verification/Hypothesis testing
This stage tries to convert an insight into a finished product that can communicate to others.
[...] This phase demands, therefore, a more critical, objective perspective, and viewing one's
work through the eyes of others—no easier to do than for parents to evaluate their own
children with detachment. Once more frustration and trauma are routine. While labouring to
"get it right", creators may agonize for weeks over a single word in a poem, or one gesture in
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a dance that, to the audience, is gone in an instant. [...] it is skill that separates successes
from failures.
Source: Abra, Jock. "Creativity: Data and Theory." Assaulting Parnassus: Theoretical Views of
Creativity. Lanham, Md.: UP of America, 1988. 25-31.

I must emphasize that these stages are not fixed sequentially and, as Csikszentmihalyi explains,
"[T]hese stages are recursive, and may be repeated in several full or partial cycles before a
creative solution appears" (339). Writers Irving and Suzanne Sarnoff agree with this view for
the following reason, " A period of incubation may occur at the very outset of the processes and
reoccur each time the artist is confronted with a new task along the way, and a fresh inspiration
may emerge just as he or she is on the verge of finishing the project" (120). In short, every
creative process is unique. As co-author Sarnoff continue:
The creative itinerary is largely determined by the medium in which a person
works, and everyone evolves his or her own style and rhythm for traveling from
the initial phase of the journey to its completion. So the 'process' is less linear
than recursive. How many interactions it goes through, how many loops are
involved, how many insights are needed, depends on the depth and breadth of the
issues dealt with. (120)
As I went through the stages of my creative process, I was guided through these kinds of
recursive loops. M y own style and rhythm emerged during my unique creative journey that
eventually evolved into the two versions of Er(l)ection Girl.
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Ten-Minutes Solo Performance
I. Preparation Stage
A baker prepares the raw materials before baking bread. No baker just sits around and
waits for a loafofhot bread to appear from the oven. Likewise an artist needs to prepare raw
materials in order to have a good new idea. In my performance creation process, the first step I
took was to generate many ideas. In this next section, I will introduce how I generated ideas
through A) the class exercises that the course instructor provided, and B) independent
exploration.

A . Generating Ideas through the Class Exercise
On the first day of the course, the students were supposed to bring "one question about
performance creation process" that reflected their perception of the creative process. I brought
the following question, "I like the part where I get ideas. This really excites me. However, I
often worry about if my ideas might sound not practical, not cool, or stupid so I don't follow my
first intuition, but try to come up with "better" ideas. Why do I keep changing my ideas?" I did
not know the answer, but I reminded myself not to keep changing my ideas during this
performance creation process.
For this midterm performance assignment, the students were supposed to use a
performance form or technique that had been problematic or challenging for them in past
projects. I asked myself in my journal, "What is the artistic form that is problematic or
challenging to me?" Before answering for the question, I discovered that I wanted to write about
my favourite kind of artistic forms—visual images. I poured out, non-stop, describing my past
projects for pages, words in English and Japanese all jumbled together. As I reflected in my
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journal, I remembered that I had tried various media for creating original performance pieces
throughout my undergraduate study. I realized that my past works contained no, or very few,
English words. I did not consciously avoid using words in my performance pieces, but the
thought had never crossed my mind. This realization shocked me because I was not aware of my
tendency until I wrote that out in my journal. A moment of dishonest thought crossed my
mind—"what if I do not tell my real problem or challenge to anyone in the class? No one would
know it i f I do not reveal my secret..." But I remembered Goldberg's rules for writing practice,
which she suggested to "Go for the jugular." I decided to create a performance piece with lots of
English words. However, I was nervous in facing this new challenge. As a passage from my
journal reveals, "Last night, just before going to sleep, I came up with an interesting idea for my
mid-term performance piece. I drew pictures so that I would not forget the idea by the next
morning. But again, I am trying to create a piece with visual images. I feel uneasy about
creating a new piece that has words. I have to challenge my weakness and try a new form."
I wondered why I had not used words in my performance pieces. In the past, when I
created performances, the visual images I came up with had lots of colours, just like a painting. I
realized this was one of my strengths. So, trusting my strength and accepting my new challenge,
I continued to work.
Exploring the theme of "fear" through performance creation was one of the criteria for
this class project. At the beginning of the course, each student contributed a thematic idea on a
slip of paper and when an idea was drawn out of a hat, "fear" was the winner. In class, we did a
"fear is..." creative writing exercise that was intended to generate ideas for the fear theme. I
discovered that my fears were mostly mental ones, which have to do with human relationships,

Communications, self-confidence, and trust. I wondered if my fears of communication were
coming from my shy personality and the fact that I spoke English as a second language.
The course instructor provided a reading entitled " D R A M A T H I N K : How to Take the
Source Apart," which was written by Juliana Saxton and Norah Morgan. The article offered
several exercises that focused on the subject of ethnicity. I tried five exercises, but I was not sure
if I wanted to deal with the subject of ethnicity, which I felt was an age-old theme and not
original. After all, numerous artists have already written books, made movies, or performed at
theatres on the subject, repeating "what an ethnic person has to say" and this hardly seemed
necessary to me. There must be better and more novel ideas, I thought. At this point, I did not
realize how my viewpoint—the Japanese woman who lives in Canada—could be exotic to those
who had not experienced it.

B . Generating Ideas through my Own Exploration
When I create a performance piece I never assume that I already know about the
performing space just because I have been there before. I give myself plenty of time in
examining the limits and conditions of the room. When I look closer, the room that looked just
like any other rooms is no longer the same. Every performing space has unique potentials and
problems.
The room for the ten-minute solo was not an ideal performance space—not a black-box
studio with light and sound equipment but, rather, a shabby studio classroom with poor lighting,
no sound equipment, broken curtains on the windows, a splintery floor, blue walls, and a
blackboard. I could not come up with an immediate idea to make a good use of them, but I did
not think these limited room conditions were necessarily obstacles, either. Seemingly
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problematic conditions may turn up useful later if I look at them from a different viewpoint, I
thought. For example, there were four wooden black boxes of different sizes in the space. I
wanted to use them, but there were numerous ugly scratches on the surface of the boxes, which I
did not like. Instead of ignoring the scratches and compromising my idea, I played with the
lighting in the room. As long as the boxes were lit dimly, scratches on the boxes were invisible.
As I played with the dimmers, I discovered that if the boxes were silhouetted against the light,
they created a mysterious atmosphere that stunned me with its unexpectedly beautiful image.
However if they were lit from above or in front, numerous scratches were revealed and the magic
disappeared. Therefore, finding "what I cannot do in the space" actually inspired me to find
"what I can do in the space." Thus, I did not start working directly on the main theme of the
performance or a character. Instead, I took time to gain intimate knowledge of the performance
space and imagined what would, or would not, work in the particular room. Knowing about
details of the room was to know its full potential.
Despite my doubt about creating a performance piece with ethnic content, I wanted to use
my yukata (summer kimono) and rollerblades for a new performance piece. I did not know why
I was attracted to this strange combination. Continuing to generate ideas, I played with the props
and costume along with the black boxes and lights that were already equipped in the studio
room. While I was playing, some ideas seemed very silly. For example, I chased a blackboard
eraser with a broom on rollerblades and pretended to be a hockey player! I tried not to judge my
silly, irrational, obscene, childish, or impossible ideas at this stage.
During my creative process, one of the things I found useful was a pack of five-inch by
eight-inch index cards. I liked using the cards for recording my ideas because the cards were
cheap and I did not need to feel pressure to record only important ideas, but any ideas including

