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Introduction 
From Three Photograph s 

An earl y autum n sunse t i n 198 0 i n Beijing . Th e coo l breez e wa s blowin g 
away th e day' s heat , bu t th e stree t wa s stil l war m wit h bustlin g crowd s i n 
front o f the auditoriu m o f the Chin a Yout h Ar t Theatre . Amid shout s fro m 
some askin g i f anyon e ha d spar e ticket s an d street-corne r scalper s dealin g 
in blac k marke t tickets , thos e peopl e luck y enoug h t o hav e admissio n wer e 
eagerly takin g thei r seat s fo r The  Merchant  of  Venice.  Shakespeare play s ha d 
not bee n see n o n th e Beijin g stag e sinc e 1961 . Thoug h i t wa s fou r year s 
since th e Cultura l Revolutio n ha d ende d wit h th e deat h o f Mao , theatr e 
people wer e stil l very cautiou s abou t wha t the y woul d attemp t o n th e stage . 
Their memorie s wer e seare d b y wha t ha d happene d durin g th e Cultura l 
Revolution t o thos e denounce d fo r stagin g 'feudal , capitalis t an d revisionis t 
works.' Henc e mos t theatr e production s followe d th e conventio n o f praisin g 
the Communis t leader s —  th e onl y differenc e bein g tha t th e leader s wer e 
newly rise n t o power , an d th e enemie s wer e no w th e 'Gan g o f Four'1 rathe r 
than th e ol d clas s enemies . 

This 198 0 productio n o f The  Merchant  wa s a  sig n o f th e reviva l o f 
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Western masterpiece s an d th e traditiona l repertoir e o n th e Chines e stag e 
after th e Cultura l Revolution. 2 I t adde d t o people' s enjoymen t o f lif e i n 
the relativ e libert y tha t graduall y arose . I  remembe r tha t peopl e mad e suc h 
comments: 'Ther e i s kissing on th e stage , and th e musi c an d se t are beautiful. ' 
'You coul d reall y fee l sixteenth-centur y Ital y in th e production. ' 'Hav e yo u 
heard tha t th e directo r ha s ha d th e nerv e t o kee p i n al l th e line s abou t th e 
ring?' Comment s lik e thes e sprea d fas t amon g universit y students , othe r 
young peopl e an d olde r intellectual s i n Beijin g wh o wer e al l hungr y fo r a 
sense o f connectio n t o a  world beyon d Maois t China' s borders . 

People wit h traditiona l Maois t attitude s were unhappy . O n 7  Septembe r 
1980, The  Beijing  Evening  Post  (Beijing  wanbao) 3 publishe d a  lette r fro m a n 
official who , havin g declare d tha t ' I don' t thin k I  a m feudal' , bitterl y 
condemned th e performanc e o f The  Merchant  fo r bein g 'harmfu l t o publi c 
morals' becaus e performer s embrace d an d kisse d eac h othe r i n fron t o f suc h 
a bi g audience . Thi s mad e hi m 'extremel y uncomfortabl e fo r week s afte r 
he ha d see n it ' (Fan g Ping 1983 , 289). His letter wa s followed b y a  multitud e 
of comments expressin g divers e opinion s publishe d i n th e newspaper . Whil e 
the majorit y disagree d wit h him , ther e wer e nonetheles s dozen s o f letter s 
that supporte d thi s official' s concer n abou t th e dange r o f an affron t t o publi c 
modesty an d decoru m i n Beijing . On e lette r proclaime d th e writer' s disma y 
that som e fines  i n th e pla y 'wer e to o vulga r an d dreadfu l fo r ou r ears' , citin g 
for exampl e Gratiano' s lin e 'What , ar e w e cuckold s er e w e hav e deserv' d 
it?' ( V i  265). 4 Th e lette r wen t on : 'W e don' t understan d Shakespeare , ye t 
we shoul d no t hav e t o liste n t o suc h dialogues ' (The  Beijing  Evening  Post  1 3 
September 1980) . Th e controvers y certainl y stimulate d interes t i n th e 
production. 

W h e n th e re d velve t curtain s opened , spectator s wer e quickl y 
enraptured b y th e exoti c mise-en-scene.  7]nm%  Qihong, th e Moscow-educate d 
director, trie d he r utmos t t o creat e a  'romanti c an d lyrica l comedy ' (W u 
Furong 1981 , 1:55 ) an d 'a n od e t o humanism ' (Zhan g Qihon g 1983 , 285 ) 
for th e Chines e audience . Th e stag e looke d lik e a n enchante d worl d 
compared t o th e dra b realit y o f everyda y lif e wher e me n an d wome n al l 
over th e countr y stil l wor e standar d blu e o r gre y jacket s buttone d u p t o 
the nec k an d bagg y trousers . 

When Bassani o come s t o se e Porti a i n Belmon t i n ac t II I scen e ii , a s 
the photograp h (Fig . 1 ) shows, Porti a i s wearing a  long white dres s enhance d 
by numerou s tin y translucen t bead s t o conve y he r gleamin g purit y an d 
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wealth. Bassanio' s jacket i s wel l cu t wit h splendi d cuffs . Th e gol d an d re d 
pattern chose n fo r thi s garmen t bring s ou t th e brightnes s an d smoothnes s 
of th e sil k an d matche s th e colou r o f his blond e wig . H e als o wear s a  shor t 
black velve t cloa k embroidere d wit h gol d thread . Both character s ar e heavil y 
made-up: makin g ful l us e o f wigs an d prostheti c noses , with strongl y painte d 
round-eyes an d artificia l lashes , whic h hel p Chines e performer s loo k lik e 
Westerners. Thei r pose s als o reinforc e th e impressio n o f a  differen t typ e o f 
physical presence . Th e wa y tha t th e actres s raise s he r finger  an d hold s he r 
dress, an d th e actor' s han d an d le g positio n ar e no t usua l gesture s o f a 
Chinese person . Th e tw o loo k a t eac h other , smiling . I t i s a  statemen t o f 
being i n love . Behin d the m i s th e Wester n ico n o f love , Cupid , abov e a 
fountain. A t th e bac k o f th e stage , ther e ar e projecte d shadow s o f hig h 
Gothic buildings . 

The Merchant  ha s lon g bee n China' s favourit e Shakespear e production . 
According t o availabl e records , i t wa s th e ver y first  Shakespear e pla y t o b e 
performed b y Chines e student s —  stage d i n 190 2 a t S t John's Universit y 
in Shangha i (Goodric h 1911 , 90) ; an d als o th e firs t t o b e performe d 
professionally —  stage d b y th e N e w People' s Grou p i n Shangha i i n 1913 . 
It i s als o th e on e mos t frequentl y performed . I t ha s bee n give n a  variety o f 
Chinese title s apart fro m th e litera l translatio n o f the original , suc h a s Contract 
of the  Flesh  (Rouquan),  A  Pound  of  Flesh  (Yi  bang  rou),  The  Female  Lawyer 
(Nil liisht),  The  Debt  and  Severed  Flesh (Jiezhaige  rou)  and The  Gentle  Woman 

from Heaven  (Tian  zhijiaonu).  Thi s pla y i s ful l o f element s t o appea l t o th e 
Chinese audience : th e strang e deman d fo r a  pound o f human flesh , a  woma n 
in a  man' s professio n (lawyer) , th e romance , th e unusua l wa y o f selectin g 
the futur e son-in-la w demande d b y th e dea d fathe r (choic e o f th e thre e 
caskets), th e suspens e i n th e cour t hearin g an d th e disguises . 

The 198 0 productio n wa s a  hit , runnin g t o mor e tha n tw o hundre d 
performances, tourin g man y citie s an d bein g show n man y time s o n 
television. I  sa w th e liv e performanc e i n Shangha i i n 1986 , nearl y si x year s 
later, a t China' s first  Shakespear e Festival . As we shal l see below, thi s festiva l 
brought man y differen t approache s t o Shakespear e o n th e Chines e stage . 

The secon d photograp h (Fig . 2 ) wa s take n i n 1986 . I t i s of Blood-stained 
Hands (Xie  shou  ji) i n th e styl e o f kunju,  on e o f the oldes t genre s extan t o n 
today's stage , mainl y performe d i n th e Shanghai , Jiangsu an d Zhejian g area . 
Kunju ha s been a  major influenc e o n othe r younge r genre s includin g jingju 
(Peking Opera ) a s w e shal l se e i n Chapte r 4 . Ther e ar e tw o figures  i n th e 
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photograph. M a Pei , th e long-bearde d general , wear s re d armou r an d a 
helmet als o decorate d wit h red , a  colou r o f blessin g an d victory . Hi s wife , 
Tie Shi , Lad y Iron , wear s a  particularl y ric h head-dres s an d a  lon g gow n 
with flims y whit e sleeves . Thei r make-u p i s als o i n traditiona l kunju  style . 
The dan  o r femal e rol e ha s pin k o n he r cheek s an d eyelids , whil e th e mo 
or mal e rol e paint s hi s face wit h mor e natura l colours . Bot h hav e thei r eye s 
and eyebrow s lifte d b y strap s which ar e hidde n insid e th e head-dresses , an d 
this effec t make s thei r facia l expression s mor e exaggerated . Th e back-to -
back postur e come s a t th e en d o f a  serie s o f movement s as , wit h a  soarin g 
voice, th e woma n ha s bee n tryin g t o persuad e he r husban d t o assassinat e 
the empero r wh o i s abou t t o visit . Thi s i s a  Chines e operati c equivalen t o f 
Macbeth ( I v). Together wit h othe r kunju  fans , I  was fascinated b y th e actor' s 
skills, a s h e use d hi s voice , body , helmet , bear d an d differen t type s o f ste p 
— forward , backward , fas t an d slo w — t o externaliz e hi s conflic t o f emotion s 
on bein g aske d t o kil l th e emperor . 

The thir d photograp h wa s take n o n a n unusuall y col d autum n evenin g 
in 199 0 i n th e outskirt s o f Beijing , jus t ove r a  yea r afte r th e Jun e Fourt h 
crackdown o n th e students ' protes t i n Tiananme n Square . I n a  small studi o 
in th e Beijin g Fil m Academy , no t ofte n use d fo r stag e productions , a  low -
budget experimenta l productio n o f Hamlet  wa s bein g performed. 5 Goo d 
connections betwee n th e produce r an d peopl e i n th e Academ y mad e th e 
rent o f th e studi o ver y low , an d th e distanc e fro m th e centr e o f th e cit y 
prevented to o muc h publicit y fo r thi s rathe r disturbin g wor k a t a  ver y 
sensitive time . I t wa s th e first  productio n stage d b y th e Li n Zhaohu a 
Workshop, a  produc t o f th e radica l economi c reform s an d th e drasti c cu t 
in governmen t subsidie s fo r state-ru n dram a companies . Th e budge t 
problems gav e practitioner s som e freedo m t o organiz e thei r ow n groups , 
to see k outsid e financial  assistance , an d thereb y b e abl e t o d o som e wor k 
that intereste d them . Nonetheless , th e widesprea d enthusias m fo r theatr e 
productions te n year s earlie r ha d gon e completely . On e reason , abov e all , 
was tha t virtuall y ever y hom e no w ha d a  television . Th e pas t te n year s 
witnessed th e greates t change s tha t Chin a ha d undergon e sinc e th e 
Communist Part y seize d powe r i n 1949 . Socialis m ha d almos t vanished . 
The ol d values an d moralit y mad e n o sens e any more . I n addition , th e event s 
of June Fourt h ha d furthe r divide d people . Som e becam e mor e radica l an d 
political, whil e mor e trie d no t t o concer n themselve s wit h politic s a t all , 
but instea d concentrate d o n makin g money . 
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Against thi s background , Li n Zhaohu a presente d th e Chines e audienc e 
with a  very differen t Shakespeare , departin g radicall y fro m th e traditio n i n 
which The  Merchant  ha d bee n created . Thi s i s n o triump h fo r Renaissanc e 
humanism, bu t a  lonely Hamle t a s 'one o f us ' a s the directo r claime d a t th e 
interview.6 Th e Wester n wigs , prostheti c nose s an d th e 'double t an d hose ' 
costumes ar e gone . I n thei r plac e ar e th e urba n clothe s an d th e natura l face s 
of 199 0 China . Lin' s actor s d o no t preten d t o b e Westerners o r play 'period' , 
but brin g Shakespeare' s character s int o thei r ow n world . Gon e to o i s th e 
elaborate set . Th e onl y permanen t pro p i n th e productio n i s a barber's chai r 
which symbolize s a t differen t time s th e throne , a  be d o r a  roc k nea r 
Ophelia's grave . Th e stag e i s covered b y a  huge crease d floor-cloth , an d a n 
obsolete movi e projecto r encumber s th e corne r a s a reminder o f the venu e 
and th e cinema . Fiv e worn-ou t ceilin g fans , constantl y rotatin g abov e th e 
centre o f th e stage , ar e echoe d b y a n isolate d fa n se t o n th e righ t side . I n 
the due l scene , th e ceilin g fan s ar e lowere d an d tak e par t i n th e fight  lik e 
Don Quixote' s windmil l giants . The photograp h (Fig . 3 ) shows Hamle t an d 
Claudius grippin g eac h othe r wit h mutua l hatre d ove r th e meta l framewor k 
supporting th e ceilin g fans . Gertrud e i s lying o n th e stag e i n a  red dress . 

The mos t controversia l devic e i n thi s productio n wa s th e switchin g o f 
key characte r part s among a  number o f actors. At certai n points , fo r example , 
the tw o actor s who predominantl y playe d Hamle t an d Claudiu s interchange d 
roles. A t anothe r moment , th e acto r playin g Poloniu s becam e Hamlet . Th e 
soliloquy 'T o be , o r no t t o b e . . . ' wa s share d b y al l three actors . Th e acto r 
playing Horatio , th e tru e friend , wa s als o Rosencrantz , th e betraye r o f 
friendship. Thi s doublin g provoke d reflectio n abou t good , evil , honesty an d 
falsity, a s it blurred th e mora l opposite s i n apparentl y oppose d characte r roles . 

The reactio n toward s thi s performanc e wa s mixed . Thoug h audience s 
who travelle d ou t t o se e i t wer e youn g an d middle-age d intellectuals , mos t 
of them los t thei r wa y i n th e plot , becaus e the y wer e unfamilia r wit h Hamlet 
and unaccustome d t o avant-gard e theatre . I  mus t admi t tha t I  ha d t o se e i t 
several time s o n vide o befor e I  finally  graspe d th e director' s ideas . 

I have selecte d thes e thre e photographs a s the prologu e t o a n exploratio n 
of ho w change s i n Chines e societ y hav e affecte d th e wa y Shakespear e i s 
presented i n China . A s the daughte r o f a  Chinese theatr e family , I  was sen t 
away fro m hom e t o th e countrysid e fo r abou t te n year s durin g th e Cultura l 
Revolution an d wa s late r educate d an d worke d i n dram a i n bot h Chin a 
and Britain . I  find  tha t th e thre e photograph s crystalliz e man y questions , 
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not onl y abou t wher e Shakespear e belong s i n China , bu t als o abou t wher e 
Chinese cultur e ha s bee n goin g i n th e las t century . 

Shakespeare i s th e mos t popula r Wester n playwrigh t i n China . Al l hi s 
works hav e bee n translate d —  indeed , ther e ar e eleve n differen t Chines e 
versions o f Hamlet,  fo r example . The  New  Translation  of  the  Complete  Works 
of Shakespeare (Xin Shashibiya  quanji),  edite d b y Fan g Ping , ha s recently bee n 
published (Fan g Pin g 200 0 an d 2001) , an d anothe r translatio n projec t i s 
taking plac e i n Beijing . Ther e wer e tw o Shakespear e festivals , hel d i n 198 6 
and 1994 , wher e aroun d fort y production s wer e stage d i n bot h moder n 
and traditiona l theatr e styles . 

Given th e lon g histor y an d ric h legac y o f theatr e i n China , i t i s wort h 
asking why th e Chines e shoul d concer n themselve s wit h Shakespeare . I n th e 
following chapter s w e wil l see that althoug h th e first  professional Shakespear e 
performance too k plac e i n 1913 , Shakespeare onl y reall y caugh t o n i n Chin a 
during th e 1980s . What doe s thi s history tel l us? The majorit y o f Shakespear e 
performances i n Chin a ar e i n th e mod e o f huaju,  o r spoke n drama , a s 
borrowed fro m th e Wester n dramati c traditio n i n whic h Shakespear e wrot e 
and which h e ha s so greatly influenced . Bu t ther e ar e als o traditional operati c 
adaptations o f Shakespeare . I s thi s merel y novelty-seekin g o r i s ther e an y 
more seriou s intentio n behin d th e creativ e process ? Man y theorists , amon g 
them Pavis , Fischer-Lichte , Brando n an d Bharuch a hav e attempte d t o 
impose variou s rule s o n intercultura l productions . A s Rus to m Bharuch a 
points out , 'intercultural ' i s a  concep t base d o n ' a particula r kin d o f Euro -
American theatrica l practic e involvin g interaction s an d borrowing s acros s 
cultures' (2000 , 3) . Thes e intercultura l theorie s thu s focu s o n h o w t o 
preserve indigenou s culture s fro m th e culture s o f colonialism, 7 an d th e ide a 
'that artist s i n othe r societie s migh t b e usin g element s o f Wester n culture s 
for thei r o w n reason s i s rarel y enter ta ined ' (Latrel l 2000 , 4:45) . A n 
exploration o f th e Chines e stagin g o f Shakespear e throug h th e twentiet h 
century ma y hel p u s understan d wh y practi t ioner s i n non -Europea n 
countries ar e s o kee n o n usin g Wester n culture s (i n thi s cas e Shakespeare) , 
and wha t th e motivatio n i s behind suc h a n intriguin g practice . 

