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Abstrakt

Tato prace zkouma soucasnou praxi adaptace Cinskeé literatury v
divadelni tvorb& v Macau. Poukazuje na jeji moZnosti a tviréi hodnoty, a
podporuje tak akademickym zpracovanim tématu umeélecké smeérovani

autorky v ramci tohoto zanru.

Prace sestava ze dvou hlavnich kapitol. Prvni se zabyva minulosti a
soucasnosti adaptaci dél &inské literatury v Macau z hlediska obecnych trend{
v tamni divadelni dramaturgii. Na zakladé statistik divadelnich inscenaci z
poslednich let definuje jednotlivé zanry, aby mohla urcit podil adaptaci Cinské
literatury na divadelni tvorbé a také hledat pfriciny jeji absence. Zaroven je

zde kladena otazka, proc se takové dramaturgické smérovani objevilo.

Druha kapitola predklada reflexi adaptaci Cinské literatury v divadelni
tvorb& samotné autorky, se zfetelem na jeji umélecké cile, vybé&r textd,
proces jejich aplikace a s tim spojené obtize. Poukazuje na rezijni metodologii
transformace literarniho jazyka do jazyka divadelniho, spocivajici také v uziti
loutkovych a objektovych prvkl, znakovych systéml pro metafory ¢&i prolinani
proxemického a imaginativniho prostoru. Vénuje se soudobé interpretaci
téchto prvkl a novému vztahu se sou¢asnym publikem. Také se zabyva
moznostmi a perspektivami tohoto sméru s ohledem na recepci takovychto

inscenaci.

Tato prace ma za cil pomoci autorce hledat systematické zachyceni
smyslu jejiho uméleckého smérovani, aby dale mohla cilené rozvijet své
mysSlenky pri védomi hledani své kulturni identity jako divadelni umélkyné ze
Zvlastni spravni oblasti CLR Macao. Také se vénuje otdzce spojeni mezi jeji

tvorbou a publikem v jeji dal&i tvaréi kariéfe.



Abstract

The aim of this Master thesis is to explore the practical situation of
Chinese literature adaptation in theatre practice in Macao, to search for its
possibilities and values, in an attempt to further my artistic direction in this

genre with solid academic supports.

The thesis is consisted of two main chapters. The first chapter will
research on the current and past situations of Chinese literature theatre
adaptations in Macao through looking into the overall dramaturgy of the local
performance trend. By studying performance statistics of the recent years, 1
would define their genres to find out the amount and percentage of Chinese
literature adaptation works in the field, and to analyze the causes for its
absence. In addition, to argue about the reasons and necessities for realizing

this direction.

The second chapter will reflect on my Chinese literature
adaptation theatre works in terms of my artistic goals, choices of texts,
processes of applications and difficulties. It will highlight the directing
methodology in transforming literary language into theatrical language with
the use of Puppet and Object elements, signh systems for metaphors, the
interplay of proxemic and imaginative spaces, their contemporary
interpretations and new relations to current audiences, and discuss the
possibilities and prospects according to the market reactions towards our

performances.

This study will help me to reason systematically in argumentation of
my artistic direction, so to develop ideas in an objective way, be conscious in
searching for my cultural identity as a Macao S.A.R. Chinese theatre artist, as
well as the connection between my works and the audiences in my further

creative career.
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Introduction

As a theatre student coming from Macao S.A.R. China to Prague, Czech
Republic, my original goal is to learn Western theatre knowledge and bring
this art form of puppet and alternative theatre from Central Europe to Macao,
for there was not any Chinese puppet theatre group in Macao before my
return. Therefore, using puppetry as an element in creating alternative
theatre performances is a theatrical form which I am devoting myself in since
studying in DAMU. I was always eager to find out ‘how’ to approach this art
form during the two years of Master study, but from time to time I missed the
awareness of the fundamental core that ‘why’ and ‘what’ to create with this
form is also very, if not even more, important. Nevertheless, one day during
the Criticism class in my second year of study, the discussion led by one of
my mentor Marta Ljubkova with over 15 schoolmates, a group consisted of
Erasmus and Master students from all over the world, had raised an
important question for me and enriched my thoughts in searching for my

direction in content besides the form for my theatre practice ahead.

During the class, the topic about plays and playwrights of different
regions had been raised up. In the discussion I found out that everyone
knows more or less the playwrights and plays from the others’ countries, I
myself also know some famous playwrights from Europe and America, but
when it came to my turn to talk about Chinese playwrights, even the most
well known ones for the last century, no one ever heard of their names nor
their plays. I suddenly realized that even I myself know more Western
playwrights than Chinese ones. On the other hand, I also started to realize
that my mentors and other European artists have been mentioning some
Chinese Literature writers* while we discussed about Arts. To my surprise,

these Chinese Literature they are interested in cover ancient to modern

! Some of these Chinese writers include Liao Yiwu, Gao Xingjian and Yan Lianke. One of my
theatre adaptation work <Xiao An> is from Yan's short story. Yan just won the Franz Kafka
Prize 2014, an international literary award presented in honour of Franz Kafka. It is co-
sponsored by the Franz Kafka Society and the city of Prague, Czech Republic. See:

"The Chinese Writer Yan Lianke Will Be Awarded the Franz Kafka Prize."Spolecnost Franze
Kafky. The Franz Kafka Society, 22 Oct. 2014. Web. 20 June 2016.
<http://www.franzkafka-soc.cz/clanek/the-chinese-writer-yan-lianke-will-be-awarded-the-
franz-kafka-prize/>.



times, from Chinese classics like The I Ching or Classic of Changes, to
contemporary works of authors like Gao Xingjian, Liao Yiwu. All of these
gradually create questions in my mind: seldom Chinese plays can reach the
international theatre world, why is it that even we Chinese theatre artists also
pursue Western plays more than our own works? What would I choose to
create performances from as a contemporary Chinese theatre director?
Besides ready-made drama plays, will Chinese Literature be one of the
solutions to connect us to the others? Among these questions the most
intimate one for me is, what is the identity and value of a Chinese theatre

artist in terms of our own society as well as the world context?

New questions perhaps are the answers to the old ones. My self-
awareness about own identity has connected me to the explorations of
humanity, social and political contents about Chinese society in my artistic
direction. I started to trace for my origin and positioning as a Macao theatre
artist. As I tried to pursue this value through performance-making, I
encountered the question of disconnection between the art form and the
content, for there are barely any ready-made Chinese play scripts which suit
the form of contemporary puppetry. My sight again turned to look for
Chinese literatures, which provide a much wider varieties in styles and
contents. Novels and short stories were used as my starting points to create

theatrical adaptations with contemporary contexts.

During the applications of transforming Chinese literature into Theatre
with Puppets and Objects, I discovered that making literature adaptation itself
is a rare choice in Macao Theatre field because of humerous reasons.
Therefore, in developing this Master thesis, I took this precious opportunity to
explore in the practical situation of this particular genre, in an attempt to
further my artistic direction with more academic supports in my following

works.
This thesis is consisted of two main chapters. The first chapter will

research on the current and past situations of Chinese literature theatre

adaptations in Macao through looking into the overall dramaturgy of the local

10



performance trend. By studying performance statistics of the recent 9 years?,
I would define their genres to find out the amount and percentage of Chinese
literature adaptation works in the field, and to analyze the causes for its

absence. In addition, to argue about the reasons and necessities for realizing

this direction.

The second chapter will reflect on my Chinese literature adaptation
theatre works in terms of my artistic goals, choices of texts, processes of
applications and difficulties. It will highlight the directing methodology in
transforming literary language into theatrical language with the use of Puppet
and Object elements, sigh systems for metaphors, the interplay of proxemic
and imaginative spaces, their contemporary interpretations and new relations
to current audiences, and discuss the possibilities and prospects according to

the market reactions towards our performances.

This study will help me to reason systematically in argumentation of
my artistic direction, so to develop ideas in an objective way, be conscious in
searching for my cultural identity as a Macao S.A.R. Chinese theatre artist as
well as the connection between my works and the audiences in my further

creative career.

2 According to the existing records of performances from Macao Theatre Culture Institute from
2007 to 2015.
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Chapter 1: Dramaturgy in Macao Theatre Arts

“Why would you choose Chinese literature to adapt into your theatre
performance? I seldom see this kind of production in Macao.” After my
second Chinese literature adaptation performance Drugs premiered in August
2014, one of the audiences raised up this question in the post-performance
discussion. My instant answer was because I had a theme to discuss and this
literal short story about the related topic aided me to explore more when
comparing our time with former great author’s thoughts about Chinese
society in the past. However the impact left by this simple question lingers,
and later becomes the argumentation basis of this study and starting point of

my creative roadmap in Theatre Arts.

What is my reason for choosing this art form to create theatre pieces?
Why did this creative channel repeatedly come back to my artistic direction?
Is it true that seldom adaptation works are made in Macao theatre? Why
would that happen? My audiences show their interests about this particular
genre, are there any needs or expectations for this kind of productions in the

local field?

In order to have a better picture of the current situations in Macao
theatre dramaturgy so to develop my roadmap with a solid footstone of
academic supports, this study starts with a research and analysis on
classifying the genres of Macao theatre arts for the past 9 years from 2007 to
2015, to identify the various kinds of performances produced either locally or
curated from overseas by Macao theatre practitioners, in an attempt to find
out if there is any evidence of the absence of Chinese Literature in

Contemporary Theatre Arts in the region.

12



1.1 Macao Performance Records

The original lists of performances are provided by Macao Theatre
Culture Institute, the first non-profit association focus in academic research
and development of Macao Theatre Arts and the related cultural policy in the
region. The institute was established in 2006, thus the first record of
complete productions in Macao can be traced back to 2007. The following
study will focus in the extant records of 2007 to 2015 for further analysis on

classification.

1.1.1 Classifying Genres of Performances

The following list shows the categories I used to classify genres of
performances in Macao. Since this study focuses in the situation of Chinese
Literature Adaptation, the selected productions include only text-based
theatre, non-text-based performances e.g. Dance, Physical, Mime, Acrobatic,
Music Concerts and other non-verbal forms are excluded from the research

area.

Categories of Genres Initiated From

A. Chinese Literature Adaptation (China,
Hong Kong, Macao, Taiwan)

B. Other Asian Literature Adaptation Literature Adaptations

C. Western Literature Adaptation

D. Chinese Play

E. New Chinese Play

Scripts written

F. Western Play for Theatre

G. Macanese Patua Play

H. Other Asian Play

Verbal performances
not developed from
written texts, or
produced for educational
purposes

I. Others ( Devised, Forum, Playback,
Educational Theatre)

13



For example, performances originated from novels, short stories,
poems or any literary works other than play scripts would be classified into
the first group of A to C respectively according to the regional languages used
inside, in which China, Hong Kong, Macao and Taiwan share the same
Chinese language in writings and will go to group A; while literary works from
other Asian regions like Japan, Korea, Malaysia etc. would go to group B; all
other literary works from countries outside Asia would be collectively called as
Western literature adaptation as group C. Performances base on play scripts
would go to group D to H accordingly, in which ready-made Chinese play
would go to D; Chinese play newly written particularly for that production
would be defined as E - New Chinese Play; performances using Western play
scripts would be classified as F; G is Macanese Patua Play, Patua? is a unique
regional language used by native Macanese (Macao born Portuguese or half-
breed), it is Portuguese-based creole language with a substrate from Malay,
Cantonese, Sinhalese etc.; H is script written in other Asian languages for
instance Japanese or Korean. The last group of I — Others generally includes
other verbal performances which are not developed from written texts, for
example Devised Theatre, Forum Theatre(part of Theatre of the Oppressed),
Playback Theatre; or shows produced mainly for educational reasons like
street or school performances organized for Civic Education purpose. Allow
me to reiterate, as this research focuses in dramaturgical trend of Macao
Performance Arts and its relations to the positioning of Chinese literature
adaptations among text-based theatre, therefore the productions are
classified following these three main directions as Adaptations, Play Scripts,

and Others for all other tools or purposes for making verbal performances.

The sorting of genres are based on several supporting evidences,
including my experiences with various performances as audiences or
practitioners throughout the years; reading associated online articles such as
promotional pages, reviews, critiques, newspapers, documentations of festival

programs or from various organizations about each production; or direct

3 patua was developed since Portuguese gradually occupied Macao after the mid-16th century;
in 2009, Patua is classified as a "critically endangered" language in the new edition of
UNESCOQ's Atlas of the World's Languages in Danger.

14



requests to the creators or the theatre groups for better understanding of

each productions.

1.1.2 Statistics for Classifications of Macao Text-based

Performances Genres Between 2007 to 2015

The following session will extract the key statistics about the amount of
performances in each related categories for the mentioned years after
classified. (For detail classifications of each productions, see Appendix 1 to
9.)

15



The amount of total productions including non-text based theatre in
Macao in 2007 is 73 pieces, among which 55 are local performances and 18
are tours from overseas. 61 performances out of the total 73 are text-based
theatre. The following charts show their genres and origins after classified.
(See also Appendix 1: “Local Productions in 2007"” and “Performances from
Overseas in 2007")

Genres Classifications of Macao Text-based
Performances in 2007

i Macao Production ¥ Oversea Production

0 5 10 15 20 25

A.Chinese Literature Adaptation (China, Hong
Kong, Macao, Taiwan)

B. Other Asian Literature Adaptation 0

C. Western Literature Adaptation |13

D. Chinese Play 12 2

E. New Chinese Play 20 2

F. Western Play 4 4

G. Macanese Patua |1

H. Other Asian Play 0

I. Others ( Devised, Educational, Forum) 10

AC = A.Chinese Literature Adaptation(Macao)
+ C. Western Literature Adaptation

Chart 1. Genres Classifications of Macao Text-based Performances in 2007

Genres Macac_: Overse? Grand
Production |Production Total

A. Chinese Literature Adaptation 1 0 1
(China, Hong Kong, Macao, Taiwan)
B. Other Asian Literature Adaptation 0 0 0
C. Western Literature Adaptation 1 3 4
D. Chinese Play 12 2 14
E. New Chinese Play 20 2 22
F. Western Play 4 4 8
G. Macanese Patua 1 0 1
H. Other Asian Play 0 0 0
I. Others ( Devised, Educational,
Forum) ( 10 0 10
AC = A. Chin_ese Literature(Mgcao) + 1 0 1
C. Western Literature Adaptation
Grand Total 50 11 61

16



The amount of total productions in Macao in 2008 is 71 pieces, among

which 59 are local performances and 12 are tours from overseas. 60

performances out of the total 71 pieces are text-based. The following charts

show their genres after classified. (See also Appendix 2: “Local Productions

in 2008” and “Performances from Overseas in 2008")

Genres Classifications of Macao Text-based

Performances in 2008

& Macao Production

A.Chinese Literature Adaptation (China,
Hong Kong, Macao, Taiwan)