silly ones. Ijotted ideas down on a card whenever they arrived. Most of the ideas I came up
with were based on my real experiences in Canada and Japan. Especially in Canada, living in a
different culture made me experience a lot of laughs, troubles, surprises, embarrassments, anger,
sadness, misunderstandings, and loneliness—I simply jotted them down without judging their
usefulness in my performance piece. A l l things that may have not have happened if I had stayed
in my hometown. For example, in Japan, a hand gesture with an offensive middle finger does
not mean the same thing that Westerners would think. IfI show my erected middle finger to my
mother in Japan, she would not understand the meaning in the same way as a North American
would. She might just wonder if I have a splinter in my finger. When we are in a different
culture what's normal for us may not be for others. What we have been taught and learned as
"right things to do" may be "wrong things to do" for others. That gap in interpretation causes
laugher, surprise, shock, frustration, or anger among people from different cultures. I was
interested in showing this kind of cultural difference and misunderstanding in my performance
piece.
During my performance creation process, there were certain conditions under which I
worked well. Rehearsing in solitude was essential for me, preferably hearing no footfalls or
voices from outside the room. When I rehearsed during the daytime I shrunk into myself. M y
voice got smaller. I rollerbladed slowly so that people would not notice the weird noise. As I
shrunk my physical movements and voice, my ideas shrunk smaller and became less risky.
Therefore, I usually booked the studio room in the evening and rehearsed until midnight.
A creative process cannot be achieved without great commitment and requires an artist's
self-discipline. If it is a solo performance creation there is no one to push the artist into a studio
for rehearsal. Self-discipline is different from being forced to do a project in a military-like
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disciplined environment. I would not be motivated to go to a studio alone and stay there for a
long time if my goal was to come up with a performance piece that would guarantee me an ' A ' .
I might become judgmental about my ideas and I would be no longer free to express my thoughts
and ideas.
I discovered that I was more inspired when I rehearsed in the performance space. Despite
its limitations, the unique room gave me inspiration. I never get a good idea while sitting in my
office, but rather, as I moved my body, ideas emerged. If I did some physical warm ups and
stretched my muscles, my ideas flowed more easily. Also, in my imagination, anything was
possible. When I actually tried out some of the ideas, I discovered they were very difficult to do
and, at times, more dangerous than I had imagined. I focused on the potential of the materials
and discovered what would work and what would not.

II. Incubation/Frustration Stage
Although, as an actor for the conventional theatre, I had memorized and said my
character's lines on a stage, those texts were not my own words. Memorizing lines on a script
and saying them onstage is very different than creating one's own text for an original
performance piece. The former is like a vocalist who reads a music score of another composer
and sings it as it is written. The latter is like a singer-songwriter who scratches up ideas from
various sources and composes the original songs.
During my undergraduate studies, my curiosity led me to learn dance and I began
creating movement pieces. I did not rely on verbal text for expression, but focused my original
pieces on strong images and physical movement. These early creations taught me to trust my
work and, in the process, I became quite confident about creating a performance piece — as long
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as it was a visual without verbal text. For this new creation process, finding visual images was
easier than finding words because I was more familiar with the sensation of creating this way.
However, I had never created a performance piece that had a verbal text in Japanese or English.
I was not sure words would arrive. Would it be the same as visual images? I did not have much
confidence in my ability to come up with verbal text in my second language. I started by making
up some words to say, but as soon as I said the words out loud, I felt they were wrong and
artificial. I did not know the reason or give a logical explanation for why I felt that way, but I
would intuitively know if my idea was right or not by how my heart responded.
It was in the middle of difficulty, I came up with a different idea for another performance
piece. Since my initial idea was not quite working, the second idea seemed much better. The
second idea made me excited again. I wanted to throw away my initial idea and create an
entirely different piece. I eagerly explained my second idea to my course instructor, but she
pointed out that I was trying to come up with "better ideas" again. I remembered the one
question I brought on the first day of the course and realized my tendency: I change my ideas
when I encounter a block during a performance creation process.
Moreover, I generated ideas using my Idea Cards on which I collected many episodes
based on my experiences in Canada. After a while, I gathered an overwhelming number of
ideas. I was confused and did not know which ideas were best suited to the piece any longer.
M y ideas were, on the whole, too chaotic and I could not find any logical order to make a story
that would flow. In an attempt to make a coherent story, I tried to change the order of the cards,
but I was not content with the way I continuously felt something was not right. Coming up with
text was a continual process of unproductive trial and error. As I struggled to work towards the
as-yet-unknown goal, I knew only vaguely where I did not want to go. In fact, I did not even

know i f I would ever find the goal I wanted to reach. I was anxious that I might not come up
with the text I would want to use for my performance. Indeed this stage was frustrating.

III. Inspiration Stage
I still did not know what to do with words. I was very frustrated, and, as well, felt a bit
desperate. I kept going back to the studio and worked on the visual images and physical
movements.
One day after the rehearsal, an idea about the verbal text came to me when I went to bed.
I jotted down those ideas on Idea Cards that I had beside my bed. Along with other stories, I
wrote down a few embarrassing erection-related stories that had something to do with my
cultural/language differences.
Next morning, I woke up and took a shower. I had three ideas come out one after
another. "Heaven's sake! Wish I had my little idea cards right here! I don't want to forget
them!" I frantically mumbled the keywords of these three ideas while I was taking the shower—
"Bokki, Pyon-yan, Jason-Anthro, Bokki, Pyon-yan, Jason-Anthro, Bokki, Pyon-yan, JasonAnthro..." Bokki is a name of a female Korean ESL that I knew in Grande Prairie. Her name
Bokki means "erection" in Japanese language. I remembered how shocked I was to hear my
classmates and E S L teacher call her name frequently in the class.
Pyon-yan was a male Korean ESL student who introduced me to the Korean gesture for
"fuck-you!" at a local bar in Grande Prairie. Instead of erecting a middle finger, he clenched his
fist and erected his thumb between his middle finger and third finger. Pyon-yan said, "You see,
Canadians are longer, but thin. We Koreans are shorter, but stronger!" His joke made both his
Canadian and other ethnic friends laugh themselves into convulsions.
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I also used "Jason-Anthro" idea in my performance piece. Jason was my boyfriend at the
Grande Prairie Regional College. He asked me about my anthropology assignment. As I
attempted to explain to him about the topic of my writing assignment, I mixed up the sound of
" R " and " L " . Since the Japanese language does not contain both sounds, but another sound that
sounds between " R " and " L " , many Japanese people have a difficulty with these sounds. Instead
of saying "I'm gonna write about the difference in election between Japan and Canada," I used
the word "erection" in the sentence.
Thus, it was in the shower that I came up with the major ideas for my verbal text. They
flowed naturally and without much effort. Unlike the words I made up and tried to say before,
these new "erection" stories did not sound superficial. I did not want to be didactic and explain
"what a middle finger means to Japanese people" in my performance, which would make my
piece look more like an anthropology lecture. However, when my "right" idea came I did not
even need to worry about style. Words poured out of my mouth naturally.

