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Abstract

My thesis interrogates the complex and indeterminate nature of Taiwanese
identity asit is articulated in post-I 980sTaiwanesetheatreproductions. I arguethat
Taiwaneseidentity is negotiated in a 'diasporic space' that has manifestations
through cultural hybridity, spatio-temporal disruption and homing in travelling.
Initially, I establish the conceptual framework of diasporic spacethrough critical
investigationsof the sociality of modem diaspora,post-dolonial notions of cultural
difference and hybridity (Homi Bhabha) and space-timedynamics as elaboratedin
Foucault's conception of heterotopias. The subsequent chapters consist of
performance analysesand provide dramatic illustrations of these theories as they
are imbricated in diasporic space.
Subsequently,I examine the appropriation of Beijing Opera aestheticsin a
Taiwanesecontext, and argue that it engendersa hybrid identity by defying the
totalising force of Chineseness.I also considerhow national spaceand its attendant
essentialistidentity is attemptedvia a sacralisedhome of homogeneousconstitution,
thus arguing for the impossibility of identifying a stable national cultural identity
due to infracultural differences in the diasporic community of. Taiwan. To fully
accountfor the lived experienceof the Taiwanese,I then explore the dialectic force
of history that shapesthe cultural imaginary of home and identity in ten theatrical
productions. I arguethat, rather than being bound to a fixed home/land,Taiwanese
identity is mediatedin the spatio-temporaldifferencebetweenthe homesin the past
in China and the presentin Taiwan.
In addition, I examine the internal conflicts in present-day Taiwan that are
unfolded through stories depicting everyday life. The Taiwaneseconstantly travel
in and out of the presentlocality, and eachjourney in its own particularity touches
upon broader cultural politics of locating home identity. Probing the various
mannersin which thesechosenperformanceslocate Taiwaneseidentity, I evaluate
their achievement in presenting a multiplicity of theatrical possibilities and
alternative perspectivesof cultural reality that helps envision a 'new' 'diasporic'
understanding of homing through travelling, inhabiting shifting moments and
movementswhen/whereidentity is always being re-configured.
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Preface

This thesis addressesthe politics and polemics of Taiwanese identity in
contemporary theatre practice, examining the extent to which Taiwanese identity is
constituted in a dialectical relationship with Chinese cultural history in terms of its
mapping of notions of home. This theatrical scheme of mapping identity involves not
only a relative positioning of present-day Taiwan to the other space of a Chinese past,
but also a positioning to a self-differentiated Taiwan in the future. In the last thirty
years, Taiwanese identity has been an issue of debate in many cultural arenas such as
the grass-roots literature and Taiwan New cinema. However, critical discussions of
the role of the theatre in constructing Taiwanese identity remain scant. My research
project is thus motivated by, though not limited to, a particular 'national" cultural'
context. In this Preface, DAill sketch out the main themes and arguments that will
figure and develop in the following chapters.

My principle argumentposits that Taiwaneseidentity is negotiatedin a
by three cultural phenomena:cultural hybridity,
'diasporic space'char-acterised
spatio-temporaldisruption andhoming in travelling. Theseaxesare referencedin the
dislocatedexperienceof the Taiwanese,andthey are evidencedin contemporary
Taiwanesetheatrepractice.Due to sharedlinguistic and cultural backgrounds,Taiwan
has a closeyet difficult relationshipwith China which imposesan ideology of ethnic
nationalismupon overseasChinesecommunities.However,this overarchingChinese
identity is differentiatedby native consciousness
which evolvesfrom local cultural

Preface

2

in
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practices
In Chapter One, analysing two specific texts which seek to define the Taiwanese
theatre by an exclusive origin located in either Taiwan or China, I suggest that the
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subjectivity. In a post-colonial context, cultural difference is hybridised without
collapsing into essentialist identity defined by cultural purity and origin. I argue that
modem Beijing Opera in Taiwan exemplifies the operative dynamics of cultural
hybridity. In Chapter Two, I show how traditional Beijing Opera is appropriated in
modem Taiwan. Here, the process of modemisation breaks the serniotic closure of
Beijing Opera, in which I suggest an abstract space of China and a Chinese national
identity is imagined. To elicit a senseof Taiwaneseness, The Taiwan Trilqy,

a
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dramatisation
formulas
in
Opera
Beijing
the
of
applies
nativisation,
of
project
Taiwan's historical heroes. Their dedication to protect Taiwan from foreign intrusion
is
by
identity
Taiwanese
that
estranged
nevertheless
a
place-bound
evokes
Chineseness,internalised in the opera formulas that aesthetically unify the
performance style. This project thus highlights the hybrid dimension of Taiwanese
identity.