B. Other Asian Literature Adaptation
C. Western Literature Adaptation

D. Chinese Play

E. New Chinese Play

F. Western Play

G. Macanese Patua

H. Other Asian Play

L. Others ( Devised, Educational, Forum)

0 5 10

41

i Oversea Production

15 20

-

25

Chart 2. Genres Classifications of Macao Text-based Performances in 2008

Genres Macac_: Overse? Grand
Production |Production Total

A. (_:hinese Literature Adaptatign 4 1 5
(China, Hong Kong, Macao, Taiwan)
B. Other Asian Literature Adaptation 0 0 0
C. Western Literature Adaptation 3 0 2
D. Chinese Play 13 0 13
E. New Chinese Play 20 0 20
F. Western Play 8 7 16
G. Macanese Patua 1 0 1
H. Other Asian Play 0 0
I. Others ( Devised, Educational, 0 3
Forum)
Grand Total 52 8 60

17




The amount of total productions in Macao in 2009 is 103 pieces, among
which 81 are local performances and 22 are tours from overseas. Among the
total 103 pieces, 65 performances are text-based. The following Charts show
their genres after classified. (See also Appendix 3: “Local Productions in

2009” and “Performances from Overseas in 2009")

Genres Classifications of Macao Text-based
Performances in 2009

i Macao Production i Oversea Production

0 5 10 15 20 25 30

A.Chinese Literature Adaptation (China,
Hong Kong, Macao, Taiwan)

B. Other Asian Literature Adaptation 0

2

C. Western Literature Adaptation (.3

D. Chinese Play 7 2

E. New Chinese Play 27

F. Western Play 12 3

G. Macanese Patua |1
H. Other Asian Play 0

L. Others ( Devised, Educational, Forum) 8

Chart 3. Genres Classifications of Macao Text-based Performances in 2009

Genres Macac_: Overse? Grand
Production |Production Total

A. (_:hinese Literature Adaptatign ) 0 )
(China, Hong Kong, Macao, Taiwan)
B. Other Asian Literature Adaptation 0 0 0
C. Western Literature Adaptation 3 0 3
D. Chinese Play 7 2 9
E. New Chinese Play 27 0 27
F. Western Play 12 3 15
G. Macanese Patud 1 0 1
H. Other Asian Play 0 0 0
I. Others ( Devised, Educational, 3 0 3
Forum)
Grand Total 60 5 65

18



The amount of total productions in Macao in 2010 is 104 pieces,
among which 87 are local performances and 17 are touring from overseas.
Among the total 104 pieces, 91 performances are text-based. The following
Charts show their genres after classified. (See also Appendix 4: “Local

Productions in 2010” and “Performances from Overseas in 2010")

Genres Classifications of Macao Text-
based Performances in 2010

i Macao Production i Oversea Production

0 5 10 15 20 25 30

A.Chinese Literature Adaptation (China,
Hong Kong, Macao, Taiwan)

Ll
B. Other Asian Literature Adaptation 0

C. Western Literature Adaptation 0

D. Chinese Play 15 . 9
E. New Chinese Play | | 27 | —
F. Western Play 16 aly

G. Macanese Patua |1

H. Other Asian Play 3040

L. Others ( Devised, Educational, Forum) 12

Chart 4. Genres Classifications of Macao Text-based Performances in 2010

Genres Macac_: Overse? Grand
Production |Production Total

A. Chinese Literature Adaptation 2 0 5
(China, Hong Kong, Macao, Taiwan)
B. Other Asian Literature Adaptation 0 0 0
C. Western Literature Adaptation 0 0 0
D. Chinese Play 15 9 24
E. New Chinese Play 27 1 28
F. Western Play 16 1 17
G. Macanese Patua 1 0 1
H. Other Asian Play 3 4 7
I. Others ( Devised, Educational,
Forum) ( 12 0 12
Grand Total 76 15 91

19




The amount of total productions in Macao in 2011 is 106 pieces, among

which 68 are local performances, 38 performances are tours from overseas.

Among the total 106 pieces, 75 performances are text-based. The following

Charts show their genres after classified. (See also Appendix 5: “Local

Productions in 2011” and “Performances from Overseas in 2011")

Genres Classifications of Macao Text-based
Performances in 2011

i Macao Production i Oversea Production
0 5 10 15 20 25
3

B. Other Asian Literature Adaptation 0

C. Western Literature Adaptation 3024

30

D. Chinese Play 12 . . 16 .
E. New Chinese Play 14 o
F. Western Play .13 . 1

G. Macanese Patua
H. Other Asian Play
I. Others ( Devised, Educational, Forum) |70

Chart 5. Genres Classifications of Macao Text-based Performances in 2011

Genres Macac_: Overse? Grand
Production Production Total

A. (_:hinese Literature Adaptatign 3 0 3
(China, Hong Kong, Macao, Taiwan)
B. Other Asian Literature Adaptation 0 0 0
C. Western Literature Adaptation 3 2 5
D. Chinese Play 12 16 28
E. New Chinese Play 14 2 16
F. Western Play 13 1 14
G. Macanese Patud 1 0 1
H. Other Asian Play 1 0 1
I. Others ( Devised, Educational, 7 0 7
Forum)
Grand Total 54 21 75

20



The amount of total productions in Macao in 2012 is 134 pieces, among
which 84 are local performances, 49 are tours from overseas. Among the
total 134 pieces, 87 performances are text-based. The following Charts show
their genres after classified. (See also Appendix 6: “Local Productions in

2012"” and “Performances from Overseas in 2012")

Genres Classifications of Macao Text-
based Performances in 2012

& Macao Production  ® Oversea Production

0 5 10 15 20 25 30

A.Chinese Literature Adaptation (China, Hong 2 2
Kong, Macao, Taiwan)

B. Other Asian Literature Adaptation |1
C. Western Literature Adaptation {11

D. Chinese Play 10 ‘ 14

E. New Chinese Play 23 2

F. Western Play 16 7

G. Macanese Patua |1
H. Other Asian Play 3.

L. Others ( Devised, Educational, Forum) |4

Chart 6. Genres Classifications of Macao Text-based Performances in 2012

Genres Macac_: Overse? Grand
Production |Production Total

A. (_:hinese Literature Adaptatign 5 2 4
(China, Hong Kong, Macao, Taiwan)
B. Other Asian Literature Adaptation 1 0 1
C. Western Literature Adaptation 1 1 2
D. Chinese Play 10 14 24
E. New Chinese Play 23 2 25
F. Western Play 16 7 23
G. Macanese Patua 1 0 1
H. Other Asian Play 0 3 3
I. Others ( Devised, Educational, 4 0 4
Forum)
Grand Total 58 29 87

21



The amount of total productions in Macao in 2013 is 114 pieces, among
which 83 are local performances, 31 performances are touring from overseas.
Among the total 114 pieces, 79 performances are text-based. The following
Charts show their genres after classified. (See also Appendix 7: “Local

Productions in 2013” and “Performances from Overseas in 2013")

Genres Classifications of Macao Text-based
Performances in 2013

i Macao Production i Oversea Production

0 5 10 15 20 25 30

A.Chinese Literature Adaptation (China,
Hong Kong, Macao, Taiwan)

1
B. Other Asian Literature Adaptation 0

C. Western Literature Adaptation [ 2.1

D. Chinese Play 15 -
E. New Chinese Play . 22 . S
F. Western Play 21 5

G. Macanese Patua |1
H. Other Asian Play |1

I. Others ( Devised, Educational, Forum) |4

Chart 7. Genres Classifications of Macao Text-based Performances in 2013

Genres Macac_: Overse? Grand
Production |Production Total

A. Chinese Literature Adaptation 1 0 1
(China, Hong Kong, Macao, Taiwan)
B. Other Asian Literature Adaptation 0 0 0
C. Western Literature Adaptation 2 1 3
D. Chinese Play 15 4 19
E. New Chinese Play 22 2 24
F. Western Play 21 5 26
G. Macanese Patua 1 0 1
H. Other Asian Play 1 0 1
I. Others ( Devised, Educational,
Forum) ( 4 0 4
Grand Total 67 12 79
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The amount of total productions in Macao in 2014 is 125 pieces, among
which 93 are local performances, 32 performances are touring from overseas.
Among the total 125 pieces, 97 performances are text-based. The following
Charts show their genres after classified. (See also Appendix 8: “Local

Productions in 2014” and “Performances from Overseas in 2014")

Genres Classifications of Macao Text-based
Performances in 2014

i Macao Production i Oversea Production

0 5 10 15 20 25 30 35

A.Chinese Literature Adaptation (China,
Hong Kong, Macao, Taiwan) 'Z'J'l

B. Other Asian Literature Adaptation 0
C. Western Literature Adaptation 8 ly

D. Chinese Play 8 5

E. New Chinese Play 28 1

F. Western Play 16 6

G. Macanese Patua 11
H. Other Asian Play |11

I. Others ( Devised, Educational, Forum) 14 e

Chart 8. Genres Classifications of Macao Text-based Performances in 2014

Genres Macac_: Overse? Grand
Production |Production Total

A. (_:hinese Literature Adaptatign 5 3 5
(China, Hong Kong, Macao, Taiwan)
B. Other Asian Literature Adaptation 0 0 0
C. Western Literature Adaptation 8 1 9
D. Chinese Play 8 5 13
E. New Chinese Play 28 1 29
F. Western Play 16 6 22
G. Macanese Patua 1 0 1
H. Other Asian Play 1 1 2
I. Others ( Devised, Educational,
Forum) ( 14 2 16
Grand Total 78 19 97
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The amount of total productions in Macao in 2015 is 129 pieces, among
which 93 are local performances, 36 performances are touring from overseas.
Among the total 129 pieces, 97 performances are text-based. The following
Charts show their genres after classified. (See also Appendix 9: “Local

Productions in 2015” and “Performances from Oversea in 2015")

Genres Classifications of Macao Text-based
Performances in 2015

& Macao Production = Oversea Production

0 5 10 15 20 25 30

A.Chinese Literature Adaptation (China, Hong
Kong, Macao, Taiwan)

B. Other Asian Literature Adaptation (2.

I -

C. Western Literature Adaptation |6 20

D. Chinese Play 8 5

E. New Chinese Play 24 1

F. Western Play 17 8 |

G. Macanese Patua 1
H. Other Asian Play | .3..24

L. Others ( Devised, Educational, Forum) 13

AC = A.Chinese Literature Adaptation + C.

. . 1
Western Literature Adaptation

Chart 9. Genre Classifications of Macao Text-based Performances in 2015

Genres Macac_: Overse? Grand
Production |Production Total

A. Chinese Literature Adaptation 3 1 4
(China, Hong Kong, Macao, Taiwan)
B. Other Asian Literature Adaptation 2 0 2
C. Western Literature Adaptation 6 2 8
D. Chinese Play 8 5 13
E. New Chinese Play 24 1 25
F. Western Play 17 8 25
G. Macanese Patud 1 0 1
H. Other Asian Play 3 2 5
I. Others ( Device, Educational,
Forum) ( 13 0 13
AC = A.Chinese Literature
Adaptation(Macao) + C. Western 1 0 1
Literature Adaptation
Grand Total 78 19 97
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1.1.3 Analyzing Conditions of Chinese Literature Adaptation

Performances from the Statistics

The previous research provides the information for the following chart.
By grouping genres A to C as Literature Adaptations, D to H to Play Scripts, I
as Others, we can see the trend of Macao Performance Arts for the past 9

years from 2007 to 2015 as follow:

2007 - 2015
Annual Amount of Text-based Performances
developed from Literature Adaptations, Play
Scripts and Other Methods

e=@=] iterature Adaptations Play Scripts ~ ®=(Qthers ®===(Grand total
120
100
80
60 40—9(/
40

20 ii i
0

2007 | 2008 | 2009 | 2010 | 2011 | 2012 | 2013 | 2014 | 2015
Literature Adaptations | 6 7 5 2 8 7 4 14 15
Play Scripts 45 50 52 77 60 76 71 67 69
Others 10 3 8 12 7 4 4 16 13
Grand total 61 60 65 91 75 87 79 97 97

Chart 10. 2007-2015 Annual Amount of Text-based Performances developed from
Literature Adaptations, Play Scripts and Other Methods

As it is shown, the cases for using Literatures from all around the world
to be the base of performance-making (demonstrated as Red Line) are much
less than those using Play scripts to create theatre works (demonstrated as

Green Line) in Macao.
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By summing the total amount of overall statistics for the past 9 years,

we can result in the following data:

Grand Total of Text-based Performances from
2007-2015

C. Western
Literature

Literature —
Adaptations, 68

B. Other Asian
Literature
Adaptation, 3

AC = A. Chinesel
A. Chinese Literature(Macao)
Literature + C. Western
Adaptation (China, Literature
Hong Kong, Macao, Adaptation, 2
Taiwan), 27

Chart 11. Grand Total of Text-based Performances from 2007-2015

Total amount of Text-based Performances in Macao from 2007 to 2015,
including local productions and tours from overseas, is 712, in which 567
performances (about 80% out of total) based on Play Scripts, only 68 (about

10% out of total) were developed from Literature.

Out of the total 68 Literature Adaptations, number of productions using
Chinese Literature is 27 performances( demonstrated in Green area), humber
of productions which mixed Chinese and Western Literatures within one show
is 2 performances (demonstrated in Orange area), together it makes 29

shows (about 43% out of 68).
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Therefore, for the past 9 years, only 29 out of 712 performances,
including both local and overseas productions, are Chinese Literature
Adaptation (4%).

To find out the number of local productions out of these 29 shows, we

can look into the following data:

Annual Amount of Chinese Literature Adaptation
Productions in Macao from 2007 to 2015

i Macao Production & QOverseas Production

4 - B
| I ) I i
THHHH

2007 2008 2009 2010 2011 2012 2013 2014 2015

[EnN
I

Chart 12. Annual Amount of Chinese Literature Adaptation Productions in Macao
from 2007 to 2015

Years Macao Production Overseas Production
2007 2 0
2008 4 1
2009 2 0
2010 2 0
2011 3 0
2012 2 2
2013 1 0
2014 2 3
2015 4 1
Total 22 7
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1.1.4 Conclusion

As it is shown in the previous table (Chart 12), from 2007-2015, Macao
theatre practitioners only produced 22 text-based performances which
initiated from Chinese Literature, the maximum is no more than 4 shows a
year, the minimum is only 1 show a year. (See also Appendix 10: “Local
Chinese Literature Adaptations Productions List from 2007-2015")

Compare to the overall 712 performances shown in Macao for the past

9 years, only 3%o is local Chinese literature adaptation productions. The low

percentage can prove that there is an absence in the related genre in Macao.
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1.2 Causes for the Absence of Chinese Literature Adaptations

in Macao Theatre Field

This session will be dedicated to argue about the causes for this
absence to occur in the local theatre operations. What are the reasons for
the low level of involvements for Macao Theatre Practitioners to work on this
direction? Is the cultural circle lack of infectious enthusiasm to Chinese
literature? Is it simply because the theatre artists are lack of interest and
motivation for it? What causes this apathy among Macao cultural habit? Is
there any obstacles for us to approach this creative method in theatre-

making? Is there a potential value to approach this direction?

To answer these questions I will drill down to the historical background
of Macao and China, political movement in modern Chinese society and its
relevant influences to the basic education in Macao, transformation of Chinese
writings in the last century, the influences of artistic directions of the
Academies of Performing Arts in the neighboring regions, and the production

process in the operational level of Macao theatre practice.