IV. Verification/Hypothesis Testing Stage
In this stage of creative process, I was refining and polishing the details of my
performance. I used my imagination and was "seeing" my performance through an audience's
perspective. If some part was not completely satisfactory, I tried out countless possibilities in
order to "get it right". For example, I struggled for hours over the location of four boxes, a lamp,
or audience seats in the studio. I also came into the studio from outside many times so that I
could "see" the imaginary performer Yoko from a point in the audience. At this phase of my
creative process, I tried to convert my insight into a finished product that would communicate
something to others. This stage demanded a more objective and critical perspective.
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During this stage, I also refined my verbal text. Out of many ideas that I had written on
my Idea Cards, I was more attached to several ideas, including the three erection-related ideas
that I thought up in the shower. At this time of the process, I did not write down the script to
memorize it yet. Instead, I put these favourite Idea Cards on a table and practiced telling the
story of each episode. I let my mouth spontaneously say whatever words naturally came out.
Thus, I used improvisation for generating ideas for my verbal text. Once I became comfortable
telling each episode, I tried to find a logical order among episodes so that I could make a
coherent story.
As I rehearsed, I found a problem—I could not remember the order. After switching the
order of the cards several times, I discovered that I could remember the sequence better if the
story flowed. Initially, I wanted to include a few other favourite ideas besides the three erectionrelated ideas, but my extra ideas had no place to fit perfectly no matter how I switched the order
of the cards. As a result, my story became simpler and more compact without going off track.
Eventually, I settled down with a certain order. Since it was easier for me to remember "what to
do next" rather than "what to say next", I made my verbal text correspond to the physical
movements. In this way, as I moved my body, the action of my body triggered the
corresponding words to come out without much effort.
As I played with the props, costumes, set, and ideas, I discovered unexpected images and
connections. For example, I had just bought the rollerblades, and was still learning, so I often
crashed into walls. I realized that learning to rollerblade and learning to adjust to a new culture
in Canada had something in common—both involved a lot of trouble and mistakes while
learning. The mismatched combination of Western rollerblades and the traditional Japanese
vukata was a good metaphor of the meeting of Western and Japanese cultures. A Japanese
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woman in a yukata learning how to rollerblade in Canada foreshadowed the finished Er(l)ection
Girl: A Japanese girl comes to Canada and experiences culture shock, troubles, and mistakes as
she learns a new culture.
Similarly, I started to realize that the image of myself wearing both a yukata and
rollerblades at the same time was a good metaphor of "who I am" in Canadian society. No
matter how much I learn another new culture (which is represented by the rollerblades), speak a
different language, or eat different foods, I can never forget about my own Japanese culture and
the way my values and beliefs are still greatly influential. No matter how much I try to imitate
Western people, I can never become a real Western person. Several years of living experiences
in Canada made me realize that I would be more unique, original, and natural if I would remain
who I really am, rather than mimicking Canadians. It was important to learn about myself—my
own truth and nature—and not to imitate anyone. M y honest reaction toward everyday matters
in Canada was unique.
When I finally performed my show in class, the reaction of the audience made me realize
that some parts were difficult for an audience to "get" and they seemed a bit contused. When I
came home, I reflected on my show in my journal. I wrote, "What I thought would be easy
enough for audience to 'get' was not digestible enough. I realized that I needed to give more
information to the audience. Thus, I added more words to the parts that I thought were not clear
enough and performed it again a few weeks later.
Initially, I was hesitant to perform for the second time. Since the audience members
already saw my show once, I was not excited about performing the same punch lines to them
again. I was afraid of my audience to get bored because my story would be no longer fresh;
therefore, not funny for the second time. Contrary to my expectation, my audience laughed more
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at the punch lines. After hearing my classmates' feedback, I realized my revised performance
piece communicated with my audience better because I added the details that were missing in my
initial piece.

Group Performance Creation Process
I further developed the initial ten-minutes solo Er(l)ection Girl into a twenty-minute show
nd

that was presented at The 2 Annual Mutton Busting Performance Creation/Art Festival. The
festival was held in early January 2003 and was part of the One Yellow Rabbit's High
Performance Rodeo in Calgary. The Mutton Busting festival was held in a relatively small
conference room at the Epcor Performing Arts Centre in downtown Calgary. As was the case in
my first solo performance creation, I was the writer, costumer, property master, and main
performer of the show. But this alternative performance venue was, in many respects, different
from the studio room at the University of Calgary; therefore, it demanded adjustments to my
initial piece to the unique conditions of the venue. The most notable difference was the
condition of the floor between the venues. Unlike the wooden floor in the studio room at the
university, this new venue had a carpeted floor instead. On the carpet, the rollerblades would get
stuck; therefore, I had to give up on their use and modify my idea according to the unique
condition of the venue.
For the festival, there was a lighting/sound technician available for minimum technical
support but I wanted to work with technicians who would belong exclusively to my show and
cope with more complicated demands. Originally, I asked two of my friends to support my
lighting and sound system. As the rehearsal progressed, they eventually played more important
roles as kuroko. A kuroko is a stagehand dressed in black who assists the actors in various ways
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in traditional Japanese theatre, such as noh, kabuki, and bunraku puppet theatre. In spite of the
kuroko's visible presence on stage, kuroko are considered invisible in Japanese stage
conventions.
Another difference at the venue downtown was that the same kind of lighting I used at
the university studio room was not available. Since I did not like the already-equipped lighting
source at the conference room venue, I used alternative lighting, such as a flashlight, candles,
handmade lanterns, and desk lamps. It would not have been necessary to come up with this type
of alternative lighting if conventional theatrical lighting had been available.
In addition, there was no backstage area at the venue where I could hide the performers
and props. I thought about hanging a curtain from the ceiling, but there was not enough time to
set it up between other groups' pieces. Therefore, I used shoji screens which fulfilled the
purpose of hiding, gave a Japanese atmosphere to the stage, and even facilitated the making of
shadow pictures. Thus an obstacle at the performing space was not a problem when seen in a
new light. It only provokes the performer to have unique and more interesting ideas.
Moreover, as a baker prepares the raw materials before baking bread—the bigger the
bread the more raw materials are needed. So does an artist. Producing a longer performance
piece required me to generate more raw materials to begin with. For instance, I wondered
around dollar stores, second hands stores, drug stores, bookstores, library, and trash cans where I
could find numerous objects. I did not deliberately seek out relevant material or logically
analyze its usefulness, but I hung around the stores and bought materials that I was attracted to
and that stimulated my curiosity. Not all the materials I gathered turned out to be useful in this
particular show, but it was a valuable process for generating new ideas.
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I also borrowed many books written on Japan from libraries. I wanted to read books that
were written for Japanese laymen in North America so I could see my familiar culture from a
different viewpoint. In addition, I browsed the Internet and found websites made by foreign
visitors. Those who has taught English to Japanese people in Japan talked about common
English mistakes among Japanese people. This allowed me to see my English mistakes with
fresh eyes again.
Before the shows, I was still not sure if my piece would be well received by the audience.
Since my story was based on my real experiences, I was scared of being judged by the audience.
After the shows, I received a lot of encouraging response from the audience. Following
are some of the selection that I made from audience feedback:
" M y parents used to live in another country when I was a baby. In the county, the words for pig
and baby were very similar. At that time, my parents were still learning the new language and
said to a Muslim woman with a baby, "Your pig is very cute!" Once you make a mistake, you
never make the same mistake, you know?"
"Your show really made my day and actually the whole Mutton Busting event."
"I really liked your show. Really funny. I was glad that I was here tonight and saw your show."
"I liked the stuff you guys did before the show, too."
"I liked the kind of humour. You did something really serious for the fist time, then did
something funny for later."
"I really understand the feeling in your piece."
"The lanterns were so beautiful, but it must have taken a lot of time for making these. I thought
that your show was very funny and laughed a lot during the show. But when I came home I
started to think more about your piece and realized that your show was not only funny-haha
show for the entertainment's sake. It made me think afterward."
"I wanted to tell you how impressed I was at your performance piece. It was clear that you put a
lot of work, and a lot of yourself into the performance. I was surprised to see just how personal
it was. I think it was clear to the audience that this was something important and personal to
you. This is where real art comes from! ! ! It was also entertaining, I mean very entertaining. I
mean, I would love to see a full-length performance from you. I had such an enjoyable night.
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You know, Yoko, I think you are really making a name for yourself as a performance artist! I
look forward to seeing the next performance by you."

