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Abstract (Greek)

Otav ot nbomotol Tov BedTpov GLUUETEYOVV G SLUMOMTIGUIKA BeaTpikd £pyd OV
amoTeEAOVVTOL OO dVO 1) TEPIGGOTEPES OLUPOPETIKEG KOVATOVPESG, £XOVV TIC SVOKOMES
TOV TOMTIGTIKOV GOK, TOL GTEPEOTLMOV, TNG YADGGOC, TNG VOOTPOTIOG KOl TOAADV
AoV Tapayoviov. Olo avtd mpémel vo EEMEPACTOVV TPOKEWEVOL va. OnpiovpynOel
Jo EmMTUYNUEVY SOUTOMTIGUIKY] OEQTPIKT TOPACTOCT). XTI TPONYOVUUEVEG TPOUKTIKEG
TOV SWMOMTIGUIKOV Oedtpov, 1 HeAéTn Kot 1M ekmaidgvorn towv nfomoidv mhve otnv
KOTOVONGT KATOLS KOVATOVPOS GUVIHOMS 0yvoouvTow Yio TOAAOVG AOYOLS, LLOG KOl 1|
Kuplmg mTpocoyn EMePTE TAVE® GTO CKNVIKA, TO KOLGTOVULO , TO LOKUYLAPICHO KOl TO.
eldn opovtiommpiov. Av kot vaiplov Kdmoleg amomelpes amd oknvobBETeg Ko
EKTTOOEVTES VO BpouV TPOTOLG VAL GLVOLAGOLY OLAPOPETIKEG KOVATOVPES TO TEAIKO
ATOTEAEGLOL OEV TV TOGO IKOVOTOINTIKO.

Ye mpdoeateg OOMOMTIGUIKES TAPACTACELS £YVE UEYOAVTEPN €0TiOoM OTNV
TOMTIGUIKY Katovonon Tov Nformoldv pésa amd to oxOAa Kol T YVOUES TOGO TMOV
nbomowwdv 660 Kot Tov akpoatnpiov. Eivar apketd duokoro va ekmardedoelg n8omotode
0T0 vo. paBovv pia SPOPETIK KOVATOVpO HEcH G€ Alyovg pfveg yu pion povo
TAPAcTACT, OT®G eniong elvar un pealoTikd va E0OEVEIS TEPIGGATEPO YPOVO GTO VL.
exmondevoelg nbomrotovg va pdbovv o EEvn kovAtovpa vroAoyilovtog To KOGTN Kot
v dwdikacio g mopaymyns. ‘Etot, n eEgdpeon kaldtepwv pécmv yoo v emilvon
avToh TOL TPOPANUATOC €ivol amOPAiTNT KOl EVEPYETIKN YO TN OLOTOATICUIKN
Oeatpucn mapaywyn. To dpduo oy exmaidocvon €xel amodetyfel amotelecUATIKO OF
TOAAEG TEPMTMOELS OTMC 1| ddacKAAMA TNG YAMOoOC, 1] TNG 1oTopiag, Kupiwg Opme oto
youvéoilo 1 ota OMUOTIKG oyoieion Kot omdvia ypnotpomoteitor yio. MBomotovs tov
Bedpov.

X perén avt) egappootnkav kot eEeMytnkav or uébodot tov SpAUATOC GTNV
ekmaidogvon ®ote va umopécovv  EAnvec mbomotol va katovorcouv v Kivellkn
KOVATOVPA OTOV OOVAEVOVY TTAV® og éva KiveQo Beatpikd £pyo. Me avtd tov TpOTO
gpevvatol o€ BAB0C 0 Mo AMOTEAEGUATIKOG TPOTOG GTNV TOAMTICUIKY KOTOVON OGN TOV
EEvarv €pymv amd Tovg NB0To100¢ 1060 68 BePNTIKO OGO KOl GE TPAKTIKO EMIMESO Kol
ot nBomotwol yivovtar kaAvtepol €yovtag katavoncel o PaBog To SOTOMTIGUIKA
Beatpucd Epya.

H mopovoa perlétn meprtrappdvel 20 cepvapia tov mtpaypatoromnkay evtog 4 unvav,
KoOADG Kot TNV TEMKIN TOPACTOCT. ZLEUVAPLOL KOL TOPAGTACT] OTOTEAOVV T Poctkd
onueio TG HETAMTLYLOKNG epYacioc, To. omoio avTIKaTomTpiloviol GTOL GUUTEPAGLOTO
G £pEVVaG.

To amoteléopata frav Oetikd kot to dpdpa oty eknaidevon amodeiybnke va eivor
ypnowo vy m Peitioon ™E TOMTICUIKNG KaTavonone tov nbomowdv mlve o€
drmoltiopikd Oeatpikd Epya. H ouykekpuévn épevva givarl TpmtodTumn Kot icwg eivorn
N TPAOTN POPA OV TO OPAU GTNV EKTOIOELOT YPNOYOTOLEITAL Gav epyaieio otn
Oeatpikn mapoywyn. Avtq n pekétn olvel éva KoAd delypa Yoo TG HEAAOVTIKEG
SmoMTICUIKEG BEaTPIKES TOPOY®YES.



Abstract

When theatre actors involve in intercultural theatre plays which consist of two or
several different cultures, they would have the difficulties of culture shock, stereotype,
language, mentality, etc. which need them to overcome in order to create a successful
intercultural theatre performance. In the previous practices of intercultural theatre, the
study and training of actors on culture understanding were mostly ignored because of
various reasons, and the focuses were on the stage set-up, costumes, make-up, props,
etc. Though there have been some efforts by theatre directors and educators to find
ways to mix different cultures in one theatre performance, the outcome was not
satisfying. In the recent intercultural performances the actors’ cultural understanding has
attracted more attention because of the feedback both from the actors and the audiences.
It has been found difficult to train actors to learn a different culture within several
months for one theatre production, and not realistic to spend longer time to teach actors
a foreign culture considering the cost and production procedure. Thus, finding a better
means to solve this problem is necessary and beneficial for intercultural theatre
production. Drama in education has been proven efficient in many subjects such as
language teaching, history, etc., but mostly seen in high schools or primary schools, and
rarely used for theatre actors. In this study, the methods of drama in education were
implemented and evaluated for improving the Greek actors’ understanding on Chinese
culture when working on a Chinese theatre play, to explore the efficient way to improve
the cultural understanding of actors on the foreign plays, both theoretically and
practically, so as for the actors to have better level in intercultural theatre performances.
The study included the seminars for 20 times within 4 months, and one final
performance. Both the seminars and the performance are the basic parts of this thesis
which are both reflected by the results. The outcomes were positive and drama in
education was proven to be useful to improve the actors culture understanding on
intercultural theatre plays. This work is original and maybe the first time that drama in
education was used as a tool for a theatrical production. This study gives a good sample

for the future intercultural theatre productions.
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1. Introduction

Drama in education has been proven by many researches to be useful in teaching
various subjects such as history, language, mathematics, etc. However, there have been
limited studies about drama in education for theatre actors. In the previous intercultural
theatre performances, the theatre actors encountered difficulties in understanding the
exotic culture, which was essential for them in order to act their roles. Throughout
centuries, the focus to improve the quality of intercultural theatre performances had
been mostly on play writing, stage setup, props, etc., but little attention was drawn to
the actors. For the actors who had never been in contact with another culture, they could
only work depending on their imaginations and limited information about that culture
which obviously affected the results of the performances. So this study focuses on the
actors in intercultural theatre performances, to explore the possibilities of using the
methods of drama in education to improve the actors’ understanding on a foreign

culture.

1.1. Background

Along with the development of the history, theatre has been intercultural, as different
cultures have been encountering and mixing with each other, and adopting the elements
from the other cultures to use in their own theatre performances. This has happened
both in the West and the East. Along with globalization, different cultures have easier
access to each other, while in the meantime, conflicts and fusion both exist. As part of
culture, theatre has been adopting the elements from foreign cultures throughout the

history, such as the Greek Theatre and the Chinese opera.

The recent intercultural theatre performance between China and Greece was “Zhao the
Orphan” which was co-produced by National Theatre of Greece and National Theatre

of China, based on a well-known Chinese play (National Theatre of Greece, 2018). This

play was written in Yuan Dynasty, and was firstly translated into French in 1731 by



Joseph-Henri-Marie de Prémare as "L'Orphelin de la Maison de Tchao” (Liu, 1953).
Because of the religious needs, Joseph-Henri-Marie de Prémare only translated the
dialogues but the singing part were all missed, which was in fact the most valuable
elements in Yuan Qu (the Chinese theatre in Yuan Dynasty). And then in 1736 and 1741,
this play was translated from French to English by Richard Brooks and Green/Guthrie.
Though the English translation was even better, the mistakes such as missing the
singing part made by Joseph-Henri-Marie de Prémare were inherited in the English
versions. Jean Baptiste du Halde who published the first French version in his book
“Description de la Chine” mentioned in his book that, the singing lyrics in the play are
obscure, because they contain many allusions that we have no way to know, as well as
citing ancient literature (Halde, 1739). Chinese theatre became popular in Europe and
“Zhao the Orphan” was later translated to many languages, however, the first
translation by Joseph-Henri-Marie de Prémare also caused many misunderstandings on
Chinese theatre and Chinese culture which continuously existed in the following

versions (Liu, 1953).

The most famous adaptation was by Voltaire in 1753 (Shi, 2009) and the title of his play
was “L'Orphelin de la Chine: la morale de Confucius en cinq actes” in which Voltaire
praised the moral standards of Confucianism. His changes on the story intended to
match the Chinese culture and European culture, and emphasized the kind morality and
wisdom from Chinese civilization. But still he considered this play was too rough and
the mixing of dialogues and singing and the self-introduction by the actors were not
logical (Tian, 2008). Nevertheless, Voltaire’s adaptation was more mature than the
previous versions, and the premiere of his play in Paris was a big success. Later Arthur
Murphy’s “The Orphan of China” was also successfully staged in UK since 1759 (Liu,
1953). Different from Voltaire’s, his focus was more about the revenge, though this
version was the closest to the original version by Ji Junxiang, the original Chinese

writer of this play (Bruce, 1970).