U n l i k e mos t c o m m u n i s t coun t r i e s i n Eas te r n E u r o p e w h e r e 
'Shakespeare 's play s hav e recent l y bee n appropr ia te d fo r poli t ica l 
interpretations' (Stribrn y 2000 , 1) , many Chines e spoke n dram a production s 
of Shakespear e see m t o avoi d curren t nationa l issue s an d striv e t o presen t a 
foreign worl d evocativ e o f th e story . Th e Renaissanc e a s ' a tim e whic h 
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called fo r giant s an d produce d giant s — giant s in powe r o f thought, passion , 
and character , i n universalit y an d learning ' (Engel s 1960 , 2-3 ) i s ofte n 
quoted. On e wonder s whethe r thi s i s simpl y followin g Marxis t dogm a o r 
is perhap s a  passiv e rejectio n o f th e 'theatr e o f propaganda' . Behin d th e 
affirmation o f the Renaissanc e an d Shakespeare , d o Chines e director s conve y 
their ow n understandin g o f th e Chines e realit y i n puttin g o n thes e plays ? 

W h e n a  Shakespear e pla y i s pu t o n th e Chines e stage , i t ha s t o g o 
through severa l level s o f the 'filter ' proces s (Pavi s 1992) : translator , adapter , 
director an d othe r stag e team , an d performers . Som e thing s ar e filtered  out , 
some kep t an d som e introduced . H o w ar e thei r decision s affecte d by : th e 
political an d socia l context ; cultura l standard s an d practices ; thei r indigenou s 
theatre tradition ; o r thei r ow n persona l experience ? H o w hav e patrons , wh o 
in Chin a ar e art s administrator s an d high-rankin g officials , interfere d wit h 
Shakespeare performanc e i n China ? Severa l foreig n Shakespear e films  hav e 
been show n i n China, 8 an d som e Britis h production s hav e visite d China , 
too. Wha t i s thei r influenc e o n Chines e practic e i n Shakespeare ? 

H o w d o peopl e understan d Shakespeare ? Thi s ca n involv e question s 
such a s the relatio n betwee n Anti-Semitis m an d Christianity , o r th e relativ e 
guilt o f Macbet h an d Lad y Macbeth , o r th e controvers y cause d b y The 
Merchant of  Venice  (1980) a s discusse d earlier . Bu t performer s ca n als o reac t 
to trivia l matter s as , for example , th e bawd y comment s mad e b y th e Nurs e 
in Romeo  andfuliet  —  i n 1980 s Chin a suc h word s wer e no t suppose d t o b e 
uttered o n stag e b y a  good character . 

Above all , wh y ar e Chines e peopl e s o worrie d abou t authenticit y an d 
being tru e t o th e origina l works ? T o Wester n eyes , th e 198 0 Merchant  wit h 
Chinese pretendin g t o b e foreigner s ca n easil y loo k comical . Bu t i n Chin a 
this i s generall y regarde d a s th e mos t legitimat e approac h t o Shakespeare , 
and mos t production s ai m a t being Western an d 'period' . Wh y i s this? Wha t 
problems d o performer s fac e whe n the y ac t foreigners , an d wha t ar e thei r 
problems whe n the y d o not , a s i n th e 199 0 Hamlet? 

W h e n Shakespear e i s adapte d int o a  traditiona l operati c form , i f th e 
characters an d stor y ar e kep t Western , th e questio n i s ho w t o incorporat e 
the indigenou s music , stag e technique s an d conventions . Conversely , i f th e 
characters an d storie s ar e sinified , th e adapter s the n hav e t o cop e wit h 
Western customs , a s well a s the foreignnes s o f the origina l characterization . 
Beatrice, fo r example , i s certainly no t a  traditional Chines e femal e character . 
What problem s d o traditiona l performer s hav e whe n the y perfor m a n oper a 
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based o n Shakespeare ? I n Blood-stained  Hands,  M a Pe i i s played b y a n acto r 
trained i n th e mo  rol e wher e hi s particula r strengt h i s i n singing , bu t h e i s 
now require d t o maste r mor e martia l skill s an d exten d th e rang e o f th e mo 
role typ e tha t h e ha s studie d sinc e h e wa s thirteen . Afte r all , i s sinifie d 
Shakespeare stil l Shakespeare ? 

At th e othe r extreme , whe n traditiona l Chines e theatrica l method s ar e 
used b y Westerner s t o perfor m a  Shakespear e play , ho w doe s a  Chines e 
director negotiat e betwee n a n English text , Wester n performer s an d Chines e 
methods? Localizin g an d makin g collage s o f a  masterpiec e ar e norma l 
practice i n th e post-moder n theatre , bu t wha t ar e th e precondition s fo r thi s 
to wor k i n a n intercultura l context ? 

Ultimately, th e performanc e i s fo r th e spectators . Wha t ar e th e 
audiences' reaction s toward s al l thes e differen t Shakespeares , an d wh y d o 
most Chines e audience s lik e th e Westernized production s more ? When the y 
come t o se e a  Shakespear e adaptatio n i n th e traditiona l operati c style , d o 
they approac h i t a s Shakespeare o r a s a  traditiona l opera , an d wh y ar e the y 
interested i n suc h intercultura l productions ? 

From hi s India n backgroun d an d hi s ow n persona l experience , Rusto m 
Bharucha passionatel y argue s tha t intercultura l performanc e i s a  'dea d end ' 
(1993, 2) , whereas m y engagemen t wit h th e Chines e stagin g o f Shakespear e 
would suppor t th e propositio n tha t i t is a two-way street . Whe n Shakespear e 
is performed b y Chines e theatre , th e latte r i s certainly affected , bu t Chines e 
theatre als o contribute s t o Shakespear e performanc e an d scholarship . Phili p 
Brockbank, havin g see n th e doze n play s a t China' s first  Shakespear e Festiva l 
in 1986 , claime d tha t the y wer e ' a revelator y discover y o f wha t wer e fo r 
me ne w truth s abou t Shakespeare' s art ' (1988 , 39:195) . Th e Chines e 
experience o f Shakespear e provide s a  mean s o f testin g th e post-moder n 
models o f 'global' , 'foreign ' an d 'intercultural ' Shakespeare , whic h hav e 
succeeded Kott' s paradig m o f 'Shakespear e ou r contemporary' . Thoug h 
indeed, migh t no t Kott' s Shakespear e b e th e Shakespear e o f the 199 0 Beijin g 
Hamlet? Perhap s th e differenc e tha t ma y b e observe d betwee n th e India n 
and Chines e experience s wit h intercultura l theatr e indicate s th e difficult y 
of constructin g an y genera l theor y o f intercultura l practice . Thi s i s du e t o 
the crucia l rol e o f th e specifi c social , historical , politica l an d economi c 
conditions operatin g within th e culture s involved , an d th e practitioners ' ow n 
personalities, background s an d motivations . Thu s researc h i n thi s are a 
demands wha t Cliffor d Geert z call s 'thic k description ' (2000 , 6 ) i n orde r 
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to suppl y reader s wit h a  convincin g scen e i n whic h th e intricat e cultura l 
exchanges tak e place . 

In accor d wit h Geertz' s methodolog y o f interpretatio n o f culture , th e 
strategy o f thi s wor k i s no t t o offe r reader s a  linear narrativ e o f th e histor y 
of Shakespear e performanc e i n China , bu t t o examin e h o w essentia l 
meanings ma y metamorphos e whe n th e Wester n cano n i s brought ont o th e 
Chinese stage . Chapte r 1  gives a  general revie w o f the decade s from China' s 
first awarenes s o f Shakespear e unti l th e Cultura l Revolution . Th e chapter s 
following ar e organize d genericall y t o loo k a t spoke n dram a (huaju)  o r a t 
traditional musi c theatr e (xiqu)  productions o f Shakespeare's play s staged sinc e 
Mao's death . Chapte r 6 , by contrast , investigate s tw o production s tha t wer e 
not purel y 'mainlan d Chinese' . Th e contemporar y Britis h an d Taiwanes e 
contributions mad e 'th e others ' i n thes e tw o case s mor e prominent . The y 
give anothe r dimensio n t o th e readin g o f intercultura l performanc e i n thi s 
volume. 

As both a n insider an d outside r o f Chinese theatr e enjoyin g th e privileg e 
of seein g th e productions , workin g wit h som e o f them , an d interviewin g 
many o f th e practitioners , I  hav e draw n o n m y ow n experience s an d 
memories. I  hav e als o trie d t o giv e reader s a  sens e o f th e atmospher e i n 
which thes e production s wer e staged . Th e issue s raise d abov e will , I  hope , 
be addresse d i n thi s exploratio n o f Chinese practitioners ' interpretation s an d 
appropriations o f Shakespeare' s plays , an d thei r dilemma s i n dealin g wit h 
the intercultura l problem s durin g period s o f great politica l an d socia l change . 
I leav e i t t o reader s t o compar e th e Chines e use s o f Shakespeare wit h thei r 
experience o f Shakespear e i n othe r cultures . A t th e sam e time , th e diversit y 
of meaning s attribute d t o Shakespear e a t differen t time s an d b y differen t 
Chinese peopl e offer s a  significant wa y o f understanding Chin a i n a  centur y 
of perhap s th e greates t upheaval s i n it s history . 



Conclusion 
Old Ma n Sha : Dead o r Sleeping ? 

It has been abou t a  hundred year s since Shakespear e wa s first  staged i n China . 
In th e intercultura l transformatio n illustrate d b y th e diagra m i n Chapte r 4 , 
a translato r o r adapte r ha s first  o f al l t o formulat e a  Chines e versio n o f a 
Shakespeare play , an d the n th e scrip t i s interpreted , an d i n tur n re -
interpreted, b y directors , stag e designer s an d performers . Finall y i t i s 
presented i n fron t o f a  Chines e audience . Al l involve d brin g thei r ow n 
personal an d societa l histor y a s wel l a s a  share d cultura l legac y t o th e 
particular work . Shakespear e i n Chin a i s therefor e a s muc h a  stor y abou t 
China a s it i s abou t Shakespeare . 

As discusse d i n previou s chapters , i n Chin a Shakespear e ha s ofte n bee n 
called into servic e i n th e attempt s t o creat e ne w theatrica l forms , o r t o exten d 
existing genre s an d explor e ne w artisti c methods . Mos t Chines e Shakespear e 
productions hav e bee n innovativ e i n som e way . I n a  country wher e dram a 
has bee n unde r stric t ideologica l control , Shakespear e ha s sometime s bee n 
adopted a s a  haven fo r Chines e artist s t o escap e fro m th e theatr e o f officia l 
propaganda. Ye t severa l recen t Shakespear e production s hav e serve d a s 
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vehicles fo r th e courageou s presentatio n o f challengin g view s o n socia l an d 
poHtical issues . At th e sam e time , Shakespear e ha s starte d t o b e use d fo r th e 
artistic expressio n o f individualit y b y a  fe w director s wh o hav e dare d t o 
manipulate o r distor t Shakespeare' s work . Thi s wa s somethin g tha t Chines e 
theatre practitioner s ha d no t don e before . Whil e humanis m ha s always bee n 
the them e tha t Chines e production s claime d t o pursue , th e mor e subjectiv e 
approaches marke d th e first  rea l attempt t o connec t Shakespeare' s philosoph y 
to th e particularitie s o f Chinese people' s experiences . 

Where doe s Shakespear e stan d i n Chin a an d wha t i s the curren t situatio n 
of Chines e Shakespear e performance ? I  wen t t o Chin a i n th e summe r o f 
2001 t o fin d ou t wha t th e prospect s ar e fo r O l d Ma n Sh a today . I 
interviewed fou r directors , a  producer , a n art s administrato r an d critic , a 
Shakespearean schola r an d translator , an d a  choreographe r specializin g i n 
modern dance . Th e pictur e the y dre w fo r m e wa s confuse d an d confusing . 

'More Shakespeare? ' I  asked . Everyon e said : 'Yes , o f course , Ol d Ma n 
Sha's plays are great! ' W h e n I  tried t o elici t more specifi c informatio n abou t 
what Shakespear e play s ha d bee n don e recently , whethe r an y Shakespear e 
performance wa s planne d an d whe n th e nex t productio n woul d be , peopl e 
became evasive . Zhu Dakun, 1 th e produce r o f the Shangha i Spoke n Dram a 
Artistic Centr e (Huaj u Yish u Zhongxin ) assure d me : 'I'l l certainl y pu t o n a 
Shakespeare pla y i f ther e i s a  Shakespear e festival . I ' m sur e ou r centr e wil l 
enthusiastically tak e par t i n suc h a n activity. ' I  presse d furthe r t o as k i f h e 
would includ e Shakespear e i n the centre' s norma l programme rathe r than fo r 
a special occasion. H e hesitate d fo r a  while, an d the n gav e a  negative answer . 

The sam e ton e coul d b e hear d i n Che n Mingzheng' s comments. 2 A 
well-known directo r wh o presente d th e 198 4 Hamlet  (Fig . 6 , f  Chapte r 
3), h e ha s continue d t o b e activel y involve d i n directin g stag e work s fo r 
both spoke n dram a an d traditiona l theatr e sinc e h e retire d fro m th e ST A a 
few year s ago . Che n state d straightforwardly : 'Peopl e won' t d o Shakespeare . 
There i s simpl y n o mone y fo r him. ' Regardin g m y questio n abou t wha t 
Shakespeare pla y h e woul d choos e ha d h e a  chanc e t o pu t o n hi s work , h e 
simply answere d tha t h e ha d neve r though t abou t thi s becaus e i t wa s no t a 
possibility. 

Everybody I  interviewe d seeme d t o b e haunte d b y fundin g issue s an d 
the obsessio n with money . Zh u Daku n claime d tha t a s a producer h e neede d 
to see k sponsorship s an d t o loo k afte r th e bo x office . T  eve n drea m 
marketing!' Zh u sighe d deeply . Suc h financial  pressure s wer e fel t eve n b y 
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Fang Ping, 3 th e Chairma n o f th e Shakespear e Societ y o f China , an d th e 
editor a s wel l a s th e mai n translato r o f th e ne w Chines e versio n o f 
Shakespeare's Complete  Works  (Fan g Pin g 200 0 an d 2001) . Throug h lac k 
of financial  support , th e onl y Chines e journal i n Shakespear e Studie s stoppe d 
printing i n 1994 . ' A fe w year s ago , som e actor s wante d t o organiz e a 
company whic h woul d attemp t t o presen t a t leas t tw o Shakespear e play s a 
year,' Fan g wen t on . 'The y cam e t o as k me t o serv e a s a dramaturge. Ther e 
has bee n enthusias m fo r Shakespear e amon g actor s an d scholars . Bu t non e 
of u s ca n d o anythin g i f there ar e n o resource s available. ' 

Is i t universall y tru e tha t ther e i s no mone y fo r th e art s i n China ? Bot h 
Chen Mingzhen g an d H u Jialu ( a modern danc e choreographer ) commente d 
in interviews 4 tha t ther e ar e in fac t quit e plentifu l governmen t fund s availabl e 
for th e performin g arts . Bu t the y ar e onl y fo r doin g wor k o n th e 'mai n 
theme' . I n a  countr y wher e th e Part y retain s contro l ove r ever y aspec t o f 
life, mone y i s als o linke d wit h ideology . 

'Main theme ' o r zhu  xuanlu  i n Chines e (literall y meanin g 'mai n tune' , 
a ne w ideologica l ter m borrowe d fro m music ) refer s t o an y artisti c wor k 
which deal s wit h th e predominan t them e o f th e da y i n Communis t Part y 
propaganda. O n 1  July 2001 , th e eightiet h anniversar y o f th e foundatio n 
of th e Chines e Communis t Party , th e authoritie s peremptoril y requeste d 
theatre companie s t o pu t o n production s base d o n th e 'mai n theme ' a s ' a 
gift presente d o n th e eightiet h anniversary'. 5 Zh u Daku n wa s ver y please d 
that h e ha d show n th e poHtica l acume n t o stag e Good-bye,  Mother  (Zaijianle, 
mama) (writte n b y She n Liang , directe d b y Zha o Wu , stag e desig n b y H u 
Zuo). Thi s i s a  production abou t Huan g Donghua , a  fireman  wh o die d o n 
duty. Th e pla y wa s a  direc t respons e t o th e instructio n give n b y H u Jintao , 
Member o f th e Standin g Committe e o f the Centra l Politica l Burea u o f th e 
C C P , Vic e Chairma n o f th e P R C an d Vic e Chairma n o f th e Centra l 
Military Committee, 6 tha t 'W e mus t us e th e artisti c for m tha t i s welcome d 
by th e yout h t o promot e Comrad e Huan g Donghua' s heroi c activities'. 7 

This pla y wo n Zh u an d th e Shangha i Spoke n Dram a Artisti c Centr e bot h 
poHtical credi t an d financial  profits . I t ran fo r a  hundred performance s whic h 
helped th e centr e fulfi l th e government' s quot a o f performance s fo r 2001 . 
A theatr e compan y canno t receiv e an y governmenta l fundin g unles s i t meet s 
its annual performanc e quota . A H the ticket s ha d bee n issue d throug h wor k 
units becaus e audience s wer e organize d t o com e fo r politica l education , 
and th e centr e earne d 750,00 0 R M B (mor e tha n US$90,000 ) fro m th e bo x 
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office. Thi s wa s pur e profi t sinc e th e cost s o f thi s productio n ha d bee n me t 
by th e loca l governmen t an d variou s enterprise s o f Chongming , wher e th e 
fireman Huan g Donghu a lived . 'Th e smal l islan d o f Chongmin g suddenl y 
became famou s al l ove r China . Th e local s wer e s o prou d tha t a  martyr ha d 
come fro m thei r are a tha t the y wer e willin g t o d o anythin g fo r us, ' Zh u 
commented i n th e interview . 

To a  certai n extent , however , 'mai n theme ' als o illustrate s th e milde r 
political climat e i n China , a s i t recognize s tha t ther e ar e othe r themes . 
During th e Cultura l Revolution , fo r a  whol e decade , th e eigh t mode l 
productions an d a  fe w o f thos e followin g i n thei r wak e ha d bee n th e onl y 
entertainment allowe d o n stage , i n th e cinem a an d o n th e broadcas t media . 
The presen t situatio n permitte d a  small numbe r o f 'non-main-theme ' play s 
to b e performed , an d Dari o Fo' s An  Ordinary  Day  wa s a n example. 8 

Nevertheless, thi s freedom i s limited. Befor e July 2001 , any work no t linke d 
to th e celebratio n o f the CCP' s anniversar y wa s no t allowe d t o hav e medi a 
publicity. Th e openin g fo r An  Ordinary  Day  wa s postpone d fo r on e wee k 
in orde r t o mak e roo m fo r th e reviva l o f a  'mai n theme ' pla y o n tha t stage . 