As I was hearing my audience's response, I noticed my audience was telling me their
own story regarding cultural mistakes. M y unique and personal experience regarding cultural
mistakes communicated to my audience because it was also universal experience that they could
relate as same human beings. I realized that editing my performance piece through objective and
critical perspective was as important as getting a good inspiration. A good inspiration itself may
not be communicable to others i f it is not converted to more digestible form.

Conclusion
I find the process of performance creation is similar to my painting process. I do not start
painting from the top left corner to the bottom right corner of a canvas. I do not always need to
know what I am going to paint, but I simply begin painting and the image slowly reveals itself to
me in the process. Too much planning about what to paint on the blank canvas intimidates me to
put any colour down at all. To begin with, all I have to do is to pick one colour that I am most
attracted to and discover a spot where I feel like putting the color on. In order to continue the
process of painting, I choose one colour at a time and keep adding it to the already-existing
images on the canvas. For some time, I have to keep painting like this without knowing what I
am aiming at. After covering enough area of the canvas, it comes to the moment of sudden "ahha!" realization and I notice a recognizable image that was buried within. Therefore, there is no
need for me to eagerly seek out the images I want to paint. In the similar manner, sculptors do
not sculpt a statue from the head to the toe in stone. A writer does not start necessarily write
from introduction to the conclusion in sequence, either. Figuratively speaking, a creation process

103
is very much like a child wandering in the forest without knowing the goal. As a result of
seemingly purposeless wanderings, unexpected things may be discovered. Discovery of
unexpected ideas is less likely to happen when things go exactly as the child plans.
Moreover, the limits/obstacles of the space forced me to think of alternative ways to
solve the problem. As a result, it made me come up with creative ideas. The possibilities are
infinite i f I can work without any sort of limitations in mind, but too much freedom without
limitations can be overwhelming. Thus, working within the framework of existing limitations
helps me get more ideas.
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CHAPTER 5
Conclusion

Throughout my research, I have discovered that the best conditions to be most creative
are distinctively different for every individual. Our senses determine how we perceive the world,
and, because sensory responses are highly individual, every person's picture of the world and
their responses to it is unique. For this reason, nobody can teach a "magic formula" that applies
to everyone on how to create the best conditions to be creative. What helps one person to be
creative may not be the same for other people, every artist has to find out what works best for
them.
The process of writing this thesis has allowed me to reflect on my past creative processes
and my self. As a result, I have deepened my awareness of "What are the unique conditions for
me to be creative?" Without feeling self-conscious, I was most easily able to create the solo
performance piece at night. In order for me to focus and get inspired, I had to create in solitude,
preferably in a very quiet place of my own. When I worked with a group of performers in
daytime, ideas were generated through brainstorming with them, but I still spent a lot of time in
solitude at night making my props and costumes. I was oblivious to long lapses of time in
between the flashes of inspiration that often occurred. Thus, an individual's own senses, habits,
likes/dislikes, and beliefs determine how they will perceive the world and, as a result, the
condition for each individual to be most creative differs from one person to another.
Culture influences large groups of people to have shared habits, likes/dislikes, and
beliefs. We are all brought up to think that some things are normal and some things are not,
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some are right and some are wrong; therefore, every society's culture has an effect on how the
groups of people perceive the world. According to researcher Marguerite Wells:
Cultures developed in the past to meet basic human needs; they are still
developing to meet those needs, but in different ways. Cultures develop
differently in different countries because the countries themselves have different
problems that people have to solve in order to fill their needs. Human beings
have a great deal of imagination so they can solve the same problem in many
different ways. There are always good reasons for cultural differences. No
matter how strange a cultural pattern may seem to you, if you look deeply, you
will see that it developed because it served a human need. (17)
Different cultural patterns are seen in how every society has developed their own distinct
concepts towards answering the question, "What are the best conditions for individuals to be
most creative in serving the human need of the society?" In Canada, due to its heterogeneous
ethnic makeup, that is diverse languages, religions, values, and backgrounds, there is little shared
cultural commonality among people. Vast expanses of land and low population densities
facilitate the cultural pattern that values unique, individual style. Pursuing one's individual style
serves a human need in a heterogeneous society. The art forms and learning styles in Canada
reflect its society's more individualistic cultural pattern. Thus, rather than simply modeling after
the desired behaviour, the teacher serves as a coach or facilitator, and tries to develop unique
individuality in the students by encouraging them to come up with their own ideas. There are
rules and traditions to follow, but students are encouraged to seek an individual style that is
suited to their own unique personality.
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On the contrary, due to its relatively homogeneous ethnic makeup, limited land, and high
population density, the Japanese society developed a cultural pattern that is more concerned with
group conformity over individuality. In order to meet a basic human need in the society, the
people live within a more limited individual living space, accommodating conformity. For this
reason, the Japanese way of learning starts from learning the correct "paths" or "ways." Such
traditional models are demonstrated by the teacher; therefore, learners rarely seek their
individual style, but conform to the traditional way. The Japanese philosophies emphasise
learning basics in the creative learning process. It is only after many years of repetitive routine
that pupils may begin to introduce originality into their work.
Every society has its own distinct concept of what the best conditions are for individuals
to be most creative. Nevertheless, ultimately Canadian and Japanese cultures both recognize
artistic skill and achievement based on the automatic whole body reaction of an artist toward
their art within a freedom to communicate without worries or unwanted tension. For example, a
skilful improvisational performer does not need to think about what to say next on a stage, nor
does a karate contestant need to think about where to punch or block. Rather, they perform their
skills strictly on automatic body reaction.
In Canada, improvisation is used as a tool to develop new material in the creation
process, as well as a way of presenting spontaneous performance for the public. Artists in Japan
neither use improvisation for developing new material in the creation process nor presenting
spontaneous performance on stage. Improvisation is not used during the process of learning
basic skills among Japanese learners. Only after a student has mastered the basics can they alter
what they have learned and personalize the prototype form into their own style.