The more meaningful case was on 9th June 1911 in Theatre Art, “Le chagrin dans le

Palais de Han” directed by Durec. This play was written by Ma Zhiyuan in 14th century



and adopted by Louis Laloy. Though the Chinese opera methods were ignored, the
opera costumes were praised as the actors were like the authentic Chinese men and
women, and this performance was considered to be an efficient way to know about
China. The focus during this period was on the form of theatre performance (Fischer-

Lichte, 2012).

The further development was the original creation by the European playwrights based
on the Chinese stories, such as in 1913, “The Yellow Jacket” written by George
Cochrane Hazelton and Joseph Henry Benrimo (Hazelton, & Benrimo, 1913) who
studied many Chinese theatre plays especially Cantonese opera. They used some
methods of Chinese opera performances in this play which was not familiar to European
audiences, but also added some forms and methods which did not exist in Chinese
theatre such as Chorus. Because the main form was Chinese opera, so chorus also
served for the main theme, and made the introduction in the beginning about this play
and emphasized that the location was in a Chinese theatre, so in this way, to drag the
audiences to imagine they were surrounded by the Chinese environment, and the
audiences would understand the following performance was based on the specific rules

and standards.

The chorus even explained about the differences of the masks color (red, white and
black) and asked the audiences to imagine the property man was invisible. The chorus
also introduced in the beginning of every scene about the locations, such as the garden
of the king, the yard of the house, etc., while the stage had nothing changed. The chorus
here was essential to explain the rules to the audiences, but actually in Chinese opera
there has never been chorus, and the audiences do not need these explanations. This
performance proved that Chinese opera could activate the audiences’ imagination
without the realistic scenes, within specific frameworks of rules (Fischer-Lichte, 2012).
In all these practices, European playwrights and directors have made progress on
understanding Chinese opera, but their focuses were still on the form of the
performance including masks, costumes, etc., but the training on actors to have deeper

understanding on Chinese culture was ignored.



In 2018 National Theatre of Greece invited the Chinese directors and two Chinese
actors from National Theatre of China, to team up with the Greek actors to present this
play adapted by Yu Qingfeng. With the support from the Chinese team, the production
was made in three months, and the final performance was open to the public. Compared
to the versions in the early times. This Greek Chinese version was very close to the
original version and considered to be close to Chinese culture. However, the feedback
from the Greek actors was both positive and negative. They enjoyed the experience of
performing a foreign play about a story from ancient China. The content and emotions
of revenge, power, sacrifice, etc. were familiar to them, which were also common in
ancient Greek drama. However, they had difficulties in understanding the culture behind
the play, such as the mentality of Chinese people, the traditions in that history period,
the relationships among the roles, etc. These were not taught during the rehearsals and
the actors followed the director’s instructions to act their own parts. Without
understanding these cultural elements, the acting would not be solid, and the actors

would be hard to really find themselves in the roles.

This problem directly affected the actors in their performance, as it was hard for them to
understand this Chinese play in their mind, but appeared as Chinese roles. Indirectly, the
audiences were affected as they felt the conflicts between the actors’ acting and
understanding, and they could hardly understand the cultural elements either since the

actors did not understand in the first place.

1.2. Research Problem

This problem has been also common in the previous practices. It is reasonable to adapt a
foreign play based on the own culture, since there are demands no matter because of
political, commercial or social reasons. For example, Arthur Murphy’s “The Orphan of
China” was explained to have the purpose for freedom and patriotism, if taking
consideration of the war between UK and France in 1750s. Joseph-Henri-Marie de
Prémare translated the first version for the religious purpose (Liu, 1953). William

Hatchett’s version in 1741 (Hatchett, 1741) was purely for political purpose to be



against the prime minister Sir Robert Walpole, however, there were too many mistakes
in his version, especially he used the names randomly from Chinese history, and the
result was that his play was impossible to be staged and in face never. But when
adapting a foreign play, it is important and essential to study and understand that culture

in order not to make mistakes.

Not only theatre, but generally culture. There have been too many misunderstandings on
Chinese culture in the Western world, though it is commonly understood that Chinese
culture is vast and is not supposed to be defined as one culture. But many people would
like to imagine their own Chinese culture, and then created so called intercultural. If the
differences of the cultures are admitted, this should not be correct. Otherwise, there will
not be intercultural since cultures are not respected. If the actors did not really
understand the culture in a foreign play, including the mentality, the traditions, the

relationships, the emotions, etc., their performance would be like a body without soul.

In order to truly and deeply understand another culture, one needs to spend time and
energy to stay in this culture and study this culture, and sometimes needs luck to go
really inside the culture. So when answering the question “how to improve the actors
culture understanding in an intercultural theatre performance when they only have
limited time to learn it and rehearse it?”, the cultural environment needs to be created
for the actors. Though there have been many efforts to solve this problem, but few
efficient solutions have been seen, and even in some cases there was lack of truly

understanding on this problem.

1.3. Purpose of the Study

This study aims to explore the efficient way to improve the cultural understanding of
actors on the foreign plays, both theoretically and practically, so as for the actors to have
better level in intercultural theatre performances. So the participants in this study were
theatre actors, and to be more specific, since the theatre play to be used in this study is
Chinese, the actors were Greek. Considering the differences between Chinese and

Greek cultures and theatres, it would be typical and representable to study the Greek
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actors performing Chinese play. The actors were the students from the drama school,
which by its nature could offer rich and reliable data, so the participation in every

research activity could be guaranteed.

Both Chinese and Greek teachers involved in this study, and educational drama
activities and methods were used in the research. Through the research period of four
months, the Greek actors learnt the Chinese cultural elements in this Chinese play
through educational dramatic activities, and the process was recorded to see their
changes. In the end of the study, the changes in the actors’ understanding on Chinese
culture based on this Chinese play would be summarized, to assess the efficiency of
drama in education on improving the cultural understanding for theatre actors on
intercultural theatre plays. This study aims to explore better way for the intercultural
theatre production from the angle of actors, and to overcome the difficulties on the
culture understanding for the theatre actors when they perform a foreign play, in order

to build up a sample for the future productions.

1.4. Research Questions

From the previous practices, we have seen some efforts dealing with this problem.
Some tried to use the costumes and make-up to help the actors to look like from the
other culture; some tried to use the music and movements for the actors; some tried to
mix the stories from another culture with their own culture, etc. These were all
meaningful practices, and have improved the depth of intercultural theatre
performances. But this has been not always working. Take “Zhao the Orpahn” by the
National Theatre of Greece and National Theatre of China as an example. The stage
setup, costumes, make up and story are all Chinese, and there were also two Chinese
actors to perform together with the Greek actors. These were helpful to present a
Chinese theatre play using Greek actors, and obviously the Chinese director and actors
helped improve the cultural presentation of this performance and avoid the mistakes on

Chinese culture. However, there were still some questions on this case.
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One question from the audiences was the language. “Why the actors were saying both
Chinese and Greek? They pretended to understand each other, but we know they don’t
know understand the other language”. It was nice to hear both Greek and Chinese

language on the same stage, but how to let the audience feel comfortable and believe it?

One question from the actors was the mentality. “Though I can perform according to the
play and the guidance of the director, I didn’t really understand why my role had this
reaction, and it was so different from our own mentality.” Without truly understand the

culture, the actors were hesitated in their acting.

Then we need to think about why we need to have intercultural theatre. So the question
from Erika Fischer-Lichte was “Whether the productive relationship, outlined above, of
the theatre of one culture with elements of foreign theatre traditions fulfill specific
functions which can barely be meaningfully compared to one another, or whether
similar methods of approach to a production indicate a basic underlying unity, which
would make the comparison of this phenomenon both fruitful and meaningful” (Fischer-

Lichte, Riley, & Gissenwehrer, 1990:12).

The above questions could all be answered if we find the answer for one question, how
to make the actors truly understand another culture in the intercultural theatre play. If
the actors could understand both cultures, they would find the answers for the mentality

and language.

1.5. Definition of Key Terms

It is also important to define the intercultural theatre in this study. Intercultural theatre
was defined as “the meeting in the moment of performance of two or more cultural
traditions, a temporary fusing of styles and/or techniques and/or cultures” (Julie, H. &
Tompkins, 2000:7) Knowles (2010:6) believed “Theatre has always been intercultural”.
Interculturalism has been discussed by Schechner (1996:100) “Real exchange of
importance to artists was not among nations... but... among cultures”. Fischer-Lichte,

Riley & Gissenwehrer (1990:5) defined intercultural theatre performance as “Adopt
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theatrical elements from foreign cultures and use them in the own theatre”, so the
traditions of their own theatre would be kept and in the meantime the traditions of the

foreign theatre would be productively received in the form of elements.

Chinese theatre include two different types: Chinese spoken theatre and Chinese opera.
Chinese spoken theatre was imported from Japan and Europe in early 20th century,
which is actually western theatre. Chinese opera is rooted in Chinese traditional culture
which consists of hundreds of sub-types, and the most well-known sub-type is Peking
Opera. In this study, the Chinese theatre is mainly referred to be Chinese opera, and the

intercultural theatre in this case is the fusion of Greek theatre and Chinese opera.

Drama in education is the approach which uses drama as a teaching and learning
medium (Wessels, 1987), and is defined as “an improvisational, non-exhibitional,
process-centered form of drama in which participants are guided by a leader to
imagine, enact and reflect upon human experiences” (Landy, 1982). Drama in education
is also named as creative drama, theatre in education, dramatic education, etc. Focusing
on process and through various activities, drama in education help the students create a
learning environment and develop their knowledge and imagination, and can be the

basis for teaching other subjects (Ozbek, 2014).

1.6. Scope of the Study

16 student actors from Peiraikos Syndesmos Drama School were grouped to join this
study for four months consisting of 20 times classes and seminars in the drama school’s
classroom. Besides the two Greek teachers who taught the general acting and rehearsals,
the Chinese researcher used the educational dramatic activities and methods in these
seminars to help the actors to improve their understandings on Chinese culture generally
and the Chinese elements in this play specifically, including martial arts, Chinese music
and dance, gestures, traditions, history, language, etc. The researcher also involved
himself as an actor in the project, so he was not only an educator, but also engaged in

the actions together with all the participants.
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It is worthy to highlight that the participants in this study were actors who had already
had professional training and knowledge of drama; they were, thus, differentiated from
other participants who were more common in the studies for drama in education, such
as students from high schools, primary schools, etc. This certainly increased the
difficulty of this study/project and higher requirements for the researcher, while it is
also beneficial to prove the universality of drama in education for different subjects and
different people. Considering this study’s originality, it is useful for the training and
study of culture understanding for actors in intercultural theatre performances. Drama in
education has been proven to be useful for teaching the subjects such as language,
history, mentality, music, movements, etc. So this study is about how to use drama in
education as a means for teaching actors the aforementioned subjects which can help
them to improve their culture understanding.