Although Shakespear e wa s extolle d b y Mar x an d Engels , h e seemingl y 
has nothin g t o d o wit h today' s 'mai n theme' . Bu t R o n g Guangrun , th e 
Director o f th e ST A an d a  theatr e criti c wh o organize d th e 199 4 Shangha i 
International Shakespear e Festival , ha s a  differen t view : 'W e wil l certainl y 
do Shakespeare . Th e Shangha i Internationa l Festiva l (a n organizatio n unde r 
both th e Ministr y o f Cultur e an d th e Shangha i municipa l government ) ha s 
approached m e abou t a  proposal fo r organizin g a n internationa l Shakespear e 
festival i n tw o o r thre e years ' time . W e wil l invit e stat e companie s al l ove r 
the worl d t o perfor m Shakespear e o n th e Shangha i stage.' 9 W h e n I 
mentioned a  fe w goo d Britis h companie s wh o hav e don e ver y interestin g 
Shakespeare production s lik e Northern Broadside' s 200 1 stagin g o f King John 
and Merry  Wives  of  Windsor,  Rong shoo k hi s head an d said : 'Th e participant s 
must b e top-rat e a t stat e level , lik e th e Roya l Shakespear e Compan y o r 
the Roya l Nationa l Theatr e i n Britain . Thi s wil l b e o n th e larges t scal e o f 
all th e internationa l Shakespear e festival s tha t peopl e hav e eve r had. ' 

As a n art s administrato r an d critic , R o n g straddle s bot h area s o f politic s 
and drama , an d hi s words thre w ligh t ont o thi s intricate Chines e Shakespear e 
situation. Shakespear e ca n b e mad e t o lin k u p wit h th e 'mai n theme ' i f th e 
authori t ies wan t tha t t o happen . W h a t attract s Chines e official s i n 
Shakespeare ar e nei the r th e ric h image s i n hi s poetry , no r hi s dee p 
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understanding o f the huma n condition , no r eve n hi s intriguing stories . Thei r 
touchstone i s his canonica l statu s in the Western culture . An unprecedentedl y 
grand festiva l participate d i n b y state-leve l theatr e companie s fro m al l ove r 
the worl d woul d b e a n excellen t showcas e t o demonstrat e th e prestig e o f 
newly prosperou s China . Thi s ma y als o b e associate d wit h th e art s festiva l 
at th e 200 8 Beijin g Olympics . Fro m th e highes t leve l i n government , 
everyone i s ambitious fo r grea t achievement s an d gran d occasions , an d whe n 
this happens , th e 'n o money ' situatio n wil l b e reverse d a s stat e fund s wil l 
be mad e availabl e fo r loca l theatre s t o participat e (a s see n previously) . 
However, suc h a  gran d occasio n wil l no t provid e encouragemen t fo r an y 
experimental an d bol d productions . 

Rong's comment s als o reflec t wha t th e majorit y o f Chinese practitioner s 
think o f Shakespear e an d ho w the y believ e h e shoul d b e staged . A  typica l 
example wa s a  year 200 0 proposa l t o presen t a  spectacula r sho w o f Antony 
and Cleopatra  i n Shanghai' s Gran d Theatre 10 wit h te n rea l horse s o n th e 
stage.11 T o thes e artists , Ol d Ma n Sh a ha s absolutel y n o connectio n wit h 
modernity, o r Chines e reality , o r experiment s o r small-scal e productions . 
This Chines e 'Shakespear e complex ' i s a  tangled we b o f the Sovie t experts ' 
influence, traditiona l Chines e ethic s o f respecting authority , lac k o f contac t 
with th e outsid e worl d an d th e currentl y stagnan t situatio n o f huaju  whic h 
is th e 'legitimate ' theatrica l for m fo r Shakespeare . 

In th e interview , Zh u Daku n expresse d hi s negativ e impressio n o f th e 
Royal Nationa l Theatre' s tourin g Othello  i n 1998 . I n particular , h e objecte d 
to th e director' s ide a o f puttin g i t i n a  moder n context . B y contrast , Zh u 
praised highl y th e 196 1 Much  Ado  (cf  Chapter 2 ) o n whic h h e ha d worke d 
as a n assistan t t o th e stag e manager . 'Eve n toda y afte r fort y years , I  ca n stil l 
recite som e o f th e line s o f thi s brillian t production, ' Zh u sai d proudly . Hi s 
strong sentiment s abou t th e tw o production s agai n reflec t th e profoun d 
influence o f the Russia n experts ' wor k i n th e 1950 s o n Chines e Shakespear e 
performance. 

In general , Shakespeare' s canonica l position i s unchallengeable. Thi s ca n 
also b e observe d i n th e vocabular y peopl e us e whe n the y writ e abou t thei r 
stage work o n Shakespeare . Words lik e 'intimidated' , 'difficult' , 'intricate ' o r 
'elementary exploration ' ar e ofte n foun d i n articl e titles . A t th e sam e time , 
such a  statu s ironicall y make s Ol d M a n Sh a outda te d becaus e mos t 
practitioners would no t dare , or would a t least hesitate, to use any unorthodo x 
format t o presen t hi s works. Mos t peopl e i n th e interview s commente d tha t 
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even i f the y coul d fin d som e externa l financia l suppor t fo r doin g a n 
experimental production , the y woul d no t op t fo r Shakespeare . Th e reason s 
were first  o f all, 'everyon e i n Chin a know s o f him', an d secondly , 'h e canno t 
be don e an y ol d wa y yo u like . Fo r Ol d Ma n Sha , w e need  t o b e careful' . 
Furthermore, peopl e stil l doub t th e justification fo r stagin g Shakespear e i n 
the traditiona l Chines e genres . Fan g Pin g sighe d sadl y tha t som e traditiona l 
theatre artist s were usin g Shakespeare fo r thei r own purpose s rathe r than fro m 
any rea l interes t i n th e playwrigh t o r i n hi s works themselves . 

The extraordinar y clai m b y Xia o Yan g Zhan g tha t 'Shakespear e ha s 
replaced traditiona l Chines e dram a t o becom e th e mos t importan t an d 
authoritative dramati c for m i n Chines e cultura l circle s today' (1996 , 129 ) ha d 
always seemed t o me overstate d an d too subjective . Notwithstanding , I  neve r 
imagined tha t th e comment s o n th e curren t situatio n o f Shakespeare woul d 
be s o pessimistic . I  coul d no t hel p assumin g tha t Shakespear e i s effectivel y 
dead i n China . Bu t thi s conclusio n wa s rejected b y al l eigh t peopl e who m I 
interviewed. Li n Zhaohua , wh o stage d the 198 9 Hamlet  i n which thre e actor s 
shared th e role s o f Hamlet , Claudius , an d Poloniu s (cf  Chapter 3) , gav e m e 
the stronges t reaction : 'Nonsense ! W h o dare s sa y so ? I  di d Richard  III 
recently. '1 2 Thi s wa s th e lates t sho w fro m th e Li n Zhaohu a Workshop . 
Centred o n Richar d Ill' s regim e o f cruelty, th e them e o f this production wa s 
that 'thos e who lac k vigilance agains t murderous scheme s ar e the conspirator' s 
accomplices, thoug h the y ca n also find themselve s amon g the victims ' (Zhan g 
Xiangyang 2001 , 27). Through man y 'crue l games ' and exercise s in rehearsals , 
Lin restructured th e plo t an d characte r relationship s i n th e play . Lin admitte d 
that th e choic e o f thi s wor k wa s influence d b y th e prospec t o f takin g i t t o 
the Berli n Asi a Pacifi c Cultura l Festiva l i n Septembe r 2001 , a n exchang e 
programme betwee n th e tw o governments . However , h e suffere d a  heav y 
financial los s on Richard  III, sinc e th e seventeen performances i n Beijing mad e 
almost nothin g a t th e bo x office , s o i t woul d no t b e re-stage d afte r tourin g 
abroad. Whe n I  asked hi m i f he woul d d o anothe r Shakespear e pla y or i f the 
Beijing People' s Ar t Theatr e (wher e h e i s the residen t director ) woul d pla n 
to pu t o n Shakespeare , th e answe r wa s a  blun t 'no'. 13 

Lin Zhaohua' s stor y point s t o anothe r componen t o f theatrica l activit y 
which i s th e bo x offic e an d th e audience . Fro m previou s chapter s w e ca n 
see tha t a s earl y a s th e 1980 s bot h moder n an d traditiona l theatre s wer e 
struggling t o w i n bac k thei r audiences . Today ' s s i tuat io n i s m o r e 
complicated. Unde r Den g Xiaoping' s famou s sloga n 'socialis m with Chines e 
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characteristics', th e whol e countr y i s ru n o n a  dual-trac k syste m whic h 
attempts t o maintai n th e communis t ideolog y whil e operatin g a  capitalis t 
economy. Th e governmen t no w advocate s th e 'mai n theme ' an d put s stric t 
controls o n an y Wester n cultur e tha t migh t challeng e that . Ye t i t happil y 
encourages commercially-oriente d foreig n cultur e t o floo d in . Th e bes t 
example i s th e Chines e cop y o f th e Mouli n Roug e i n Beijing . L i Yanjiao , 
in th e articl e 'Mouli n Roug e i n Paris , Bi g Iro n Pagod a i n Beijin g (Bali 
Hongmqfang, Beijing  Datieta)'  (2001 , 34—5) , boasts o f the 'dream-like ' Frenc h 
atmosphere i n th e Bi g Iro n Pagod a theatre , th e deliciou s Frenc h win e an d 
food, th e excellen t servic e fro m waiter s i n tailcoats , th e high-tec h qualit y 
of the facilitie s o n th e stag e and i n th e auditorium , an d th e beautifully-traine d 
dancers an d singer s fro m professiona l school s an d companies . Th e articl e i s 
illustrated b y si x photograph s i n whic h al l gir l dancer s ar e i n bikini s an d 
the mal e singer s wea r blac k suit s an d to p hats . H u Jial u commente d 
sarcastically tha t th e Mouli n Roug e represent s moder n danc e i n man y 
Chinese people' s minds . 

Against suc h a  background , ther e woul d no w see m t o b e n o roo m 
left fo r Shakespeare , o r fo r an y othe r exemplar s o f hig h culture . Alfre d 
Hickling commente d o n th e RSC' s recen t tou r i n Beijing : 'th e neo n jungl e 
and eight-lan e freeway s tha t encircl e th e theatr e sugges t tha t fe w Beijin g 
developers hav e tim e fo r Shakespeare' s spiritua l message ' (2002 , 16) . W h e n 
we loo k bac k ove r Shakespeare' s experienc e i n Chin a durin g th e las t century , 
it i s i n th e aftermat h o f interna l socio-politica l crise s tha t Chines e peopl e 
have bee n mos t hungr y fo r cultur e an d eage r t o gai n knowledge , an d i n 
such period s the y hav e turne d t o Shakespeare . O n e tim e wa s a t th e 
beginning o f the twentiet h century , whe n radica l reformers calle d on patriot s 
to ponde r ove r th e variou s defeat s th e countr y ha d experience d an d t o lear n 
from th e advance d West . Th e othe r tim e wa s afte r th e Cultura l Revolution , 
the te n year s o f cultura l deser t i n whic h th e Chines e peopl e ha d wandered . 
Productions lik e H u Dao' s Much  Ado  About  Nothing  (1979) , Zhan g Qihong' s 
The Merchant  of Venice  (1980) , Xu Xiaozhong' s Macbeth  (1980), Ma Yongan' s 

jingju Othello  (1983 ) an d Li n Zhaohua' s Hamlet  (1989 ) wer e no t stage d fo r 
any specia l occasions . Th e motivatio n fo r thes e production s stemme d fro m 
a genuin e Chines e interes t i n Shakespeare . 

What i s th e situatio n toda y an d wha t ar e Chines e people' s concerns ? 
At th e beginnin g o f 2001 , The  New  Citizen  Weekly  pubHshe d th e result s o f 
a surve y o n th e 'Te n Bigges t Concerns ' (Zhongguoren  zui  guanxin  de  shi da 



230 SHASHIBIYA : STAGIN G SHAKESPEAR E I N CHIN A 

redian) o f China' s urba n population . A t th e to p o f th e lis t wa s layoff s an d 
re-employment, a  worry fo r 4 5 percent o f those polled . Secon d a t 27 percen t 
was ho w t o rais e livin g standards . O f leas t concern , mentione d b y onl y 9 
percent, wa s 'improvin g educatio n an d cultura l level ' (Xia o G u 2001 , 53) . 
If it i s true tha t Chines e people' s concern s ar e no t wit h educatio n o r culture , 
Old Ma n Sh a ma y hav e t o slee p fo r a  while . 

In thi s generall y pessimisti c outlook , ther e i s however on e brigh t spot . 
Drama academie s an d school s hav e kep t a  traditio n o f stagin g Shakespear e 
in th e teachin g programme . I n Jun e 2001 , A  Midsummer  Night's  Dream 
(directed b y Che n Jialin) wa s stage d b y on e o f the Shangha i theatr e school s 
which run s a  one-yea r actin g course. 14 G u Yian, 15 a n assistan t professo r i n 
the Actin g Departmen t a t th e S T A planne d t o as k hi s thir d yea r actin g 
students t o rea d Shakespear e play s and choos e extract s from the m t o perform . 
He sai d he woul d als o selec t a  Shakespeare pla y fo r th e finalists ' performanc e 
in 2003 . Performance s presente d b y a  younge r generatio n ma y hel p th e 
Chinese theatr e rediscove r Shakespeare . I n 2001 , at th e Chin a Art s Festiva l 
and th e Chuanj u Festival , thre e operati c Shakespear e adaptation s wer e staged . 
The 200 2 visi t o f the R S C t o Beijin g an d Shangha i als o reminde d Chines e 
audiences o f Old Ma n Sha . Tia n Chaoxu , a  postgraduate i n Anhui province , 
travelled a  thousand mile s t o Beijin g t o se e The  Merchant  of  Venice  (directe d 
by Loveda y Ingram , wit h Ia n Bartholome w a s Shyloc k an d Hermion e 
Gulliford a s Portia). I n hi s eyes , this play i s relevant t o today' s China , becaus e 
it i s 'developin g s o fas t tha t 90 % o f th e populatio n wan t t o mak e money . 
. . . Th e Merchant  of  Venice  is a  pla y tha t show s wha t happen s t o a  societ y 
which place s to o grea t a n emphasi s o n money . Peopl e shoul d tak e notic e 
of wha t Shakespear e ha s t o say ' (Hicklin g 2002 , 16) . 

Shakespeare, then , i s not dead . Bu t h e i s in a  fitful slumber . Currently , 
Shakespeare production s d o no t enjo y consisten t financia l support , no r i s 
the cultura l atmospher e ver y receptiv e t o him . Th e comple x pictur e draw n 
in al l th e interview s illustrate s th e confusio n tha t th e whol e natio n feel s i n 
this particula r transitiona l perio d a s th e stat e attempt s t o combin e a 
communist ideolog y wit h a  capitalis t economy . Thes e economi c an d socia l 
variables ar e expecte d t o chang e bu t nobod y ca n predic t ho w lon g thi s wil l 
take. Nonetheles s whe n i t comes , a  younger generatio n o f practitioners wil l 
have bee n traine d an d wil l be read y t o resum e th e tradition , s o tha t a  newl y 
roused an d refreshe d Shakespear e ca n trea d th e board s o f Chines e theatr e 
once again . 



Notes 

INTRODUCTION 

1 Coine d afte r Mao' s death , thi s term refers t o a  pohtical alliance between Jiang 
Qing (Mao' s wife) , Zhan g Chunqiao , Ya o Wenyua n an d Wan g Hongwen . 
The officia l position is that the 'gang' effectively dominate d China in the closing 
years o f the Cultura l Revolution . The y were arreste d in Octobe r 1976 . 

2 I t was no t unti l th e thir d plenu m o f the Centra l Committe e o f the Elevent h 
National Congres s o f the Communis t Part y in December 197 8 and it s forma l 
criticism of Mao for initiating the Cultura l Revolution tha t people gained more 
confidence i n stagin g th e traditiona l repertoir e togethe r wit h som e Wester n 
plays. Arthur Mille r gives a vivid account o f the atmosphere during this period 
in hi s Salesman  in  Beijing (1984) . 

3 Putonghua  romanizatio n spellin g syste m i s use d throughou t thi s book , unles s 
otherwise noted . Al l th e Chines e int o Englis h translatio n i s mine , unles s 
otherwise noted . 

4 Al l Shakespeare quotations are from The  Riverside Shakespeare, edited by Gwynne 
Blakemore Evan s (1968) . 
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5 I t wa s premiere d i n th e rehearsa l roo m i n th e Beijin g People' s Ar t Theatr e i n 
1989, an d ra n fo r jus t thre e performances . 

6 Li n Zhaohua , th e director , gav e m e a n intervie w abou t thi s productio n o n 1 1 
April 1997 . 

7 Se e thei r argument s i n th e followin g book s an d articles : Patric e Pavis : Theatre 
at the  Crossroads  of  Culture  an d The  Intercultural  Performance  Reader,  Rus to m 
Bharucha: Tlteatre  and  the  World:  Performance  and the  Politics  of Culture  an d The 
Politics of  Cultural  Practice:  Thinking Through  Tlteatre  in  an  Age  of  Globalization; 
James R . Brandon : 'Shakespear e i n Kabuki ' an d 'Som e Shakespeare(s ) i n Som e 
Asia(s)' an d E . Fischer-Lichte : 'Interculturalis m i n Contemporar y Theatre ' . 

8 Vide o tape s o f som e film s ar e kep t i n th e archive s o f theatr e academies , a s 
they hav e n o rea l commercia l market . Newl y produce d film s lik e Kennet h 
Branagh's Much  Ado  About  Nothing  an d Hamlet  ar e i n V C D o r D V D form . 

CHAPTER 1 

1 A  nativ e o f Fujia n province , Li n Sh u passe d hi s imperia l examinatio n an d 
acquired a  l juren rankin g i n th e Qin g dynasty . Li n contribute d significantl y t o 
the earl y introductio n o f foreign literatur e t o th e Chines e readership . Althoug h 
he ha d n o knowledg e o f foreign languages , wit h th e hel p o f a  team o f languag e 
specialists h e rendere d int o Chines e mor e tha n 17 0 novel s an d play s fro m 
English, French , Spanish , Germa n an d Japanese . 