107

As I reflect upon the common learning style in Japan, I recognize that I was not a very
good learner when I was taught in the Japanese way. I was a student who could not keep up with
the class in English, I quit karate lessons after six months, and I was a failure as a baker. At that
time, I did not know why I could not learn like others and felt inferior to them. Perhaps the
reason why I had difficulty learning in Japan was not due to my fault or lack of ability. Since
having come to Canada, I have come to think that every individual has different needs for
learning and human development. The Japanese way of learning may work well for some
people, but is not necessary suitable for every single person.
In terms of learning English, I could not learn well when I had to learn in the traditional
Japanese style, that is to say, learning by rote memorisation through reading and writing aids.
Such methods of learning were not best suited to my ability and I needed a different approach,
which would combine my strengths of learning through listening and speaking. Japanese
ideology emphasizes effort and persistence over innate ability, but I was more motivated when I
studied on my own, cultivating my forte, rather than overcoming my shortcomings by repetitious
practice.
In my experience when I was learning baking in Japan, apprentices were hardly ever
given an opportunity to invent new products, but, instead, devoted themselves to doing everyday
routine work so that they could attain the basic skills. Only the bakery chief who had already
mastered the art of baking could invent original recipes. I felt that the chief was monopolising
the fun and exciting part of the process in that he alone enjoyed all the freedom of inventing new
products. Looking back at it now, baking seemed to be a repetitious job that was exactly the
same day to day, but, in actuality, no new day could be completely the same day. In fact, the
weather and humidity of the day would influence the condition of the raising time of the yeast.
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Good bakers would treat every batch of dough differently using their experience and intuition.
Bakers learn not only basic skills and techniques through repetitive everyday practice, but also
learn "how to adjust and improvise!" Paradoxically, out of the routine practice emerges creative
baking. Unlike the North American learning style that encourages the pursuit of learners'
originality, Japanese concepts demand that learners dedicate themselves to the repetitious
practice of the basics before pursuing their original style. Through my successful self-educated
learning experience in English and the "ah-ha" breakthrough experiences in performance
creation in Canada, I have realised that I can learn better if the learning style is suited to my
personality and ability. In Japan, I failed to learn English in school and, later, to become a baker
because I needed a different learning approach to reach my fullest potential.
Every individual's circumstances and conditions to be most creative are very diverse, yet
there is a characteristic common to all. Productive external conditions make the individual feel
safe and secure, relaxed but alert. Throughout my research, I have learned that the biggest
obstacle for an individual to be creative, innovative and original is often a lack of faith in oneself
to be creative. It is a self-imposed limitation, coming from one's fear to approach an unfamiliar
medium. I am sure that airplanes would not exist now if everyone on the earth had believed that
a lump of iron would not fly in the sky. Similarly, I would not be writing this thesis i f I had
believed that I could not learn English after failing to learn through six years of rote
memorization in Japan.
The same is said for creating and performing an original performance piece. If you
believe that you cannot create a performance piece you may doubt your ability to complete the
project or even try at all. It takes courage to create and perform one's original performance piece
on a stage, but courageous artists go out and do it anyway because they believe that they can do
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it. During the creation process, it is not uncommon for an individual to hear inner voices of
doubt, but no one knows what is in oneself until one tries. Bravery is the believing in one's own
heart's desire and trusting in oneself. Despite the fear of failing we must first try it by ourselves,
because nobody can teach us to be brave. Even if we fail, every step guides us toward a
successful future, no matter how slow our progress is. Thus, mere talent without courage does
not create anything much. The beauty of believing in oneself is that you offer the world the
opportunity to receive your unique talent with open arms.
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Appendix
Er(l)ection Girl

Er(l)ection Girl was performed the following dates: January 9 and 11, 2003.
Written/choreographed by Yoko Kawabata.
Characters:
E R ( L ) E C T I O N GIRL—Yoko Kawabata
K U R O K O A — Nittin Mukkoth Valqyil
K U R O K O B - W a r r e n Olsen
JAPANESE MONK—Yutaka Mizuno
F R E N C H VOICE—(A male performer who sits in the audience crowd and make French flight
announcements)—Cedric Jamet

A C T ONE
Scene 1—Pre-stage Performance

(At the hallway. Without any facial expressions and physical movements,
four Characters-ER(L)ECTION GIRL, KUROKO A, KUROKO B,
JAPANESE MONK—stand still in a line. They pause for twenty minutes,
while they are waiting for their turn to perform in the JJ Young Room. EGirl is dressed in yukata (an informal cotton kimono for summer wear
among Japanese) of flower patterns on a blue ground colour. Heryukata
is tied by an orange yukata belt. E-Girl holds a ceramic cup of Oriental
design in front of her chest. Other members clasp their hands at the front.
KUROKO A and B are dressed in black costumes that resemble kurokos '
costume in traditional Japanese theatre such as noh, kabuki, and bunraku.
MONK is dressed in purple kimono that is half covered with a yellow
orange robe, which resembles a Buddhist priest's clothes.)
E-Girl:

Okay, let's shake it up!
(Group members shake themselves. E-Girl reaches out her hands for
imaginative alien masks higher up.)

E-Girl:

Whizz!
(E-Girl distributes the masks to other members.)

E-GIRL :

Put your alien masks on! (Members put the imaginative masks on, covering from
the top of their heads to toes.) Now, shoot your razor beam from your forehead.
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(She makes forward motions with her right hand, imitating a razor beam shooting
from her forehead.) M i . . . mi... mi... mi... mi... mi... mi... mi...
KUROKO A, B, MONK:
(Imitate.) M i . . . mi... mi... mi... mi... mi... mi... mi...
E-GIRL:

Now, from your cheeks! (She makes forward motions with her right hand,
imitating a laser beam shooting from her forehead.) Me... me... me... me... me...
me... me... me...

KUROKO A, B, MONK:
Me... me... me... me... me... me... me... me...
E-GIRL:

From your nose. Mo... mo... mo... mo... mo... mo... mo... mo...

KUROKO A, B, MONK:
Mo... mo... mo... mo... mo... mo... mo... mo...
E-GIRL:
From your left shoulder. Swish... swish... swish...swish... swish... swish... swish...
swish...
KUROKO A, B, MONK:
Swish... swish... swish... swish... swish... swish... swish... swish...
E-GIRL:

From your right shoulder. Whoosh... whoosh... whoosh... whoosh... whoosh...
whoosh... whoosh... whoosh...

KUROKO A , B, MONK:
Whoosh... whoosh... whoosh... whoosh
E-GIRL:

whoosh... whoosh... whoosh...

From your nipples. Peep... peep... peep... peep... peep... peep... peep... peep...

KUROKO A, B, MONK:
Peep... peep... peep... peep... peep... peep... peep... peep...
E-GIRL:

From your buttocks. Zip... zip... zip... zip... zip... zip... zip... zip... zip...

KUROKO A , B, MONK:
Zip... zip... zip... zip... zip... zip... zip... zip... zip...
E-GIRL:

From your knees. Beep... beep... beep... beep... beep... beep... beep... beep...