Action research is used in this study, which can “professionalize teaching”, “enhance
the motivation and efficacy of a weary faculty” and “meet the needs of an increasingly
diverse student body”, described by Sagor (2000:9), and he also considered action
research helpful since “Relevance is guaranteed because the focus of each research
project is determined by the researchers, who are also the primary consumers of the
findings” and “action research helps educators be more effective at what they care most
about — their teaching and the development of their students” (Sagor, 2000:9). He
defined action research as “a disciplined process of inquiry conducted by and for those
taking the action. The primary reason for engaging in action research is to assist the

‘actor’in improving and/or refining his or her actions.” (Sagor, 2000:3).

1.7. Significance of the Study

The 16 participants showed strong interest in this project, and they would need to use
their extra time in the school in order to participate in the seminars. In the questionnaire
before this study, they expressed their expectation to open their mind in a different
culture and to learn new techniques in Chinese theatre. Considering the problems which
the actors in the performance of “Zhao the Orphan” faced, these student actors would

benefit from this project to learn in depth the Chinese culture and get more knowledge
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about the Chinese cultural elements which could be used in the theatre performance.
They learnt the physical movements such as martial art and Chinese dance, and also the
other elements such as singing, language, costumes, etc. It was a valuable experience
for the participants to learn Chinese culture systematically in a short period which could

be helpful in their future career as actors.

In the meantime, in the end of this project, these student actors would be expected to
have improved their cultural understanding on this Chinese play, and in their
performance, the audiences would enjoy a real fusion of Chinese and Greek theatre
production. Even further, this study would build up a sample for the future intercultural
theatre performances, to avoid the actors’ misunderstanding or being lack of knowledge

about the exotic culture, which would be an addition to the previous practices.

1.8. Limitations of the Study

This study is a case study for intercultural theatre and limited for Greek actors to work
on a Chinese theatre play, while more research should be done for Chinese actors to
work on a Greek theatre play, and even further to expand to actors of other nationalities

and theatre plays of other cultures.

2. Literature Review

2.1. Introduction of Intercultural Theatre

Since early 20th century, both in Europe and in the East there had been many practices
on intercultural theatre, both on performance and education. In Europe, Brecht and the
others adopted Asian theatre in their own; Ariane Mnouchkine put Japanese and Indian
theatre elements such as costumes, make up, music and movements in the Shakespeare
productions; Peter Brook had his experiments using African and Indian theatre; Eugenio
Barba has adopted the elements of Inidan theatre, Japanese Kabuki, Peking Opera, etc.
in his Euro-Asian theatre. (Fischer-Lichte, Riley, & Gissenwehrer, 1990)
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In Japan and China, apart from the operas which had been lasting for hundreds of years,
the spoken theatre was imported from Europe which was a derivation from the realistic
theatre. It was firstly developed in Japan, and some Chinese students brought it to China
mainly for the purpose of revolution of anti-feudalism which aimed to end the last
empire of China and build up a democratic country. Since then, Japanese directors such
as Suzuki Tadashi and Ninagawa Yukio has directed Greek tragedy and Shakespeare in
the form of Japanese theatre. (Fischer-Lichte, Riley & Gissenwehrer, 1990) In China,
besides the spoken theatre which is typical European, there have been also practices
combing Chinese opera with the Western theatre, such as Oedipus in the form of Peking

Opera.

Culture exchange has been always happening, including theatre. But why the East and
the West have been so interested in each other’s theatre and trying to adopt the elements
from each other though there are so many obvious differences. Erika Fischer-Lichte
found the reasons from the West and the East were opposite: the Europeans criticize the
current state of the contemporary civilization and wanted to abolish the individual
personality, while the Japanese and Chinese aimed to develop the individuality in the

society and to become modernized (Fischer-Lichte, Riley, & Gissenwehrer, 1990).

2.2. The Reason to Have Intercultural Theatre

These adoption of foreign theatrical elements has had significant influence both in the
East and the West, including “aesthetic-theatrical methods of approach to a production”
and “socio-cultural developments” (Fischer-Lichte, Riley, & Gissenwehrer, 1990:15). If
take these two influences into consideration, a question will be raised for everyone
involving in intercultural theatre: “Why do we need to have intercultural theatre?” If
only importing foreign theatre performances, we can just use the original form. For
example, we can simply present the Greek theatre performance in China, but no need to
use the form of Chinese opera to perform a Greek tragedy. Some said using a foreign
theatre form to perform an own theatre story is easier for the own audiences to easily
understand the performance and in the meantime to have the chance to get touch with a

foreign theatre. So this example could be helpful in Greece but why in China.

16



The starting point of intercultural theatre is not just interest in the foreign theatre form,
but a specific problem originating in the own theatre (Fischer-Lichte, Riley &
Gissenwehrer, 1990). So adoption of the foreign theatrical elements is caused by the
problem happened in the own theatre, and using the existing form of the own theatre
can not solve the problem, then the foreign theatrical elements are reasonable to be
used. The examples can be Good Person of Sezuan by Brecht (Brecht, 2008). It is clear
that the intercultural theatre is not simply to put two theatre traditions together, but
because of some problem in the own theatre and to be dominated by the own theatre.
“In the intercultural performance, therefore, the communication of the foreign does not
occupy foreground interest. The goal is not that the audience be brought closer to, or
made familiar with the foreign tradition, but rather that the foreign tradition is, to a

greater or lesser extent, transformed according to the different conditions of specific

fields of reception” (Fischer-Lichte, Riley & Gissenwehrer, 1990:283).

2.3. The Problems in Intercultural Theatre

The first problem is culture shock, which means when someone enters an unfamiliar
cultural environment, he/she feels confused, anxious or fear because the social
communication symbols and tools which he/she is used to are lost (Liu, 2014). When
actors come to a foreign county, or work on a foreign play, whose culture is very
different from that they are familiar with, they may become anxious and not confident
especially when there is time limit for their works. Considering being lack of
confidence in culture shock, drama in education aims to build up the belief and make

the attitude right (Wagner, 1976).

The second problem could be stereotype (Liu, 2014). People are easily to have
stereotyped impression or opinion on some specific things, with their judgements. For
example, many European people believe that Chinese people are conservative and
indifferent, or believe Chinese culture is as what they imagined based on limited
information which are available from the medias. Chinese people or Chinese culture

consists of huge population and various regional cultures, but in stereotyped opinions,
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they are just one type. This is very dangerous for actors in intercultural theatre if they
already prejudiced another culture. Stereotype is basically from education, society,

media, etc.

The third problem is the mixing of languages. Language is one of the most important
elements of theatre, and along with the globalization, there have been more and more
double languages performances. Especially in some double-language regions such as
the French-English theatre center in East Canada. Carlson raised the concept of
“macaronic stage”, which has mainly two types: one is that the play adopts the
characteristics of various languages of different cultures; the other is that the play was
written in one language but uses more than one language during performance (Carlson,
2000). In the performance “A Doll’s House” in 1998 by Central Experimental Theatre
directed by Wu Xiaojiang, Norwegian actress Agnete Haaland performed together with
the Chinese actors and her role in the play was a Norwegian girl who married to a
Chinese man, and the conflicts between the cultures were shown through the mixing of
Chinese and English. The English language became the representation of Western
culture. The second type can be found in “King Lear” which was co-produced by
Yellow Earth Theatre from UK and Shanghai Theatre Art Center and directed by David
Tse’ Ka-shing. Both British and Chinese actors participated and both English and
Chinese were used in the performance. Carlson (2000) believed macaronic stage would

grow together with the current multilingual cultural society.

The fourth problem is “mise-en-scene” which means the stage step and coordination.
There have been quite some Chinese directors having adopted Western theatre plays in
the form of Chinese opera, and the main reason could be that it is easier for foreign
audiences. If Chinese directors and actors perform theatre (spoken theatre) for
foreigners, the audiences can not understand the language, while in the form of opera,
there are more visuals such as gestures, movements, make up, costumes, etc. However,
Western theatre is realistic theatre while Chinese opera is virtual performing art, the
stage setup are very different. In order to overcome the difficulties, in the “Desire Under

the Elms” which was performed in the form of Chuan Opera in 1989, three efforts were
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made including (1) the stage setup combing virtual and realistic, (2) natural style of
makeup and adding modern elements in the costumes, and (3) using both the

performing techniques from Chinese opera and Western theatre (He, 2011).

The fifth problem is the localization of subjects. Adopting foreign plays was not only to
know another culture, but also to solve the problem in the own culture. “An Enemy of
the People” adopted by Central Experimental Theatre, the director Wu Xiaojiang was
asked about two questions: How will Chinese audiences see this subject which is about
water pollution and environment protection? Will this story in the play be accepted by
the current China? Actually this subject is what is happening in China, so this play was

adopted and performed in China for many times (Wu, 2001).

A very important issue in intercultural theatre performance is “the criterion of fidelity
and authenticity” which could be the first barrier in understanding the intercultural
performance (Shi, 2015:36). The resources for the actors to get to know another culture
are critical and important. The heart of the theatre and drama works is the aesthetic,
which is “culturally situated” (Greenwood, 2011:47-52). So the authentic aesthetic of
one culture in intercultural theatre performance is the key content that the actors need to
learn, and as Greenwood (2011:47-52) emphasized, “learning about the aesthetic,

learning through aesthetic experience” and “aesthetic learning”.

2.4. The Main Difficulties for Actors

In intercultural theatre, the actors would not simply seek to act like foreign actors, but
still act as themselves and in the meantime equipped with new understandings on the
foreign culture. It is very easy to see actors trying to imitate those in the foreign theatre
forms. For example in “Zhao the Orphan”, the Greek actors tried to be like Chinese
opera actors. But firstly it is too difficult since the Chinese opera actors have to be
trained since very young age but not within only several months, and secondly the
actors would be possibly losing their own characteristics while not like Chinese actors

either. So what should the actors do in the intercultural theatre? What kind of difficulties
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they could meet when they learn and perform a foreign play? How could the actors to

work with foreign actors and directors on a co-production?