2 Eac h titl e contain s eigh t syllable s (eigh t Chines e characters) , describin g th e plo t 
of th e play , a s i s th e fashio n i n Chines e stor y telling . 

3 I n th e earl y 1920s , Tia n Ha n (th e pe n nam e o f Tian Shouchang ) wa s a  studen t 
in Japan. Bein g exceedingl y fon d o f drama , h e gav e u p hi s origina l intentio n 
of becomin g a  politicia n an d turne d t o th e theatr e instead . Tia n Ha n wrot e 
more tha n eight y play s fo r bot h spoke n dram a an d th e traditiona l theatre , an d 
more tha n eigh t hundre d poems . H e wa s als o th e autho r o f th e lyric s o f th e 
national anthe m o f th e P R C . Tia n Ha n die d i n priso n durin g th e Cultura l 
Revolution. 

4 Ther e i s n o actua l proo f fo r thi s assumption , becaus e followin g Chines e 
convent ions n o at t r ibut io n wa s give n i n hi s translation . H o w e v e r , hi s 
knowledge o f Englis h di d no t see m sufficien t t o translat e a  Shakespear e pla y 
from th e original , an d h e translate d Hamlet  whil e h e wa s a  studen t i n Japan . 

5 Ca o Yu , describe d a s 'th e foundin g fathe r o f China' s m o d e m drama ' b y th e 
People's Daily  (1 6 Decembe r 1996) , wrot e Thunderstorm  (1933 ) whe n h e wa s 
an undergraduat e a t th e ag e o f twenty-three . I t wa s followe d b y a  serie s o f 
plays, suc h a s Sunrise,  The  Wilderness,  an d Peking  Man.  The y wer e t o for m par t 
of the classica l spoken dram a repertoir e fo r th e nex t sixt y years . Being hi s step -
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daughter, I  ha d th e privileg e t o tal k t o hi m abou t hi s ow n experienc e an d hi s 
comments o n dram a an d theatre . 
T h e firs t perso n t o brin g Shakespear e t o China ' s notic e wa s th e Britis h 
missionary Willia m Muirhea d (Chines e nam e M u Weilian ) who , i n 1856 , wit h 
the hel p o f a  Chines e nativ e assistant , publishe d i n Shangha i a  modifie d 
translation o f Thomas Milner' s The  History  of  England: From  the Invasions of  Julius 
Caesar to  the  Year  A.D.  1852.  Milner ' s brie f referenc e t o Shakespear e 
(transliterated b y Muirhea d a s Shekesibi), i n a  discussion o f Elizabethan England , 
was th e firs t tim e tha t th e playwright' s nam e ha d com e t o th e notic e o f th e 
Chinese readin g public . 

This i s a  fascinating topi c fo r futur e research . Befor e an d afte r th e professiona l 
performance o f Shakespear e appeare d i n China , student s i n missionar y school s 
often performe d Shakespear e i n Englis h t o celebrat e specia l occasion s an d t o 
improve thei r English-languag e skills . 
In th e autum n o f 1907 , Wan g Zhongshen g (c.1874—1911) , a  radica l figure  a t 
the time , se t u p a  theatr e compan y calle d th e Sprin g Su n Grou p (Chunyan g 
She) an d stage d a  productio n a t th e Lyceum . Thi s i s recognize d a s bein g th e 
first t im e a  spoke n dram a i n Chines e wa s performe d i n China . T h e pla y 
concerned wa s Negro  Slaves'  Appeal  to  Heaven  (Heinu  yu  tian  lu),  whic h wa s 
based o n Li n Shu' s adaptatio n o f Mrs H . B . Stowe' s Uncle  Tom's  Cabin.  I t wa s 
inspired b y th e highl y successfu l productio n o f th e sam e pla y i n Toky o b y a 
Chinese studen t theatr e company , th e Sprin g Willo w Grou p (Chunli u She) , 
which attracte d favourabl e comment s fro m Japanes e theatr e critic s an d whic h 
caught th e imaginatio n o f the large numbe r o f highly politicized youn g Chines e 
studying i n th e Japanese capita l a t th e time . 

For example , i n 186 6 a  Western amateu r group , Th e Amateu r Dramati c Clu b 
of Shangha i wa s founde d an d it s member s constructe d a  ne w theatr e fo r 
performing Wester n drama , th e Lyceum . T h e Lyceu m wa s subsequentl y 
destroyed b y fire , an d a  new theatr e wa s buil t wit h moder n stag e lightin g an d 
equipment. I t survive s t o thi s day , an d wa s use d t o capacit y mainl y b y spoke n 
drama companie s unti l th e lat e 1980s , thoug h th e origina l colonia l nam e wa s 
replaced b y on e mor e i n keepin g wit h Communis t ideology : th e Shangha i 
People's Ar t Theatre . However , afte r fort y years , nostalgi a fo r th e prosperou s 
old Shangha i ha s returne d an d th e newl y rename d Lyceu m (no w Lanxin) , ha s 
been use d fo r puttin g o n jingju o r kunju  traditiona l repertoir e t o attrac t foreig n 
audiences. It s centra l locatio n amon g pos h hotel s an d it s colonia l styl e o f 
architecture mak e i t a  touris t attraction . 

The Amateu r Dramati c Clu b o f Shangha i wa s somewha t exclusive ; bu t 
nonetheless, a  number o f Chines e intellectual s gaine d thei r firs t knowledg e o f 
Western dram a throug h watchin g it s performances . X u Banme i i n hi s Memoir 
gave a  vivid description : 'Ther e wer e performance s ever y tw o o r thre e month s 



248 N O T E S T O PAGE S 19-2 2 

at th e Lyceu m produce d b y th e Amateu r Dramati c Clu b o f Shanghai . I  alway s 
went an d manage d t o bu y a  third clas s ticket , enjoyin g th e play s hidde n i n th e 
upper balcony ' (1957 , 5) . 

10 Minxin g Sh e wa s th e onl y ne w dram a compan y tha t employe d bot h actor s 
and actresses . Bu t th e femal e role s i n thei r production s wer e playe d b y actor s 
and vic e versa . I t i s generally though t tha t thei r purpos e wa s t o provid e a  chea p 
attraction. 

11 I  wen t int o thi s matte r a t som e length . I n a  lette r t o me , Ca o Shujun , on e o f 
the author s o f Shakespeare  on  the  Chinese  Stage  (Shashibiya  zai  Zhongguo  wutai 
shang) (Ca o Shuju n Sc  Sun Fulian g 1989) , sai d tha t ther e wer e tw o civilize d 
drama adaptation s take n respectivel y fro m Macbeth  an d Hamlet,  bu t bot h wer e 
entitled The  Usurper  of State  Power. 

12 O n 2 7 Apri l 200 0 I  interviewed G u Wuwei ' s so n G u Yixua n abou t hi s father . 
Gu Yixua n i s a  former jingju actor , no w livin g i n Lo s Angeles . Th e followin g 
information i s fro m th e intervie w a s wel l a s fro m G u Yixuan' s manuscrip t o f 
his autobiograph y tha t h e kindl y gav e t o me . G u Wuwe i wa s a  famous activis t 
promoting civilize d dram a an d late r spoke n drama . Newspaper s i n Hon g Kon g 
and Taiwa n calle d hi m a  'revolutionar y artist' . Apar t fro m hi s involvemen t i n 
anti-Yuan Shika i activity , h e wa s als o associate d wit h th e assassinatio n o f tw o 
Japanese officer s durin g th e Sino-Japanes e war . The y wer e kille d i n th e Nanjin g 
Big Worl d Amusemen t Par k (Nanjin g Dashiji e Youy i Chang ) owne d an d ru n 
by him . H e lef t th e Mainlan d fo r H o n g Kon g i n 194 8 an d late r die d there . 
His visi t t o hi s so n G u Yixua n i n Shangha i i n Marc h 196 1 cause d G u Yixua n 
decades o f persecution . Afte r hi s visi t (regarde d a s counter-revolutionar y b y 
the authorities) , G u wa s no t allowe d t o pla y mai n roles , coul d no t appea r o n 
any importan t occasions , an d durin g th e Cultura l Revolution , h e wa s firs t kep t 
isolated i n th e Shangha i Jingju Theatre , an d wa s the n pu t i n priso n fo r eigh t 
years. H e lef t Shangha i fo r th e U S i n 198 0 t o visi t hi s relatives-in-la w an d ha s 
lived ther e since . 

13 Fro m ' t o aveng e hi s father' s deat h . . . ' i s a  translatio n o f th e gis t o f th e 
advertisement, becaus e th e origina l wa s writte n i n ba d an d ungrammatica l 
Chinese. 

14 Wha t I  hav e observe d i n th e earl y performanc e o f Shakespear e play s i n Chin a 
echoes th e argumen t Pavi s puts forward : 'Thes e majorit y culture s ar e sometime s 
so powerfu l tha t the y ar e capabl e o f appropriatin g —  i n th e negativ e sens e 
this tim e —  foreig n cultures , an d transformin g the m accordin g t o thei r ow n 
majority interests . W e ar e s o muc h caugh t i n th e networ k o f ou r nationa l 
cultural modelizations , Eurocentri c i n thi s case , tha t w e fin d i t difficul t t o 
conceive o f th e stud y o f performanc e o r o f a  theatrica l genr e wi th i n a 
perspective othe r tha n tha t o f ou r acquaintanc e wit h th e Europea n practic e o f 
theatre' (1992 , 11) . 
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15 Thi s perio d o f Shakespear e performanc e ha s bee n ignore d b y som e Chines e 
Shakespeareans. Qi -Xi n He' s 'China' s Shakespeare ' (1986 , 37:149—59 ) i s a n 
example. 

16 Thi s importan t historica l even t starte d fro m a  demonstratio n o n 4  Ma y 191 9 
against th e Pekin g Government , whic h ha d complie d wit h th e decisio n o f th e 
Western power s a t Versailles t o ced e par t o f Shandong provinc e t o Japan. Mor e 
than th e openin g attac k o n domesti c weaknes s an d foreig n imperialism , th e 
May Fourt h Movemen t stimulate d a  cultura l movement , whic h ha d bee n 
growing i n forc e an d influenc e sinc e th e lat e nineteent h century , an d whic h 
aimed t o ge t rid  o f th e Confucia n traditio n an d t o absor b Wester n culture . I t 
culminated i n a  literary flowerin g i n th e 1920 s an d 1930s . 

17 H o n g She n (1894—1955) , w h o studie d dram a a t Harvar d Universit y wit h 
Professor Georg e Pierc e Bake r an d returne d t o Chin a i n 1922 , wa s on e o f 
those wh o conducte d a  campaig n agains t th e 'mal e performe r system' . Thi s 
was a  toug h task , because , firstly,  Chin a wa s the n stil l a  societ y i n whic h th e 
prevailing vie w wa s tha t wome n shoul d no t appea r o n th e stage . Secondly , 
some actor s w h o ha d mad e thei r career s playin g femal e role s wer e unwillin g 
to giv e u p thei r privileges . Hon g cleverl y arrange d tw o play s i n on e evenin g 
show: th e first  bein g performe d b y actor s an d actresses , an d th e secon d b y mal e 
performers alone . Th e audienc e laughe d heartil y a t th e unnatura l styl e o f th e 
second one . 'Thoug h th e laughte r o n tha t da y embarrasse d th e actor s a  grea t 
deal, th e syste m tha t "femal e role s shoul d b e playe d b y males " wa s finally 
abolished amids t th e laughter ' (Hon g She n 1985 , 109) . 

18 Man y Chines e scholar s clai m tha t th e first  full-lengt h Shakespear e translatio n 
was publishe d i n 1921 . Thi s i s wrong . I n 192 1 onl y th e first  thre e scene s o f 
Hamlet wer e publishe d i n th e journa l The  Young  China  (Shaonian  Zhongguo), 
Vol. 2 , Issu e 12 . On e yea r later , th e whol e translatio n wa s published i n a  boo k 
form i n th e Young  China  Series  (Shaonian Zhongguo  congshu). 

19 I t wa s first  publishe d i n Southern  Country  Monthly  (Nanguo  yuekan),  a  literar y 
journal edite d b y Tia n Ha n himself . 

20 T h e earlies t pr in te d materia l tha t ca n b e trace d i s 'Change s i n Stagin g 
Shakespeare' (Shashibiya  ju  yanchu  zhi  bianqian),  als o translate d b y Tia n Han , 
from a  work b y a  Japanese autho r Nakamur a (Tia n Ha n 1929 , 3 . 419-47) . 

21 Agai n w e observ e th e cultura l differenc e betwee n th e Wes t an d th e East : 'Old ' 
in Chines e i s expressiv e o f wisdom an d respect . 

22 Studen t performance s o f Shakespear e i n Englis h ca n b e trace d a s earl y a s 190 2 
at St . John's University , Shangha i (Goodric h 1911 , 90) . 

23 Marc o Pol o Bridg e (Lugo u Qiao ) i s located i n Fengtai , a  county abou t 1 0 mile s 
south-west o f Beijing . O n 7  July 1937 , th e Japanese arm y attacke d th e Marc o 
Polo Bridg e wher e Chines e soldier s fough t back , an d th e battl e laste d fo r a  fe w 
days. This incident marke d th e onset of the full-scale Japanese invasion o f China . 
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24 Ther e ha s bee n a  lon g disput e betwee n Chines e Communis t propagand a an d 
the historica l record s ove r a  sig n place d i n Shangha i Huangp u Par k (locate d 
in th e Internationa l Settlement ) tha t allegedl y read : 'Chines e an d Dog s N o t 
Admitted.' Rober t A  Bicker s an d Jeffrey N . Wasserstro m jointly wrot e a n articl e 
about thi s legendary sign . Usin g soli d historica l documents , th e articl e compare s 
different version s o f th e regulation s an d set s th e recor d straight . Loca l Chines e 
(apart fro m th e servant s workin g fo r th e foreigners ) wer e barre d fro m th e park s 
administered b y th e foreign-controlle d Shangha i Municipa l Counci l o f th e 
International Settlement . Dogs , bal l games , cyclin g an d pickin g o f flowers wer e 
also forbidden , bu t th e allege d juxtaposition o f th e ban s o n dog s an d Chines e 
did no t exist . ('Shanghai' s "Dog s an d Chines e N o t Admitted " Sign : Legend , 
History an d Contemporar y Symbol' , China  Quarterly,  N o . 142 , June 1995. ) 

25 Th e firs t Chines e translation s o f Stanislavski' s work s wer e extract s fro m My 
Life in  Art,  translate d b y Sh u Mao , i n Theatre  Arts  Monthly  (Juchang  yishu), 
December 1938 , an d fro m An  Actor  Prepares,  translated b y Sh i Zhi , i n Juchang 
yishu, 1939 . 

26 I n th e past , Confucia n temple s wer e scattere d al l over China , a s Confucianis m 
had bee n th e dominan t doctrin e i n Chin a sinc e th e Ha n dynast y (B C 20 6 — 
AD 220). Although th e orthodox y o f Confucianism ha d bee n challenge d a s earl y 
as the Ma y Fourt h Movemen t i n 191 9 (f.  not e 14) , i t was no t unti l 194 9 whe n 
the C o m m u n i s t Part y too k p o w e r tha t Confucianis m wa s replace d b y 
Communism. Man y temple s wer e demolishe d an d th e on e whic h ha s bee n 
kept a s representativ e o f th e nationa l heritag e i s locate d i n Qufu , Confucius' s 
hometown. 

27 I  was give n al l o f ac t 2  o f my step-father' s translatio n manuscrip t a s a  souvenir . 
O n eac h pag e 'Approve d b y th e Centra l Censo r Committe e o f Book s an d 
Magazines' i s stampe d wit h a n oval-shape d chop . Th e governmen t mus t hav e 
employed a  large tea m t o d o jobs lik e this . 

28 I n Septembe r 199 2 tw o year s befor e hi s death , Huan g Zuoli n gav e m e a n 
interview abou t hi s tw o production s o f Macbeth.  H e showe d m e som e ol d 
newspaper cutting s an d photograph s fro m hi s collection . Al l citation s ar e fro m 
this intervie w unles s otherwis e indicated . 

29 Accordin g t o Ca o Shujun , th e earlies t sinifie d Shakespear e productio n wa s Kills 
the Elder  Brother  and  Snatches  the  Sister-in-law  (Sha  xiong  duo  sao)  in th e styl e o f 
Sichuan loca l opera . I t wa s a n adaptatio n o f Hamlet,  performe d i n th e earl y 
1910s (Ca o Shuju n 1999 , 209-16) . 

30 Durin g hi s servic e fro m 1931-3 5 a s the principa l o f th e Schoo l fo r Traditiona l 
Chinese Theatr e (Zhonghu a Xiq u Zhuank e Xuexiao ) (founde d i n 193 1 wit h 
the financial  suppor t o f th e Boxe r Indemnit y Fund) , Jiao champione d a  ne w 
training curriculum , i n oppositio n t o th e hars h traditiona l pedagogica l method s 
depicted i n th e film  Farewell  My Concubine.  H e advocate d th e ide a o f havin g 
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female role s played by women. Fo r the first time , boys and girls were admitte d 
together an d traine d together . H e mad e 'cultura l classes ' includin g Chinese , 
arithmetic, an d English or French, a s compulsory courses . To som e exten t Jiao 
retained traditiona l methods in relation to basic training skills and stage practice. 
This wa s th e first  jingju  schoo l t o b e ru n unde r th e 'ne w teachin g ideas ' i n 
which stag e technique s benefite d fro m th e compulsor y stud y o f kunju. 
However, Jiao broke the traditional nexus whereby a  single student was assigned 
to a single tutor, and admitted girls to training. He also fixed the term of training 
at eight years (settin g the precedent fo r th e curren t seve n year period i n jingju 
and kunju  schools). My mother, L i Yuru, fro m th e age of nine unti l seventeen , 
was a  student i n hi s drama school , studyin g the female rol e o f jingju. 