1.2.1 Brief Historical Background of Macao

According to the pioneer English Anthropologist Edward B. Tylor,
“"Culture..., is that complex whole which includes knowledge, belief, art,
morals, law, custom, and any other capabilities and habits acquired by man
as a member of society." (Tylor 1871: 1) Culture is the full range of learned
human behavior patterns. Therefore, to seek out the reasons for the missing
of our own literature in the field, I will start with stating a brief modern
history? of the region, tracing step by step to these capabilities and habits

related to the formation of nowadays Macao theatre culture.

Macao, originally named Ou Mun (the trading gate) or A Ma Gao (in

honor of the Goddess of Seafarers), is located at the mouth of the Pearl River

4 According to information provided by Macao Government Department,
http://www.macaotourism.gov.mo/plan/aboutmacao_detail.php?id=1
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downstream from Guangzhou (Canton). During ancient times the port city

was part of the Silk Road with ships loading here with silk for Rome.

In the early 1550s, the Portuguese reached Ou Mun/A Ma Gao and
gradually changed the name into Macao. Within a short time Macao had
become a major entrepot for trade between China, Japan, India and Europe,

the perfect crossroad for the meeting of East and West cultures.

When the Roman Catholic church came, churches and Christian
colleges were built, which gave the city an historical European appearance
that distinguishes it from other Asian cities. The multicultural existence has
turned Macao into a favorite stopover for international travellers, writers and
artists. All of these knowledge, belief, art and custom brought in from the
West have influenced and combined with the local Chinese culture gradually,
widening the local’s interests and varieties for creativity which no longer limit

to own Chinese culture anymore.

1.2.2 Political Background of Macao, a "Cultural Orphan”

“For the first 19 years of my life, we were colonized by Portugal. For
the following 15 years of my life, we have been handed over to the
Communist Regime of China.”

Lines in <Made In Macau>, premiered on 117 May 2015,

Archa Theatre, Prague, Czech Republic

Macao had become the first fortified point in Asia for Europe at the
arrival of Portuguese empire in 1557, and also the last European territory in
continental (on-shore) Asia until 1999. In other words, it had the longest
experience to live under Western colonial culture in Asia. As it was handover
to China only 16 years ago in 1999, our generation has been growing up
inside the core of an enormous change of society status throughout the
modern history. As I claimed in my own performance Made in Macao, the
current theatre artists share more or less the similar divisions of living

experiences with mine; some may experience more of the old days of
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Portuguese government, while some younger generations may experience

more of the Chinese Governance.

In Macao, the language of Portuguese was never implemented as
regular as it is in other Portuguese colonies. Although its traces are
everywhere in the city and the supports from Portuguese culture to
distinguish our unique status in Asia are sustaining strongly, it is more to the
benefits of the city external image for economic growth in tourism, rather
than real connections between Portuguese and the local Chinese. On the
other hand, Chinese traditional culture was also not as emphasized as it is
now before the handover. The cultural identity for the current era is weak

and blurry.

As a former colony of Portugal for more than 460 years, we can
describe the current Macao as a “Cultural Orphan” to both China and
Portugal. The term “Cultural Orphan” was articulated by the pioneer of
Singapore theatre, Kuo Pao Kun(1939-2002) in the 90s. He described

Singapore of his time a “Cultural Orphan”:

“a sense of loss and alienation, and a kind of anxiety in the search for
self. On visiting the cultural homeland of our forebears, we might feel
a certain kind of consolation but we are unable to identify with it as our
cultural home. We have long remained in a wandering and searching
state of mind. Some call this the consciousness of a people at the

margins.” >

In this manner, Macao shares a similar situation as a cultural orphan due to
our historical and political background. Lacking the sense of cultural
belonging, people in Macao do not have a pressing need to trace for their
origins or traditions. As for the literary aspects, both Portuguese and Chinese

Literature are not pursued in a high demands in general. The low desire in

> Excerpt from "Images at the Margins : A Collection of Kuo Pao Kun’s Plays (1983 - 1992)

Times Books International, 1995 Translated by Teo Han Wue.
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the public will then result in the passive motivation for the local artists to

explore Chinese Literature in any art forms.

1.2.3 Political Movement in China I - Destruction of Chinese

Literature, Culture and Education

In the modern Chinese history there were dark period for the progress
of Chinese Literature and other cultural heritages. China has been
experiencing rapid changes in the latest century. From monarchy of Qing
Dynasty (1644 to 1912), to the Republic of China (1912-1949), to the
present People's Republic of China on the Mainland proclaimed by the

Communist Party of China after 1949.

The first Chairman of the Communist Party of China, Mao Zedong
started a sociopolitical movement, the Cultural Revolution from 1966 until
1976. Its stated goal was to preserve 'true' Communist ideology in the
country by purging remnants of capitalist and traditional elements from
Chinese society. It was this goal that led to the destruction of Chinese culture
and traditional values. During the time, traditional art forms and literary
works were destroyed, countless Chinese scholars and writers were

suppressed or criticized to death.

This created a great fall back in the evolution of Chinese literature. Not
only the existing literary works were destroyed and forbidden, the side effect
also resulted in a decline in educational level for generations of people from
the time. Although situation in Macao was not as affected as that in China
due to its colonial condition, but huge among of young Chinese immigrated to
Macao during that period to avoid the unstable political situation. Latest
statistic shows that in 2011, 62.9% of Macao citizens over 35 years old was
born in and immigrated from China. Moreover, it also shows that 11.5% of

Macao male senior population over 65 years old are illiterate, for female
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seniors it reaches an even higher level of 40.3%?%, due to the less access to
education for women in former Chinese society. The Chinese young
generation at the time of 1960s to 70s became the parents to the current
prime year labor force in Macao. These parents’ educational level may not
reach high school or even primary school standard. The destroy of culture,
literature and education possibly led to a “congenital” lack of Chinese cultural

inheritance for the current generation of Macao artists.

1.2.4 Political Movement in China II - Implantation of Western

Civilization

Cultural Revolution was inspired by Chinese Communist Party’s
interpretations about Marxism. According to Marxism about the relationship
between Superstructure and Base, Superstructure(ideology) would maintain
and shape Base or Infrastructure (means of production), and spirally affects

each other in the other way round (see Figure 1 in p.34).

6 According to statistics from: Macao. The Statistics and Census Service. DSEC. RESULTADOS
DOS CENSOS 2011. DSEC, Apr. 2012. Web.
<http://www.dsec.gov.mo/getAttachment/564633df-27ea-4680-826¢-
37d1ef120017/C_CEN_PUB_2011_Y.aspx>. Page.13
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Superstructure

Everything not directly to do with production:

Art Law
Family Media
Culture Ideology Politics
Religion Science

Philosophy Education

Maintains Shapes
(and shapes) (and maintains)

Base

Means of Production:
Tools, machines, factories, land, raw materials.

Relations of Production:

Lumpen-Proletariat, Proletariat, Labour Aristocracy,
Petty-Bourgeoisie, Bourgeoisie.

Private property, capital, commodities, etc.

This moves in a spiral pattern.
The base is generally dominant.

Figure 1. The Base (or Infrastructure) and Superstructure

During the Cultural Revolution, one of the key slogans in the campaign
was “Surpassing Great Britain and Catching Up with the United States”. The
campaign encouraged the public to study Western civilizations and its

developments in order to transcend it in various means of productions.

According to Marxist theory, infrastructure shapes ideology and affect each
other spirally. The tacit cogitation implied by this propaganda result in a
bigger interest in western knowledge than ever for the general public. This
mindset of competing with the West gradually spread to various fields of
military, industrial, scientific, cultural and educational aspects. For the effects
on arts and culture, the consequences are the western influences on
educational direction, medias formation and aesthetics. The changing of

social behaviors in general has been affecting the direction for performing arts
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to look for Western inspirations than Chinese ones until today. For this I will
extend the discussions more for the current situation of education in session
1.2.8.

1.2.5 Censorships in Education in Macao

The censorship of sensitive topic about political error in the modern
Chinese history can be traced in the text books used in Primary and
Secondary Schools in Macao. Throughout the colonial era or post colonial
time, educational direction has always been carefully monitored by the Pro-
Beijing power to avoid critical thinking about the nation’s modern politics.

Reasons for this predicament can be interpreted as follow:

“Macao has no independent professional organization for teachers,....
Instead, the Chinese Education Association (CEA) of Macao, a leading
pro-Beijing educational body, serves as a representative of all
educators, including teachers. Established in 1920, the CEA was a
local educational organ with the goals of striving for the improvement
of Chinese language education and culture in Macao and promoting
Chinese patriotism by networking with the PRC education sector.” In
other words, its primary concern is to set up and consolidate the pro-
Beijing power base in the professional, political, and social arenas
through school and social networks, rather than appreciate, support
and then empower teachers in political and professional settings.”
(Wong 2014:239-240) 8

/ http://waou.com.mo/wa/2003/09/20030910a.htm , as recited in the book’s original context.
Being re-accessed on 25th July, 2016.

8 Wong, Benson W. K. "The Politics of Teacher Professionalism in Macao." Ed. Eilo W. Y. Yu
and Ming K. Chan. China's Macao Transformed: Challenge and Development in the 21st
Century. Hong Kong: City U of Hong Kong, 2014. 239-40. Print.
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To skip the historical mistakes of the destructions of Chinese
Literature and Culture made by the Cultural Revolution, modern Chinese
history is glossed over in Chinese basic education in Macao. Most of the
Chinese reading materials provided in schools are ancient poems, proses and
allegories mentioning situations and social status in ancient China. Seldom
literary works by Chinese writers from beginning of 20th century are
introduced to students’ reading lists. The absence of modern Chinese
writings in education causes unacquainted with the progress of Chinese
Literature and insufficient critical thinking for contemporary Chinese topics
among current theatre artists, leading to a less interests in choosing Chinese

Literature for creativity.

1.2.6 The Modern Chinese Writing Movement

To extend from the above problems, there is an additional gap between
ancient Classical Chinese literature and contemporary Chinese language. The
grammar and vocabulary in the written standard used during imperial China
up to the early twentieth century are greatly different from those used in
nowadays. Chinese writings had changed rapidly after a reform in Vernacular

Movement in the beginning of 20th century.®

After that, the modern vernacular form has been the standard style of
writing for speakers of all varieties of Chinese throughout mainland China,

Hong Kong, Macao, Taiwan, Malaysia and Singapore as the written form of

9 In early 1920s, intellectuals and leaders of the New Culture Movement believed that
traditional Confucian values were responsible for the political weakness of the nation when
China was facing civil wars and foreign oppressions. Chinese nationalists called for a rejection
of traditional values and the selective adoption of Western ideals of Science and Democracy in
order to strengthen the new nation. These iconoclastic and anti-traditional views and programs
have shaped China's politics and culture down to the present.

Sources from Jonathan D. Spence’s The Gate of Heavenly Peace: The Chinese and Their
Revolution, 1895-1980. P.117-123,
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Modern Standard Chinese.'® For us, Classical Chinese literature is very
difficult to understand in grammar, some ancient wordings are no longer in
used anymore. But as we mentioned above in the previous session, Macao
basic education emphasizes on Classical literature more than contemporary
works, the study method focuses on dictation of the texts, but when it comes
to writings and compositions, we use modern written Chinese. This creates a
disconnection in applying old Chinese literature we learnt to contemporary

usages in other transformed medias.

Moreover, the new writings have been developed for merely 100 years
more, in addition to the cultural stagnated period under the unstable political
times in modern Chinese history, all of these brought about a limit in choices

of modern Chinese literature for further applications.

1.2.7 Spoken Cantonese vs. Chinese Writing

On top of that, Macao theatre artists have to face another obstacle in
using Chinese Literature to perform. Although written format is the same,
the way of speaking the words can vary when it comes to Cantonese, the
native spoken language in Macao. It does not merely apply to the
pronunciation of the words, but the phrases used and construction of
sentences in Cantonese spoken language are all different from how we write.
As a result, it can be time consuming to adapt a Chinese literal text and

translate it to theatre performances.

1.2.8 Artistic directions of Graduates from Theatre Academies in

China, Hong Kong and Taiwan

Since there is no Theatre Academy offering tertiary education level
study in Macao, students go out to different places to further their Arts

education and obtain academic degrees. The popular choices for Performing

10 Refer to: http://www.liquisearch.com/written_vernacular_chinese
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Arts are regions around Macao, including mainland China, Hong Kong and
Taiwan. The artistic direction in China, e.g. in one of the leading national Arts
school, The Central Academy of Drama in Beijing, follows a dominant
direction of Realism'?, the aesthetic principle originated from Russian socialist
Drama; while in Hong Kong and Taiwan Performing Arts academies, a lot of
professors were graduates from the United States or the United Kingdom. As
reflected from their school productions, most of the time training of students
relies heavily in realizing Western drama plays. These create a tendency for
their graduates to choose western plays when they put into practice in the
field.

The current decade is arguably the peak phase throughout Macao
history for the returns of these performing arts graduates from their studies.
A lot of these students have become tutors in the School of Drama of
the Macao Conservatory. Although it is not an official tertiary education,
Macao Conservatory is the biggest educational organization providing a part-
time study for Performing Arts in the region. Reflected from the list of school
productions during 2002 to 2016, 27 out of 32 productions are Western Play
Performances.'? These tutors who come back from their studies in the
neighboring regions, in turns affect even more potential Macao theatre
practitioners to work on Western Play if they continue their amateur
performance-making in the field, creating a snowball effect in the profession.
The statistic from the research in Chapter 1.1.2 also provides an evidence for
the phenomenon, for it indicates that from 2007 to 2015, 166 productions in
total are Western Play, while only 29 performances are Chinese Theatre

Adaptations.

11 Refer to The Central Academy of Drama: http://web.zhongxi.cn/en/about/8800.html

12 Information from the catalog of Macao Conservatory latest student production Blood
Wedding by Federico Garcia Lorca.
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1.2.9 Production Process (Sponsorship and Operation)

Macao theatre arts have not yet developed a mature audience market
to sustain themselves, the main supports come from the sponsors of the
government. Financial supports from the Public Sectors for local Performing
Arts projects contain two forms of funding, “yearly plan” or “by event”.
Organizations can apply for a “yearly plan” grant to sponsor different projects
in the year, or “by event” grant to subsidize individual projects which are not
covered in the yearly plan. The grant itself is one-year base, which means the
grantees must execute their projects within the year or no later than the first
quarter of the next year. Multi-year projects could only apply in a yearly
base, with no guarantee to the subsequent years. In addition, these grants
will not cover fixed expenses such as rentals, power and water consumptions,

human resources etc..

As a result to this short term event-based sponsorship system, in order
to finish as much projects as possible within a year to maintain a more stable
incomes, any projects which need longer creative process would become less
attracted for the theatre practitioners. Compare to using ready-made Play
Scripts, Chinese literature consumes much longer time in the process of
transforming textual language into theatrical language. In the operational
level, most theatre groups would consider this to be a key factor in deciding

direction of production, thus Chinese literature adaptation is less welcomed.