The main difficulty would come with the languages, including the language of the
play’s text and the also the language of daily communication. A foreign play is normally
written in a foreign language, and language is the carrier full of culture. The foreign text
would be translated to the own language, but the translation may lose some cultural
taste and meaning from the original play. “Among different culture backgrounds, the low
efficiency on communication happens because of the different culture systems which the
languages belong to, and also the untranslatability of some language symbols.” (Liu,
2014) In the intercultural theatre education project “Common Stage” involved by
students from National Academy of Chinese Theatre Arts and Zurich University of the
Arts, the difficulties in both language communication and translation were observed
(Liu, 2014) .Though the students from Switzerland and China were both able to speak
English, it was still not easy to express clearly their opinions and ideas clearly in the
non-native language. After the accumulation of misunderstandings in their
communication, mutual-trust became another problem which affected severely on their
collaborations. In the theatre play “The Story of Heroes”, the students from the two
countries had very different understandings and definitions on “hero”. In Chinese
students’ opinion, only those historical figures or a soldier who saved others’ life could
be called hero, while the students from Switzerland had wider definition on this word,
and considered the idols such pop stars could also be heroes. After many arguments and

discussions, they could finally reach the mutual understanding.

Behind the different understandings caused by language, the conflicts were actually
between different cultures which generated different values on society, family, history,
etc. When language communication does not work, non-language communication can
be an alternative way. However, there are still some words, meanings or ideas which

can not even be expressed with non-language communication.

2.5. How Should We Make Intercultural Theatre
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Intercultural theatre is not simply translating a foreign play to the own language, or
using the own theatre form to perform a foreign play. It should be a process of
“productive reception”, that is, “an intercultural performance productively receives the
elements taken from the foreign theatre traditions and cultures according to the
problematic which lies at the point of departure” (Fischer-Lichte, Riley, &
Gissenwehrer, 1990:284). In order to implement this process, considerations need to be
carefully taken on the follows: which culture or theatre tradition will be looked; which
elements shall be chosen; in what ways shall these be altered; how shall they be
combined. The decisions on the above questions would be based on the potentiality of
the theatrical form, the specific restrictions of production and the impending problem.
Under this process of “productive reception”, it would not bring a copy of a foreign
theatre performance, but expand the potential means of the own theatre, or even create a
totally new theatre. So this is a transformation of two or even more cultures and it

would activate the potential of the own culture and theatre.

2.5.1. What Actors Should Do

Firstly the actors should admit and face the problems and difficulties in the intercultural
theatre performances. Every culture has its own characteristics, and when different
cultures meet, there must be the problems such as conflicts, low efficient
communication, etc. These problems affect the actors’ work in the performances, but
also at the same time are opportunities for actors to open their horizons and explore
more possibilities. Secondly if actors are involved in intercultural theatre, they must
learn and get familiar with not only their own culture but also the other cultures. This is
the base for successful collaborations. So actors can not stop learning the cultural
elements and philosophy of the other cultures, and implement them into the current
project. Thirdly, prevent stereotype on other cultures but respect the differences from
the own culture. Trust the other actors and the other people in this project (Liu, 2014) .
Fourthly it is language. Besides the playwrights and the translators do their best to make
the translation closest to the original meanings, the actors should also try to learn and
practice the other language, in order to reduce the misunderstandings and low efficiency

in communications (Wang, 2014).
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2.5.2. What Theatre Educator Should Do

Pinkert (2011) believed “Theatre acting is a cultural practice”. So the theatre educators
do not only work on theatre and education, but also “engage themselves with cultural
practices and images beyond the theatre” (Pinkert, 2011). Theatre educators consider
themselves as learners, and in return, they make their practical theatre skills available,

so that the players can become conscious of this “practical knowledge” (Pinkert, 2011).

When the actors from Western countries perform Chinese theatre plays, the main
difficulty would be the way of artistic expression. This should also be the focus by the
theatre educators. Western theatre seeks real environment so the actors performance and
the props are as real as possible, while the Chinese opera is normally performed in
virtual and programmatic way. In the limited stage, the opera actors’ performance can
create the infinite atmosphere and meanings. For example, an opera actor walking one
circle on the stage can mean he/she having traveled thousands of kilometers. About the
props, on the stage of Chinese opera, there are not real buildings, doors, ships, horses,
etc., but the related movements are expressed with defined gestures. This is not easily
understandable for the actors and audiences from the Western world, who are used to
the more realistic stage setup and movements. And also in Chinese opera, because of the
philosophy of Confucianism, the emotions should not be over expressed, which is very
different from the Western theatre (Sun, 2014). For example, when actors perform
crying sadly, in Western theatre the actors could really cry loudly, but in Chinese opera,
the actors only hold the tears in their eyes, and use the sleeves to cover the face. There
have been some experiments in Chinese opera to cross the boarders, such as the Peking
opera “Farewell My Concubine” performed in Beijing, a real horse came to the stage

which had never happened before in the opera stages (Feng, 2014).

Chinese opera is full of the cultural elements of Chinese culture, so for the foreign
actors to perform Chinese opera or a Chinese theatre play, they need to have careful
study on Chinese culture in order to understand the mentality but not only similar in

form. Even only the form, it is also difficult for the Western actors to imitate since the
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details of singing, rhythm, gestures, etc. are all standard, which to be trained since the
young age of the actors. Only those actors who can innovate based on the strict
standards could be called “masters”, such as the most famous artist of Peking Opera
Mei Lanfang (Sun, 2014). Physical training exercises are easier for the students to dive
into the roles and the plays because “by creating an intensive atmosphere of excitement”
(Tuisku, 2010). So the theatre educators need to make realistic and practical training

and practices for the actors to adapt to different culture and theatre.

2.6. Drama in Education for Improving Cultural Understanding

Drama in education is experiential and multimodal, and can motivate and activate the
sensitivity of the students towards foreign cultures, and increase the cultural awareness
and literacy. Through the role-playing activities, the students’ learning were more
engaging, fun and meaningful (Bournot-Trites, et al, 2007). Drama in education has
been proven to be useful in teaching different subjects, so the elements of another
culture such as history, language, music, etc. can be taught through the dramatic
exercises and methods. As Baldwin and Fleming (2003:17-30) suggested, “Drama
provides a particularly powerful methodology for developing the teaching and learning
of literacy in a broader sense”, and with educational drama the students could learn
literacy socially, intellectually, physically, emotionally, morally, spiritually and
culturally. As the top difficulty for actors in intercultural theatre performance is
language, educational drama can be useful to improve speaking, listening, reading and

writing.

According to the above literature review, my hypothesis is that, drama in education is

useful for improving the Greek actors’ cultural understanding on the Chinese theatre

play.

3. Methodology

3.1. Research Design
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Seeking to solve the problems and improve the actions of the actors in their works,
action research is used in this study as a collective process of understanding change in a
classroom and organization (Mertler, 2013). The researcher proposes a new course of
action to improve the practices of the group of participants, and involves himself/herself
together with the participants. In the beginning of the study, a problem is determined,
and then the actions are carried out for a specific time period during which observations
are collected and changes are recorded. Action research aims at finding solutions rather

than testing theories, so this study has direct relevance to practical actions and results.

The strengths of action research were described by Sagor (2000:3) as (1)
“professionalize teaching”, (2) “enhance the motivation and efficacy of a weary
faculty”, (3) “meet the needs of an increasingly diverse student body”, and (4) “achieve
success with ‘standards-based’ reforms”. He also considered action research helpful
since “Relevance is guaranteed because the focus of each research project is
determined by the researchers, who are also the primary consumers of the findings” and
“action research helps educators be more effective at what they care most about — their
teaching and the development of their students”. He defined action research as “a
disciplined process of inquiry conducted by and for those taking the action. The primary

reason for engaging in action research is to assist the ‘actor’ in improving and/or

refining his or her actions.” (Sagor, 2000:3).

In this study a practical case is implemented in order to test the efficiency and
possibilities on how to improve the actors’ culture understanding on a foreign play when
they study and perform it. Through the action of teaching and learning, the researcher
can test regularly the results of the findings and decide the actions to be taken for the
next research period. So action research is appropriate for this study, while the
limitation of researcher’ own bias need to be taken into consideration. As the
comparison would focus on the differences of the Greek actors’ understanding on
Chinese culture in the beginning and in the end of the research period, the bias of the

researcher would be maximumly limited.

24



3.2. Sample and Instrumentation

The researcher was involved also as a facilitator, educator and practitioner, that is,
besides working as a typical researcher, the researcher not only taught the participants
Chinese culture, but also joined the group to rehearse together. Two other teachers
together with the researcher gave classes of acting and directing, while the researcher’s

teaching focused on Chinese culture education using the methods of drama in education.

A group of 16 Greek actors of the second year and the third year students in Peiraikos
Syndesmos Drama School formed the sample. All the participants (7 men and 9 women)
were student actors and had no experience on Chinese theatre. They participated in the
classes and rehearsals for 20 times over a period of 4 months with the teachers and each
class duration was 5 hours, followed by a final performance. The study was based on a
Chinese theatre play titled “Farewell My Concubine” which was written by the
researcher and adapted from a masterpiece of Peking Opera. Two Greek teachers taught
the group of the actors on the general acting and rehearsals, and the Chinese teacher
taught the Chinese culture and the cultural elements related to this theatre play. The
methods and activities of drama in education were implemented in teaching the cultural

courses.

Data was collected from the beginning of the study till the end of the performance.
Participants were asked to fill a pre-test questionnaire and a final-test questionnaire to
measure their understanding level on Chinese culture. The teacher’s journals were used
to record the development of the participants’ learning, and the participants were

interviewed by the researcher to collect their feedback and thoughts.