KUROKO A, B, MONK:
Beep... beep... beep... beep... beep... beep... beep... beep...
E-GIRL:
A l l right. That's it.
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(E-GIRL imitates to take off her imaginative mask and releases it in the
air. KUROKO A, B MONKfollow her.)
1

Scene 2—The Procession at the Hallway
(At the hallway where the audience is waiting. The door for the JJ Young
Room is still closed. The drum sound begins and it is audible to the
audience in the hallway. The door opens and E-GIRL appears in the
hallway, drumming. A bell soundfollows andKUROKO A appears in the
hallway. KUROKO B follows, ringing a bigger bell. KUROKO B's bell
has a little lower key than KUROKO A's. MONK follows and he plays the
wooden pipe. The solemn-facedfour members march in a procession at
the circular shaped hallway in front of the JJ Young Room. They come
full circle to the JJ Young Room and hide behind the shoji screens in the
upstage right corner of the room.)

Scene 3—Ritualistic Procession
(Audience enters. The audience seats are parallel to the shoji screens in
the upstage right corner of the room. The action of the play takes place
among the audience, moving from place to place around the auditorium.
The N-shaped shoji screens are set on a diagonal line between the upstage
centre and the centre stage right. Audience seats are placed on a
diagonal line between the centre stage left and the down stage centre;
therefore, they are in parallel with the screens. Two portable lights are
placed at the bottom between the first and second shoji screens and
illuminate the screens upward. Five lanterns form a line on the right side
of the shoji screen, while another set offive are on the left side. The
former forms a line and emits red light toward the audience side. The
former is made up of a combination of red and green coloured sides. All
the lanterns are square, pillared shaped and consist of two complementary
colours. The first set offive are red and green, while the others are yellow
and purple. The warm-coloured sides (red and yellow) face toward the
audience, whereas cold-coloured sides (green and purple) cast light on
the white curtain behind. An essential oil, which is a mixture ofylang
ylang, amyris, and lime, is heated in the room. Behind the screens, EGIRL begins to beats her drum and comes out from the stage right-hand
side of the shoji screens. She walks gracefully with a contained tread.
She takes patternedfoot movements, which makes heryukata open
smoothly without a hitch. Actors are discreet in their physical movements
and look very solemn, which creates a sacred atmosphere. KUROKO A
follows E-GIRL, ringing his bell. KUROKO B follows and rings his bell.
MONK follows and plays his wooden flute. Four members proceed
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counterclockwise among the audience and go back behind the shoji
screens through the upstage centre side.)

Scene 4—Jazz Dance Procession
E-GIRL:

(Behind the shoji screens, E-GIRL turns her discreet drum sound to a more
cheerful one. E-GIRL's lively voice is heard, which resembles a jazzercise
instructor who shout time.) A h one! A h two! Ah, one two three! A h one! A h
two! A h , one two three!
(Behind the screen, KUROKO A places a red artificial flower between EGIRL and KUROKO B's teeth. KUROKO A takes his flower in his mouth
as well. MINK tapes his flower onto his head. She jerks her leg up and
sways her head toward to the rhythm. Her movements seem feminine. She
walks among audience in the same counterclockwise way. Other members
follow her in the same manner. They gradually speed up their sound and
physical movements as they approach the upstage centre, the degree of
intensity increases and their sound and physical movements become
chaotic, loosing the patterns. As the members reach behind the screens,
they bang on their musical instruments loudly until the sound climaxes.
When the sound reaches the climax the members quit playing. E-GIRL
quickly collects everyone's musical instruments and places them in a
corner. Meanwhile KUROKO A and B get each portable light in front of
the shoji screens and simultaneously turn the light off. As the stage blacks
out, the dim light of the ten lanterns magically shows up.)

Scene 5—Buddhism Chanting
(Behind the shoji screens. In the dark, E-GIRL, on the upstage centre
side, sits upright, across from MONK. E-GIRL burns sticks of incense.
KUROKO B gradually casts the shadow of MONK and E-GIRL on the
shoji screens. MONK rings a Buddhist bell in front of him.)
MONK:

(Chanting.) Ganninshikudoku...

M O N K and E-GIRL:
Byodoseiis ai...
Douhotsubotaishin...
Oujoanananrakkou...
MONK:

Namoamidaanbu...

M O N K and E-GIRL:
Namoamidaanbu.
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Namoam idaanbu...
Namoamidaanbu...
Nahhh...
(MONK rings the Buddhist bell three times. KUROKO B covers his
portable light with a red gel. KUROKO A lies down on the centre stage,
holding a flashlight. Therefore, he is visible in front of the audience. EGIRL begins to untie heryukata belt.)
MONK:

Ganninshikudoku...

M O N K and E-GIRL: (E-GIRL chants in a higher key. She gradually stands up.) Byodoseiis ai...
(E-GIRL's extended art appears from the shoji screens toward the stage
left. KUROKO A spotlights E-GIRL's hand andyukata belt. E-GIRL
drops the belt on the floor and continues to take off her yukata.
Douhotsubotaishin...
(MONK gradually chants in a higher key, suggesting his agitation. EGIRL's hand appears again and she drops a yukata string.)
Oujoanananrakkou...
(E-GIRL's hand appears again and she drops another yukata string.)
MONK:

(With greater agitation.) Namoamidaanbu...
(KUROKO B gradually rotates his portable light and the size of MONK's
shadow gets varies, suggesting his head is going round.)

M O N K and E-GIRL: (They chant further in a higher key. E-GIRL slowly unwraps her yutaka.)
Namoamidaanbu...
Namoamidaanbu... (E-GIRL's hand appears from the screens, holding her
yukata.)
Namoamidaanbu...
Nahhh...(Simultaneously with the last "Nahhh... " sound, E-GIRL drops her
yukata and KUROKO A and B turn off their lights. As the stage blacks out, the
lanterns show up again.)