31 Interview s wer e hel d i n Apri l 200 0 and December 2000 . 
32 Bot h youn g mal e an d femal e role-type s wea r traditiona l make-up : tapere d 

sideburns tha t ca n cleverly change th e shape o f the performers' faces ; eye s and 
eyebrows lifted , pulle d back by straps in the head-dresses ; and white make-u p 
covering the face, with pink colour accentuating the cheeks and eyelids . Refe r 
to th e make-u p o f Lady Macbet h i n Figur e 2 , a s both jingju an d kunju  shar e 
the sam e feature . 

33 Wan g Jinlu's lette r date d 1 2 March 1990 . 
34 Man y theatre artists, particularly those from loca l theatres who had been treate d 

as th e lowes t o f th e lo w i n society , wer e gratefu l t o th e Part y an d th e 
government afte r 1949 . 

35 Establishe d i n April 1950 , the Centra l Academy o f Drama was based o n thre e 
drama an d ar t colleges : Yan'an L u Xu n Art s Colleg e (Yan'a n L u Xu n Yish u 
Xueyuan), Art s an d Literatur e Colleg e o f Huabei Universit y (Huabe i Daxu e 
Wenxue Yishu Xueyuan) (eac h under the leadership of the Communist Party) , 
and Nanjing Nationa l Drama Schoo l (Nanjin g Guol i Xiju Zhuank e Xuexiao ) 
(founded unde r the Republic). I n 1952 , a college of the Centra l Academy was 
formed i n Shanghai from th e Shanghai Experimental Drama Schoo l (Shangha i 
Shiyan Juxiao) whic h the n becam e th e Eastern-Chin a Colleg e o f the Centra l 
Academy o f Drama. A  fe w year s later , thi s wa s grante d independenc e a s th e 
Shanghai Theatre Academy. The Beijing Fil m Academy was founded i n 1956 , 
based on th e Acting Research Institut e (Biaoya n Yishu Yanjiusuo) . 

36 Followin g th e Russia n model , ther e hav e traditionall y bee n fou r department s 
in eac h dram a academy : Acting , Directing , Stag e Design , an d Dram a & 
Literature. Recentl y ne w department s an d programme s hav e appeared : 
Television Arts, Television Play-writing, Musical Studies, and Decorative Arts. 
Apart fro m well-equippe d worksho p space s an d sophisticate d theatres , eac h 
academy ha s it s ow n academi c journal. Student s ar e traine d t o B.A . leve l i n 
the firs t instance . Ther e ar e als o advanced course s t o M.A . an d Ph.D . levels . 
The majorit y o f B.A. students come direct from middl e schools. Entry is highly 
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compe t i t i ve (student s havin g t o si t na t iona l H i g h e r Educa t i o n En t r y 
examinations, an d surviv e thre e round s o f th e academies ' ow n professiona l 
auditions). Som e B.A . candidate s ar e trainee s o r young performer s fro m variou s 
theatre companies , seekin g t o advanc e thei r education . Th e academie s als o ru n 
short course s fo r professional s t o enabl e the m t o gai n furthe r training . 

37 Th e majorit y o f tutor s complemen t thei r teachin g wit h theatr e work : writing , 
directing, acting , stag e design , lighting , costuming , o r make-up . Teachin g an d 
professional theatr e ar e thu s closel y linke d throug h th e academ y system . Som e 
problems aris e fro m thi s closely-kni t centralize d network . Audience s ten d t o 
complain tha t al l th e performer s i n a  give n productio n hav e th e sam e wa y o f 
speaking. I t i s als o difficul t fo r ne w method s t o b e assimilate d int o a  syste m 
consolidated fro m generatio n t o generation . No t onl y huaju  theatre practitioners , 
but als o upper-leve l traditiona l theatr e artist s ten d t o b e traine d i n th e academie s 
(with th e exceptio n o f performer s o f th e musi c theatr e w h o hav e thei r ow n 
specialized traditiona l trainin g regimes) . 

38 A s fro m th e yea r 2000 , th e thre e academie s wer e separate d fro m th e Ministr y 
of Culture , an d ar e n o w unde r th e regiona l Stat e Educatio n Committee . 

39 Mos t top-leve l peopl e activel y involve d i n teachin g an d i n professiona l theatr e 
after th e Cultura l Revolutio n ha d bee n traine d unde r th e Russian s durin g th e 
1950s. 

40 Ther e i s virtually n o recor d survivin g o f the 195 9 production o f Hamlet b y Jiao 
Juyin (th e director of the 194 2 Hamlet) wh o ha d already become China' s numbe r 
one director . Give n th e status of Jiao, the staging is suspiciously under-discussed . 

41 Hi s clos e adherenc e t o th e Part y lin e di d no t sav e hi m fro m a  tragic fat e durin g 
the Cultura l Revolution . Unjustl y labelle d a s a reactionary o n th e basi s o f totall y 
false accusations , h e eventuall y too k hi s ow n life . 

42 Wha t happene d her e i n Chin a coul d als o b e observe d i n th e forme r USSR , 
since bo t h area s wer e ver y sensitiv e t o an y implici t commentar y o n th e 
totalitarianism o f th e regime . Spence r Golu b note s i n hi s articl e 'Betwee n th e 
Curtain an d Grave : th e Tagank a i n th e Hamle t Gulag' , that , 'Significantly , 
Soviet production s o f Hamlet  i n th e 1930 s wer e no t update d bu t wer e se t i n 
the Renaissance , thereb y discouragin g audience s fro m drawin g parallel s wit h 
contemporary figures  an d situations ' (i n Kenned y 1993 , 165) . 

43 I n th e 'Introduction ' t o Dialectics  of Nature Engel s wrote : 
It wa s th e greates t progressiv e revolut io n tha t mank in d ha s s o fa r 
experienced, a  time whic h calle d fo r giant s an d produce d giant s — giant s 
in powe r o f thought , passion , an d character , i n universalit y an d learning . 
The me n w h o founde d th e moder n rul e o f th e bourgeoisi e ha d anythin g 
but bourgeoi s limitations . O n th e contrary , th e adventurou s characte r o f 
the tim e inspire d the m t o a  greate r o r les s degree . Ther e wa s hardl y an y 
man o f importanc e the n livin g wh o ha d no t travelle d extensively , w h o 
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did no t comman d fou r o r fiv e languages , wh o di d no t shin e i n a  numbe r 
of fields . . . T h e heroe s o f tha t tim e ha d no t ye t com e unde r th e servitud e 
of th e divisio n o f labour , th e restrictin g effect s o f wh ich , w i t h it s 
production o f one-sidedness , w e s o ofte n notic e i n thei r successors . Bu t 
what i s especiall y characteristi c o f them i s tha t the y almos t al l pursue thei r 
lives an d activitie s i n th e mids t o f th e contemporar y movements , i n th e 
practical struggle ; the y tak e side s an d jo in i n th e fight , on e b y speakin g 
and writing , anothe r wit h th e sword , man y wit h both . Henc e th e fullnes s 
and forc e o f characte r tha t make s the m complet e men . M e n o f th e stud y 
are th e exceptio n —  eithe r person s o f secon d o r thir d ran k o r cautiou s 
philistines w h o d o no t wan t t o bur n thei r fingers . (1960 , 2—3 ) 

44 Impor tan t essay s publishe d i n th e 1950 s an d 1960 s include : 'Translatin g 
Shakespeare' (Guanyu  Shashihiya  defanyi)  (Zh u Wenzhe n &  Su n Day u 1951) ; 
' O n Hamlet  {Shashihiya  de  heiju  Hamuleite)  (Bia n Zhili n 1956a) ; ' O n Othello' 
(Shashihiya de  heiju 'Aosailuo') (Bia n Zhilin 1956b) ; 'Shakespeare' s Politica l View s 
Reflected i n His Historical Plays ' (Shashihiya  zai 'lishiju'  zhong suo  liulu de zhengzhi 
jianjie) (Chenji a 1956) ; ' T w o N e w Characters : Beatrice an d Benedick ' (Liangge 
xinxing renwu  —  Peitelisi  yu  Bainidt)  (Fan g Pin g 1957) ; 'Th e Developmen t o f 
Shakespeare's Idea s on Ethic s and Morality ' (Lun  Shashihiya  de  lunli daode  sixiang 
jiqi fazhan)  (Zha o L i an d Men g Weiza i 1963) ; 'Englis h Poeti c Dram a an d 
Shakespeare' (Yingguo  shiju  yu  Shashihiya)  (Wan g Zuolian g 1964) . 

45 I t late r change d it s nam e t o th e People' s Literatur e Publishin g Hous e (Renmi n 
Wenxue Chubanshe) . 

46 Macbeth  was translate d respectivel y b y Da i Wangsh u an d Zhan g Wenliang ; The 
Merchant of  Venice  b y G u Zhongyi ; Twelfth  Night  b y Pen g Zhaoliang ; Julius 
Caesar respectivel y b y Yua n Guowe i an d Ca o Weifeng ; The  Tempest  b y Y u 
Nanqiu an d Wan g Shuying . (Sources : G e Baoqua n 1983 , 337; Kuan g Yinghu i 
1984 an d Men g Xianqian g 1994 , 111-37. ) 

47 The  New  Translation  of  the  Complete  Works  of  Shakespeare  (Xin  Shashihiya  quan 
jt) ha s bee n publishe d b y bot h th e Hebe i Educationa l Publishin g Hous e i n 
Shijiazhuang, an d th e Taipe i O w l Publishin g House . I n Beijing , anothe r 
Shakespeare translatio n projec t ha s bee n i n progress , edite d b y Che n Guohua . 

48 M a Yonga n gav e m e a n intervie w abou t thi s production o n 1 9 December 2000 . 
49 I n orde r t o reproduc e th e Wester n style , th e first  fe w day s o f rehearsa l wer e 

usually spen t watchin g Shakespear e films.  W h e n th e 198 6 yueju  productio n o f 
Twelfth Night  starte d it s rehearsal , th e firs t importan t gatherin g o f th e grou p 
was t o g o an d se e th e Soviet-mad e fil m o f the play . Malvolio , Si r Andrew, Si r 
Toby an d th e clown , th e comi c part s i n th e yueju  version , al l clearl y learne d 
their gestures , step s an d facia l expression s directl y fro m th e film. 

50 Thi s sloga n wa s first  raise d b y K e Qingshi , th e Part y Secretar y o f Shanghai , a t 
the beginnin g o f 1963 . 
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CHAPTER 2 

1 Th e othe r pla y wa s Break  (Razlom)  writte n i n 192 7 b y Bori s Andreevic h 
Lavrenev. 

2 Thi s wa s th e famou s 'fre e airin g o f views ' an d Bi g Poste r perio d befor e th e 
Anti-Rightist Campaign . 

3 Concernin g thi s production , I  interviewe d H u Dao , a n assistan t t o Y . K . 
Lipkovskaya an d late r the directo r o f the revival s i n 196 1 and 1979 . The tw o 
interviews wer e hel d i n Septembe r 199 8 an d January 2001 . Information an d 
quotations are from thes e two interviews, unless otherwise stated . Hu Da o also 
wrote t o m e thre e time s to answe r my questions . 

4 Variou s symposi a an d meeting s wit h intellectual s an d businessme n wer e hel d 
at different level s to encourag e the m t o voice thei r criticism s o f the Part y an d 
the governmenta l system . Mos t intellectual s a t firs t hesitated , du e t o thei r 
memories o f earlie r politica l campaigns . Bu t Ma o urge d the m t o overcom e 
their fear s an d reproache d Part y official s wh o wer e unhapp y wit h th e polic y 
of moderation. However , whe n peopl e bega n attackin g th e Part y an d it s role 
in fundamental ways , Mao coul d tolerate no more . O n 2 5 May, Mao Zedon g 
wrote a n articl e 'Th e Situatio n I s Changing' (Ma o Zedon g 1977 , 5:423—29) , 
which wa s firs t issue d amon g Part y officials , indicatin g th e chang e o f policy . 
Then o n 8  June, Ma o wrot e anothe r articl e fo r th e Part y Centra l Committe e 
to be issued as Party Instructions: 'Organizing Forces to Figh t Back the Savage 
Attack Launche d b y th e Rightists' . O n th e sam e day,  The  People's  Daily 
published a n editoria l 'Wh y I s This?'. Th e politica l climat e radicall y change d 
overnight. A campaign was launched nationwide, and over 500,000 intellectuals 
were ostracize d fro m society . Th e Anti-Rightis t Campaig n di d no t en d unti l 
the summe r o f 1958. 

5 Thi s information abou t the Anti-Rightist campaig n a t the STA is mainly fro m 
Yuanbao (Th e academy' s journal), Issue s 1—24 , 1956—57. 

6 Thi s quotatio n i s from on e o f th e popula r rhyme s o f th e time . A s children , 
we learne d thes e rhymes by hear t a t school. 

7 H u Dao' s lette r date d 2 2 September 1998 . 
8 Arreste d in 197 6 after Mao' s death, Jiang Qing (Mao' s wife), Zhang Chunqiao , 

Yao Wenyua n an d Wan g Hongwe n wer e trie d i n 1980-81 . O n 2 3 January 
1981, Jiang Qing and Zhang Chunqiao receive d the death sentence, suspende d 
for tw o years ; Wang wa s sentenced t o lif e imprisonmen t an d Yao t o twenty -
years of imprisonment. The y were charge d with th e persecution o f more tha n 
700,000 people. Of these, some 35,000 had died either from gros s ill-treatment 
or had been driven to suicide. Many more were physically or mentally disabled . 
People from th e arts were prominent among the victims. Other victims included 
scientists, Party official s an d ordinary people . 
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9 I n hi s articl e Landscape,  Engels comment s o n th e scener y in England: 'Oh , ther e 
is ric h poetr y i n th e countie s o f Britain ! I t ofte n seem s a s i f on e wer e stil l i n 
the golde n day s o f merry Englan d an d migh t se e Shakespear e wit h hi s fowling -
piece movin g stealthil y behin d a  hedge o n a  deer-poaching expedition , o r yo u 
might wonde r wh y no t on e o f hi s divin e comedie s actuall y take s plac e o n thi s 
green meadow ' (Engel s 1975 , 100) . Thi s quotatio n i s alway s use d i n Chin a 
whenever a  Shakespear e comed y i s staged . 

10 Ma o Zedon g argue s i n hi s famou s articl e Talks  at  the  Yan'an  Forum  o f 1942 : 
'Literary an d artisti c work s hav e alway s lai d equa l stres s o n th e brigh t an d 
the dark , hal f an d h a l f Thi s statemen t contain s man y muddle d ideas . I t i s 
not tru e tha t literature an d ar t have alway s don e this . Many peti t bourgeoi s 
writers hav e neve r discovere d th e brigh t side . Thei r work s onl y expos e th e 
dark sid e and are known a s the 'literatur e o f exposure'. Som e o f their work s 
simply specialize in preaching pessimism an d world-weariness . O n th e othe r 
hand, Sovie t literature i n th e period o f socialist constructio n portray s mainl y 
the brigh t side . It , too , describe s shortcoming s i n work s an d portray s 
negative characters , bu t thi s onl y serve s a s a  contras t t o brin g ou t th e 
brightness o f the whol e pictur e an d i s not o n a  so-called half-and-hal f basis . 
. . . Onl y trul y revolutionar y writer s an d artist s ca n correctl y solv e th e 
problem o f whether t o exto l o r t o expose . Al l th e dar k force s harmin g th e 
masses o f th e peopl e mus t b e expose d an d al l th e revolutionar y struggle s 
of th e masse s o f th e peopl e mus t b e extolled ; thi s i s th e fundamenta l tas k 
of revolutionary writer s an d artists . (Ma o Zedon g 1964 , 873 ) 

11 Nonetheless , bot h dram a academie s use d som e o f th e physica l exercise s o f th e 
traditional theatr e i n thei r movement s classes . 

12 Superobjectiv e i s one o f the fundamenta l idea s i n th e Stanislavsk i System . Thi s 
is th e character' s final  goa l an d shapin g influence , th e ai m tha t run s throug h 
the pla y an d dictate s th e manne r i n whic h th e rol e a s a  whole i s t o b e playe d 
(Benedetti, 1989) . 

13 I n th e Chines e translatio n publishe d i n Yuanhao  (Th e academy' s journal) , th e 
term use d i s douzheng,  meanin g bot h fight  an d struggle . 

14 Willia m Archer' s Play-making:  A  Manual  of  Craftsmanship  wa s first  translate d 
and publishe d i n Chin a i n 196 4 an d reprinte d i n 1979 . N o specifi c translato r 
is indicated . 

15 I  studie d playwritin g fro m 197 8 t o 198 2 a t th e Shangha i Theatr e Academy , 
and thes e term s wer e hammere d int o ou r minds . 

16 Th e altere d act s an d scene s i n Lipkovskaya' s re-organize d Much  Ado  ar e a s 
follows: 
Act one  contains five scenes.  Th e complet e origina l I  i , i i an d hi , plu s I I i , whic h 
is divide d int o tw o scene s t o becom e scene s fou r an d five  o f ac t on e i n th e 
production. 
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Act two consists of  three scenes. Scen e one comprise s the origina l I I ii i and II I i . 
Thus th e tw o garde n scene s in which Benedick an d Beatrice happil y fal l int o 
the tra p no w for m on e unit . Scen e tw o i s the origina l I I ii , an d scene three i s 
the original III ii, so there is now continuity between these scenes. After makin g 
up hi s mind ho w h e is going to rui n the happiness o f Claudio an d Hero, Do n 
John put s hi s scheme int o practice straightaway . 
Act three  consists  of  four scenes.  Scene s one , tw o an d thre e ar e th e origina l II I 
iii, i v and v . Scen e fou r i s the origina l I V i , th e wedding scene . 
Act four comprises the  original scenes in  act V. 

17 Followin g ar e som e examples : 'Th e USS R i s the rea l home fo r Shakespeare ' 
(Dong Youda o 1957) . 'Al l th e participant s [wh o attende d th e symposiu m 
organized b y th e Shangha i Associatio n o f Dramatists ] hol d th e opinio n tha t 
the Sovie t expert' s directin g wor k o f Much  Ado i s significan t i n ou r dram a 
teaching, especiall y toda y when w e d o no t kno w ho w t o stag e a  Shakespeare 
play. Th e rehearsa l an d performanc e o f Much  Ado  no t onl y illustrat e th e 
necessity o f carryin g forwar d an d learnin g fro m classica l repertoire , bu t als o 
set up a n excellen t mode l for u s to follow ' (Wei , 1957) . 