3.3. Research Procedure

In order to assess the changes and development of the Greek actors’ understanding on
Chinese culture, the researcher chose a master piece of Peking Opera Farewell My
Concubine which was based on the real story in Chinese history which was well-known

to Chinese people, and adapted it into a theatre play which was then translated into
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Greek and Chinese. The play was written in English first, in order to have the mutual
understanding between the playwright and translator, and try best to avoid
misunderstandings on translation. The researcher who was also the playwright had
plenty of discussion and communication with the translator who was one of the
directors, to make sure both share the common understanding on the play. The
researcher also joined together with the Greek actors in the performance; this is also in
line with the concept of “actor-teacher” in Theatre in Education which emphasizes that
the teachers of theatre in education should also be actors or performers (Williams,

1993).

Within four months, the group had 20 classes which was 5 hours each with the two
Greek teachers and one Chinese teacher. In every class, the two Greek teachers had the
regular acting class for the students based on this play, and the Chinese teacher taught
the students about Chinese culture. In the first 4 classes, the general elements of
Chinese culture were introduced and practiced including Chinese music, martial art,
gestures, history, etc. Various activities of drama in education were used in order to help

the actors to have better understanding on these cultural elements.

(1) A step together from the circle and moving or stopping together which helps the
actors to understand the different values of group behavior and individual behavior in

the East and the West, and the balance between group and individual in Chinese theatre,

(2) The picture exercise in which the actors were divided into several groups, and each
group imitate a picture shown by the teacher. The pictures were some Chinese stories,
and sometimes the actors had difficulties to understand the stories. After the group
imitated the picture, the rest of the actors guessed what the story was. Then the group
started moving and improvising in slow motion based on their understanding on the
story, and the rest of the actors guessed again. This exercise was also a role play, to help
the actors reflect and discuss based on team works (Cerkez, et al, 2012). But how much
information must be shared during the role play? Heyward (2010:202) found out "The

deliberate withholding of truth is a useful strategy to enhance emotional engagement”.

26



So in this exercise, the researcher did not disclose the stories in the pictures in the

beginning, but let the actors to role play based on their own understandings.

In maintaining emotional engagement in the drama it is important for the lecturers to
consider how they disclose information to move a role-play forward. The deliberate

withholding of truth is a useful strategy to enhance emotional engagement.

(3) The music exercise, the teacher played several Chinese instruments such as Xiao the
flute, and the actors improvised along with the music to feel the characteristics of
Chinese music. Bolden (2017) have done studies in his musically enhanced narrative
inquiry, and found that sound and music can be helpful for narrations. So the music

exercise was helpful for the actors to travel through the stories.

(4) The exercise of Chinese martial art, in the beginning two of the actors who studied
martial demonstrated the fighting, and then the teacher taught all the group Taiji Quan
and in the meantime connected martial art with music and other Chinese culture
elements to help the actors understand that all Chinese cultural elements are connected
with each other. There are more exercises, such as through storytelling to help the actors
to know about Chinese history and the relationships of the historical roles, through the
masks to help the actors to understand the differences between Chinese opera and Greek
theatre and historical knowledge contexts (David, 2016), through the singing and poem
reading to help the actors to learn Chinese language, etc. In the journal of the teacher,
the improvement of the actors on learning these Chinese cultural elements were
recorded. Through the several classes with the methods of drama in education, the
actors grasped the basics on Taiji Quan and breathing techniques, and knew the basics
of Chinese history. They learnt the different ways for greetings in ancient China, and
improved their movements in Chinese ways. They managed to read the Chinese poems
and even to sing the Chinese songs. They also managed the Chinese dance which was

part of the first scene of the play, though many detailed needed to be improved.
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After several classes, the focus moved to the theatre play Farewell My Concubine, and
the actors and the directors started to work on this play. Having built up the basis of the
general understanding on Chinese culture, the teachers started to lead the actors to the
specific history period of the play which was 206 BC to 202 BC. The Greek teachers led
the actors to read the play, and the Chinese teacher told the story of Chu Han Contention
and the relationships of the heroes in the play. Especially the mentalities of the people in
ancient China were explained to help the actors have deeper understanding on the roles.
There were some exercises for the actors to improvise off scenes in which they could

imagine and develop the stories.

Some actors had the feedback that they felt difficult in the beginning because it was a
very different culture and they didn’t know how to work and what they could do. They
were lack of information and the time and the location of this play were too far away
from them. They felt culture shock when put themselves in a foreign play. But after
some exercises, they gradually got the idea on their roles. They tried to reduce the
stereotype on traditional China which they had only seen from the films, and the
cultural exercises were helpful for them. Besides, the off-scene improvisations also
helped the actors to develop their own understanding on the story and the relationship
among the roles (Davies, 2011), and though the scenes the actors improvised on were

not written in the play, they referred to specific themes.

An important feedback was about language. Through the exercises, they felt not
difficult to manage reading Chinese poems or even singing Chinese songs, but it was
difficult to use Greek language or their body language to express the authentic Chinese
taste. In some scenes, they found difficult to act, such as the sword dancing in Hongmen

dinner when Xiang Zhuang tried to kill Liu Bang during his dance.

After 12 classes, the teacher brought the Chinese costumes which were Han clothes and
wore by Chinese people in daily life in ancient times. As an ancient civilization,
clothing 1s important part of Chinese culture and many rules are applied on the styles

and the ways to wear. In all cultures costume carries the symbolic meanings and have
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social interactions (Turner, 1993). When actors dress the costumes, they act as the roles
(Bell, 1976). Costume contains the social elements such as social classes, gender, etc.
(Barnard, 2002). So the selection of specific costume is important for theatre
productions and the costume would express specific meaning to audiences (Oklobia, &
Bakare, 2009). In the study by DeCoursey, the drama students felt exceptional and
capable, and also happy, confident and interested when they wear costumes which
brought them qualified experience. More importantly, the students felt the costumes
helped them understand and express their roles, when they were lack of the related
professional experience. Costume motivated their understanding on the culture and
facilitated their performance (DeCoursey, 2014). The actors had the exercises on putting
on the costumes, and walking, greeting and sitting when wearing the costumes. In the
teacher’s journal many mistakes of wearing costumes were recorded, even after the
teacher had taught the correct ways. The actors had difficulties when sitting and
standing with the costumes, and the actor who had the costume with big sleeves found
stressed and not easy to act. Costumes helped the actors to gain more feelings as roles in

ancient China, compared to wearing the modern clothes in the previous classes.

In most of the classes, the exercises of martial art, breathing, gestures, dancing, etc.
were used to help the actors to physically understand Chinese culture, and the exercises
of Chinese speaking, singing, ritual, history, costume, music, storytelling, role-play, etc.
were used to help the actors to mentally and psychologically understand Chinese
culture. Besides the above, more drama activities were used in this study and
multimedia were used and the related Chinese films, performances and documentaries

were shown to the actors.

During the whole research period, interviews were also made to the students to collect
their feedback including their difficulties in the studies, their achievements, and their

thoughts on the intercultural theatre production.

4. Data Analysis
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How much do you know about the difference between Chinese culture and Greek culture?

The data included the answers to the 10 questions in the pre-test questionnaire and the
final-test questionnaire, the interviews with the participants and the teacher’s journal as

well as the video recordings for all the classes.

4.1. Findings in Questionnaires

In the beginning of the study, the participants answered the questionnaire which gave
the overview of the participants’ status of understanding Chinese culture and their

motivation and interest.

Chart 1: Questionnaire of Pre-test

Questions B Average

Are you interested in learning Chinese culture?

What is your level of Chinese language?

Do you know one or more elements of Chinese traditional culture?
Do you like Chinese people?

How much your willingness to go to China?

How much do you know about Chinese history?

How much is your confidence in learning Chinese culture?

How much do you know about Chinese opera and theatre?

How much do you know about Chinese people’s life style?
0.0 25 5.0 7.5

Though none of the participants had studied Chinese, or had been to China, they were
all highly interested in Chinese culture, and had strong willing to go to China. They
were lack of the knowledge of Chinese culture and had not studied the elements of
Chinese traditional culture, such as music, martial art, calligraphy, etc. They knew very
little about Chinese history, the differences between Chinese culture and Greek culture,
as well as between Chinese theatre and Greek theatre. Very few of them had seen
Chinese opera. Generally they liked Chinese people, but they knew little about Chinese
people’s life. Their impression about Chinese people were still mainly from the films
and medias, but had limited chance to meet Chinese people. However, though they did
not know much about Chinese culture and Chinese theatre, they had high confidence in

learning Chinese culture.
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In 4 months, there were 20 classes in total 100 hours including the methods of
educational drama to teach Chinese culture for the Greek actors based on the Chinese
theatre play “Farewell My Concubine”. Besides the general activities to build up the
basic knowledge of Chinese culture, the dramatic exercises including role play, physical
theatre, language, music, story telling, masks, etc. were implemented based the specific
play and the specific story. From Table 1, the related exercises used for different

purpose are listed.

Table 1: Chinese culture elements and exercises

Chinese Culture Elements Exercises of Drama in Education
Language Poem reading, Chinese names, short sentences

Music Improvisations along with playing the Chinese
instruments Xiao and Xun, singing Chinese songs

History Storytelling, role playing, picture exercises
Mentality Off-scene improvisations, storytelling
Gestures & Movements Martial arts exercises, greetings

Chinese Opera Masks, multimedia

Traditional Clothing Lecture, wearing exercises, moving exercises

In the end of the research period, the questionnaire of the final test with the same

questions were given to the participants.

Chart 2: Questionnaire of Final Test

Questions B Average

Are you interested in learning Chinese culture?
What is your level of Chinese language?
Do you know one or more elements of Chinese traditional culture? o
Do you like Chinese people? S oeon |
How much your willingness to go to China? WV
How much do you know about Chinese history?
How much is your confidence in learning Chinese culture?
How much do you know about the difference between Chinese culture and Greek culture?
How much do you know about Chinese opera and theatre?
How much do you know about Chinese people’s life style?

S 03/0 |

4375 |
0.0 2.5 5.0 7.5
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The data of the pre-test questionnaire and the final questionnaire were put together, in

order to see the changes between the beginning and the end of the research period.

Table 2: Questionnaires of Pre-test and Final-test

No Questions Pre-test Final-test
. (average) (average)
1 | Are you interested in learning Chinese 8.6875 8.75
culture?
2 | What is your level of Chinese language? 0 1.25
3 Do you know one ore more elements of 1.8125 6.0625

Chinese traditional culture?