In addition to traditional opera,the essentialistconstructionof a Taiwanese
identity is alsopursuedin text-basedtheatre.The imageof Taiwan is wrought asa
utopia whereracial and cultural differencesarehomogenisedandhistorical
contingenciesare discarded.ChapterThreeoffers an analysisof two productions
(MundaneOiphan andLittle Town of Tanisui)that attemptto locateTaiwan in a
mythic time and space.Mundane 07phan ambitiouslyoffers a theatrical
reconstructionof Taiwanesecultural history. Taiwan is presentedas a multi-ethnic
community and infracultural differencesbetweenvarious ethnic groupsare
illustrated.In Little Town of Tanisid,Taiwan is representedby an ideal heritagetown
of Tamsui where a shared past incites nostalgia. In Tarnsui, the continuing
transmission of cultural customs and family values enables the construction of the
home-nation and cultural identity. But the temporal continuity and spatial enclosure
essential to the making of national space is problematised by the questioning of the
spatio-temporal limit of theatrical representation. Also, the singular national identity
in these two productions is destabilised by internal conflicts in the representation of
Taiwan. To fully account for the diverse complexity of Taiwanese identity, I argue it

Preface

is necessaryto investigate the past of migration and the subsequent experience of
dislocation for the Taiwanese that is interwoven and re-inscribed in the present.
Chapter Four and Chapter Five analyse ten productions by the Perfonnance
Workshop (Lovefor Peach Blossom Spring, The Island and its Otheý-Shore and
Chinese Comedy in the Late 21YhCentiny, Look no's

Cross-talking Tonight and The

Complete Vei-sion of Chinese Yhought (Cross-talk version) ) and the Ping Fong
Acting Troupe (Ratr-Mile Great Wall, Beying Opera: The Revelation and Can Three
Make It? Parts III, IV and JO.Chapter Four tackles the historicity in which
Taiwanese identity is produced. The past homeland in China, its history and cultural
tradition are examined with respect to their implications for the Taiwanese in the
present. I suggest that the present home in Taiwan is mapped in contingency with the
past homeland in China. In juxtaposition, differences from both places converge in a
heterogeneoussite, whose spatio-temporal dynamics I investigate through Foucault's
heterotopias. Not unlike the notion of third space, heterotopias privilege

incommensurabledifferencein a discursivespace,working againsthomogenisingand
centralising orders. Heterotopias invoke a transient space where all the adjacent sites
are simultaneously represented and also contested. Time in heterotopias is
heterogeneousas illustrated in Foucault's example of the Polynesian vacation village

whosereconstructionabolishestime, but the experienceof Polynesianlife in sucha
into
history
the
village compresses
entire
an enclosed site. As such, the temporal

division is disruptedbetweenpast andpresent,containedin the samesite of
heterotopia where the real (the present) space and the imaginary (the historical) space

encountereachother's difference.
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In a diasporiccontext,home is not a universalconstructbut has to be considered
in contingent historical cultural contexts. The diasporic Taiwanese move between the
in
in
home
Taiwan,
in
China
the
the
homeland
which
converge
same
and
present
past
identities
identity
The
Taiwanese
heterotopia
are
re-constituted.
where
original
site of
is not grounded in either place but is negotiated in a diasporie space where identity
bound to the essentialist ideas of race, nation and home is unsettled. This travel
between past and present enhancesthe understanding of the impossibility of having a
solid home within which a fixed identity is available for the Taiwanese as the past

homelandin China and the presenthomein Taiwan are constantlyand mutually
displaced. I finally argue that the Taiwanese are homing in travelling and their

identity is constitutedby this movement.
After discussing the polemics of identity in historical cultural contexts, the lived
in
become
Taiwanese
the
the
subject of concern Chapter Five where
experiences of
not only China in the past but also Taiwan in the present is denied as a home of safety
and stability. Chapter Five first presents the serial performances of cross-talk, the