18 Lipkovskay a lived and worked a t the ST A for tw o years . As an expert sen t by 
the 'Sovie t Bi g Brother ' sh e brough t i n al l th e necessar y knowledg e fo r 
developing huaju and was idolized by her students and Chinese colleagues . Based 
at the ST A an d th e CAD , sh e and othe r Sovie t expert s ra n advance d course s 
on acting , directin g an d stage-design . Th e majorit y o f student s takin g thes e 
courses wer e to p professional s sen t t o Beijin g an d Shangha i b y provincia l 
companies an d key member s o f the teachin g staf f a t the two academies . 

19 H u Dao' s lette r date d 2 0 December 2000 . 
20 H u Da o directe d in the huaju  form Much  Ado (1961/1979 ) an d Merry Wives of 

Windsor (1986), a s wel l a s th e jingju  versio n o f Macbeth  (1987 ) an d sixianxi 
version o f King Lear (1994). 

21 Ther e ar e tw o volumes . Volum e I  publishe d i n 197 9 cover s Shakespear e 
criticism i n th e perio d fro m Be n Jonson t o Le v Nikolaevic h Tolsto i (1904) . 
Volume I I publishe d i n 198 1 run s fro m Andre w Ceci l Bradle y t o A . Wes t 
(1964). 

22 I  interviewe d Barri e Rutte r abou t th e Ol d Vic' s 197 9 visi t t o Chin a o n 1 1 
April 2001. 

23 Thi s productio n i s include d i n th e CD-RO M projec t Performing  Shakespeare 
in China 1980-1990  (Authors : Ruru L i and John Gillies . Multimedia concep t 
and discursiv e structure : Joh n Gillies . Multimedi a development : Russel l 
Bywater. Unpublished. ) 

24 Thoug h th e matter was halted by Hu Yaobang , the n th e Genera l Secretary o f 
the Communis t Party , i t indicates ho w tens e the situation was. 

25 X u sai d in hi s articl e 'Elementar y Explorations : My Rehearsal s an d Teachin g 
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in Macbeth' (1996 ) tha t the image of blundering about came from th e followin g 
description o f Louis Napoleon i n Marx's ' A Historica l Parallel' : 

He ma y recoi l befor e th e stor m h e ha s raised , an d agai n receiv e th e 
benedictions of the Pope and the caresses of the British Queen; but neithe r 
will be more than lip-service. They know him now, what the people kne w 
him long since — a  reckless gambler, a  desperate adventurer , wh o woul d 
as soon dic e with roya l bones as any othe r i f the gam e promised t o leav e 
him a  winner. The y know him as one who, having, like Macbeth, wade d 
to a  crow n throug h huma n gore , find s i t easie r t o g o forwar d tha n t o 
return t o peac e an d innocence. (Mar x 1980 , 273) 

26 I  interviewed X u Xiaozhon g abou t thi s production o n 9  April 1997 . 
27 Thi s was a song (Chinese title: Dongfang hong) sung in 194 2 by a peasant-singer 

Li Youyuan (1903—55) in the Yan'an area where the Communist Party was located 
during the Sino-Japanes e War . I t use d xintianyou,  a  local folk melod y i n th e 
Shaanxi region, an d has been regarde d a s a sample of ordinary people's respec t 
and love for the great leader. The song became widespread after the Communis t 
Party seized power in 194 9 and during the Cultura l Revolution . Fo r a  time i t 
replaced the nationa l anthem. The first stanza reads as follows: 'Th e eas t is red, 
the sun is rising. Mao Zedong appears in China. He works for the happiness of 
the people . Huerhaiyo,  h e is the great saviour of the people' (Cihai  1979, 48). 

28 I n th e 1950 s and 1960s , the government hel d complet e contro l ove r oversea s 
study. The GITI S Institut e was one of the smal l number o f drama institute s i n 
Eastern Europ e wit h whic h th e governmen t ha d a  formal lin k i n th e 1950s . 
Directors like Chen Yong , Xu Xiaozhong and Zhang Qihong, who ha d gon e 
through stric t selectio n procedures , studie d th e directin g cours e there . Th e 
situation toda y i s much freer . Dram a student s ma y g o abroa d t o stud y eithe r 
with scholarship s offere d b y the governmen t o r by the institutions concerned , 
or funding arrange d by themselves . 

29 A s was see n i n Chapte r 1 , huaju  originated a s a type o f Chines e imitatio n o f 
the Wester n theatr e a t th e daw n o f the twentiet h century . Therefore , 'huaju 
minzuhua* or huaju  with Chines e nationa l awarenes s ha s bee n a n ideologica l 
and aesthetic objective pursued by many theatre artists . This became even mor e 
pronounced afte r 1949 . 

30 Som e fel t tha t there is little difference between , fo r example , Hamlet droppin g 
Yorick's skul l because the director wishes to sugges t the brittleness o f life, an d 
Hamlet droppin g Yorick' s skul l because i t happened t o slip from hi s hand. I n 
both cases , th e spectator s wil l ten d t o see k a  rationale an d assig n a  meanin g 
for th e action , insid e th e large r narrativ e unde r constructio n o n th e stag e an d 
in thei r mind s (Kenned y 1996 , 14) . 

31 Thi s i s a translation o f the slogan 'san  tuchu, which coul d also be translated as 
'three prominences' . 
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CHAPTER 3 

1 A  Chines e expressio n fo r one' s career . 
2 Thi s i s the Huangpujian g riverside  i n th e ol d Internationa l Settlemen t area . It s 

early twentiet h centur y architectur e i s reminiscen t o f British civi c building s o f 
that era . 

3 I  interviewe d Franci s Maguir e i n Londo n o n 3 0 Novembe r 2000 . 
4 Orthodo x Chines e Marxist s believ e tha t eac h societ y i s based o n th e dialectica l 

unity o f the economi c bas e and th e superstructure : 'Th e economi c bas e decide s 
the superstructure , whil e th e latte r reflect s th e former ' (Cihai  1919,  1167) . 

5 Th e programm e fo r thi s productio n list s bot h Li n Zhaohu a an d R e n Min g a s 
directors. However , i n m y intervie w wit h him , Li n di d no t ment io n hi s 
colleague, an d mos t review s an d scholar s hav e referre d t o Li n alone . I  follo w 
the sam e practice . 

6 Thi s productio n i s include d i n m y articl e 'Shakespear e o n th e Chines e Stag e 
in th e 1990s ' (1999 , 355-67) , an d i n th e C D - R O M Performing  Shakespeare  in 
China, 1980-1990  (Li  &  Gillie s 2000) . I  a m indebte d t o Joh n Gillie s fo r th e 
discussion wit h m e abou t thi s production . 

7 P u Cunxi n gav e m e a n intervie w fo r thi s productio n o n 2 6 Decembe r 2000 . 
All th e quotation s wer e fro m thi s intervie w unles s otherwis e noted . 

8 Lin' s caree r a s a  directo r wa s assure d wit h hi s productio n o f Alarm  Signal 
(Juedui xinhao)  i n 1983 . Thi s wa s followe d b y a  serie s o f highl y controversia l 
productions includin g Bus  Stop  (Chezhan)  i n 198 4 an d Wildman  (Yeren)  i n 
1986. Al l thre e play s wer e writte n b y Ga o Xingjian . Bus  Stop,  a n exampl e 
of th e Chines e versio n o f th e Beckettia n Theatr e o f th e Absurd , wa s banne d 
after te n performances , an d declare d 'seriousl y flawed ' (Ya n 1998 ; xvi) . Whil e 
some praise d th e pla y fo r th e modernit y i t expressed , other s criticize d i t 
because i t 'containe d a  basi c questionin g i f no t a  fundamenta l negatio n o f 
the organizatio n o f contemporar y Chines e society , a  condescendin g attitud e 
towards th e delude d pitiabl e multitude , an d a n elitis t and individualisti c impulse ' 
(Yan 1998 , xvi) . 

9 Programme  Notes  for  'Hamlet'  (Hamuleite  yanchu  shuomingshu),  Beijin g R e n m i n 
Yishu Juyuan, 1994 . 

10 Th e translatio n i s base d o n a  transcrip t fro m th e recorde d performanc e o n 
V C D . 

11 I  interviewe d Chen g Mingzhen g abou t thi s productio n i n Octobe r 1997 . 
12 Interview , Apri l 4 , 1995 : participant s —  Nori o Deguchi , Ke n Yoshizawa , 

Yasunari Takahashi , Tetsu o Anzai , Kazuk o Matsuoka , Tetsuy a Motohashi , 
James Brandon . A n abbreviate d versio n o f this interview (bu t no t thi s particula r 
passage) i s in : Ryut a Minami , Ia n Carruther s an d John Gillies , eds. , Performing 
Shakespeare in  Japan, Cambridg e Universit y Press , 2002 . 
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13 Thi s production i s discussed in my articles: 'Shakespeare o n the Chines e Stag e 
in th e 1990s ' an d 'Th e 199 4 Shangha i Internationa l Shakespear e Festival : A n 
Update o n th e Bard i n Cathay' , Asian  Theatre  Journal (1997, 93—119). 

14 Th e translation is based on the manuscript supplied by Li Rong, the scriptwriter . 
15 I  interviewed L i Rong abou t thi s productio n i n Septembe r 199 4 durin g th e 

Shanghai Internationa l Shakespear e Festival . 
16 Programme  Notes  for 'Othello'  (Aosailuo yanchu  shuomingshu),  Shangha i Renmi n 

Yishu Juyuan, 1994 . 
17 Ibid. 

CHAPTER 4 

1 I n th e pas t in China , a  woman too k he r husband' s famil y nam e an d droppe d 
her own personal name when she married. The pattern of the new name would 
be: husband' s famil y name , wife' s maide n nam e an d 'shi' , whic h mean s 'th e 
person o f thos e tw o families' . I n Blood-stained  Hands,  Tie i s M a Pei' s wife' s 
maiden name , meanin g 'iron' . I t i s perhap s interestin g fo r reader s t o kno w 
that th e Wester n media' s nicknam e fo r Lad y Thatcher , 'th e Iro n Lady' , ha s 
been widel y known i n China . 

2 Th e translation is based on the script supplied by the Shanghai Kunju Company . 
3 I  do not use 'composer ' becaus e the person i s not really allowed to compose a 

piece o f music. The musica l director ca n do some alterations within th e limit s 
of the se t music. 

4 Jing,  or painted face , ha s a  varied terminolog y i n differen t theatrica l genres . 
5 A n essentia l concep t i n th e naturalisti c theatre . Actor s attemp t t o liv e i n th e 

scene rather than perform i n front o f an audience . 
6 Brecht' s comment o n the demonstration give n by Mei Lanfang, who appeare d 

at a reception wearing his formal suit , proves from anothe r angl e my argumen t 
that th e acto r i s the rea l master in the Chines e indigenou s theatre : 

... But wit h wha t ar t he doe s this ! He onl y needs a  minimum o f illusion. 
What h e ha s t o sho w i s worth seein g eve n fo r a  man i n hi s right  mind . 
What Wester n acto r o f the ol d sor t (apar t fro m on e o r tw o comedians ) 
could demonstrat e th e element s o f hi s ar t lik e th e Chines e acto r Me i 
Lanfang, without specia l lighting and wearing a dinner jacket in an ordinary 
room full o f specialists? It would be like the magician at the fair giving away 
his tricks, so that nobody eve r wanted t o see the act again. (1973 , 94) 

7 L i Yu point s ou t that : 
[Too] man y unnecessar y thread s [i.e . trivia l plots ] ar e th e wors t thin g 
possible fo r a  play . Th e reaso n wh y Jingchai ji (The  Story  of the Wooden 
Hairpin), Liu Zhiyuan  [nam e o f the protagonist] , Bai  yue ting (The Pavilion 
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for Worshiping  the  Moon)  an d Shagouji  (The  Story  of  Killing a  Dog)  ar e stil l 
so popula r nowaday s i s simply becaus e ther e i s onl y on e plo t throughou t 
from beginnin g t o end , withou t an y trivia l episode s i n them . Eve n i f a 
small chil d see s suc h plays , h e ca n understan d the m easil y an d lear n ho w 
to recit e the m quickly . (Li  Y u 1982 , 18 ) 

8 Patric e Pavi s use s a n hourglas s t o describ e th e proces s o f intercultura l theatre . 
He says : 

It i s a  strang e object , reminiscen t o f a  funne l an d a  mill . I n th e uppe r 
bowl i s th e foreig n culture , th e sourc e culture , whic h i s mor e o r les s 
codified an d solidifie d i n divers e anthropological , sociocultura l o r artisti c 
modelizations. I n orde r t o reac h us , thi s cultur e mus t pas s throug h a  narro w 
neck. I f th e grain s o f cultur e o r thei r conglomerat e ar e sufficientl y fine, 
they wil l flo w throug h withou t an y trouble , howeve r slowly , int o th e 
lower bowl , tha t o f th e targe t culture , fro m whic h poin t w e observ e thi s 
slow flow . Th e grain s wil l rearrang e themselve s i n a  wa y whic h appear s 
random, bu t whic h i s partly regulate d b y thei r passag e throug h som e doze n 
filters pu t i n plac e b y th e targe t cultur e an d th e observer . (Pavi s 1992 , 4 ) 

9 'Water-sleeves ' ar e flimsy  whit e sleeve s abou t tw o fee t long . The y ar e th e 
essential mean s fo r gesture s an d dance s i n Chines e indigenou s theatre . The y ar e 
a variatio n o n th e voluminou s sleeve s tha t ancien t peopl e wor e i n everyda y life . 

10 I  stil l remembe r tha t Professo r Yan g Zhouhan , on e o f th e mos t respecte d 
Chinese scholar s o n Englis h literature , onc e sai d t o me : 'I 'v e spen t al l m y lif e 
teaching Shakespeare , writin g abou t him , an d I  hop e t o rais e hi m u p t o th e 
place h e deserves . Bu t you , a  mere sli p o f a  girl , havin g just don e you r M.A. , 
are tryin g t o pul l hi m down! ' H e sighe d deepl y an d looke d sad . H e kne w I 
was a  supporte r fo r Shakespear e i n th e traditiona l musi c form , an d tha t I  wa s 
more intereste d i n th e popula r element s i n Shakespear e play s tha n merel y hi s 
literary value . 

11 Thi s productio n i s included i n th e C D - R O M Performing  Shakespeare in  China, 
1980-1990 (Li  &  Gillies) . I t i s als o discusse d i n m y articl e 'Macbet h Become s 
Ma Pei , A n Odysse y fro m Scotlan d t o China' , (1995 , 42-53) . 

12 Kunju  performanc e ha d virtuall y cease d aroun d th e 1920s . Presen t da y kunju 
acting owe s it s existenc e t o a  government-sponsored reviva l i n th e 1950s . 

13 Th e letter s fro m Bernar d Sha w survive d th e Cultura l Revolut io n fortuitously : 
they wer e photographe d an d ar e include d i n Huang ' s boo k My  Xieyi' 
Conception of  Theatre  and  I  (1990). 

14 'Xizi  o r playe r i s a  pejorative ter m i n Chines e fo r actors . Th e performin g art s 
were officiall y rate d a s on e o f th e lowes t i n socia l statu s sinc e ancien t times . 
Performers i n loca l theatre s hav e particularl y bee n looke d dow n upo n unti l 
1949 when th e Communis t Part y attempte d t o propagandize it s ideology. Man y 
star performer s wer e the n mad e People' s Representative s fo r th e Congres s o r 
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Representatives fo r th e Chines e People' s Politica l Consultativ e Conference . 
But fo r ordinar y people , th e prejudic e agains t actin g laste d fo r decades . Eve n 
in 1960 , when m y husband , Davi d Jiang, wa s admitte d t o th e Shangha i Theatr e 
Academy wher e h e woul d stud y fo r a  B.A . degree , hi s grandmothe r crie d fo r 
days an d trie d t o sto p hi m fro m enterin g o n a n actin g career . 

15 Ji n Runzh i mad e Da n N i he r stag e name . Thi s i s a  sound derive d fro m Saint -
Denis i n remembranc e o f th e couple' s mos t respecte d mentor . 

16 I n 199 2 whe n I  went t o visi t him , agai n we talke d abou t othe r possibl e Englis h 
translations o f thi s word . H e though t tha t i t wa s ver y muc h a  Chines e ide a 
and ver y difficul t t o find  a n Englis h equivalent . H e insiste d tha t on e da y 'xieyi 
would b e include d i n a n Englis h dictionar y a s like 'kungfu  o r 'chigong  are . 

17 Me i Lanfan g (1894-1961) , th e mos t famou s maste r o f the femal e impersonato r 
in jingju, wa s born i n a  theatre family . H e starte d hi s trainin g a t eigh t an d actin g 
on th e stag e whe n h e wa s eleven . A s a  reformer o f the genre , hi s contributio n 
to jingju  an d t o th e traditiona l theatr e i n genera l wa s tremendous . Hi s tou r i n 
the U S an d Eas t Europ e no t onl y showe d th e outsid e worl d th e beautifu l styl e 
of Chines e theatr e bu t als o ha d grea t impac t o n som e contemporar y Wester n 
theatre practitioners . Bot h Stanislavsk i an d Brech t recorde d thei r impression s 
of seein g Mei' s performance s (cf  note 6  i n thi s chapter) . 

18 Huan g wa s deepl y an d affectionatel y attache d t o hi s wife . Da n N i staye d a t 
home unti l th e las t fe w day s o f he r life . Huan g wen t t o si t wit h he r a t leas t 
twice a  da y n o matte r h o w bus y h e wa s wit h rehearsals . An y gif t h e receive d 
would alway s b e take n t o he r s o tha t sh e coul d hav e a  loo k first . Befor e I 
went abroad , I  wen t t o sa y goodby e t o him . H e tol d m e t o loo k fo r a  femal e 
figure ornamen t fo r hi s wif e whic h woul d b e a n equivalen t t o th e Chines e 
God o f longevity . 'Chines e onl y thin k o f man , s o th e symbo l o f longevit y i s 
always male. ' Unfortunatel y I  wa s neve r abl e t o fulfi l thi s request . 