4 Do you like Chinese people? 9 9.0625

5  How much your willingness to go to China? 9.5 9.5625

6 How much do you know about Chinese 1.93 4.67
history?

7  How much is your confidence in learning 8.3125 7.1875

Chinese culture?

8  How much do you know about the difference 3.375 6.9375
between Chinese culture and Greek culture?

9 How much do you know about Chinese 1.4375 5.6875
opera and theatre?

10  How much do you know about Chinese 2.625 5.4375
people’s life style?

Chart 3: Comparison between Questionnaires of Pre-test and Final Test

[ Pre-test (average) Final-test (average)

Are you interested in learning Chinese culture?

What is your level of Chinese language?

Do you know one ore more elements of Chinese traditional culture

Do you like Chinese people?

How much your willingness to go to China?

How much do you know about Chinese history?

How much is your confidence in learning Chinese culture?

How much do you know about the difference between Chinese culture and Greek culture?
How much do you know about Chinese opera and theatre?

How much do you know about Chinese people’s life style?
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From the comparison, the participants remained the strong interest in learning Chinese
culture, and strong willingness to go to China, and still liked Chinese people. They
improved their level of Chinese language, after studied the poems in the play and even
managed to sing the poems in correct accent. There was significant improvement on the
question about knowledge of one or more elements of Chinese traditional culture.
Through the dramatic exercises, they managed to learn Chinese dance, martial art,
gestures, language and history, and gained knowledge about Chinese music, traditional
costumes, etc. The knowledge about these elements were all used in performing the play
Farewell My Concubine and the results were proven to be satisfying. In the meantime,
they had some taste about Chinese opera and theatre, and especially got to know some
differences between Chinese culture and Greek culture. Through the activities, they also
learnt more about Chinese people’ life style, and got a real picture about Chinese
people. However, the confidence of the participants in learning Chinese culture dropped
in the end of the period. After getting to know more about Chinese culture, the
participants understood the difficulty in learning Chinese culture which is one of most
ancient civilizations in the world. But from the absolute figure, the participants still had

high confidence though reduced compared to the beginning of the research period.

4.2. Findings in Interviews and Journals

During the whole research period, the researcher kept making journals, interviews and

video recording, so as to record the changes of participants.

4.2.1. Before the study period

Generally the participants were eager to learn Chinese culture, and highly interested in
learning Chinese theatre. The first 4 classes were generally about Chinese culture, and
through the dramatic exercises, the participants built up the basic knowledge about
Chinese culture. During these weeks, the participants were interviewed by the

researcher about the difficulties they may have and their expectations on this project.
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4.2.1.1. Difficulties

When discussing about difficulties, the participants frankly expressed their concern
about being lack of information about Chinese culture which is different from Greek
culture. The differences between the two cultures would make the actors difficult to
think and act in a different way which they had never been in touch with. But in the
same time, the participants believed that was the beauty of this project, to get to know

Chinese culture and then to find the similarities that can bring the two cultures closer.

(1) Language

The top difficulty which was mentioned by almost every participant was Chinese
language, both speaking and writing. Compared to Greek, Chinese language is a totally
different system, and for the Greek actors, it was hard for them to manage the language.
None of the participants had studied Chinese before. However, as a key for learning
another culture, language is the carrier of the culture, so the participants understood they

would have to learn Chinese language though being aware of the difficulty.

(2) The mentality and the different way of thinking

When actors performing a foreign play, this could be the main problem which affects
the actors’ acting and the audiences’ understanding. This was also the main reason why
the actors may have culture shock and stereotype when they were involved in
intercultural theatre. This was also the key issue for the cultural understanding in
intercultural theatre in the past practices since the fusion of the theatre from different
cultures was not simply the mixing of the forms, but the truly adaption and
understanding of the mentality of each culture. If the actors could not understand the
mentalities of the roles in that specific culture and history, they would not be able to act

that role. They could imitate the role, but the outcome would be artificial.

(3) Physical movements
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Some of the participants raised the difficulty in the physical movement, since they
would be expected to act as Chinese but not Greek. The gestures and movements of
Greek people and Chinese people are different, so the physical training would be

necessary to overcome this difficulty.

(4) Geographical distance

Geographically China is far away from Greece, so it is even more difficult for Greek
people to really explore Chinese culture because people can't truly understand a culture
if they have never been in that country which gave birth to the culture. None of the
Greek actors had been to China, and all their knowledges about China were from films,

medias and internet, or imagination.

(5) Audiences’ unfamiliarity about the story

Greek audiences are familiar with the Greek tragedies, but not Chinese theatre plays. So
the narration would be important for the audiences to understand the story in limited
time. Greek audiences had seen very few or never seen Chinese theatre plays and were
not familiar with Chinese history. For example, the story of Farewell My Concubine
was from a story in Chinese history and known to almost all Chinese people, but in
Greece only a few people knew about it from the Chinese film with the same name in
which actually the history story was not stated. Besides the story, the way of the actors’

acting would be critical to help audiences to understand this play.

(6) Fusion of Chinese theatre and Greek theatre

This is the fundamental difficulty of this project, which would not be a Chinese theatre
performance nor a Greek theatre performance. How to mix the elements of Greek
theatre and Chinese theatre but avoid the conflicts between the two different cultures?
How to meet the aesthetic requirements? It would be a process of creating a new theatre

based on Greek and Chinese theatre.
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4.2.1.2. Expectations

(1) Open horizons

The participants believed this would be a good chance for them to learn about Chinese
theatre, and more importantly to open their horizons. They expected to see something
new, but not to copy something already existing. Drama in education or creative drama
can develop the students’ critical thinking skills and add insight (Batd1 and Batdi, 2015).
The project expected to improve the Greek actors’ understanding on Chinese culture
when they perform a Chinese theatre play through the methods of drama in education.
This would be helpful to significantly to improve the Greek actors’ abilities to perform

better in intercultural theatre performances.

(2) Learn more about Chinese culture

The participants expected to learn some elements of Chinese culture, and more
importantly, to have a deeper understanding on a different culture and to open a unique
window of knowledge to one of the most ancient cultures in the world. They expected
to learn about Chinese philosophy and aesthetics, as well as Chinese dances, martial
arts, language, music, etc. which could be used in the performance. Some of the

participants expressed that they enjoyed this journey of trust and knowledge.

(3) Learn about Chinese theatre and opera

The participants were interested in knowing more about Chinese opera, especially the
play “Farewell My Concubine” was a masterpiece of Peking Opera. However, due to
strict requirements for learning Chinese opera, it was not realistic for the participants to
learn to perform Chinese opera within four months, but it was important for them to
know more about Chinese opera and use some of the gestures, movements, masks, etc.
in this project. The participants expected to bring closer to them a country that was far
away from their country, and to keep some tools for their own acting by the end of the
project. They expected to learn some techniques of Chinese dances and movements of

Chinese opera and theatre, because they believed the physical movements as Chinese

36



would be difficult for them. They also expected to see how human relationships and
weaknesses were expressed in the Chinese theater, and the similarities and the

differences between Chinese theatre and Greek theatre.

(4) Know better about the different mentality and way of thinking

This was a new experience for all the participants to work on a Chinese theatre play,
while they had never had experience with Chinese people, so it was difficult for them to
understand the mentality and way of thinking of Chinese people. For example, there
was a saying by the King in the play, “If we do not return to our hometown when we
become successful, it would be like wearing nice clothes and walking in the dark night.”
This was a well-known saying for Chinese people, but for the Greek actors it was

difficult to understand.

(5) Create a new theatre

Some participants believed the best part of this project is to create a new theatre from
the beginning based on both Chinese theatre and Greek theatre. And this experience
would be beneficial to the other intercultural theatre projects in future. As all the
participants understood that this project would not be a Chinese theatre or Greek
theatre, but would create a new theatre based on Chinese and Greek theatre. So the
participants expected to incorporate elements of Chinese culture into Greek. They
expected to create a theatre which would be understandable and accepted by both Greek
and Chinese audiences, as they believed from whatever country that someone comes

from, theater is one and theater unites.

4.2.2. End of the study period

During the four months, from the journals recorded every week, the changes were found
in the participants’ knowledge about Chinese culture and abilities in some elements of
Chinese culture, such as Chinese dance, language, music, movements, mentality, etc.

Especially since the 5th class, the researcher together with two Greek directors started
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to use the Chinese theatre play “Farewell My Concubine” written by the researcher as
the material to teach the participants, and because of more specific content, the
participants gradually had more obvious improvements. The methods of drama in
education were proven to be efficient for teaching Chinese culture to the Greek actors

during a theatre production, which could help the actors learn faster.

4.2.2.1. Findings

(1) Language

Though the main language which the Greek actors would speak in the performance was
still Greek, considering that it would not be realistic for them to manage to speak all the
scripts in Chinese only after four months, the participants were still trained to read and
sing Chinese poem in Chinese, and more importantly, to say all the Chinese names
correctly. Chinese language has four tones, which is very difficult for Greek actors to
speak correctly. But the requirements in this project was to make the Greek actors’
pronunciations in correct accent to be like authentic Chinese. The researcher used the
musical method to help the participants to understand the differences among the four
tones, and used the storytelling to help explain the meanings of the poems and songs.
Poetry can create rich language learning opportunities because of various reasons (Hess,
2010/2011). Drama in education’s methods helped the participants to improve culture
understanding, and several studies have proven the importance to incorporate culture

study in language learning (Sapir, 1949; Byram, 1989).

Besides speaking Chinese, another study was done on putting both Chinese and Greek
languages on the stage. How can we communicate organically between Chinese and
Greek languages and how can audiences perceive the use of two languages on the
stage? It was confusing for the audiences to see the Greek actors speaking Greek to
Chinese actors, and then Chinese actors speaking Chinese to Greek actors. Though the
actors could “communicate” fluently after many rehearsals, the audiences understood in
fact the Greek actors and Chinese actors were not able to understand each other though

they pretended to be. Though with the subtitles the audiences could understand what
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both actors said, it would still be “embarrassing” to see the actors “automatically”
speaking to each other in different languages. In order to solve this issue, one solution in
this project was to use one role as a translator for the King acted by the Chinese actor.
Since in the play the two Kings were from two different nations, and in the real history,
the people from different areas of China could not understand each other because of
their different dialects, so this setting would be reasonable and the audiences could

understand.