Scene 6 - A i r Canada Flight
(Behind the shoji screens. In the dark, KUROKO B imitates a captain in a
jet airliner, announcing to the passengers over the aircraft's P.A. system.
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Using his vocal sound, he inserts imitated radio noises through out his
speech.)
K U R O K O B: (A radio noise.) Ladies and gentlemen welcome aboard Air Canada Flight
4...1...7...7 from Osaka Japan, to Grand Prairie Alberta Canada. (A radio noise.)
M y name is Captain John Nichol I'd like to welcome you aboard. (A radio noise.)
We are third in the line up to take off so we should be taking off shortly. (A radio
noise.)
(Behind the shoji screens, MONK imitates an airplane sound, using a
kazoo. From the centre stage right side of the screens, a miniature Air
Canada airplane appears on an imaginary runway, which KUROKO A
manipulates. Close behind KUROKO A, KUROKO B follows. Using a
portable light he casts light onto the airplane. KUROKO A's airplane and
KUROKO B's light move forward in a cooperative manner as a unit.)
F R E N C H VOICE:
{Among audience, an actor imitates the French version of the flight
announcement. A radio noise.) Mesdames et messieurs bienvenue à bord du vol
numéro quatre mille cent soixante dix-sept en provenance d'Osaka et à destination
de Grande Prairie, Canada. (A radio noise.) Je suis le capitaine John Nichol, et je
voudrais vous souhaiter la bienvenue à bord. (A radio noise.) Nous sommes en
troisième position dans la file d'attente pour le décollage. (A radio noise.) Nous
devrions donc décoller d'ici très peu de temps. (A radio noise.)
(As soon as FRENCH VOICE finishes his announcement, MONK and
KUROKO A make the loud high whine of a jet plane. Meanwhile
KUROKO A manipulates the airplane to climb in the air. The airplane
flies above audience toward the stage left. As KUROKO A approaches the
upstage left, he rolls the airplane heavily in the air. Meanwhile,
KUROKO A and MONK make a rattling noise.)
K U R O K O B : (Using his vocal sound, he imitates an airplane bell sound. A radio noise.) Ladies
and gentlemen I've switched on the fasten seatbelt sign as we are experiencing
some turbulence. (A radio noise.) But, we are expecting it to be over just as soon
as it started. (A radio noise.)
F R E N C H VOICE: (A radio noise.) Mesdames et messieurs veuillez attacher vos ceintures de
sécurité. (A radio noise.) Nous sommes sur le point de traverser une zone de
turbulences, qui devraient s'apaiser presque aussitôt après avoir commencé. (A
radio noise.)
(As KUROKO A resumes the smooth flight movement, MONK and
KUROKO A resume the regular whine of the jet plane. KUROKO A's
airplane flies clockwise among audience. Meanwhile, KUROKO B
continues to cast a light on the airplane from the centre stage. As
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KUROKO A approaches the centre stage right, KUROKO B begins his
English flight announcement.)
K U R O K O B: (A radio noise.) Ladies and gentlemen we are making our decent into our final
destination of Grand Prairie Alberta Canada. Local Time is 4:25pm. Local
temperature is a cool, clean, crisp minus fifteen degrees. (A radio noise.) I'd like
to take this opportunity to thank you for flying with Air Canada. (A radio noise.)
F R E N C H VOICE: (A radio noise.) Mesdames et messieurs nous amorçons à présent notre
descente finale à destination de Grande Prairie, Alberta, Canada. (A radio noise.)
Il est 4 heures 25 sur les horloges locales, la temperature au sol est un gentil et
doux moins quinze degrés Celsius. (A radio noise.) J'aimerais profiter de cette
occasion qui m'est donnée pour vous remercier. (A radio noise.) D'avoir choisi de
voyager avec Air Canada. (A radio noise.)
(As soon as FRENCH VOICE ends the announcement, the airplane
plunges into a dive. At the same time, MONK andKUROKO A create a
loud whine of a jet plane. The airplane lands and rolls on the "human
runway, " that is to say, heads of three to four audiences in the front row.
It rolls heavily on the "human runway, " causing the audience members
hair to get messed up. By that time, KUROKO B crouches beside the
right-end audience across from KUROKO A. KUROKO B casts a light on
the front of the airplane.)
KUROKO A: (As he whips out the fìnger puppet.) Punk!
(KUROKO A gradually hides the airplane behind him and reveals the
while puppet body. KUROKO A's finger puppet is put on his left middle
finger. It looks as if he is showing a "Fuck you " gesture toward audience.
When KUROKO A hides behind the screens KUROKO B turns off his
portable light. As the stage blacks out, the lanterns show up.)

Scene 7-ER(L)ECTION GIRL arrives into Grande Prairie
(From the Stage right side, E-GIRL comes out from the screens. E-GIRL
drags her blue suitcase. Her left middle finger is stuck out showing the
"Funk you! " gesture. With really serious facial expression, she stares at
her middle finger. She walks toward one of the male audience members
and hold up her finger just in front of the person..)
E-GIRL:

(Her shoulders move up and down. Loud breath sound. A lot of tension between
the confronted audience.) Hahhh...hahhh...hahhh... (E-GIRL opens her mouth
large, as if she is going to loudly yell, 'Funk you!" But instead, with rather
childish voice she murmurs.) Mom, I need tweezers. I gotta a splinter in my
finger.
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(E-GIRL notices audience, looks around nervously. Steps back quickly.)
E-GIRL:

Oh-oh... Shoot. I forgot I was in Canada...
(E-GIRL uncomfortably looking at her middle finger, giggles.)

Scene 8—Korean Fuck You
(E-GIRL looks at her left middle finger and audience interchangeably.
She looks very uncomfortable.)
E-GIRL:

Well, it's kinda offensive isn't it? Well, speaking of an offensive middle finger, I
used to be an ESL student at the Grande Prairie Regional College. There were a
lot of Korean students in my class. In fact, I was the only Japanese student. I had
a Korean friend whose name was Pyon-yan. One night, Pyon-yan, his Korean
friends, me, and some Canadian friends went to a bar. (E-GIRL takes out blackframed glasses out of her left Yukata sleeve.) Well, Pyon-yan goes like this...

E-GIRL:

(With lower voice, imitating Pyon-yan's speech. E-GIRL is showing her left
middle finger toward audience.) You guys! You Canadians say, "Fuck you",
right? We, Koreans say, "Funk you!" (Showing her left fist, but her thumb is
located between her middle and thirdfinger.) But do you know what does it
really mean? You guys Canadians are longer, but thin. We Koreans, we are
shorter, but stronger... (Holds a full of smile as Pyon-yan's character. Then, her
facial expression becomes neutral.)

Scene 9—ESL Teacher Diane and Bokki
(E-GIRL looks at her left hand with the "Korean fuck you " gesture.)
E-GIRL:

Yes, there were a lot of Korean students in my ESL class. M y ESL teacher
Diane, she used to wear a pretty green dress... {KUROKO A andB react
immediately and lie down the suitcase, open it) Green dress...green dress...
(KUROKOs take out the pink sexy underwear from the suitcase. KUROKO A
holds the pink G-string up higher and admires, while KUROKO B admires the
pink bra.)

E-GIRL:

Not like that! ! ! (She dumps the pink underwear back into the suitcase. She
pretends as if nothing was happened and a little impatiently waits for the green
dress to be taken out by the KUROKO A andB.) Green dress...(KUROKOs takes
out the green dress and locates it in front of E-GIRL. E-GIRL looks relieved.)
Yeah, just like this. So, one morning, Diane goes like this...
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E-GIRL :

(In Diane's character. She is a kindergarten teacher-like image.) Haaaaai !
e-v-e-r-y-o-n-e. (Waving her right hand.) H-o-w aaaaare youuuuu this morning?
(Tilts her head and listen to imaginary ESL students ' response. Nod twice.) Oh
Goooood! Today, we have a new classmate coming into our class. She is from
K O - R E - A . Her name is... (On a imaginary blackboard, she writesfivehuge
letters, "BOKKI")
Bokki!

E-GIRL

(In E-GIRL's character, she moves toward the Stage left, out of green dress.) Oh
my goodness... How am I supposed to call her name... (in hesitation, nervously,
with great difficulty) Bokki...I mean, in my language, Bokki means...erection!
So, since this morning, people were like...
(E-GIRL goes back behind the green dress.)

E-GIRL:

(In Diane's character.) H i good morning Bokki! H i how are you doing Bokki!
Hey thanks for coming Bokki! See you later Bokki!
(E-GIRL moves toward the Stage left again, out of green dress.)