1.2.10 Chinese Literature — An Underdeveloped Territory

The above are some main causes for the absence of Chinese literature
adaptations in Macao Theatre field. There may be many other possible
factors affecting the personal choices of each theatre practitioner, however
we can trace the external factors of how history, culture, knowledge, politics,
belief, art, custom and habits affect us in the sociological level. A Chinese
idiom mentions “Crisis creates opportunities. Risk taker discovers new
territories.” By understanding the difficulties, we can arm ourselves better in

facing the challenges ahead.
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Chapter 2: Adapting of Chinese Literature in

Performance-Making

2.1 Searching own identity through fusing different cultural

essence

When Kuo Pao Kun articulated the term “Cultural Orphans”, he
predicted two possible futures: (1) “Cultural Orphans” forget all the cultural
heritage they had, including the fragmented parts of it. (2) The thirst of
“Cultural Orphans” brings upon a strong capability to absorb the essence of
different cultures. Based on their understanding and life experience, they
construct a new culture - a culture that reflects the essence of fusing different

culture in the world.*3

For a long time I had been trained as an actress in different
productions of Western Plays before I came to Prague and studied in DAMU.
During the period of my Master study, being one of a few Chinese in the
whole environment, my recognition of self identity kept being brought back to
my cogitation when it comes to creativity, which always needs to be original.
Being able to look back to my origin in a distance help me to have a more
objective view and perspective to my own culture. The cultural differences
between Czech Republic and Macao have also created valuable comparisons
for me to search for my association towards homeland as well as it towards

the world.

I recall feeling difficult at the beginning of my study, to create base on
my own ideas rather than following somebody else’s thinking as how I was
trained up with Western Drama Plays. At that time I suddenly self-doubted if
my creativity had been whitewashed unconsciously as time went by. But as I

slowly evolve to be a director during my study in the Alternative Theatre

13 Huang, Suhuai. "A “Cultural Orphan” Lost in 2015." Trans. Ka Wai Tung and Shimin
Wei. The Practice Journal 8 (2015): 3-4. Dec. 2015. Web. 24 July 2016.
<http://journal.practice.org.sg/assets/Uploads/pdfs/issue-8-en.pdf>.
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Department, everyone and everything around me inspired and transformed
me gradually. All the Directing assignments helped and pushed me to search
for my originality and believe in my creativity again. I learnt to understand
the importance of the elements which repeatedly come back in my creative
process. Later I discovered that as long as I have opportunities to put my
knowledge into practice through performance-making every time when I
return to Macao, I unintentionally start with something close to me, for my

case is Chinese literary works I read outside the schools.

My theatre practices are social issues oriented, whenever my creative
teammates and I have some social phenomenon about our Chinese society
we want to explore with performing arts, Chinese literatures by different
authors throughout our modern history keep serving as our sources of
inspirations. We are not merely illustrating the stories to theatrical language,
but marking them as a base for contemporary comparisons, a dialogue has
been made between the original author at his times of Chinese society and us
being contemporary young artists at present situation. This is because we do
not satisfy in only searching and staying in a historical Chinese society that
we are not familiar with, nor to consume Chinese traditions to be the shell for
our creative works towards the world, but we want to seek for our identity of
Macao as a unique presence through studying great authors’ perspectives

from the past or their regions of China.

Most of the time during this performance-making process, when we
start by seeing from the angle of different authors from different eras of
Chinese society, we learn a wider picture about various aspects of our
civilization progress with an artistic human touch from them. These various
aspects cover historical development, political issues, social movement,
cultural customs, humanity and education. Our ignorance towards the factors
which lead to the absence of Chinese literature in the field, can actually be

fulfilled when we practice what we preach.

In Kuo Pao Kun’s words, will we become a “Cultural Orphans” who
forget all our cultural heritage? Or the thirst for chasing our traceability

towards our synthesized cultures lead us to search for our own ways to
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approach and construct our identities? After several practical applications of
my Chinese literature adaptation performances, I can trace the possibility and
impact of the related art form brought to the local audiences, the
commonality of interests and the connections shared between my works and
the spectators. In this chapter, I will provide some examples in my actual
applications of the related art form in Macao theatre field to further discuss its

practical situation.
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2.2 Methodology used in Chinese literature adaptation

In the following I will discuss some of the methodology I used in my
Chinese literature adaptation performances. The main argument in this
chapter is what are the possibilities and values of introducing Chinese
literature into Alternative Theatre for creators and spectators in Performing
Arts? To answer this question I will inspect some key elements and
directing methods in my theatre works as director and puppet designer of
The Withered Wall (2013), Drug (2014), Fang Fang (2015) and Xiao An
(2016) in Macao, analyzing with 5W1H, which are: “Why” - my artistic goals
and expectations; “What, When, To Whom” - the choices of themes, texts
and forms, their contemporary interpretations and connections to current
audiences; “"Where” - the interplay of proxemic and imaginative spaces; and
“How” - transforming literal language to theatrical language with the use of
Puppet and Object elements and sign systems for metaphors. Last but not
least, to reflect their capabilities, limitations and prospects according to the
market reactions towards these performances. (For reference information

about the four performances, see also Appendix 11-14)

2.2.1 Background Information — About ROLLING PUPPET
ALTERNATIVE THEATRE

In the following, I will start by introducing the theatre group -
ROLLING PUPPET ALTERNATIVE THEATRE' (hereinafter Rolling Puppet) - the
group we found in Macao® and our artistic directions. All of the performance
examples as discussed in this study are productions of this group with my role

as the director and scenography designer, which includes puppet design.

14 More information please refers to : https://sway.com/2KZzjYCctY4tNehS

15 The Founders: ROLLING PUPPET ALTERNATIVE THEATRE is founded by Teresa Lam, Kevin
Chio and Carole Sio in 2013. Artistic Director Teresa Lam (Author of this thesis) and Executive
Director Kevin Chio received their Master studies in “Directing in Puppet and Alternative
Theatre” and “Art Management” in Academy of Performing Arts in Prague, Czech Republic;

while Technical Director Carole Sio is an experienced Stage Manager for years in Macao.
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Rolling Puppet is the 1st Chinese professional Puppet and Alternative
Theatre group in Macao. The group strives to promote the art form of
Puppetry and Alternative Theatre through theatre performances, art
education, publishing and other creative medias. By cooperating and bridging
artists and organizations from different fields, we explore different
possibilities in creativity. We work as a platform for Macao Puppetry Arts, and

provide channels for Puppet enthusiasts to get connected to the world.

2.2.2 Why - Artistic Directions and Expectations

Devoting in the form of Alternative Theatre, my theatre works in
Rolling Puppet explore innovative ways in Performance-Making, among which
Puppet and Object are elements that we are passionate with as a creative
medias. To recall the meaning of everyday objects around, we strive to
discover the possibilities to transform these materials and structure into
metaphors in theatre. We believe that it can stimulate imagination and
inspire thinking. Through reinterpretations of these daily seen objects and
situations, we stretch out to examine our society and self-identity in a

metaphorical level.

For the content, our main direction is to adapt Chinese Literature into
Theatre-Making, which is much more time consuming in its creative process if
compared to using ready-made Plays around the world, thus is not an often
choice in Macao Theatre field. However, we believe by studying Chinese
Literature from different eras and creating a contemporary interpretations,
the creation helps artists and audiences to compare and explore the social
and the humanity aspects of Chinese society in a profound perspective.
During the creative process, the spirit we advocate is to learn from these
great writers’ essences in Arts, their ways of critical thinking and styles of
composing, so to construct our own expositions towards our times with our
identities of modern Chinese theatre artists, rather than literally illustrate
their works to a four dimensional theatre space. We believe that only through

this way can this particular choice of using Chinese literature to create

44



performances draw us closer to reexamine the past and present status of our
society. And the shortened distance between the topic and the public can
bring much more direct resonance and provoke reflections for our spectators

in a greater impact.

Our productions have so far been well received by audiences and
critics, we hope this value reflected in putting this complex fusing of
Puppet/Object Theatre and Chinese literature adaptation can continue to
increase as we drill deeper the creative essence in our coming explorations of
the particular genre, and bring new possibility and meaning to the field of

contemporary Chinese Theatre Arts.

2.2.3 What, When, To Whom - the Choices of Theme, Text and

Form

To start a Chinese literature adaptation performance, I have tried
different initiators. They can be recapitulated to three methods: In the first
method, it begins with a particular theme or topic we want to explore, then
come to the selection of the texts; for the second method, we pick first a
piece of literary work we want to adapt, then search for its contemporary
interpretations; the third way is to pick firstly a specific art form we want to
experiment, then look for different writers’ works which suit the form. How
does the choice of theme, text and form related to the performance-making
(What), contemporary context (When) and spectators (To Whom)? In the

following I will compare different practices by providing actual examples.
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2.2.3a Theme as the Initiator

The first method of selecting the texts and forms according to the
topics, help the creators to enrich the original ideas through another author’s
eyes, providing more entry points to the subject. It also add colors to the
varieties of media in the performance. One could argue that it can reach the
same effects if we write our own new Play according to the chosen motive
and introduce other associated creative medias or artists from different fields
to enrich the creativities later; but I would consider these as elements to
include when it comes to the production part in the process. When initiating
the core body for a text-based performance, a striking irreplaceable factor to
start with a certain piece of literature is that it can help to construct a mutual
framework for all creators in the team quickly. When we involve an author’s
works in the devising process, by studying the writer’s styles or his literary
contexts, it helps to pull various fields of artists together to explore and
establish the creative work in the same direction. It becomes a common
basic material for devising the works so it will not get to nowhere. So what is
the connection between the choice of literary works (What) and the theatre
artists’ selected theme towards the contemporary context (When)? I will
further this discussions by providing an example of my directing works The
Withered Wall. (See also Appendix 11 for reference information about the

performance.)

The Withered Wall — Generation Gap and “Cultural Orphan”

In The Withered Wall (premiered in September, 2013), the topic we
explored about is the inevitable decline in acceptance between the two
generations in nowadays Macao society. Since our main creators are all born
from the 80’s, when we discussed about what concern us, we brought up the
topic of Generation Gap between our elder generation and us. As we are all
more or less reaching a life turning point from someone’s children to someone
else’s mates or even parents, the changing of family authority structure drew

the attentions for this divergence between the two generations to us.
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We discovered that we all have a similar family history, our parents
were born in China and moved to Macao in a teenage age when there was the
period of unsteady political environment in China. In Macao, these two
generations of people are experiencing the most enormous social changes
ever, growing up in the Communist Party of China and an occidental colony

are two totally different life experiences.

Therefore, in this post colonial period, we picked these distances
between the value systems of the two generations produced by our social
history to be the background theme of The Withered Wall. We decided to
express boldly about the disagreements and resentment between a father
and a homosexual daughter, with a given circumstances that they still living
with each other within the same walls, a space that the family members live
together yet no one wants to name it ‘home’. This idea generated the show
title - The Withered Wall.

However, talking about such a regional targeted contemporary issue, it
is almost impossible to start with any ready-made script; yet the topic is so
close to us that starting from an immense data base of personal identical
history, as young artists we encountered huge difficulties to look at it with a
wider horizon, especially when it comes to the writing of the elder generation.
This may become the possible crisis of the art works and may cause narrow-

minded in interpretations.

When I was doing my research on it, I started to search for other
forms of literary works, then appeared in my mind a textual memory of an
literary idol’s works, he is Mr. Lau Yee Cheung®®. Lau is a notable writer who
is the pioneer in the style of Stream of Consciousness writing in Asia. His
novels reflect various lives in all those Chinese speaking districts he used to

live before, from Shanghai, Chongqing, Singapore, Malaysia to Hong Kong.

16 Lau Yee Cheung (1918— ), a notable writer and novelist in Hong Kong, who won the
Lifetime Achievement Award in 2014 of the Hong Kong Arts Development Department. He is
one of the pioneer writer in Asia to start writing in the style of stream of consciousness. His
most famous stream of consciousness novellas Téte-béche (#/#) inspires Hong Kong
filmmaker Wong Kar-wai's In the Mood for Love.
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These stories enrich our imaginations about lives before the 80s. By studying
his literature, we found a sense of excessive dedication in his characters from
around the 60s, thus finding a way to approach the Father character in our
performance. We decided to write different scenes of monologues for Father
and Daughter respectively, since inner monologue and free association are

two techniques often used in Stream of Consciousness writing.

We adapt his two proses, The Ferry and Black and White Butterflies in
two scenes, the two women characters extracted from the proses reveal the
memories of the protagonists, the Daughter and the Father, disclosing their
personal histories about the Daughter’s suicide mother who jumped off from
the ferry long time ago, and a past mistress of the Father who thought she is
beautiful as butterfly. The two scenes adapted from the novels are
interweaved among the Daughter’s and the Father’s scenes of monologues,
and are expressed mainly in visual languages of video and light, together with
body languages and dance, without delivering a single words from the novels
in verbal. By muting the two female characters from the novels, it brings out
contrasts to the soliloquy scenes of the Daughter and the Father, emphasizing
their status as the protagonists’ memories. Besides expressing through inner
monologues, the use of visual elements and dance are our other experiments

towards Stream-Consciousness technique in the use of theatrical languages.

With the method of initiating from a theme follow by adapting
associated literary pieces, the texts in turns help in enriching the theme
again. This can be reflected in the creative process of characters building.
When we arranged the female roles extracted from the literature as the
‘absent figures’ for the two protagonists, as a reflection of our missing
imagination towards lives before 80’s, we discovered a sense of "Orphan” for
the Daughter, whose mother committed suicide when she was little, and her
father is purely biological without any metaphysical meaning to her. In
certain associations this homosexual Daughter who has doubts about her own
sexual orientation reflects our background theme of searching self identity as
the prime year generation in Macao, and a wider sense of Macao as a

“Cultural Orphan” herself.
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This is our first attempt to adapt literature into our creations, aiming at
composing a new piece of arts rather than purely illustrating the original
texts. The introduction of Chinese literature in performance-making provides
a study direction for all creators including director, playwright, musician,
video artists, light and costume designers and performers to explore the
theme in a certain epoch and style extracted from the literature, and create
all together the particular theatrical universe under a mutual frame. The case
of The Withered Wall reflects our decisions making in the choices of texts and

how it associates with our contemporary era of creation.
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2.2.3b Literature as the Initiator

In the second method of initiating a Chinese literature adaptation
performance, we first select a piece of literature, then search for its
contemporary interpretations. After we had done two performances of The
Withered Wall and Drug which used the first method, we realized a valuable
discovery, which is, when using literary works by contemporary writer (Lau
Yee Cheung, 1918—) in The Withered Wall, and writer in our previous era (Lu
Xun, 1881 - 1936) in Drug, the Chinese society reflected through their eyes
contains differences and similarities in various ways. Story background
changes are expected, but something, such as some hidden essences in
innermost human nature, remain unchanged. It is a fascinating question to
see how people’s mindset remains the same under the dramatically changing
Chinese society; at the end of the day, how much are we improving in terms
of total living standard and enlightenment of citizenships from the authorities
of feudalism to modern politics? These are the significant impacts and
reflections left for us and our audiences. The repercussion triggers my
curiosity in searching for literature from different eras for further explorations
in our social physiognomy. Thus I started to originate a performance with

literature as the initiator.