Greek and Chinese languages belong to different systems, and especially on language
thinking mode, there are significant differences. Some of the vocabulary in each
language has no related translation which can reflect the full and accurate meaning. This

caused the difficulty in translation, as well as the efficiency of communication.

There was also difficulty in communication which is another issue for language. In this
project, the Greek and the Chinese participants used English which was the third
language as the medium for communication. This made the information dissemination
more complicated. The Greek participants need to firstly translate their ideas to English,
and then pass to the Chinese researcher, which was vice versa. During this process,
there could be some mistakes in expressions. Even if the participants were excellent in
English, it would still not easy to express the cultural meaning from the Greek or

Chinese theatre and many information may be lost in this process.

(2) Chorus

Though in Chinese theatre there is not chorus, in this project chorus played an important
role as an element from Greek theatre. The translation for the lines of the chorus were
adapted into the Greek theatre mentality, but the conflicts between the two cultures were
concerned. The participants’ feedback showed that they did not know what they could
do in order to be like Chinese but also keep the taste of chorus. However, along with the
participants’ deeper understanding on Chinese culture, they became easier to adapt them
into a Greek chorus with Chinese styles. The chorus turned out to be Greek, but the

audiences could see clearly the Chinese cultural elements such as movements,
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appearance, masks, words, etc. The chorus made the atmosphere stronger and more

influential.

(3) Gestures and movements

It was difficult to capture the Chinese way of behavior and gestures as Greek actors.
Greek theatre is realistic theatre while Chinese opera is virtual theatre. The movements
in the realistic theatre is very different from the virtual theatre. Generally the gestures
and movements of Greek people and Chinese people are different, so the Greek actors
needed to have physical training in order to act like Chinese. The methods used were
the exercise of Taiji quan which is one of the most classic Chinese martial art, and it not
only helped the actors to have the movements of Chinese style, but also helped their
Chinese dancing. After the exercises, the actors improved significantly on their

movements.

The gestures for greetings were also important since in ancient China etiquette was the
characteristics for different people. The scholars and the military generals had different
ways to greet, and the ladies had their own way to greet. These also needed to be
practiced. The exercise of Frozen Picture! was used to for practicing the greeting
gestures, after many times the actors were used to greet in this way. In the end of the
final performance, the actors greeted in the traditional Chinese way to the audiences
who were impressed. Besides gestures for greeting, but also for sitting, walking,

fighting, etc.

(4) Costumes

The costumes of traditional Chinese clothes were very helpful for the participants to
have real feeling as Chinese, when they put themselves in the beautiful clothes. The

traditional Chinese clothes used for this project were Hanfu, which were worn in China

1 In the exercise of Frozen Picture, the participants walked randomly in the space with the rhythm by the drum, and
when the drum was stopped playing, all the participants stopped their movements and greeted with the other person
beside him/her with a Chinese traditional gesture. They could define their own roles and choose different gestures in
order to understand and remember the differences among these gestures.
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in the past thousands of years. Compared the moment before and after wearing the
costumes, the participants behaved quite differently. Especially for the male actors, the
costumes includes long dresses for men, so the walking, sitting and standing became
more difficult for them. They needed to practice how to sit and stand without stepping
on the dresses. The costumes also helped the participants have better understanding on
the gestures and movements. Clothing is one of the most important element of Chinese
culture, and is a symbol of the civilization. So it helped the Greek actors understand the
beauty of Chinese culture, and treat themselves as Chinese. Certainly it took the
participants long time to get used to move after wearing the costumes, but the outcome

was satisfying.

(5) History

As both ancient civilizations, in order to work on both Greek and Chinese theatres, it is
important to learn both civilizations’ history. The theatre plays were mostly about the
stories in the history, such as “Agamemnon” was about the history of Mycenaean
civilization. The play “Farewell My Concubine” was from the real story in Chinese
history from 206BC to 202BC about the contention between Chu and Han which were
two strongest vassal states against the brutal Qin Empire. The King of Chu Xiang Yu

and the King of Han Liu Bang were known to all Chinese people, as well as this story.

However, that part of the history was very complicated and many important people and
events happened. So it was not easy but important for the participants to know about
this history. Drama in education is useful in teaching history, and many games and
exercises were used to help the participants to learn Chinese history, and also the
relationships of the heroes in this play. This also helped the participants to know more
about Chinese mentality, especially in the specific history period. From the
questionnaire and the observation, the outcome was improved compared to the

beginning of the study.

(6) Intercultural theatre between Chinese theatre and Greek theatre
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Based on a Chinese theatre play, working with 16 Greek actors, the Chinese researcher
made this experiment of intercultural theatre to fusion Chinese theatre and Greek
theatre. In this study, the focus would be improving the Greek actors’ cultural
understanding on Chinese culture when they perform a Chinese theatre play. It can be
also vice versa. Both theatres have great cultural background, so it was interesting to see
the two theatres mix with each other. It was a very difficult and ambitious project and
very beautiful at the same time. The actors needed to find themselves in two cultures at
the same time, standing both in China and Greece. They needed to think in both Greek
and Chinese. Throughout this process, the drama in education was helpful on
“reflection” that aimed to “access the ‘universals’ of human existence and to be able to
relate omnes experience within the drama to universal aspects of that same
experience” (Wooster, 2007:13). Though there are different mentalities and ways of
thinking both in Greek and Chinese culture, the actors can find either the common
ground of both cultures, or related their personal experience with the roles. Drama in
education encourages sustaining personalities while exploring other experiences.
Theatre is a great way to marry the people from the two civilizations and to learn from
each other. Considering only within four months, the Greek actors made great progress

in learning Chinese culture and had created a successful intercultural theatre.

4.2.2.2 Limitations

The subject studied in this project has been a main problem in the past intercultural
theatre productions, and though various efforts have been made, there have been few
solutions for this problem. It was ambitious to study such subject within only four
months. However, the researcher considered this study as an experiment which could be
successful or failed. Since drama in education has been helpful in other subjects such as
language teaching, history teaching, etc., would it be also helpful for theatre actors and
theatre performing arts? It did not intend to improve the actors’ ability of acting, but
their understanding on a foreign culture so as to have better performance in a foreign
theatre play. According to the outcomes from the questionnaires, the interviews, the
journals and the final performance, drama in education was helpful in such subject. But

still there are some limitations in this study.
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(1) Time

It was obvious that the time was not enough though four months had been spent for this
project. The participants were the students of the drama school, and occupied by heavy
schedule from Monday to Friday. Thus only Saturday would be available for the project,
and five hours a day was reasonable. But according to the feedback of the participants,
once a week was not enough for them, and after six days they needed to refresh
themselves but many information had been lost after one week. So the frequency was
not enough. The researcher also intended to bring the participants to attend some
Chinese cultural events in Athens in order for them to have more experience with
Chinese culture, but due to the tight schedule in the school, the participants could not
gain this experience to help them increase their understanding on Chinese culture within

limited time.

Besides the frequency, four months were not enough for learning Chinese culture,
especially not only one or two elements, but in a comprehensive scale, including
Chinese language, music, dance, martial art, history, etc. It has to be admitted that the
participants had only some taste of Chinese culture, which helped to gain more cultural
understanding so as to act their roles in the theatre play, but their knowledge on these
elements were still far from satisfaction. Though the participants had already impressive

improvement during the four months, they would be much better if given longer time.

Considering the limited frequency and duration of the study, the results could be more

clear and accurate if the participants could have more time work on this project.

(2) The scale of Chinese culture

When Greek actors learned Chinese culture for theatre performance based on a Chinese
play, it was impossible for them to learn everything about Chinese culture. The scale
had to be limited to specific history period and specific content. For example, in this
study, except the first four classes which the participants learnt the general knowledge

about Chinese culture with the researcher, from the fifth class the teaching was limited
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based on the theatre play “Farewell My Concubine”. The history period was limited to
206BC to 202BC; the Chinese language teaching was limited to saying the poem in this
play; the movements and gestures teaching was limited to that specific history period.
Since Chinese culture is vast and huge, this study may have limitations on the Greek
actors studying these specific content of Chinese culture, but may change if the content

was different.

(3) Specific case study

This was a specific case study for Greek actors to improve their understanding on
Chinese culture when perform a Chinese theatre play. More studies should be done for
more actors of different nationalities to work on the theatre plays of different cultural

backgrounds. With more cases the findings can be more accurate.

5. Discussions and Conclusion

From the literature review, the problem for actors’ culture understanding in intercultural
theatre was proven but ignored in the previous practices, while more efforts were made
on the stage setup, costumes, etc. The same problem has also existed in the co-
production of Greek theatre and Chinese theatre. The actors were lack of information of
another culture which caused culture shock and stereotype, as well as hesitation in their
acting. Besides the directing and rehearsing, studying another culture was also
important for actors in intercultural theatre. But it was not realistic for the actors study a
foreign culture within several months while in the meantime they need to work on their
rehearsals for the performance. The researcher raised the possibility to use drama in

education to help actors improve their culture understanding in such case.

In this research project, the findings after the four months’ study have proven drama in
education is useful and helpful to improve Greek actors’ understanding on Chinese
culture when working on a Chinese theatre play. The actors improved their language
skills, gained better understanding on Chinese mentality and way of thinking, managed

the Chinese gestures and movements when wearing Chinese costumes, knew more
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about Chinese history and specifically the story of Chu-Han Contention, and even
granted the abilities for Chinese singing and dancing. With all these achievements, the
actors presented a successful performance of “Farewell My Concubine” for the Greek

audiences.

But there were certainly limitations since only four months were not enough for the
Greek actors to go deeper into Chinese culture so when they work on another Chinese
theatre play, they may need to study more different content of Chinese culture. Even
further, this study was limited to Greek actors with Chinese theatre play, while to have
better conclusion for this subject, more studies should be done for actors with more
nationalities with the theatre plays of more culture backgrounds. For future research, the
study can be set for longer time with bigger sample, and done for as many times as

possible.

This study’s positive result gives a good sample for the future intercultural theatre
productions, to know how to improve the actors’ culture understanding. When an
intercultural theatre production is initiated, besides working on the scripts’ translation,
the stage setup, etc., the producers and directors should also put more attention on the
study and training of the actors’ understanding on the foreign culture, for which the
methods of drama in education would be useful. Generally drama in education is useful

for teaching culture, and it works for theatre actors.