E-GIRL:

To me, this all sounded like...
(E-GIRL goes back behind the green dress.)

E-GIRL

(In Diane's character. Using a blue Japanese fan, she imitates a rising dick—
erection): H i good morning erection! H i how are you doing erection! Hey thanks
for coming erection! (The Japanese fan, in a downward movement.) See you
later erection... (E-GIRL looks disappointed.)
(E-GIRL moves towards the Stage left, out of green dress.)

E-GIRL:

What about that?!
(E-GIRL shrugs her shoulders andfreezes for a moment. Meanwhile,
KUROKO A and B quickly take out a purple-coloured scrollfromthe
suitcase.)

Scene 10—ER(L)ECTION GIRL's Big Lecture (See pages 127-128 for the text in the
scroll.)
E-GIRL:

Okay, I'm going to give you a lecture. This is very very important for the rest of
the performance. (E-GIRL points at a couple audience members.) Take notes....
Take notes.... Over there don't sleep. Take notes...
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E-GIRL:

Okay, the humorous English mistakes among Japanese. The Japanese language
doesn't contain sounds that you find English. The most common mistakes due to
phonetic differences are as follows:
1. The inabilities to differentiate between "R" and "L".
"R" + " L " => "RA" in Japanese.

E-GIRL:

The reason is like this. This is our Japanese language " R A " and this " R A " is just
about between "R" and "L". That's why we have a difficulty pronouncing (EGIRL pronounce with great difficulty) "R" and " L " . So, the example is... Many
Japanese have a difficulty distinguishing the word Correction from Collection.
Or, Pray from Play. Or, Crown from Clown. So, when Japanese people wanna
say a sentence like, "I play baseball". They might say, "I pray baseball". Or, i f
they wanna say, "I pray to god". But instead, people might say, "I play to god".
Or, like, Eric Clapton. Japanese people might say, Elie Crapton, instead. Okay,
now, I'll tell you what. How to find out a real Japanese person, like me, from a
Japanese Canadian. Youjust need to do a test. I have three words that you can
test. Ask people...I mean, we all Asians look same, you know? Thefirstword
you test is Jewelry. Second word is Temporary. And third work is Squirrel. So,
if someone who looks like a Japanese, but if he passes this test he/she is a
Japanese Canadian. But the person doesn't pass the test and says like (E-GIRL
pronounces with a great difficulty) "Jewelry...temporary...squirrel..." (Proud.)
Then, we are the real Japanese!
So, secondly, Japanese inability to pronounce various vowel sounds found in
English language. The Japanese language contains only five basic vowel sounds.
Like "a" as in "ah", " i " as in "eee". "u" pronounced like "ooo". "e" pronounced
like, "eh?" "o" pronounced like, "oh". So, for example, the word S-T-A-M-P, we
have a difficulty pronouncing this word. Let me try this. (Deep breath.) Stamp.
Stamp. (Thumb's up.) Pretty good, eh? Okay now, S-T-U-M-P, this is the tough
one for me. STUMP, STUMP. (Her hand gesture says, "So-so. "). The third
one, S-T-O-M-P. I don't know if I can do this. Stomp. Stomp. Okay, this is the
end of my lecture.
Now, when I was in Grande Prairie I used to be dating with a Canadian guy,
Jason. He was a real sweetie. He goes like this...
(E-GIRL goes behind the screens.)

Scene 11—Anthropology paper
E-GIRL:

(From behind the screens)... Umm...ma. Umm...ma. I love you Jason.
Umm...ma. I really really really love you Jason. Ummm...ma. Oh you do, too?
Ahhh... Yeah, so Jason... (E-GIRL comes out from the screens.) I gotta an
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anthropology paper, right? And I'm supposed write about culture. You see, there
are many differences between Japan and Canada. Like, different religion,
different clothes, different food, different language, uhmmm... But you see, I'm
gonna write about the difference between Japan and Canada, especially... (E-GIRL
opens the Japanese fan and whispers to the audience on the Stage right.) Here, I
was gonna say, especially election. But instead...
E-GIRL:

Yeah, so, I'm gonna write about the difference between Japan and Canada...
Especially... erection!

E-GIRL:

(In Jason's character. With a wide-open mouth.) Is that (look down.) T H A T
different?!

E-GIRL:

(Innocently.) Yeah for sure! I think erection happens more often in Japan.
(Pause.)

Scene 12

Sperm Lunch

E-GIRL:

So, Jason and I were in love. Really. So, we often went to the school cafeteria
and had a lunch together.

E-GIRL:

Hey Jason. What are you having for lunch? Uhmmm, turkey sandwiches...
Looks yummy...
(KUROKO A kneels down quietly and secretly gets ready for SPAMcan in
the suitcase.)

E-GIRL:

Oh mine? Mine is... (KUROKO A takes out a SPAMcan and place in front of EGIRL's mouth.) Sperm on rice.

E-GIRL:

(In Jason's character.) What?!

E-GIRL:

Sperm on rice.

E-GIRL:

(In Jason's character.)...Where...did you get THAT?!

E-GIRL:

(Wondering.) Safeway... It's in a can. (Pointing at the SPAM can.) Wanna
see it?
(E-GIRL opens the imaginary lunch box and shows it to Jason.)

E-GIRL:

(In Jason's character.) Ahhh! You mean, S P A M !

E-GIRL:

Yeah, sperm!
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E-GIRL:

(In Jason's character.) No no no no, S P A M !

E-GIRL:

Yeah, sperm!
(E-GIRL opens her fan and hides her face behind. She slowly walks
toward the shoji screens.)

E-GIRL:

Sperm, sperm, sperm, sperm...
(KUROKO A and MONK behind the Shoji screen turn off the two lights.
Black out.)

Scene 13—Procession
E-GIRL:

Sperm, sperm, sperm, sperm...
(E-GIRL's drumming starts. E-GIRL appears on stage. Other musical
instruments, a smaller bell, bigger bell, andflute start as well.)
(All characters exit.
The End.)
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Scene 1 0 — E R ( L ) E C T I O N G I R L ' S Big Lecture (Text in the scroll)
The humorous English mistakes among Japanese.
-The Japanese language doesn't contain sounds that you find English. The most common
mistakes due to phonetic differences are as follows:
I. The inability to differentiate between "R" and " L " .
•

" R " : " L " -> ra

*e.g. 1.
•

Correction — Collection

•

Pray — Play

•

Crown — Clown

*e.g. 2.
•

I play baseball —> I pray baseball

•

I pray to God -> I play to God

•

Eric Clapton -> Elie Crapton

How to find out a real Japanese person from a Japanese-Canadian? Ask them to pronounce the
following words and see i f they can distinguish "R" and " L " correctly.
•

Jewellery

•

Temporary

•

Squirrel

II. The Japanese inability to pronounce various vowel sounds found in the English language.
The Japanese language contains only 5 basic vowel sounds:
•

"a" as in "ah",

•

" i " as in "eee",

•

"u" prounounced like "ooo",

•

"e" pronounced like "eh", and

•

"o" pronounced like "oh".

* e.g. 1.
•

Stamp [staemp]

•

Stump [stÁmp]

•

Stomp [stc'mp]
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