As this is the third performance of the related genre we produce in
Macao, the series of Chinese literature adaptation arouse attentions and
expectations for our potential audiences. For the previous shows we attract
theatregoers by the new experiences of Puppetry for adult theatre, on the
other hand, the content of Chinese literature also attracts non-theatregoers
from the literary circles. I start to realize our spectator circle mainly consists
of intellectuals and middle-class white collar workers who would prefer to go

for events concerning social issues than pure entertaining performances.

The reactions from the market reveal that in order to widen our
audience market horizontally, we need to attract irregular theatregoers.
Chinese literature can serve as a mutual attraction for those who know the
literature in their life experiences. In turn, it helps as a strong tool for us to

establish our framing system in the intellectual and social level, since
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powerful horizons of expectations are created by the knowledge individual

spectators bring to a performance. (Whitmore 1994, 42)*7

So what is the relationship between the choice of texts (What) and the
spectators (To Whom)? In the following I will provide my directing work Fang
Fang as an example. (See also Appendix 12 for reference information of the

performance)

Fang Fang - Fable for the People

For the last two shows we used literatures from the modern era of
People's Republic of China (1959), and from the earlier time of the Republic of
China (1919). In Fang Fang we decided to trace back to monarchy of Qing
Dynasty to further our observations in Chinese social physiognomy with our
tools of performing arts. A series of well known Classic Chinese stories
Strange Stories from a Chinese Studio written by the notable Folk Stories

writer Pu Song-ling from 1740s caught our attentions.

Pu’s books are still familiar by modern Chinese people because his
stories are largely adapted by medias such as film and television even
nowadays. His main characters are usually ghosts, foxes, phantoms,
immortals and demons, these spirits or strange creatures encounter the
everyday life of ordinary people. In these supernatural and unusual stories
he expressed his ideas of society and government, criticizing the corruption
and injustice in society and sympathizing with the lower class. With over four
hundred legends he implicitly criticized societal issues in a metaphorical way.
Since our artistic direction is using the element of Puppetry in Theatre with
our theme as social issue solicitudes, his supernatural subjects can provide
creative rooms for puppet characters building, at the same time the central

ideas of his literatures correspond with our societal concerns, therefore I

17 Whitmore, Jon. Directing Postmodern Theater: Shaping Signification in Performance. Ann
Arbor: U of Michigan, 1994. Print.
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consider them potential materials to be the source for our Chinese literature
adaptation.

Fang Fang attracts not only audiences who visited our shows before,
with their words of mouth, among the total four shows in the consecutive
dates, the last show was able to attract 150% audiences on site that we need
to add in seats in the venue. Lots of them are intellectuals from the cultural
circle, as well as officers from the Public Sectors. In a large degree this
phenomenon was aroused by the contemporary social and political content we
adapted in the performance on top of the original literature. In the following

we would investigate more into this factor.

The Content

Pu's characters often carry an extreme dedication as an ideal hero for
justice, by mediating his story we question our weakness in humanity in this
modern era. Fang Fang is adapted from a story originally name Xi Fang Ping,
it is the name of the protagonist, the son who sacrifices his own life to go to
Hell to redress for his innocent father. His father died earlier than his time
because his life has been stolen by the corrupted King and Officers (Little
Devil) of Hell. In the original story, the crime is rehabilitated with justice
granted by the God from Heaven, the father and son both go back to lives
and live happily wealthily ever after. However, this ending is not satisfying
for us. If the political environment in Hell remains unchanged, what will
happen when they die again in the future? This kind of corruptions will simply
go on if we do not probe into the ultimate core of the question. This doubt
becomes our new direction to develop our contemporary interpretations of

the literature.

We rewrote the story to the modern background, with the Father and
the Son living at our present era. However, language and system used in Hell
remains unchanged as the old times, metaphorically meaning a sense of
pedantic, petrified world of political environment in reality. The performance
starts after the son ventures into Hell, he is tortured and forced to go back to
life without succeeding in rescuing his father. But he refuses to obey and

burns his remaining life records to become the “first suicide human” in Hell,
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swearing to arouse attentions from Heaven to fight for justice. He occupies
the Bridge of Rebirth and persuades other dead souls to occupy this main exit
with him, claiming that souls should have their rights to choose their lives,
where and what to reincarnate, rather than leaving the decisions to the
corrupted Officers of Hell to judge. This movement disturbs the Hell system
and its noises reach Heaven, God of Heaven comes down to negotiate with
him. A dialogue, actually a monologue about democracy, is carried out by the
God ostensibly in a logical argument, but actually without letting the Son
saying a single word in the conversations, it is a defense about if the world
should be “ruled by law” or “ruled by man”. At last the God convinces the
Son to stay in Hell and replace the King of Hell, continues the same political
system to rule by a single man rather than democracy. In order to avoid the
Little Devil to become the next King of Hell, the Son accepts the God’s offer.
However, the Little Devil threatens him that if he insists to fight corruptions
and conducts his justice, his father should also undertake all his punishments
in a fair trial, because his name is the same as his father Xi Fang Ping, with
inherited names not only his fortunes but also his crimes are connected to
each other. Since the occupation of the Bridge of Rebirth has caused
thousands of new born babies died on Earth, although he is the present King
of Hell and his crime can be excluded, his Father has to undertake the
consequences. At last, using his own authorities, the new King burns the
Book of Crime and shifts all the sins to the Little Devil, adjudges his Father
not guilty and sends him back to life. The Son’s determination in carrying out
his own justice, merely leads to another kind of corruption in front of

authorities.

The story quests about individual's choice when facing our political
environment in this contemporary era. Starting from the choice of texts, Xi
Fang Ping from the Strange Stories from a Chinese Studio aids to set
expectations for our audiences about the general idea of the performance as
social and political context, with a potential unleash in creating Hell situations
with Puppetry, building up our consistency in the direction of productions in
the framing system level during performance-making. It is remarked by local

well-known theatre critic Dud Tido in translations as follow:
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“This year Fang Fang used again Chinese literature as adaptation
source, from subject-matter to aesthetics, Rolling Puppet presents a clear
direction of explorations.... Its delicate, substantive and constructive
executions in creative and productive directions, the non-frame (or non-
proscenium) stage theatre experiences, the innovative usages of puppets and
objects elements in theatre, all these make spectators looking forward for
Rolling Puppet’s productions...

How to transform Classic novels to modern theatre performance create
a focal points for curiosities towards their creations. In addition, the original
texts Xi Fang Ping illustrates a lot of situations in Hell, this “surreal” scenes
provides a lot of rooms for creativity to unleash with puppets and objects

elements.”8

As reviewed by the critic as one of the audiences, Chinese literature
adaptation does help in setting up frameworks for expectations from the

audiences, thus attracting certain public outside the Theatre circle.

From Audiences to “"Participants”

Apparently we connect the contemporary essential social movement in
nearby region of Hong Kong’s Occupy Central in 2014 to the performance.
Macao and Hong Kong relations are like teeth and lips, in a Chinese idiom, if
the lips disappear the teeth feel cold too. We connect keenly to Hong Kong
marketing affairs, however for political and social movements we did not
response much in actions, merely “standing on the seashore, watching fire in
the opposite island”. Because of the wealth coming from gambling industry,
Macao general public is much more passive in standing up for our own
democracy and rights. Our political environment is also considered to be
more serious in terms of censorships. I took this performance as a chance for
Macao people, including me, to experience in social movement in a relatively

secure situation of a “cultural event” participation. As described above in the

18 Translated from Newspaper Critique: Dud Tido % 8. " (SREEEE) 7 (ZE) :#E." Macao Daily 19
Dec. 2015, EO5 sec.: n. pag. Print.
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content, when the protagonist moves the dead souls to occupy the Bridge of
Rebirth, the actor is actually convincing the audiences to action with him. All
the audiences are role playing the characters during the performance. Moved
by the actors, they shout slogans, take the seats assigned by the actors, and
allocates their own seats in certain districts to “occupy the Bridge” in the
venue. So that they participate in the progress of the story, and personally
gain a new experience in a fake social movement, because in reality, the
occupy movement only happened once in Macao for a few days with small
amount of participants, and was being resolved and dismissed quickly. Most
of the Macao citizens have no experience in the act of civil disobedience ever.
Thence, after watching Fang Fang, audiences recommended the show in a
way that it is fresh and exciting to be able to participate with actions in the
plot of the story, which was seldom seen in Macau theatre before, especially

in this particular topic of social movement.

Actually this was not my first attempt to change the role of audiences
into participants in a performance. In our earlier production Drag in 2014,
audiences are part of the key elements to complete the scenography, for
instance taking the roles of the onlookers to witness an execution of the
revolutionists in ancient China, or the customers in the restaurant (more to
be discussed in Chapter 2.2.4). In Drag, audiences’ participations can be
described as passively static, they are led subtly to stand or sit in a particular
places to watch the happenings, taking different roles without giving any
extra efforts; while in Fang Fang, they need to action in order to make
progresses in the story. This provides a chance for them to put efforts in
building up the scenes together. This “"mission” the performers assign to the
spectators in turn increases their curiosities in finding out what will happen in
the following story, hence grabbing their attentions actively in the

performance.

In another scene, the Little Devil claims to hold a lucky draw in which
one of the dead souls (the audiences) can reincarnate in a rich family in his
next life. He randomly picks a number from the draw box, the audience who
got the same numbered ticket when he/she entered the venue becomes the

lucky one. The devils invited him/her to come out and sit down in the center
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of the performing area, assuring the lucky one that he/she will get the prize
without any efforts but to keep silence. Then the devils put a mask on the
audience. In the following scene, the audience becomes the scapegoat of a
criminal, who was a previous officer in Hell and corrupted billions of Hell
money. The audience is being put to a trial. When the new king (the
protagonist) tries to ask him/her questions, the Little Devil answered
everything for him/her. The Little Devil fools the new king in front of all
spectators, audiences know about the trick and laugh because of the
theatrical stealth, being excited for the picked scapegoat. In entertainment,
they forgot the pathetic situation of the protagonist. This created a big
contrast to the next trail when it comes to the Father of the protagonist, and
Little Devil defeated the new king thoroughly by requesting the new king, the
son, to adjudge his father guilty according to the law of Hell. For the first
time the determined son is collapsed when facing his beloved father and his
justice. Audiences experience an emotional ties even bigger to the
protagonist because of their own changing of attitudes towards the
entertaining and serious situations, all being led by the tricks of the Little

Deuvil.

One of the reviews from the theatre critic stated that “......the audiences
was interrogated in a trial but could not speak, or willing to keep silence. All
of these audiences participations (including the occupying movement) not
only emphasized spectators being the members in the theatre event, but also
implied the intellectuals’ (the artists’) lament on the powerlessness about
public being lack of self-consciousness and independent thinking. ...... (from
Drug to Fang Fang) the role of spectators become more serious from merely
onlookers of crime scene to collusions, in front of injustice, they play the roles

of silent connivance, the evil of being mediocre.”*?

19 Translated from Newspaper Critique: Dud Tido % 8. " (Z&gs ) BlF £ 8." Macao Daily 20
Dec. 2015, FO3 sec.: n. pag. Print.
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Connecting Audiences

For this new theatre experience and topic about corruptions, the
performance is able to attract a lot of non-theatregoers, especially from the
literary circle, the government sectors and cultural intellectuals, to pay their
first visit to performing arts. There was even newspaper pundit who
specializes in social and political issues exceptionally writing critique for Fang
Fang. The open ending about what is real justice, how should we perform our
righteousness, leave a heavy question for us all to search for our individuals'
choices in life. Initiated by studying a piece of Classic Chinese literature, we
experimented our contemporary interpretations to connect it with our present

audiences.
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2.2.3c Form as the Initiator

In the third method of initiating a Chinese literature adaptation
performance, we first select the art form we want to explore, then search for
a piece of literature which associates with the form. This is due to an
opportunity and supports offered by the Macao Cultural Centre “"Open Box”
series. The series annually calls for entries in a form of open applications,
aims to give audiences an innovative experience and continue fostering
creative groups, encouraging the artists to reveal ingenuity with new

theatrical paths in unconventional spaces.?°

At the time for applications in Spring 2014, I was studying in DAMU,
getting inspirations from all sorts of Alternative Theatre in Prague. One of the
form which interests me is “"Puppet Cinema”, a theatre group from Israel with
the same name describes this genre as using a cinematographic aesthetic, a
documentarian’s eye, and the tropes of cinema verité to explore a dialogue
between puppetry, object theater, film, foley and live feed.?* The similar
performances I have watched including Prague’s renowned experimental
theatre group Handa Gote Research & Development, their performances of
Mission (2013) and The Alchemist (2014) also have live feed video technology
in amplifying small objects and puppets into big screen in Theatre. I found
this technique providing a tool to “see the whole world from a grain of sand”,
and therefore is very meaningful to produce in a spatially small place like
Macao. Seldom theatre groups in Asia have tried this approach, although the
Holland theatre group Hotel Modern had performed their Puppet Cinema
production of The Great War in Macao before, no local theatre practitioners
have investigated in the related art form ever. So I was eager to experiment
this art form and brought it to Macao audiences in this platform of Open Box

series, which aims at innovative creativity in the performing arts field.

20 Open Box application details refer to:

http://www.ccm.gov.mo/programme/prog15/openbox2016_recruit/form.doc

21 PuppetCinema Production: http://www.puppetcinema.com/
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Consequently we initiated a performance with deciding the form of arts
as the first step. Three applications were accepted and our group was one of
them. To continue Rolling Puppet’s artistic explorations in Chinese literature
adaptation series which reflects societal concerns, we started to search for
Chinese literary works which could associate with the form of Puppet Cinema.
The short story of News About Xiao An written by Yan Lianke soon caught my

attentions.

Xiao An - Expansion of Spatial and Artistic Conception

“...the small changes for the bigger, the ugly changes for the prettier,
the bad changes for the better; then all can be breaking News to
report.”

- Extracted from original text of News About Xiao An

Xiao An is a theatre adaptation of Chinese contemporary writer Yan
Lianke's short story of News About Xiao An to Puppet Cinema performance
(See Appendix 13 for reference information about the performance). Yan
bases in Beijing, his writings includes novels and short stories. He won the
2014 Franz Kafka Prize (Czech Republic) and 2016 Man Booker International
Prize (United Kingdom), notable for his magical realism style and black humor
in his literary works which often reveal contemporary Chinese societal context
in a profound level. His work is highly satirical, which has resulted in some of
his most renowned works being banned in China.?? I was able to meet Mr
Yan when he came to Prague in 2014 to receive the Kafka Prize, during the
conversations our theatre group is granted the approval to use his short

stories for our theatre adaptations.

Yan'’s writing reflects profound perspectives of Chinese social

physiognomy nowadays through details of everyday life of Chinese people.

22 Toy, Mary-Anne. "A Pen for the People." In Depth - Theage.com.au. The Age, 28 July 2007.
Web. 04 Aug. 2016. <http://www.theage.com.au/news/in-depth/a-pen-for-the-
people/2007/07/27/1185339246966.html?page=fullpage>.
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As the World Factory, China has a rich variety of substances and
commodities. Yan catches this core essence of modern Chinese society to put
in his works, various materials served as signifiers for symbols and metaphors
in his novels in a semiotics level. I found this coincide with our Puppet and
Object theatre direction, from his large amount of stories we found News

About Xiao An particularly adequate for the Multimedia Puppet Cinema genre.