19 Quotat io n take n fro m m y 199 2 intervie w note s wit h Huan g Zuolin . 
20 Wha t Huan g ZuoH n fel t abou t th e Chines e theatr e an d Shakespear e an d wha t 

he intende d t o pursu e i n th e kunju  Macbeth  echoe d th e idea l o f th e romanti c 
school i n Franc e i n th e earl y nineteent h century . Victo r Hug o i n hi s manifest o 
of th e movemen t Preface  to Cromwell  wrote : 'W e hav e no t reache d th e poeti c 
culmination o f modern times . Shakespear e i s the drama ; an d th e drama , whic h 
with th e sam e breat h mould s th e grotesqu e an d th e sublime , th e terribl e an d 
the absurd , traged y an d comed y —  th e dram a i s the distinguishin g characteristi c 
of th e thir d epoc h o f poetry , o f th e literatur e o f th e presen t day ' (1827) . 

21 Havin g destroye d hi s officia l caree r b y fran k criticis m o f th e governmen t i n 
1590, Tan g Xianz u wa s banishe d t o a  remote are a an d concentrate d o n writin g 
chuanqi plays . A s a  fin e wri te r o f pros e an d poetry , hi s play s ar e ful l o f 
imagination an d hi s protagonist s enjo y th e freedo m betwee n lif e an d death . 
His intricat e styl e reflect s hi s vie w o f lif e an d hi s master y o f th e language . 
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Among hi s fou r grea t 'dream ' play s —  al l havin g a  drea m a s a  centra l par t — 
Peony Pavilion  i s th e mos t celebrated . 

22 A  Chines e expressio n symbolizin g th e kingdom . 
23 A s a n olde r genre , kunju  ha s five  basi c rol e type s instea d o f four . Mo  i s hardl y 

seen i n an y younge r theatrica l form s sinc e i t ha s been integrate d int o th e sheng, 
the mal e characte r type . 

24 Traditionally , th e colou r o f aprico t an d th e patter n o f th e drago n ca n onl y b e 
used b y th e emperor . 

25 I n X u Xiaozhong' s huaju  production , h e use d a n empt y chai r t o avoi d th e 
usual naturalisti c approach . Thi s i s par t o f hi s us e o f idea s fro m th e traditiona l 
Chinese theatre . 

26 I n Chines e superstition , a  ghos t ma y attac h itsel f t o someon e an d ente r tha t 
person s o tha t h e o r sh e take s o n th e personhoo d o f th e ghost . I n thi s cas e 
Ma Pe i think s eac h official , whe n 'entered ' b y th e ghost , i s i n fac t D u Ge' s 
ghost. 

27 I  hel d a n intervie w wit h J i Zhenhu a i n Jul y 1994 . Al l th e quotation s belo w 
were fro m tha t interview . 

28 Th e Chines e titl e is : Zhenxing  huaju  de  shisi dian  jianyi. 
29 Roaste d water-melo n seed s ar e a  type o f snac k i n China . 'Water-melo n Seed s 

Fool' wa s a  famous bran d o f private enterprise , an d th e owne r wa s regarde d a s 
a heroi c entrepreneu r i n th e earl y perio d o f economi c reforms . 

30 Thi s productio n i s included i n th e C D - R O M Performing  Shakespeare in  China, 
1980-1990, (L i an d Gillies) . 

31 W e talke d abou t thi s productio n o n 2 0 an d 2 8 Februar y 2001 . Al l citation s 
from Jian g wer e take n fro m thes e tw o conversation s unles s otherwis e noted . 

32 Fo r example , Barthe s writes : 'W e kno w no w tha t a  tex t i s no t a  line o f word s 
releasing a  singl e "theological " meanin g (th e "message " o f th e Author-God ) 
but a  multi-dimensiona l spac e i n whic h a  variet y o f writings , non e o f the m 
original, blen d an d clash . Th e tex t i s a  tissu e o f quotation s draw n fro m th e 
innumerable centre s o f culture ' (i n Lodg e 1988 , 170) . 

33 T h e translatio n i s base d o n th e scrip t tha t I  collecte d fro m th e Anhu i 
Huangmeixi Company . 

34 Ya n an d Huan g wer e believe d b y traditio n t o b e tw o famou s emperor s o f 
ancient China , an d th e ancestor s o f th e Chines e people . 

35 I  interviewe d Huan g Xind e abou t hi s rol e a s th e Chines e Benedic k i n 198 6 
at China' s first  Shakespear e Festival . 

36 'On e tabl e an d tw o chairs ' (yi  zhuo  er  yi)  i s a n expressio n i n th e traditiona l 
theatre. Ther e ma y b e fewe r o r mor e tha n on e tabl e an d tw o chair s o n th e 
stage a t an y time , an d the y ar e take n o n o r of f a s required . Sometime s the y 
are no t everyda y item s o f furnitur e an d ca n b e endowe d wit h a  wide rang e o f 
meanings b y th e performers , suc h a s a  bed, tree , hill , cit y wal l o r tal l building . 



N O T E S T O PAGE S 151-16 7 26 3 

37 Thi s productio n i s mentione d i n m y articl e 'Th e 199 4 Shangha i Internationa l 
Shakespeare Festival : A n Updat e o n th e Bar d i n Cathay' . 

38 Th e translatio n i s base d o n th e manuscrip t give n t o m e b y Xu e Yunhuang , 
the playwright . 

39 Fo r example , al l th e actresse s o f th e femal e rol e i n jingju  performin g Me i 
Lanfang's repertoire , an d followin g hi s wa y o f singing an d acting , ar e regarde d 
as Me i schoo l (Me i pax)  actresses . 

40 I  hel d a  brie f intervie w wit h S u Lec i an d Zha o Zhigan g durin g th e 199 4 
Shanghai Internationa l Shakespear e Festival . 

41 Thi s show s ho w informa l th e yueju  genr e is . It s sub-grou p o f rol e typ e i s no t 
as stric t a s in othe r olde r theatrica l forms . I n yueju,  a  man ca n pla y bot h youn g 
and ol d mal e roles , wit h n o voca l o r physica l distinctions . Bu t fo r both,  jingju 
and kunju,  th e youn g mal e rol e use s a  falsett o an d ha s hi s ow n set s o f steps , 
gestures an d bod y movements . 

CHAPTER 5 

1 Thi s productio n i s included i n th e C D - R O M Performing  Shakespeare in  China, 
1980-1990 (Li  &  Gillies) . 

2 H u Fen g (1902—85) , a  penname fo r Zhan g Mingzhen , wa s a  writer an d literar y 
theorist w h o joined th e Communis t Part y i n Japan i n 1929 . I n 1954 , h e wrot e 
a 300,000-wor d lette r t o th e Part y Centra l Cornmitte e expressin g hi s critica l 
opinions o n th e Party' s art s policy . On e o f hi s point s wa s tha t ther e wer e 'fiv e 
theoretical knives ' hangin g abov e artists , indicatin g tha t Mao' s Talks  at  the 
Yan'an Forum  take n a s the guidin g principl e t o justify art s policy ha d destroye d 
creativity. Immediately , Ma o launche d a  campaig n i n whic h H u wa s accuse d 
of leadin g a  conspirac y t o attac k th e Communis t Part y an d t o restor e th e 
National Part y (Guomingdang) . H u wa s imprisone d an d subsequentl y suffere d 
a menta l breakdown . Man y intellectual s wer e persecute d a s member s o f ' th e 
H u Fen g Counter-revolutionar y Clique' . 

3 Ou r conversatio n too k plac e i n 198 6 durin g th e firs t Shakespear e Festiva l i n 
China. Fiftee n year s late r I  stil l remembe r hi s words , eve n hi s voic e clearly , 
because h e fel t strongl y abou t thi s expression . 

4 I t i s mos t regrettabl e tha t visua l material s an d informatio n abou t th e outsid e 
world ar e stil l scarce i n Chin a du e t o bot h ideologica l an d economi c hmitations , 
although th e countr y ha s carrie d ou t it s open-doo r polic y fo r th e las t twent y 
years. I  recentl y visite d th e librarie s a t th e Centra l Academ y o f Drama an d th e 
Shanghai Theatr e Academy , an d wa s tol d b y th e librarian s tha t i t wa s ver y 
difficult t o kee p th e limite d resource s an d hig h deman d i n balance . The y ofte n 
rely o n gift s fro m internationa l delegations . 
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5 Th e translatio n o f th e librett o i s base d o n th e manuscrip t o f th e yueju  Twelfth 
Night, supplie d b y th e Shangha i Yuejuyuan . 

6 W e ca n tak e a s an exampl e The  Drunken  Imperial  Concubine  (Guifei  zuijiu).  Yan g 
Yuhuan, th e favourit e concubin e i s tol d t o g o t o th e pavilio n t o hav e a  drin k 
with th e Emperor . Th e ninety-minut e pla y start s wit h Yang' s departure . Sh e 
sings an d dance s t o expres s he r happ y mood . A s soo n a s sh e arrive s i n th e 
garden, sh e i s informe d tha t th e Empero r ha s change d hi s min d an d gon e t o 
see anothe r concubin e instead . Yan g i s hurt , bu t feel s mor e embarrasse d i n 
front o f he r attendant s an d eunuchs . Sh e trie s t o hid e he r ange r an d feign s 
indifference b y drinking . Sh e become s mor e an d mor e drunk . Th e nuanc e o f 
her changin g mood , he r hur t feeling s an d th e effec t o f the alcoho l o n he r menta l 
and physica l stat e ar e al l conveye d b y exquisit e dance s an d songs . Th e pla y 
ends wit h he r goin g bac k t o he r ow n palac e lonel y an d despondent . 

7 Thi s i s a  proverb an d th e origi n goe s bac k t o Chines e mythology . 
8 T h e Englis h translatio n i s base d o n th e scrip t supplie d b y th e company . 

However, o n th e video , som e o f th e line s wer e recite d rathe r tha n sung . 
9 Juli a Kristev a wrote : ' . . . an y tex t i s constructe d a s a  mosai c o f quotations ; an y 

text i s th e absorp t io n an d t ransformat io n o f ano the r . T h e n o t i o n o f 
intertextuality replace s tha t o f intersubjectivity , an d poeti c languag e i s rea d a s 
at leas t double ' (Kristev a 1986 , 37) . 

10 A s D r Patrici a Stablei n pointe d ou t t o me , amor  de  lonh  (lov e a t a  distance ) 
also play s a n importan t rol e i n Frenc h an d Middl e Easter n romanc e an d lyri c 
poetry. I t probabl y becam e curren t i n th e Wes t throug h cultura l contact s 
developed vi a trade , th e Crusade s an d th e rich  mozarabi c artisti c an d mystica l 
expressions o f Spai n durin g th e Califate . 

11 A  Chines e actor' s nam e car d usuall y include s th e person' s artisti c ranking , e.g . 
'Grade 1  actor ' an d a  lis t o f th e organization s th e perso n belong s to , suc h a s 
the provincia l o r nationa l associatio n o f dramatists . I t als o include s th e hom e 
address an d hom e telephon e number . 

12 Jia o Juyin directe d th e huaju  Hamlet  i n 194 2 an d th e jingju Romeo  and  Juliet i n 
1948 (cf  Chapter 1) . 

13 Thi s wa s a  widely-used practic e i n mode l operas . Throug h th e intervie w tha t 
Ma gav e me , I  ha d th e impressio n tha t th e arrangement s o f th e act s i n th e 
adaptation, th e musi c an d stag e blocking were muc h influence d b y mode l opera s 
in whic h M a ha d bee n involved . However , whe n I  raise d th e issue , M a di d 
not thin k thi s wa s th e case . 

14 Th e conventiona l le g movement s calle d aizi  hu,  typicall y use d b y a  clown . 
Performers squa t an d kic k thei r leg s t o mov e forward . Thes e step s wer e use d 
in th e kunju  Macbeth  b y th e witche s adoptin g dwarf-lik e posture s (c f Chapte r 
4). 

15 Th e traditiona l repertoire s o f man y loca l theatre s contai n play s base d o n a 
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historical figure Wu Zixu . In the play, the protagonist's hai r changes its colour 
overnight becaus e o f his anxiety . 

16 Translatio n fro m th e transcriptio n tha t I  did based on th e video tape . 
17 Eve n fo r a  spectator with n o knowledg e o f Chinese language  o r theatre , Ma' s 

creation o f thi s episod e wa s striking . Phili p Brockban k commented : 'Th e 
tragedy o f th e handkerchie f wa s rendere d mor e poignan t b y Othell o 
momentarily pausing in wonder an d delight before breakin g down o n the line' 
(1988, 201) . 

18 Ther e wer e exceptions . As discussed in Chapte r 1 , Jiao Juyin was the directo r 
of th e 194 8 jingju The  Story  of Tempering of  Love. This wa s par t o f his idea  o f 
reforming th e traditiona l Chines e theatre . 

19 Quotatio n take n from m y interview note s with M a Yongan o n 1 9 Decembe r 
2000. 

20 I n th e strictes t sense , sinifie d Shakespear e performanc e ma y no t qualif y a s 
'intercultural theatre ' accordin g t o Patric e Pavis' s definitio n (Pavi s 1996 , 8) . 
However, intercultura l ca n be give n a  broader meaning , an d i n practice eac h 
sinified productio n i s a process o f cultural interaction . 

21 Ther e were only three huaju  Shakespeare productions which were adapted int o 
a Chinese context : Hero of the Turmoil (Luan shi yingxiong) /Macbeth (1945) , King 
Lear (1986) an d All's Well  That Ends Well  (1986). 

CHAPTER 6 

1 Franci s Maguire was interviewed o n 3 0 November 200 0 (cf  Chapter 3) . 
2 Jian g directed three Chinese plays with Western performers i n Leeds, England 

and in New York: The  Tree God (Dashu shen chuanqi) by Yao Yiwei; A Man  From 
Wuling (Wuling ren) by Zhang Xiaofeng and The  Wilderness (Yuanye) by Cao Yu. 

3 Zhang  Gudong  Lends His Wife  (Zhang  Gudong  jie qi)  is a n anonymou s pla y 
published i n Sewing  The White,  Vol.  11  (Zhui  bai  qiu, shiyi ji). Tan g Ying , a 
playwright o f th e Qin g dynasty , adapte d th e origina l int o Debt  Arranged by 
Heaven (Tian yuan zhai), a  chuanqi o r legen d an d romanc e play . Thi s pla y has 
remained popula r sinc e then an d there hav e been othe r adaptation s i n various 
regional operas . 

4 Thi s short play used to be part of the full-length pla y The  Famen Temple  (Famen 
si). I n th e mid-1950s , L i Yuru , inspire d b y th e polic y o f 'sortin g ou t ou r 
tradition and weeding through the old to bring forth th e new', used the extrac t 
of th e origina l an d worke d i t ou t a s a n independen t shor t pla y whic h wa s 
entitled Picking  Up  the  Jade Bracelet (Shi  yu zhuo).  Wit h skilfu l mimin g an d a 
light-hearted atmospher e th e play has been popular o n th e stage in Chin a an d 
abroad eve r since. 
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5 A s i n othe r aspects , lik e melody , mim e o r make-up , ther e ar e man y standar d 
patterns o f percussion-playin g i n differen t Chines e loca l operas . 

6 Quotatio n take n fro m a  letter b y L i Yuru date d 2 9 Octobe r 199 8 t o th e author , 
discussing th e mai n feature s o f jingju. 

I Thi s productio n wa s discusse d i n m y articles : 'Shakespear e o n th e Chines e Stag e 
in th e 1990s ' an d 'Th e 199 4 Shangha i Internationa l Shakespear e Festival : A n 
Update o n th e Bar d i n Cathay' . 

8 Fo r example , instan t noodle s o n th e main lan d ar e calle d 'noodle s o f 
convenience' . Taiwanes e peopl e laug h whe n the y hea r thi s term , becaus e 
'convenience' ha s th e connotatio n o f a  toilet . Mor e profoun d problem s o f 
vocabulary ar e cause d b y th e tw o differen t politica l an d economi c systems . 

9 I n som e Englis h articles , th e nam e o f th e compan y i s translate d a s 'Scree n 
Theatre'. I  use 'Pin g Feng' , th e transliteratio n o f the Chinese , becaus e i n Shamlet 
the nam e o f th e compan y —  Fen g Pin g Troup e —  i s als o a  parody . 

10 Programme  Notes  for  'Shamlet'  (Shamuleite  shuomingshu),  Shangha i Xiandaire n 
Jushe an d Taiwa n Pin g Fen g Biaoya n Ban , 1994 . 

I I Th e sam e ide a o f parody ca n b e see n i n L i Guoxiu' s previou s work , includin g 
his mos t famou s production : Half  Mile  of  the Great  Wall  (Banli  Changcheng). 

12 A  graduat e fro m th e Departmen t o f Directin g a t th e ST A i n 1992 , h e i s no w 
a lecture r there . 

CONCLUSION 

1 Th e intervie w wa s hel d o n 1 2 July 2001 . 
2 I  interviewe d Chen g Mingzhen g o n 2 2 July 2001 . 
3 I  interviewe d Fan g Pin g o n 1 6 July 2001 . 
4 I  interviewe d H u Jial u o n 1 9 July 2001 . 
5 Ther e wer e nin e 'mai n theme ' production s pu t o n i n Shangha i i n July 200 1 

covering spoke n drama , jingju, huju  (th e Shangha i loca l genre , usin g Shangha i 
dialect) an d yueju.  Th e followin g selecte d title s ma y bes t illustrat e th e conten t 
of th e plays : The  Daughter  of  the  Party  (Dang  de  nuer,  jingju), Sentinels  under  the 
Neon Light  (Nihongdeng  xia  de  shaohing, huaju),  The  People's  Republic  Will  Never 
Forget (Gongheguo buhui  wangji,  huaju),  an d Tiny  Sparkling  Fire  (Xingxing zhi  huo, 
huju). Th e titl e o f Tiny  Sparkling  Fire  is from Mao' s articl e 'Tin y Sparklin g Fir e 
Can Se t Prairi e Ablaze' . 

6 No t e th e arrangemen t fo r H u Jintao' s title s whic h I  hav e copie d fro m th e 
programme note s fo r th e play . 'Membe r o f th e Standin g Committe e o f th e 
Central Politica l Burea u o f th e C C P ' come s befor e 'Vic e Chairman ' o f th e 
state, indicatin g th e predominanc e o f th e Part y ove r th e government . I n 
November 200 2 a t th e Sixteent h Nationa l Congres s o f th e Communis t Party , 
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H u Jinta o wa s mad e th e Genera l Secretar y o f th e Centra l Commit te e o f 
Communist Part y o f China . 