45



Bibliography

Baldwin, P. and Fleming, K. (2003). Teaching Literacy through Drama, London/New
York, RoutledgeFalmer, pp. 17-30.

Barnard, M. (2002). Fashion as communication. London, Routledge.

Batdi, V. and Batdi, H. (2015). “Effect of Creative Drama on Academic Achievement: A
Meta-analytic and Thematic Analysis”, Educational Sciences: Theory & Practice, 15(6)

Bell, Q. (1976). On human finery. London, The Hogarth Press.

Bolden, B. (2017). “Music as Method: Musically Enhanced Narrative Inquiry”,
International Journal of Education & the Arts, 18(9).

Bournot-Trites, M., Belliveau, G., Spiliotopoulos, V. and Séror, J. (2007). “The Role of
Drama on Cultural Sensitivity, Motivation and Literacy in a Second Language Context”,
Journal for Learning through the Arts, 3(1), p. 9.

Brecht, B. (2008). The Good Person of Szechwan, Penguin Classics.
Bruce, R. (1970). 1877: Year of Violence, Chicago: Quadrangle Books.

Byram, M. (1989). Cultural Studies in Foreign Language Education, Clevedon/
Philadelphia, Multilingual Matters.

Carlson, M. (2000). “The Macaronic Stage”, in C. Sponsler and X. Chen (eds.), East of
West: Cross-Cultural Performances and the Staging of Difference,New York, Palgrave,
pp- 15-31.

Cerkez, Y., Altinay, Z., Altinay, F. and Bashirova E. (2012). “Drama and Role Playing in
Teaching Practice: The Role of Group Works”, Journal of Education and Learning; Vol.

1, No. 2.

David, R. (2016). “Masks in Pedagogical Practice”, Journal for Learning through the
Arts, 12(1).

Davies, D. (2011). Philosophy of the Performing Arts, West Sussex, Wiley-Blackwell,
pp- 154-159.

DeCoursey, C.A. (2014). “Dressing and Being: Appraising Costume and Identity in
English Second-Language Drama”, English Language Teaching, 7(2), pp. 131-143.

Feng, X. (2014). “Comparison between Chinese Peking Opera and Western Opera”, The
Study on Intercultural Talents for Opera, Culture and Art Publishing House, pp. 71-76.

46



Fischer-Lichte, E. (2012). “Finding and Forging an Other Theatre - On the History of
the Reception of Chinese Theatre in Europe”, Globalization and Intercultural Theatre,
Nanjing University Press, pp. 1-13.

Fischer-Lichte, E., Riley, J. and Gissenwehrer, M. (1990). The Dramatic Touch of
Difference: theatre, own and foreign, Tlibingen, G. Narr, , pp. 5-15.

Greenwood, J. (2011). “Aesthetic Learning, and Learning through the Aesthetic”, in S.
Schonmann (ed.), Key Concepts in Theatre/Drama Education, Rotterdam, Sense
Publishers, pp. 47-52.

Halde, J.B.D. (1739). The General History of China, London: John Watts.

Hatchett, W. (1741). The Chinese Orphan: An Historical Tragedy. Alter’d from a
Specimen of the Chinese Tragedy, in Du Halde's History of China. Interspers’d with
Songs, After the Chinese Manner, Charles Corbett.

Hazelton, G.C. and Benrimo, J.H. (1913). The Yellow Jacket: A Chinese Play Done in a
Chinese Manner, in Three Acts, Bobbs-Merrill Company.

He C. (2011). “World Drama and Intercultural Performance: Western Plays on the
Contemporary Chinese Stage”, Neohelicon, 38(2), pp. 397-409.

Hess, N. (2010/2011). “How to Unpack a Difficult Poem for Language Learning”, The
CATESOL Journal, 22(1), pp. 203-215.

Heyward, P. (2010). “Emotional Engagement Through Drama: Strategies to Assist
Learning through Role-Play”, International Journal of Teaching and Learning in
Higher Education, 22(2), pp. 197-203.

Julie, H. and Tompkins, J. (2000). Women's Intercultural Performance, London/New
York: Routledge, p. 7.

Knowles, R. (2010). Theatre and Interculturalism, Macmillan International Higher
Education, p. 6.

Landy, R. J. (1982). Handbook of Educational Drama and Theatre, Westport, CT:
Greenwood Press.

Liu, J. (2014) “The countermeasures to the obstacles of cross-cultural communication in
the field of art education based on the project of ‘Common Stage’”, The Study on
Intercultural Talents for Opera, Culture and Art Publishing House, pp. 13-43.

Liu, W. (1953). The Original Orphan of China, NC: Comparative Literature, 5(3), pp.
193-212.

47



Mertler, C.A. (2013). Action research: improving schools and empowering educators,
Los Angeles: SAGE Publications.

National Theatre of Greece. (2018). Zhao the orphan. Last viewed 25th December
2018. https://www.n-t.gr/en/events/repertory/o-orfanos-tzao.

Oklobia, A. and Bakare, L. (2009). “Costume and makeup in theatre practice: An
appraisal”, Creative Artist: A Journal of Media and Theatre Studies, 3(1), pp. 100-111.

Ozbek, G. (2014). “Drama in education: key conceptual features”, Journey of
Contemporary Educational Studies, pp. 46-61.

Pinkert, U. (2011). “The Concept of Theatre in Theatre Pedagogy”, In S. Schonmann
(Ed.), Key Concepts in Theatre/Drama Education, pp. 119-123. Leiden; Boston: Brill |
Sense.

Sagor, R. (2000). Guiding School Improvement with Action Research, Alexandria,
Virginia: Association for Supervision and Curriculum Development, pp. 3-9.

Sapir, E. (1949). Selected writings of Edward Sapir in Language, Culture and
Personality, D. G. Mandelbaum, Ed. Berkeley and Los Angeles: University of
California Press.

Schechner, R. (1996). “Interculturalism and the Culture of Choice: Richard Schechner
interviewed by Patrice Pavis”, in P. Pavis (ed.), Intercultural Performance Reader,
London/New York, Routledge, p.5, pp. 41-50.

Shi, F. (2009). Tragic Ways of Killing a Child: Staging Violence and Revenge in
Classical Greek and Chinese Drama. Constantinidis, Jefferson, McFarland.

Shi, Q. (2015). Samuel Beckett on Chinese Stage (1964-2011): A Study of Intercultural
Performances, Tianjin, Nankai University Publications, p. 36.

Sun, T. (2014). Theatre as Life & Life as Theatre: Chinese traditional opera performing
art under the sight of culture comparison. The Study on Intercultural Talents for Opera,

pp. 77-87.

Tian, M. (2008). The poetics of difference and displacement: Twentieth-century
Chinese-Western intercultural theatre, Hong Kong: Hong Kong University Press.

Tuisku, H. (2010). Diving In: Adolescents’ Experiences of Physical Work in the Context
of Theatre Education, International Journal of Education & the Arts, 11(10).

Turner, T. (1993). “The social skin”, in C.B. Burroughs and J.D. Ehrenheim (eds),
Reading the social body, lTowa City, University of lowa Press, pp. 15-39.

48


https://www.n-t.gr/en/events/repertory/o-orfanos-tzao

Wagner, B.J. (1976). Dorothy Heathcote: Drama as a Learning Medium, Washington,
D.C., National Education Association of the United States, pp. 62-70.

Wang, N. (2014). “The foreign language quality of opera artists”, The Study on
Intercultural Talents for Opera, Culture and Art Publishing House, pp. 139-144.

Wessels, C. (1987). Drama, Oxford: Oxford University Press.

Williams, C. (1993). “The Theatre in Education Actor”, in T. Jackson (ed), Learning
Through Theatre: New Perspectives on Theatre in Education, London/New York,
Routledge, pp. 91-107.

Wooster, R. (2007). Contemporary Theatre in Education, Intellect Books, The
University of Chicago Press, Bristol/Chicago, pp. 6-20.

Wu, X. (2001). “Ibsen’s Drama on the Chinese Stage”, in Pal Bjerby &. Asbjorn Aarseth

(eds), Proceedings. IX International Ibsen Conference, Oevre Ervik Alvheim & Ewide,
pp. 79-80 .

49



Appendix

1. Questionnaire for the Project “Farewell My Concubine” - Beginning of the

Project

I. Please answer the below questions with the numbers from 0 to 10. "0" means nothing

or the least preference, and "10" means fully agree or favorite.

1. Are you interested in learning Chinese culture?

2. What is your level of Chinese language?

3. Do you know one ore more elements of Chinese traditional culture?

4. Do you like Chinese people?

5. How much your willingness to go to China?

6. How much do you know about Chinese history?

7. How much is your confidence in learning Chinese culture?

8. How much do you know about the difference between Chinese culture and Greek
culture?

9. How much do you know about Chinese opera and theatre?

10. How much do you know about Chinese people’s life style?

II. The below two questions are open questions, and please write down your answers

under the questions:

1. What do you think is the biggest difficulty in understanding Chinese culture?

2. What are your expectations in this Chinese-Greek collaborated theatre project?
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2. Questionnaire for the Project “Farewell My Concubine” - End of the Project

I. Please answer the below questions with the numbers from 0 to 10. "0" means nothing

or the least preference, and "10" means fully agree or favorite.

(1) Are you interested in learning Chinese culture?

(2) What is your level of Chinese language?

(3) Do you know one ore more elements of Chinese traditional culture?

(4) Do you like Chinese people?

(5) How much your willingness to go to China?

(6) How much do you know about Chinese history?

(7) How much is your confidence in learning Chinese culture?

(8) How much do you know about the difference between Chinese culture and Greek
culture?

(9) How much do you know about Chinese opera and theatre?

(10) How much do you know about Chinese people’s life style?

II. The below questions are open questions, and please write down your answers under

the questions:

(1) In this project "Farewell My Concubine", what is the biggest difficulty for you?

(2) What have you achieved and learnt in the past four months in this project?

(3) What have you not achieved and you are willing to continue to learn?

(4) What are your opinion and thoughts on the collaboration between Chinese and

Greek theatre as an actor?
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