The story is about a teenager named Xiao An who lives in a village.
After all his family members passed away, he buys his first television to
accompany himself. Ever since he learns that almost all his neighbors have
been on the News Reports of the Village TV Channel for all sorts of trifles, he
dedicates himself to be one of the headline figures in the local TV News. But
all the bizarre incidents he reports, such as the world’s smallest egg laid by
his hen, are not accepted by the TV station; as how the news collector
describes, Chinese Economical Reform has been performed for a long time,
showing such a small egg produced by the village now, simply equals to
criticizing against the development of the society. Xiao An soon realizes that
in order to be on TV, he has to promote “good” news to pass their censorship.
At last, Xiao An tries to report the well development of the village by climbing
up the tallest tree in the village, but all he can report is the buildings which
seem new on the ground are actually covered by the old rotten rooftops
above. The adult villagers take a bed sheet as a lifesaving net for him to
jump down, guarantee its firmness as the sheet is a new bought one. With
the camera from the TV station rolling, Xiao An flies down. However, the bed
sheet is torn with the pieces of its edge still holding in the adults’ hands, Xiao
An dies in the accident. At the end, the news is too large to be put on the

Village TV channel eventually.

Although it seems only a tragedy portraying an ordinary life without
discourse rights in the lower class circle, the story contains strong satire
power to the self-censorship in medias and distorted social values in modern
Chinese society. I found the content of "mirroring the big from the small”

relevant to our chosen art form of Multimedia Puppet Cinema.
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Audience Participation with Multimedia Technology

Xiao An breaks through among other Puppet Cinema theatre
productions in the world by adding in performers and interactions among live
projections, pre-recorded videos, puppets, actors and even spectators’
participations during the performance, seeks to project the illusive, absurd
era of the modern time through transforming the piece of Chinese literature

into multimedia theatre performance.

Unlike the previous performances in Site Specific, Xiao An was
performed in a hall with temporary structure of a fixed auditorium and a
separate performing area. Lack of audiences’ role play and travel in the
venue, I tried to search for other ways to involve their participations. First,
performers share snacks and chat casually with the audiences, taking pictures
with them before the beginning of the show, which was normally done after
the show as a new custom in Macao theatre field. The interactions are
executed in a casual way, however, it is for the usage of a scene later during
the show. In one of the pre-recorded news which Xiao An watches on TV, it
claims that somebody from his village was missing and one villager is able to
find him/her and reports to the TV channel, the founder receives the prize for
being the Headline News provider. In the pre-recorded news video, the
reporter and the awarded villager were played by performers, but the missing
person shown in the news clips is actually a photo we took with one of the
audiences in the beginning. On our operation desk in front of all audiences,
we show the picture in our cell phone to the web cam of the main laptop
which controls the video, and mixes the recorded video with life capture of
the cell phone screen. In one performance, we picked a child audience’s
photo and assigned him to be the missing one. When he was on the big
screen, the child exclaimed in surprise and followed by other audiences’
laughing. They started to moved a bit to search for the kid’s presence. Later
in the post-performance sharing talk, the child’s mother told us that her son
kept asking her "Did I really get lost before? Did I?". Her son thought himself
to have really been missing before. She reflected that in the previous
performances she had watched, the method to involve children participation

was basically through asking questions and make them answer, therefore she
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was amazed how her son could be included in the story of Xiao An, and how
this six year old boy was all the way paying high attentions for the whole

performance.

Even though Xiao An actually contains a lot of dark humor and critical
thinking towards our society in the adult perspective, the art form of
puppetry, in this case adding with technology, can expand its possibility and
acceptance from the spectators. On the other hand, audience participations
can arouse involvements, grabbing attentions and interflows of spectators

even for a varied aging group.

Using live feed to project the animations of small puppets in small
scenography onto big screens, Xiao An presents to the audiences the
interplay of perspectives between digital theatre production-making and
story-telling in the imaginative spaces at the same time. By presenting two
levels of “puppet film making” in reality and “TV News making” in virtual
reality of the storyline simultaneously, the art form keenly reflects the story
context about selectivity in broadcast materials and the censorships in news-
making process in the Media industry. Initiated by a particular art form, we
search for its connection to Chinese literature and their interpretations in the

contemporary Puppet Theatre to our modern society.
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2.2.4 Where - the Interplay of Proxemic and Imaginative

Spaces

“Compare to Movie, the most different thing for Theatre, is the Depth
in spaces.”

- Julie Taymor, Seminar at PQ 2015 Conference.

In reading literary language, readers can stop at any moment, or
construct imaginations slowly with one’s own tempo. However, for theatre
audiences, most of the time they are in a passive situation, time management
falls to the hand of the performers. Readers of literature can imagine their
presence in the scenes through descriptions from the words composed by the
authors, but theatre audiences are already sharing an actual space with the
place where the story is reproduced, nevertheless, to be seated in distance
and shown what to receive, theatre audiences are more isolated and passive
in the authority of interpretations when compare to the imaginative space
provided by reading. To adapt literary works into four dimensional theatre,
one of the main mission is to avoid shriveling the imaginative rooms of the

original text, but to expand it in another language of theatre.

In this study of transforming literal language to theatrical language,
talking about ‘Where’ is more about the interplay of proxemic and audiences’
imaginative spaces rather than the physical choice of the venues as if we
were to study the genre of Site Specific. In the following I will provide my
another Chinese literature adaptation directing work Drug (2014), to see if we
can break the forth wall and share the space with the audiences, so to build
up another imaginative space for spectators of performing arts. (See also

Appendix 14 for reference information about the performance)

Drag - Transforming “Space” by Audience Participations

Developed from a most notable Chinese writer Lu Xun's short novel
with the same title, Drug extends the original story about a Chinese
restaurant in Qing Dynasty around 1910s to 100 years after. Two stories

happen in the same restaurant, scenes of ancient and modern stories are

63



juxtaposed and intersected, in which two similar encounters, the executed
revolutionist who tried to overthrow the regime of Qing Dynasty, and the
expelled restaurant worker who tried to preserve the restaurant from
demolition by inciting others to occupy the restaurant, share a similar

unavoidable destiny within the Chinese society.

The show is performed in an old OX Warehouse, which has been
transformed into a contemporary visual art center. We do not have huge
budget to build a restaurant set design for the performance, moreover, the
story shuttles from past and present as well as in a lot of different scenes
such as execution ground, restaurant, kitchen, construction site and grave
yard, therefore, instead of constructing external decorations, I tried to
construct a flexible imaginative power within my audiences’ mind, making
them believe in the changing of the scene by requesting them to participate
inside the scenography and help to finish the scene building themselves. I do

this by inserting roles for them subtly.

When audience first came into the venue, live music was playing;
actors appeared as the ‘crew’ and sold steamed bread (an essential symbol
from the restaurant in the play) to them, chatting with them casually. The

venue was a neutral art space without any auditorium at this stage.

Then four people from the crew started to clap their hands and gather
at the center of the venue, using hand gestures they attracted the audiences
to surround themselves. When audiences formed a circle around them, the
crew spread flour above themselves and started to cough. From now on their
identity changed from neutral crew who chatted freely with the audiences, to

performers who had specific fake role to play. The stage was thence formed.

In the flour mist and sound of coughing, the performers took out part
of their costumes and formed a manikin puppet Little Shuan in front of the
audiences. Flour and coughing are significant associated symbols for the
play, as Drug is about Chinese superstitious in curing tuberculosis by
prescribing human fresh blood with steamed bread. When the symbols from

the story began to appear, the play started too.
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After Little Shuan puppet was assembled, the first role, Little Shuan’s
Father as well as the restaurant owner, also appeared, played by one of the
four performers who formed the puppet. He carried away quickly the

coughing Little Shuan from the onlookers.

Not only the forming of puppet is done in front of the audiences, but
also the forming of actors’ roles. These arrangements aim at establishing the
language of this genre of Drama with Puppet elements. About 80% of the
roles in the whole play are carried by actors, 20% by puppets. The prologue
with 4 actors and 1 puppet reflects and prepares the spectators to perceive
this concept. The universe of the play expands in front of the audiences
gradually, they are led unconsciously from a neutral public space to a

performing venue, without actually walking to anywhere.

After that, a broadsword made of newspaper was thrown onto the
ground among the remaining three performers. As one of them picked it up,
the lighting of the venue changed immediately, the actor with the broadsword
made a traditional gesture of executioner, the other two a gesture of soldiers,
walking in traditional Chinese Opera movement, they split an exit from the
onlookers and brought in a prisoner, it is a puppet head hold by a human
actor inside the huge costume. The head was made of red wax with a
candlelight of fire on the top. The puppet plays the role of the revolutionist

who is about to be executed. The first scene was formed.

With the hints given by changing of the roles of performers and the
scenography, the spectators surrounding the performers have become “the
Chinese onlookers who stood aside and watched the revolutionist being
executed in the past” as how Lu Xun described in his literary works. We can
trace the interplay of proxemic and imaginative spaces among the changing
of performers’ roles, audiences’ identities and the scenes of the play,
spectators have become one important part to complete the scenography and

the story.
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The second scene happens in the Restaurant. When actors shouted
out “"Welcome to the Four Season Restaurant!” during the black out in the
transition, they appeared with a new energy as waiters when light was up
again, coming out to set up chairs for their ‘customers’ on the two longer
sides in the venue. The waiters let their customers be seated in six round
tables formed by bricks, and continue to watch the show with each of them
served by a cup of tea. This arrangement again turns the role of the
spectators, they become an essential elements to complete the scene - the

bystander restaurant customers.

Since we extend the original novel from Qing Dynasty to 100 years
later of our modern time, past and present scenes are intersected to reveal
the stories of the old and the new revolutionists. When the same group of
actors play different roles in traditional or modern styles of speech and serve
the same group of ‘customers’ who stay in this hundred years old restaurant,
although there is no changing in the actual scenography or costumes, the
space and time being implied in the story are constantly changing

accordingly.

Before the last scene, the plot progresses to the demolition of the
restaurant. The brick tables among the audiences were pulled down by the
actors in the noise of construction site, becoming piles and piles of ruins.
Light changed to a gloomy atmosphere, then entered two mothers from the
ancient part of the story, crying to find their dead sons’ graves to grieve over
- the executed young revolutionist, and Little Shuan who still died for
tuberculosis even after eating the steamed bread which sorbed the blood of
the dead revolutionist as superstitious prescription. At this time, the scene
was implied to turn to grave yards, the mothers walked towards the piles of
ruins, mourned over the dead of their sons while looking at the spectators

closely. The audiences were alluded to be dead souls in the graves.

What literature can offer to readers, we cannot duplicate slavishly into
theatre. In the production of Drug, we tried to transform the identities of the
space, the roles of performers and the spectators to form a multi-faceted

imaginative space. Audiences becomes participants to complete the
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scenography and the story, sensing the unique power of imaginative space

which belongs solely to the language of theatre.

Audience Participation - From Drug to Fang Fang

Comparing the relationships of performers and spectators, as well as
the audience participations from Drug to Fang Fang, they are similar in a way
that audiences are assigned different roles during the stories, also they need
to travel in the performing spaces, change their positions to watch the
performance, at the same time help unconsciously in completing the scenes
and the scenography. However, the dynamicity of their participations varied.
In Drag, audiences are onlookers, as written in Lu Xun’s descriptions towards
the general crowd. In Fang Fang, when audiences were commanded by the
Little Devil and being led into the performing venue, they were already
playing the dead souls which were waiting for reincarnations. “In Fang Fang,
audiences are not barely watching a performance, everyone is participating in
the issues mentioned in the story, no one can be spared”, as described by a
theatre critic. “In Drug, the crowd sees the injustice, they discuss secretly,
but no one will voice out any questions, nor try to change the situation. In
this way, it is to use ‘audience participations’ to emphasize the ‘public’s non-
participation’; however in Fang Fang, audiences not only represented the
public, but twice they were led to join in with actions...... Spectators were
designed to involve in the problems, their ‘ignorance’ were written before

their ‘participations’.” %3

The general public’s lack of participation in social issues is one of my
main concerns in the messages of my art works. Therefore creating
opportunities to amplify this phenomenon in the theatre to arouse self-
reflections and critical thinking are something I am keen on. By involving
inside the theatrical events, spectators pay more attentions when they carry a
role. In these two performances, the actions we need them to take increase.

This may arouse interests but as well antipathy or reluctance when they are

23 Translated from Newspaper Critique: Dud Tido % 8. " (&gy ) BlF 2 8." Macao Daily 20
Dec. 2015, FO3 sec.: n. pag. Print.
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forced to shout out slogans in order to progress the story. The love/hate
relationships towards participation are like two sides of a coin. Those
audiences who rejected to join the actions will see others’ enthusiasm in
picking up the roles, and vice versa. If theatre is a place for different
guestions to meet, and we do not seek for merely entertaining our audiences
and giving them what they think they deserve in a theatre performance,
these different reactions from the audiences are able to review our real

society in a wider scope.
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2.2.5How - The Use of Puppet and Object Elements

“There are no rules for such forms (Puppetry) of interpretation, and
thus the puppeteers give to the audience an interpretive authority that
is not often imparted in more conventional forms of theatre.
Therefore, it could be argued, the audience takes up an auxiliary
authorial role as generators of meaning.”

- Basil Jones (2009)%%.

Each puppet is uniquely made for one character only. It has its own
identity system. When we construct a universe of a puppet in front of the
audiences, they would start to feel hunger for interpretation. At this point
process of thinking and imagination are triggered, the audiences actively

involve themselves in creating the story.

Normally puppets are made to represent something in the reality
iconically. For example when we need a role of snake in the play, we will
make a puppet which looks like snake to play its part. However, puppet can

also be symbolic, or even contains its own metaphor.

2.2.5a The Withered Wall - A Constantly Changing Symbol

In The Withered Wall, the Daughter interacts with a puppet which
represents her own conscious. Representing her Alter Ego, the puppet is
human size with only four limbs and a head, each part separately animated
by five puppeteers with each holding two long sticks to control their joints.
The homosexual Daughter has resistance in accepting her sexuality; a puppet

who loses its trunk also loses its main sexual characteristics, hence it is hard

24 Jones, Basil. "Puppetry, Authorship, and the Ur-Narrative." The Routledge Companion to
Puppetry and Material Performance. By Dassia N. Posner, Claudia Orenstein, and John Bell.
N.p.: Routledge, 2014. 65. Print.
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to define its sex. Therefore I designed her Alter Ego puppet in this way to

symbolize her consciousness and doubts in the basic appearance.