7 Programme  Notes for 'Good-bye,  Mother'  (Zaijianle,  mama  shuomingshu) , 2001 . 
8 An  Ordinary  Day  (premiere d o n 1 2 July 2001 ) wa s translate d an d directe d b y 

David Jian g (th e directo r o f th e huangmeixi  Much  Ado  an d th e 199 4 Leed s 
Macbeth). Charlott e Maclnni s —  Chines e nam e A i Hua , meanin g 'lovin g China ' 
— playe d th e heroin e Julia i n bot h Chines e an d Englis h versions . 

9 I  interviewe d R o n g Guangru n o n 1 7 July 2001 . 
10 T h e Shangha i Gran d Thea t r e opene d i n 199 8 fo r th e followin g year ' s 

celebration o f the fiftieth  anniversar y o f the foundatio n o f the People' s Republi c 
of China . T h e architectur e an d th e interio r decoratio n ar e mode r n an d 
luxurious, designe d b y Jean-Mari e Charpentie r an d Associates . Ther e ar e 
altogether thre e theatres , wit h capacitie s respectivel y o f 1,800 , 60 0 an d 25 0 
seats. Th e cheapes t ticke t i n th e Gran d Theatr e i s 10 0 R M B (abou t US$12) , 
and th e to p pric e ca n b e a s hig h a s 3,00 0 RMB(US$380) . Beijin g i s goin g t o 
build it s ow n Gran d Theatre . 

11 Zh u Daku n raise d enoug h mone y fro m Hon g Kon g i n 200 0 t o pu t o n thi s 
show, an d a  directo r an d stag e designe r fro m Ukrain e wer e invited . Bu t fo r 
various reasons , th e proposa l fel l through . 

12 Li n gav e m e a  phone intervie w o n 2 3 July 2001 . 
13 A t a  recen t meetin g wit h Li n i n 2002 , h e wa s please d t o infor m m e tha t th e 

Beijing People' s Ar t Theatr e ma y agre e t o pu t o n Coriolanus  i n 2004 . 
14 A  considerabl e numbe r o f private drama , musi c an d danc e school s hav e emerge d 

in man y citie s sinc e th e lat e 1980s . The y usuall y ru n one-yea r diplom a courses , 
preparing candidate s fo r th e fierce  competitio n o f the entranc e auditio n t o th e 
prestigious drama/fil m academies , musi c conservatorie s an d danc e schools . 

15 Gu' s experimenta l productio n Shei  sha  si le  guowang (litera l translatio n —  Who 
Has Killed  the  King;  Englis h title : To  Be  or  Not To  Be)  1999 , a  collag e base d o n 
Hamlet w o n hi m som e reputatio n a s a  director . H e di d no t regar d To  Be  or 
Not To  Be  b y Ca o Lushen g a s a  Shakespear e performance , bu t h e sai d h e 
intended t o appl y a  Shakespearea n spiri t t o it . H e furthe r elaborate d hi s idea : 
'I thin k th e ver y essenc e o f th e Shakespearea n spiri t lie s i n hi s concer n abou t 
his time s an d hi s people . M y pla y wa s base d o n extract s fro m Hamlet  i n whic h 
I attempte d t o conve y a  contemporary' s concer n abou t ou r age. ' I  interviewe d 
Gu Y i a n o n 1 6 July 2001 . 
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Play title s are arrange d alphabeticall y rathe r than unde r th e individua l playwright' s 
name. 

Alumni Company , Beijin g 3 9 
Anhui Huangmeixi  Company 13 6 
Anti-Hu Fen g Campaig n 163— 4 
Anti-Paghtist Campaig n 54-6 , 164- 5 
Antony and  CleopatYa  198 4 productio n 

82, 16 6 
Shanghai projec t 22 7 

Archer, William/theor y o f dramati c 
conflict 62 , 16 9 

As You  Like It Tianjin productio n 25 , 
36 

audience reaction s 1—2 , 4 , 5 , 8 , 23 , 
33-4, 38 , 58, 63, 68, 69-70, 77, 87-
8, 97-8 , 101 , 102-3 , 105-6 , 107 , 

112, 115 , 118 , 119 , 120-1 , 128 , 
131-2, 133 , 144-5 , 157-8 , 159 , 
169, 175 , 179 , 183 , 185 , 193 , 198 , 
199-200, 204 , 209-10 , 216 , 218 -
20, 221 , 223, 228, 230 

Bao Guoan (Macbet h in 198 0 Macbeth) 
75-7 

Beattie, Maureen 19 9 
Beijing Experimenta l Jingju Compan y 

176 
Beijing Fil m Academy 4 , 42 , 86, 98 
Beijing People' s Ar t Theatr e 40 , 85 -

6,228 
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Bharucha, Rus to m 6 , 8 , 19 4 
Bitter Toiler s Dram a School , Shangha i 

36 -7 , 12 3 
Brecht, Bertoi t 36 , 81-2 , 123 , 12 9 
British Counci l 19 7 
British Shakespear e production s 7 . See 

also Hamlet, Merchant,  Othello,  R N T 
and R S C 

Brockbank, Phili p 8 
Brook, Pete r 8 2 
Brown, Emm a 20 0 

Cao Y u (playwright , Chairma n o f th e 
Shakespeare Societ y o f Chin a 1984 — 
1997) 16 , 35 , 40 , 47 , 8 6 

Central Academ y o f Drama , Beijin g 
42, 74 , 86 , 103 , 19 0 

C h e n M i n g z h e n g (d i r ec to r : 198 4 
Hamlet) 96 , 224- 5 

Chinese C o m m u n i s t Par ty /People ' s 
R e p u b l i c o f C h i n a / C h i n e s e 
Communis t ideolog y 4 , 18 , 26 , 
27, 32 , 36 , 40 , 41 , 44 , 46 , 54 , 58 , 
105, 118 , 127 , 136 , 138 , 139 , 152 , 
1 5 5 - 6 , 1 6 3 - 4 , 166 , 195 , 2 2 6 - 7 , 
229 

Chinese fol k tales/archetypa l romance / 
superstition 111 , 131 , 142-3 , 153 , 
158, 171 , 18 2 

Chinese Nationalis t P a r t y / G M D o r 
KMT/Nationalist governmen t 25 — 
6, 36 , 39 , 21 2 

chou 113 , 128 , 134 , 17 8 
chuanju 133 , 156 , 16 5 
civilized drama/wenming  xi  18—9 , 23, 

27 
closed-door polic y 60 , 19 4 
Confucius 34 , 107 , 136 , 137 , 138 , 

151, 155 , 16 2 
costumes an d make-u p 2 , 3 , 4 , 5 , 38 , 

39 -40 , 44 , 59 , 63 , 74 , 8 7 - 8 , 96 , 

106, 110 , 112 , 118 , 121 , 126 , 128 , 
130, 132 , 161 , 166-7 , 191 , 21 0 

Cultural Revolutio n 1 , 2, 5 , 8 , 18 , 25, 
40, 5 0 - 1 , 53, 58, 62 , 70 , 71 , 79, 8 6 -
7, 119 , 124 , 138 , 140 , 152 , 165 , 
169, 177 , 178 , 226 , 22 9 
model opera/ ' thre e standouts ' 80^ -

1, 17 7 

dan 4 , 113 , 128 , 13 4 
Deng Xiaopin g 84-5 , 98 , 100 , 105 , 

135, 228- 9 
directorial syste m i n traditiona l theatr e 

188-9 
Divine Eagl e Company , Sichua n 3 5 

economic reform s 84—6 , 92, 98 , 100 , 
102-3, 105 , 135 , 2 1 0 - 1 , 213 , 2 2 8 -
9 

Engels, Frederic k 
on th e Renaissance/'giants ' 7 , 45— 

6, 71 , 79 , 87 , 118 , 120 , 16 6 
on Lassalle , Ferdinan d 4 4 
on 'Merr y England ' 56 , 58 , 61- 2 

Fang Pin g (translator , Chairma n o f th e 
Shakespeare Associatio n o f China ) 
2, 6 , 47 , 225 , 228 , 20 9 

Faust 8 6 
foreign Shakespear e film s 7 . See  also 

Hamlet, Othello,  Richard  III  and 
Twelfth Night 

Gang o f Fou r 1 , 58 , 7 1 
Jiang Qin g 50 , 8 0 

Gao Xingjia n (playwright ) 87 , 97 , 16 2 
gestures an d bod y movement s 3 , 4 , 

40, 63 , 65-6 , 76-7 , 78-80 , 81 , 96 , 
101, 106-7 , 161 , 167 , 170 , 179-80 , 
183, 19 0 

Gillies, John 7 0 
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GITIS Institut e 43 , 45 , 72 , 16 3 
Great Lea p Forwar d 56— 7 

Ha'erbin Oper a Hous e 21 1 
Hamlet 15 , 16 , 19 , 22 , 24 , 43 , 212 , 

215, 217 , 218 , 219 , 22 0 
Chen Mingzhen g 198 4 productio n 

96, 22 4 
Jiao Juyi n 194 2 productio n 31-4 , 

99 
Laurence Olivie r fil m versio n 49 , 

67 
Lin Zhaohu a 1989 , 199 0 an d 199 4 

productions 4 - 5 , 7 , 83 , 85-99 , 
105, 107 , 138 , 210 , 228 , 22 9 
- i n t e r p r e t a t i o n an d t h e m e 

87, 89 , 9 3 
- ne w structur e 88— 9 
- play-within-the-pla y 92— 3 
- swi tch in g o f ke y characte r 

parts 5 , 87 , 89-9 2 
Old Vi c 197 9 product io n 6 7 - 8 , 

74 
Prince's Revenge, The  151—60 , 161 , 

175 
- p raye r scen e an d Ch ines e 

Claudius 153 , 158-9 , 17 4 
- structur e 15 3 
- characte r o f th e protagonis t 

155-6 
Shamlet 196 , 197 , 199 , 211-2 2 

- metatheatricalit y 214 ,216- 8 
- due l scen e 215— 6 
- ghos t scen e 215 , 22 0 
- p e r f o r m a n c e i n Shangha i 

218-21 
- plo t 214- 6 

Usurper of  State  Power,  The  21— 2 
Xiong Yuanwe i 200 1 product io n 

49 
Harewood, Davi d 18 8 

H u Da o (director : 196 1 an d 197 9 Much 
Ado) 42 , 54 , 57-8 , 60 , 63-7 , 138 , 
163 

Huj i a lu (choreographer ) 22 5 
H u Jinta o 22 5 
H u W e i m i n (director : yueju  Twelfth 

Night) 5 5 - 6 , 82 , 137 , 138 , 152 , 
162, 163-66 , 167-7 5 
ideology 166 , 17 3 

huaju/'spoken dram a 6 , 9 , 18 , 23 , 24 , 
28, 35 , 36 , 41 , 42 , 44 , 49 , 51 , 60 , 
77, 83 , 102 , 105 , 106 , 108 , 109 , 
117, 120 , 121 , 123 , 124 , 127 , 135 , 
152, 162 , 165 , 166 , 167 , 169 , 178 , 
188, 189-90 , 22 7 

Chinese nationa l awarenes s o f 73 , 
77, 81 . See  also  Xu Xiaozhong : 
new vocabular y o f directin g 

Huang Xind e (Benedic k i n huangmeixi 
Much Ado)  142 , 14 8 

Huang Zuol i n (director : 194 5 huaju 
adaptation o f Macbeth; general artisti c 
director: kunju  Macbeth)  25 , 36—8 , 
49, 51 , 118-9 , 1 2 0 - 5 , 126 , 128 , 
133, 135 , 136 , 138 , 158 , 17 5 
xieyi theatr e 123— 4 

huangmeixi 136—51 , 189—20 0 
huiju 13 9 

Ibsen, Henri k 2 4 
intercultural theatre/ intercul tural is m 

6, 8 , 132 , 151 , 159 , 174 , 1 9 4 - 5 , 
199-200, 207 , 210 , 221 , 22 3 

intertextuality 173 , 195 , 21 6 

Japan/Japanese 15 , 17 , 25 , 26 , 27 , 28 , 
30, 32 , 35 , 36 , 37 , 39 , 48 , 122 , 131 , 
149, 194 , 195 , 21 2 

Ji Zhenhu a (Macbet h i n kunju  Macbeth) 
111-3 , 133- 4 

Jiang Jieshi/Chian g Kai-she k 31 , 4 0 
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J i a n g W e i g u o / J i a n g , D a v i d W . 
(director: huangmeixi  Much  Ado  an d 
1994 Leed s Macbeth)  84 , 136-7 , 
138, 139-40 , 148 , 197-211 , 21 2 

J iao J u y i n (d i rec tor : 194 2 Hamlet) 
32-4 , 39-40 , 49 , 86 , 99 , 17 8 

Jin Zh i (scriptwriter : huangmeixi  Much 
Ado) 136 , 140 , 141- 2 

jing 40 , 113 , 133 , 134 , 176 , 178 , 
185 

jingju 3 , 39-40 , 49 , 50 , 122 , 124 , 126 , 
139, 142 , 152 , 156 , 176-96 , 201 , 
205, 207 , 21 1 

J u n e F o u r t h s t u d e n t s ' p r o t e s t i n 
T iananmen Squar e 4 , 83—4 , 92 , 
98 -9 , 100 , 16 3 

Kott, Jan 8 , 72 , 9 8 
kunju 3 , 41 , 109 , 112-3 , 119 , 120-35 , 

151, 152 , 156 , 18 9 
kunshan qiang  12 5 
kunqu 12 5 

Lei Guohu a (director : 199 4 Othello) 
9 9 - 1 0 7 , 1 5 8 

Li Guoxi u (Taiwanes e scriptwrite r an d 
director: Shamlet)  211 , 213 , 216 , 
218-20 

Li J ianwu (translator , an d scriptwriter : 
1945 huaju  adaptat io n o f Macbeth) 
37, 59 -6 0 

Li J iaya o (director : kunju  Macbeth) 
120, 13 8 

Li R o n g (scriptwriter : 199 4 Othello) 
99, 102-3 , 104 , 21 4 

Li Y u (playwrigh t an d dram a theorist ) 
theory o f 'on e ma n an d on e thin g 
t h r o u g h o u t th e play ' 115 , 133 , 
141, 153 , 176 , 181 , 184 , 18 5 

Li Y u r u (jingju  femal e rol e master ) 
176, 18 5 

Liang Qicha o (democrati c campaigne r 
at th e en d o f th e Manch u Empire ) 
14 

Lin Sh u (managin g translato r o f Tales 
from Shakespeare  an d man y o the r 
foreign literar y works ) 11 , 13-4 , 
15, 16-7 , 18 , 21 , 24 , 11 9 

Lin Z h a o h u a (director : 1989 , 199 0 
and 199 4 Hamlet) /Lin Z h a o h u a 
Workshop 4 -5 , 85-99 , 105 , 107 , 
138, 162-3 , 209 , 213 , 22 8 

Lipkovskaya, Yevgeniya Konstantinovn a 
(director: 195 7 Much  Ado)  4 2 - 3 , 
53 -6 , 58 , 60 -7 , 69 , 81 , 88 , 163-4 , 
169, 17 1 

Liu Yu n (director : Shangha i Shamlet) 
211, 218- 9 

local genre/musi c theatre . See  xiqu 
Lu X u n (writer ) 1 5 
Lii Zhenhuan (stag e designer: huangmeixi 

Much Ado)  149-5 0 

Ma La n (Beatric e i n huangmeixi  Much 
Ado) 141 , 14 7 

Ma Yonga n (Othell o i n jingju Othello) 
49, 176-9 3 

Macbeth 7,  37 , 124- 5 
Blood-stained Hands  3 - 4 , 8 , 25 , 

109-13, 118-35 , 136 , 137 , 138 , 
151, 152 , 156 , 158 , 17 5 
- banque t scen e 128 , 130— 1 
- dagge r scen e 110-12 , 1 1 4 -

5, 119 , 12 8 
- endin g 12 9 
- hand-washin g 13 5 
- structur e 12 7 
- witche s 128-3 0 

David W . Jian g 199 4 product io n 
100, 196 , 197-21 1 
- b a n q u e t s c e n e / ' t w o - f o l d 

grouping' 197 , 201- 4 
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- boat-rowin g 206— 7 
- cross-gende r castin g 208- 9 
- crowd-scen e formula e 205 — 

6 
- cultura l clashe s 197- 8 
- percussio n 198 , 204 
- warm-u p perio d 201 , 206 

Hero of  the  Turmoil,  The  /Wang 
Deming 25 , 36-9, 59,123,12 4 

Xu Xiaozhon g 198 0 productio n 
43, 67 , 69-81 , 84 , 87 , 92 , 99 , 
121, 127 , 138 , 162 , 171 , 190 , 
229 
- banque t scen e 78— 9 
- hand s o f the Macbeths 7 9 
- influenc e fro m mode l oper a 

80—1. See  also  Cultura l 
Revolution 

- interpretatio n an d them e 
71-3 

- Macbet h an d murderer s 7 8 
- ne w vocabular y o f directin g 

77-80 
- re-organize d scene s 7 4 
- see d o f image 4 
- superobjectiv e 73—4 . See also 

Stanislavski C . 
Maguire, Franci s 84 , 198- 9 
main theme/ zhu xuanlu  225—6 , 229 
Manchu Empire/Qin g dynast y 14 , 

18, 112 , 125- 6 
Mao Zedong/Maois t 1 , 9, 27, 41, 42, 

50, 55 , 59, 72, 102 , 16 9 
Marco Pol o Bridg e Inciden t 2 7 
Marx, Kar l 

on Loui s Napoleon 7 1 
on 'mer e mouthpiece s o f the spirit ' 

72 
Marx, Kar l an d Engels , Frederic k 7 , 

17, 25 , 44-6, 50,53 , 56 , 67, 72, 82, 
107, 22 6 

Shakespeare a s a realistic playwrigh t 
46 

May Fourt h Movemen t 23 , 16 3 
Mei Lanfang 12 3 
Merchant of Venice, The  3 , 67, 69, 13 8 

Contract of  the  Flesh 18 , 38 , 5 1 
Female Lawyer,  The 2 0 
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