Due to the Daughter’s stream consciousness, during her monologue,
the puppet sometimes express in movements its sincere to her, other times
alienation; sometimes it is comforting, other times controlling; its actions are
corresponding to the inner monologue she speaks. For example, when the
Daughter talks about her beloved mother, the puppet hugs her; but the next
moment it jumps onto the wall like a crawling spider, then the Daughter is
reminded of her Father and speaks about her hatred towards him; the next
moment when she speaks about her doubts of sexuality, she tries to touch
the puppet’s body but all she can reach is emptiness, and the puppet slightly
tilts its head and looks at her in a puzzling attitude, they look at each other

with no answer.

Although there is no facial expression and it is the same puppet all the
time, different actions, movements, tempos and gestures will create different
symbolic meanings for interpretations. Compare to reading, readers read
according to their own tempos, they can have enough time to construct their
imaginative universe with the intangible story expressed by words. However,
when we transform words into the tangible theatre, the control of tempos fall
onto the hands of performers, readers’ authority of imaginative space is
shrunk; in addition, the four dimensional media may also lead to a trap of
“What you see is what you get”. This will also weaken the curiosity and
interests in interpreting a performance. However, the use of puppet and
object in the transformed theatrical form is able to enrich the picture with
additional values, either contrasting or synchronizing, leading or being led, on
top of the inner monologue technique in stream-conscious writing. In this
way we present a different interest to our audiences in theatrical language,
rather than merely duplicating the words into theatre. The above case is how
we explore in interpreting stream-consciousness writing from literal language

to theatrical language.
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2.2.5b Drag - The Metaphorical Meaning of Substances Used in
Puppets

I consider Puppets has its own obstacles, for they cannot speak and
move by themselves. But it can be exactly useful when adapted to some
roles who are non-verbal or have difficulties in moving. In the above case of
The Withered Wall, the Daughter’s consciousness is one of the kinds. In
Drug, the sick son of the restaurant owner, Little Shuan, carries a strong
symbolic meaning in the original story of Lu Xun - he is the youngest,
weakest character in the story, with almost no discourse rights to make
decisions for his life, he barely speaks for a word but coughing. My
interpretation to this character is the writer’'s metaphor about the new China
at his era in 1910s, Lu Xun’s earnest patriotism and worries towards the

country.

Therefore I consider this role of Little Shuan adequately suitable to be
performed by puppet which shares the same obstacles. In terms of puppet
design, it wears brand new, luxury traditional Chinese garment, but inside its
body is a birdcage. The actors forms the puppet in front of the audiences
with all this materials, later when Little Shuan passed away, they deconstruct
his body and hang the birdcage up in the center of the stage. The story
progresses to the failure of the modern revolutionist restaurant worker. Until
the last scene in the ancient grave yard, the mother of the ancient
revolutionist thinks that the little bird is his son’s incarnation which flies to his
grave to redress for justice, the narrator, a neutral character in the
performance who represents the writer, then touches the cage and set free
the imaginative bird with a whistle. The whole Mise-en-scéne constructs
meaning to the birdcage through the progress of the story — when the
audiences first see performers forming a puppet with the birdcage it makes
no meaning to them, but at the end when it is deconstructed and hung up
again, it generates new interpretations as a symbol of captivity without

freedom, and a desire to liberation.

In this case, the substances which form the puppet itself becomes a

symbol, reacting with the role of the puppet itself, they generate unique
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metaphorical meaning for interpretations. The above is how we expand the
original symbolic meaning from the literature to theatre with the use of

puppet and its material construction in a metaphorical attempt.
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2.3 Reflections and Limitations

As this chapter focuses on the methodology used in Chinese literature
adaptation rather than individual case study, I will reflect on the overall issues

of producing theatre performances in this genre in Macao.

As I have mentioned in chapter 1.2.9, the long production process for
transforming literal language to theatrical language is an unavoidable
question. In order to find the connections between the literary works and our
modern society, it may take several months to a year to develop the plays
among the main creative members. This is a difficult method for professional
theatre group in Macao, as we depend hugely on the sponsorship from the
government for making new performances. Our audience market is too small
that reruns of the performances may not be able to sustain the productions
with incomes from the tickets. Until now my group is very luckily to have the
chance to produce our shows in different festivals and platforms with full
supports from the organizers, but the long production process may consume
too much of our time and therefore become an obstacle for us to develop the
group with more variety of productions. In a long run, producing Chinese
literature adaptations can be a burden. We may not be able to produce more
than one show a year for this particular genre, seeking for other directions in

productions is necessary.

In addition, although we can connect the two different fields of
literature and theatre through this performance-making, it does not
necessary mean that our spectators or the members in the creative crew will
understand and approach literature more after the performance, nor would
the literature lovers go to see other theatre productions after this one-time
visit to our performance. The promotional effects for the alternate media is
contemporary. As theatre lovers, if we truly want to absorb the essence form
literature and be able to learn from it rather than to consume its
conveniences and propaganda effects, more book club meetings, workshops
to approach literature in different ways, have to be created other than pure
production making. This is something I have not paid enough attention to so

far.
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The political sensitivity in Macao and China may also be a question for
our Chinese literature adaptation. When we used certain literary works, such
as Xi Fang Ping, the work itself contains political issue; author like Yan Lianke
publishes a lot of Chinese forbidden books outside China. Although it is not
compulsory for us to use politically sensitive literature for adaptation in
theatre, but this works hit the theme or art form we are eager and passionate
to investigate in. And from the feedbacks of the audiences we can see that
these works create the same interests to them. We can say that the selected
literature becomes one of the key factors to arouse attentions in the society,
and attracts audiences from different areas to come into our theatre for
collective critical thinking about our contemporary social issues. In Yan
Lianke’s sharing talk after he received the Kafka Prize in Prague in October
2014, he had spoken about the important of always prioritizing Arts in front of
all other factors such as Business or Politics, it is just that for Chinese people,
politics are everywhere surrounding us in our daily lives, and Arts is
originated from daily lives, therefore it is hard for Chinese Artists to isolate
ourselves with politics if we need to observe genuine living. Yan Lianke’s
speech remains an important remark for me, but not everyone understands
this principle of us artists. Like every coin has two sides, Chinese literature
helps us to observe our society, at the same time our society is observing us.
Although our shows receive number of positive critiques, and one of these
productions even being named by a well-known theatre critic as one of the
top two new Chinese plays in Macao for the recent years, until now we do not
succeed in applying for other platforms in Macao or China to rerun the shows.
Although for me their artistic qualities are always prioritized and I have no
intention to create any political propaganda for any side, I have been hearing
informally that the contents about occupation and corruption are close to
sensitive. I have no proof to verify their real reasons, nevertheless, to
approach any political topics in Macao would touch the nerves is an unspoken
rule. No matter if there is any evidence of external censorship, an undeniable
fact is that my self-censorship disturbs my creativity consciously and

subconsciously.

74



Moreover, the language barrier of Chinese can also be an obstacle for
us to connect our works to the world. We relied heavily on verbal drama for
the first three performances, less in our Puppet Cinema performance but still
we need words to express part of the plots. In order to gain more
opportunities to perform to a bigger market, the Chinese language barrier is

something we need to overcome in the coming future.

Furthermore, since there are not any professional Chinese puppet
theatre group in Macao, in this particular direction of Chinese literature
adaptation for theatre with puppet elements, the exchange of knowledge is
difficult. The lack of Chinese puppet scenographers and puppeteers increases
my liability in Chinese puppet theatre making. During the custom rehearsing
period of six to eight weeks for a new production in Macao, not only I have to
take the role of director, but also scenographer and trainer of puppeteers and
amateur actors. As I develop the usage and concept of the puppets alongside
the rehearsing results and actors abilities, most of the time the puppets have
to be made during these six to eight weeks according to the creative progress.
Handling the role of director, scenographer and trainer all together in this
short production time exhaust me and lower my time to focus in each

different role.

Another reason for picking up these roles on one shoulder are the lack
of resources. As discussed before, Macao production relies heavily on
government sponsors, normally they do not release a high amount of
financial aid for new theatre group, in addition they are still not familiar to
consider the extra cost and time consume for adapting literature into
theatrical language as well as puppets making. As a result, our extra time
and resources consume in these productions are not well covered. All of
these situations push me to handle various roles together so to cut the cost
for human resources. In one way it pushes me to breakthrough my
limitations, but in another way being exhaust in a production can dry my
energy out and deduct my performance in the respective roles. The tense
working schedule also affects my time spend on communications with my
actors and other teammates. Misunderstanding is easily caused which may

affect the corporations.
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Last but not least, being a leading member in both aspects of directing
and aesthetic, together with the missing role of dramaturg as it is still not a
common practice in Asian theatre, the creating process can be dictatorial.
Although in Chinese performance making, it is a rather normal attitude, or
even a liability for directors to be responsible for all final decisions making
and undertake all consequences, for my particular situation in puppet theatre
works, this loneliness found me no variations in ideas in the building up
process. Although somehow it fastens up the decision making time when
there is no need to discuss and wait for others to produce the puppets or
other relevant sets and props, the lack of discussion opportunities with
professionals in the puppetry field, both during and after the performance,
limit my progress in gaining more knowledge and making reflections in my

past works, hence become my obstacle to improve in my future works.

Realizing these obstacles in our pathway, we are trying to extend our
puppetry networks to China and Taiwan, so to have more communications
and exchange of knowledge in Chinese puppet theatre making. Although our
styles and directions varies, it is a good sign to connect with Asian puppet
theatres. Working on more outreach to invite professionals to come holding
workshops in Macao to train puppet collaborators is our another strategy, at
the same time ourselves also hold different puppetry workshops for children
and teenagers to increase public awareness to the genre of puppetry. Plans
for working and studying abroad from time to time for different puppetry

technique are our another way to keep growing in this profession.

In the past puppetry are often performed by foreign artists in Macao,
doing it with Chinese languages in adult theatre is not common at all. On top
of the art form, we add in Chinese literature, another uncommon directions in
Macao theatre. Introducing a relatively new culture to the local, training and
building up collaborators is a tough and long way to go. Problems and
confusions are everywhere in our creative processes. Nevertheless,
whenever there is confusion, there is something new. Potentials and
prospects in working on this genre do exist, and we will look into it in the next

session.
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2.4 Prospects

Although one Chinese literature adaptation performance will not arouse
the public to read more in general, it does provide an extra channel for
certain cultural circles to approach the other mediums. In addition, in terms
of the audiences, it is a very useful strategy to set a correct expectation
between performers and spectators, thus a valuable marketing device to find

the targeted audiences.

In certain examples, it also serves as a bridge to connect readers from
different regions. In The Withered Wall, the notable author Mr Lau Yee
Cheung and his wife had come to our performances from Hong Kong, bringing
with him a documentary film director and a Hong Kong cultural study scholar.
Together they were filming Mr Lau’s cultural activities for one of the
collections in the series of documentary movies about Chinese literature
writers in Asia. By this coincidence, our work has the chance to entre the
collections of Mr Lau’s life events in the data base researched by Hong Kong
government and appeared in the documentary movie series. Moreover, I also
met some young student audiences who was studying Chinese Literature,
they came to Macau from China for the first time in order to watch our
theatre performance which adapted Mr Lau’s literary works. Thanks to the
mutual appreciations for the writer, these new faces are one of the great

rewards I gain in this experience.

Furthermore, when theatre scholar Jon Whitmore mentioned about the
functioning of Framing System in a performance, one of its important factor
for experienced theatergoers is the awareness of a director’s past productions
and performance style. (Whitmore 1994, 43) The research from the first
chapter reveals that from 2013 to 2015 there were only 7 shows of Chinese
literature adaptations in total local productions, among those 3 shows are
produced by our group with me as the director, constantly producing one
show per year. This has created our unique Chinese literature adaptation
series which was never produced before by other Macao theatre group, thus
helping us to build our brand in the market. This does not only benefit in

establishing recognitions for our potential audiences in the future, but also for
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potential sponsors. With this clear artistic goal, Rolling Puppet and I have
been invited to produce a new Chinese literature adaptation for Macao Art
Festival 2017 with the awarded literary works from the Biennial Literature
Contest in Macao with full sponsorship. It is a rare and valuable opportunity

for new director like myself.

All in all, I do consider all of the above as the prospects of Chinese
literature adaptation in widening Macao performance genres and varieties, at
the same time a valuable deed to carry forward our Chinese literature and

performing arts form into a new territory.
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Conclusion

The study was set out to explore the concept of transforming Chinese
literature into theatre adaptation in Macao. It has identified the situation of
practices of this particular genre in the recent nine years from 2007 to 2015
in Macao. Through researching on the classification of all text-based
performances within these years, the statistic reveals the overall dramaturgy
in the local performing arts trend. The study also sought to know the
evidence of the absence of Chinese literature adaptation in the local theatre
field throughout the years, and the reasons for this phenomenon in terms of
history, culture, knowledge, politics, belief, art, custom and habits in the
sociological level. By providing practical examples of my Chinese literature
adaptation theatre works in Macao and analyzing their directing methodology
as well as market reactions, the study sought to answer the possibilities and
values of this genre of Chinese literature adaptation performance in Macao,
and the director’s tools to apply Chinese literal language to theatrical

language in actual theatre practice.

Reveal from the analysis of the statistic, among the total 712 text-
based performances in Macao from 2007 to 2015, only 22 local productions
were initiated from Chinese literature, which makes only 3% on the entire
figure. The low percentage reflects the lack of enthusiasm and interest in the
related topic in the general theatre field, on one hand, it reveals a missing
piece of Chinese literature in our culture; on the other hand, it suggests a
under developed territory for theatre practitioners to discover. By studying
their causes and effects in the process of Macau related modern history in the
political, cultural, humanity, educational and art executive levels, it provides
us a window to understand the obstacles to approach this creative method of
theatre-making in different perspectives, hence we can be better prepared for

the challenges.

Among the 22 local productions, 3 of them are produced by my theatre
group Rolling Puppet Alternative Theatre, together with the latest production
in 2016, I have directed 4 performances in the genre of Chinese literature
adaptation since 2013; they are The Withered Wall (2013), Drug (2014),
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Fang Fang (2015) and Xiao An (2016), constantly one production a year. By
inspecting their key elements and directing methodology with the 5SW1H
principle, the study reveals an objective possibilities in using Chinese
literature in theatre adaptation in various ways. In the first method, we can
initiate a performance-making with contemporary theme, then search for a
piece of literature to create dialogue with it; in the second method, we can
originate the performance by studying a piece of chosen literature, then
research in our contemporary interpretations to it to create a new piece of
art; in the third method, we can begin with specific art form we want to
explore in, next search for an associated literary works to test their
collaborations. Every choice would interact and affect other factors such as
their contemporary contexts, audiences’ interpretations and relations to

performers and the stories.

The use of Puppet and Object elements as well as the metaphorical
meaning generated by their constructed materials are another innovative
discussions concerning the matching up and complementary of audiences’
imaginative spaces and interpretive authority that this particular art form of
Puppet and Object offers for literature adaptation. It compensates the
possible losing of curiosity and interpretive authorities for readers in literal
language when words are being transformed to the tangible four dimensional
media of performing arts, reimburses the shrinking imaginative rooms for the
spectators by offering them an authorial role as generators of meanings
towards various symbols and metaphors in the unconventional form of Puppet
and Object theatre. Without illustrating the original literature, Puppet and

Object are able to create unique additional value in the theatrical art form.

Our series of Chinese literature adaptation performances not only aid
us to approach our Chinese societies of different eras through the observant
eyes of great authors so to create our multifaceted contemporary dialogue
with them during our creative processes, but also has established for us a
framing system of audiences’ expectations and potential sponsors’ awareness.
From creative point of view to marketing point of view, Chinese literature has

bridged us up as creative members or general public.
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The study has offered an evaluative perspective on an important

development of Macao theatre dramaturgy in terms of Chinese literature

adaptation in the current decade, and was supported with practical

applications of the genre in the area. It helps us to differentiate our

distinguishing feature as the sole Chinese Puppet Theatre group in Macao,

setting us a solid footstone for our artistic roadmap ahead with academic

supports, reflecting the positive possibilities and values which Chinese

literature adaptation can bring for Macao theatre practitioners.

There is also a number of limitations that the study encountered during

its progress, which need to be considered:

The lack of systematical record for Macao Performances before 2007
has limited the extension of the research;

the inconsistent data base formats for Macao performance records from
2007 to 2015 also create confusions which consume extra workload to
rearrange the data, or even further actions needed to investigate with
their creators, as a direct consequence, the artists’ personal
interpretations and memories towards their theatre works varies in a
subjective manner;

the insufficient of Chinese literature adaptation productions in Macao,
together with my personal lack of experiences as the audience of other
theatre practitioners’ performance of the genre, limit my understanding

towards these productions in an objective perspective.

To further investigate in the possibilities and values of this genre, there

is need for more case studies at the local level to allow further assessment of

the subject. Exploring the following can facilitate the attainment of this goal:

Create a more systematical, dynamic data base for records of Macao
theatre performances;

establish a sense of awareness for authorship and source of inspiration
for Macao theatre practitioners, so to avoid confusing subjective
identifying of their productions;

in order to understand the factors for the absence of Chinese literature

in Macao theatre field in a comprehensive perspective, further needs of

81



investigation outside sociological level, personal interviews of different
local theatre practitioners are suggested to be revisited;

. to obtain a bigger picture and explore how Chinese literature
adaptation can help Asian theatre artists to approach the world, further
study on the cases in the nearby Chinese speaking region, e.g. Hong

Kong, Mainland China and Taiwan, is suggested to be revisited.

In spite of the fact that adapting Chinese literature into theatrical
language is a more time and energy consuming method for theatre-making,
all the above discoveries encourage and support me to go further and deeper
in this roadmap. Only by practicing what we preach can we face our
ignorance towards this indispensable part of Chinese literature in our culture,
hence fulfilling the missing piece in our civilization. If some of the “Cultural
Orphans” may forget all the cultural heritage they have, then for the others,
the thirst of traceability towards their identities will bring upon a strong
capability to absorb the essence of different cultures; as a Chinese theatre
artist returning from Western education, I see the possibilities and values to
use Chinese literature as a starting point, and fuse these different knowledge
and essence to redefine our identities that reflect our understanding and life

experience as a cultural hybrid of Macao.
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Below are records of Macao Theatre Performances, note that this study

Appendix 1

is focused in text-based theatre, therefore non-text-based performances e.g.

Dance, Physical, Mime, Acrobatic and Music Concerts are excluded from the

lists. The original records of performances were provided by Macao Theatre

Culture Institute. After analysis, the genres of each of them are classified as

below:

Categories of the Genres

A. Chinese Literature Adaptation (China, Hong Kong, Macao, Taiwan)

B. Other Asian Literature Adaptation

C. Western Literature Adaptation

D. Chinese Play

E. New Chinese Play

F. Western Play

G. Macanese Patua

H. Other Asian Play

I. Others ( Devised, Educational, Forum, Playback Theatre)

Local Text-based Productions in 2007
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Appendix 2

Local Text-based Productions in 2008

Month Performance Title Organizer Genre
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Appendix 3

Local Text-based Productions in 2009

Month Performance Title Organizer Genre
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Local Text-based Productions in 2010

Appendix 4

Month Performance Title Organizer Genre
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Appendix 5

Local Text-based Productions in 2011

Month Performance Title Organizer Genre
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Appendix 6

Local Text-based Productions in 2012

Month Performance Title Organizer Genre
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Text-based Performances from Overseas in 2012
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Appendix 7

Local Text-based Productions in 2013

Month Performance Title Organizer Genre
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Appendix 8

Local Text-based Productions in 2014

Month Performance Title Organizer Genre
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Appendix 9

Local Text-based Productions in 2015

Month Performance Title Organizer Genre
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BB E BRI CRFT - | BRRIEE RFIEEA .
2015) (ZEEERELZEREEE )
(EHEE) /N B F
(EUREBLEFRER) SEFIEREIL F
HENEIES (A anBEiThm) JUEE R EER LR |
PRI B &I
Haeg] (BERERE) FatEe  HEEE B
B £
T/ NEIS 2015 (BE&ET) Rt E
TE/NEIS 2015 (EanERIR | 250t
rh 7 A PR R e A — — DL "R E
10 wsa” Rl
TE/NEIES 2015 (RERDEER R | 250k .
=P
(&KE) B8y /NEATEEE .
C A {IE 4t ) W s I A E
CRIRTTE) ST EHERER B — SR B A A
(H7) SEEE  EERE S A
%
(REEER) RNEWE (&) EiE D
(Choice) BB Shi@&I[E (BTG) 5
11 B+ AEREFIR TR (iR | BPIREGEE BEFTUEE B
- BREEN - SER) /R JEEI
(HEHER ) SRS R E
B+ AEREFIR TR (CNALNE | RPIREGEE EPTUEE .
B R EEFERE ) /Sérgio Rolo
F+HEREPIS B (FEA | BMTREEE BPTUEE .

)

/RS
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(a0 ) — A—I=EES LrERE SR L I
2015 4 TERMIVEEF RIS, (BF | BEA S SR f i TRl 2 R
ZINAE) ~ CGEIERERD) FEZR RERR TS0 RPTRNE I
BREIE
(BT T8 EEXKEENZ) | /NUETE C
HEEE (AR ) B eRE - A E
12 (R FREES 11 ) PN BB E
BT (EF) T | B ZER B
W | NEIS T A=
SififErtEstE (BEEE) /N B I
Text-based Performances from Overseas in 2015
Month Performance Title Organizer Genre
"2° Encontro de Marionetas casa de portugal em Macau
de macau ZF JEUAEFIARMEET, | Tangada Teatro
(O Patinho Feio) F
(BN )
() JRFIEEHT A Cameron
3 Mackintosh and The Really F
Useful Group
"2° Encontro de Marionetas casa de portugal em Macau
de macau 25 _JEREFIARMEE " Rui Sousa .
(O Circo das Marionetas)
(ERERSSHETY
4 (F5+) BT B A HEAEERE] T .
TEDI(FH)
(- BAF) EFTRERITTE & B S B/ c
EEE (&S )
5 (B EFTRERITTE & B S B/ .
EMFIERE S S (7R
(TBARIESEE) EFTRERITTE & B S B/ .
L5 R RES CEE)
(=L HIETEL ) EFIEERT AL JEREIS%
~ NETworks ~ Broadway C
Entertainment Group
6 (R TERER) SAPISARHL R | PR
HFE%IE Hotel Pro Forma F
HH | FIAR R SR E
(FE) NSRRI RS R A .

& | ISR
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FEE (ARERT)

SEFISZAEHC, " EUE | GWB
Entertainment
By special arrangement

8 with Colin Ingram & Hello F
Entertainment
In association with
Paramount Pictures"
B = s N AR B PR (R BB BFEINEEES (& D
9 - 2015) (The Game) JID
B = Ean N AR B PR (R BEET AEREEERY D
F9 - 2015) (B HEK) TREFEFEAEE (FH)
9 B = s N AR B PR (R BB &8 m T (&
F9 - 2015) CIEERAVETZINRIZ) | 2) D
B = E s N AR B PR (R BRI S R g e s .
F9 - 2015) (Hhai) (L2l B S EE CGHrinsz)
251 A eI T 2T ( HPIRBEEE E U D
1 Play Games) i TAE=E
BHAEREPIR R (| RPIREEEE R EES B
EHA2.0) TRHOR KBS (&8
(RoavdERET) B BHLFE T PRZEEE A
12 = (307) T | B ZER D

T | NS A=
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Local Chinese Literature Adaptation Productions List from 2007-2015

Appendix 10

Year Performance Title Organizer Genre
"B - B - BIS L & HPTSAEHL AC
2007 F1: (HERRSEE0)
rEEERy s (E= e A EE R 1 A
81.45th &)
B HIYZE /N E A
2008 BTG EUH) REEE A
RoEG - T/UHZE REEE A
SHbEC ZEIt - BEEE RS A
B TEMEPIEET - =N | M A
2000 |FCE (STHE) A
AL R RS 2S5 HAPTAEHL, BB K E g A
/J%z%
HE RS HETE] 2010- T BB T TR
<<W§U< | ZEEFRITR =g tt A
2010 %)
PV NEISEEE B o B | 2R A
Fa’ﬁ FE— (B35 (B | UbHL /2Bt A
2011 $?EE>> = -
SL%F'EJ%%ﬁIEﬁ—WLR% /N E A
HEERUR JEP A
KAEL SARJE (23 th JRFIEETER) / \
e B AL
2012 | FEARHE FOECAEE (12 th JRP T £
TEER) /R TR AN Z R B A
Hfi Sérgio Rolo &1F
2013 (Fhi&) * (20134558 | BB - /N EREE A
=~ BRHED
2014 e FIR FZ AR BB A
LB 2014 - (88) * EEN R SRR A
(1 /\HHix) Z2EE AR OREE A
(ViR - AERER) JEB AC
2015 | CARAHTTED) AP ERERE—RR BB A
FREEE 2015 - J5705) * | FEEE REmSEE A
%

*Highlighted are my directed works and produced by key creative

collaborators of our theatre group Rolling Puppet Alternative Theatre.
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Appendix 11

Reference information for The Withered Wall (2013)

r
Meetings for the whole creative group, including director/scenography designer,
producer, musicians, video artists, light design and performers for The Withered Wall,

initiating concepts from the Chinese literary works chosen from the novels.

Daughter and Father confrontations among the withered walls. They never look true

to the other even in a consciousness dialogue after the Father’s death.
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The past figures of Mother(left) from the short story The Ferry, and the Mistress
(Right) from the short story Black and White Butterfly. On the Mother’s two meters
high long dress is the video projection of Macao in the old days; while on the wall
where the mistress plays her sexy dance is some random words written by the
original author in the literature, in my interpretations are hints for a sex-making

scene.

The Father’s monologue
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The Daugther’s interaction with her Alter Ego puppet

The post-production discussion with Mr Lau Yee Cheung in the auditorium.
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Appendix 12

Reference information for Fang Fang (2015)

Starting the 1% scene outside the venue, audiences need to walk pass a tunnel

towards Hell to entre the performing space.

Two Xi Fang Ping, both father and son, was tortured by the Little Devil. (left)

Little Devil playing a non-verbal scene of finger puppetrey to the Dead Souls (all
audiences) to announce the upspoken rules in Hell - one must surrendar in order not

to be eaten.
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The protagonist convincing spectators to shout slogans, he distributes chairs to them

in order to occupy the entrance of the Bridge, implyng them to be dead souls in Hell.

God from Heaven appears in the form of video puppet everywhere in the venue to

speak about his manifesto about ruling Chinese souls.

The guard of Bridge of Rebirth, Old Granny Meng, represented in half human half
puppet.
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Audience being put on mask, playing the role of a dead soul, is randomly selected to
be judged by the New King of Hell, however without personal discourse right under
the control of Little Deuvil.

After becoming the King, the Son used his authority to send Little Devil to
punishment and adjudged his Father not guilty.

Group photo after performance
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Appendix 13

Reference information for Xiao An (2016)

Synthesizing the miniature puppet Xiao An walking in the
street of Macao by a video playback of Macao’s street
situation on the laptop, live shooting his animation and

projecting in the back screen behind.
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The projected puppet, Xiao An, interact with life actors on different screens behind or in

front of the actor, who changes to various roles in different scenes.
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Xiao An climbing up the tree, three different dimensions interplay with each other -
first, the hanging real Xiao An puppet who's head is replaced by a drawn egg, for a
later falling off the tree, it goes with the set of buildings in the box below as the
village; second, the screen at the back, portraying Xiao An’s perspective from the tree;
third, the puppeteer at the left who is filming the perspective of Xiao An, also acts as

the TV reporter who shouts out to him and asks him to jump down to the bed sheet.

The buildings in the materialized village are constructed by various trash of
commodities packages, they were painted golden in front, but the camera catching
Xiao An’s angle from the top of the tree, projecting on the screen behind is their

rooftops which are all their real substances of old bottles or paper box.
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Different sizes of puppet is used to go with pre-recorded videos for the scene when

Xiao An watched TV alone.

(Left) In the curtain call we let Xiao An sitting on the flying hen (which laid the

smallest egg on earth in the plot) to come out again.

The audiences are mainly consisted of adults, but few children (not more than ten for
each show) pay their visits to our performances. Concerning the accessibility to the
content, we soften our approach in the ending. We imply Xiao An’s death of falling off
the tree subtly by replacement of a fallen egg head, followed by a chemical reaction
of red foam arising from the trash buildings. The use of puppet and object ease the
heaviness and the performances are welcomed by children, at the same time create
spacious rooms for imagination and interpretation for the adults by metaphors

generated from the materials themselves.
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Appendix 14

Reference information for Drug (2014)

(Left) Selling steam-bread before the show. The venue is a neutral public space at the
time being.
(Right) Performers use hand gestures to ask audiences to surround them, a

performative space starts to form.

(Left) In the flour mist, the performers are coughing, at the same time forming Little
Shuan with their belongings.
(Right) Performers’ first role-change to puppeteer. At this point their cough stops, all

focus is transferred to Little Shuan, who is coughing heavily to imply he is sick.
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(Rehearsing photo) The performer in the gesture of executioner, with the revolutionist
(a red wax head with a candlelight of fire above) being escorted to the execution
ground. The play formally starts. During the performance this scene is performed

surrounded by the standing audiences.

Photos from open rehearsals. Audiences are arranged to be seated, tea is served. Scene

changes to the restaurant.
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The modern revolutionist — restaurant worker — convicing his customers (the spectators)

to occupy the restaurant with him without succeeding.

The dead of Little Shuan, and the birdcage inside his body being hung in the middle of

the venue. Its metaphorical meanings are enhanced in the progress of the story.
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(Above) The mother of the ancient revolutionist,

mourning her dead son in the grave yard.

(Left) Like her son, the role is presented by a wax
puppet head hold by the puppeteer inside the
costume. But mother’s head is made of white
wax, also with a candle lighting above in the
grave yard scene. Its facial expression are upside
down that of her son, while the son is showing his
anger, the mother is showing her grief. The fire
on their head also differs in meaning of
metaphors, while the son’s fire is a passion to die
for his righteousness, the mother’s candle fire is a
mourning for her son. Even when we apply the
same substances and simliar designs onto
different puppets, they can also create
metaphorical meaings that vary a lot according to

the puppets’ roles.
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