Chinesecultural tradition framedwithin the beef-show,a commercialentertainment
representativeof Taiwanesepop culture. This Chinesetradition is displacedas the
cross-talk master(s) invited fforn China remains absent and the Taiwanese beef-show

hostsconductthe cross-talkunderthe shadowof Chinesemasters.The modem crosstalk performances proffer a thematic discussion of home in various formulations as
they appear in the refugee experience of people in China and Taiwan. The
Mainlanders having left China have yet to settle in Taiwan, whilst their hometown in
China has already changed from the past. The home7sin feudal China are already
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destroyedin an earthquake;the homesin modem China and Taiwan in conflation,
firmly
the
are
not
established.
nation
with
Theseformulations of home in China andTaiwan areprojected in disintegration,
disappearance
by
the
traditional
the Chinese
of
cross-talk
represented
echoing
The
Chinese
is
denigrated
the
authority
of
master(s)
constantly
and finally
master(s).
displaced by a local in Taiwan, which is framed as a culturally inferior place to
China. In these cross-talk performances, the Taiwanese move to the other spaceof the
Chinese master(s) but only to find no real master(s), no authentic cultural tradition or
original homeland is accessible there. The travel into the other space of China
transposesthem back to the beef-show restaurant, a metaphorical site for Taiwan that
is on the edge of total destruction and has a dubious future. A home-bound identity is
not secured either here or there. The 'disappearing home/land' is also the central
motif in Can Three Make It? Parts III, IV and V developed around the capital city of
Taiwan, Taipei where people lead a detached and anxious life. The Taiwanese have
split opinions regarding Taiwan asla permanent homebase. The young people are
eager to emigrate and the old people lack common or firm identification with Taiwan.
Near the end of each of these performances, events of destruction take place. Though
staged in a playful mode, these events blast the Taiwanese out of their safe homes and
seemingly drive them to an escapefrom the city. A spirit of homelessnesspermeates.
This escapefrom Taipei however, leads the Taiwanese back to the same city where
the home construct still keeps collapsing. Escape, it seems, does not result in another
home grounded elsewhere, but invokes a return to the same city that is marked by the
hope that it will be different from its present state. Chapter Five illustrates the manner
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in which present Taiwan fails to serve as a centre of belonging. The Taiwanese are
homing in travelling between the falling city in the present and its double in a better

future that is however alwaysdelayedin a theatricalloop of serial escapes.
I suggest that Taiwanese identity cannot be fixed by an invariable past in China
in
in
identity
is,
future
Taiwan.
Taiwanese
I
imaginary
argue,
constituted
a
or an

diasporicspacewherethe pastin China is re-inscribedin presentTaiwan, which itself
is re-consideredin differencesbrought out via self- escape.Suchescapeenablesa
further exploration of the internal differences within Taiwan. The diasporic
Taiwanese travel without a pre-determined destination. The wholeness of time/space
in the conventional meaning of home/land and its pre-ordained identity is fragmented
in travel, as movement interTupts the linearity of time and fissures the totality of
space.Home and identity for the Taiwanese are, therefore, mapped in the
configuration of movements through disjointed times and places; home is inscribed in

their experienceof dislocation,both mental andmaterial.Home in this diasporic
context pertaining to Taiwan emerges where the ontological forms of home
disappear, displaced by an act of homing through travelling.

Through its interrogationof identity in the diasporicperspective,my thesisraises
a new alternative to the binary options (pro-China and pro-Taiwan) heated by
political identity discourses about Taiwan. This alternative has an especially critical
as well as theatrical focus that is unique in the following ways. In terms of theatre
literatures in Chinese, books about Chinese classic drama almost all discuss either

aestheticvaluesor historical developmentswithin the operatictradition (Fu Gin 1995,
Zeng Yong-yi 1986, Zheng Chuan-ying 1995). For

ýe

two genres considered in this
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thesis,Beijing Operaand text-basedtheatre,there are booksdetailing the evolution of
Beijing Opera(Mao Jia-hua 1995)and its modernisationin Taiwan (Wang An-qi
1996),but noneyet examinethe role that modernisedBeijing Operaplays in the
identity.
books
Taiwanese
The
existing
of
abouttext-basedtheatre
constitution
how
its
development
Western
historical
aesthetics
or
colonisation
affect
and
examine
in
fiinge
(Chung
Ming-der
Shen
1994,
Qiou
1999,
Ma
terms
theatres
of
particularly
Kun-liang 1992,Yang Du 1994).However,no critical work hasbeenpublishedunder
the subjectof identity aboutwhat I view as the two 'major' playersin contemporary
Taiwanesetheatre,PerformanceWorkshop andPing Fong Acting Troupe, excepttwo
semi-biographicaldocumentsabouttheir artistic directors(Hou Shu-yi andTao Xiaomei 2003,Lee Li-hen 1998).Thesecompaniesare 'major' in the sensethat they
presentto a relatively large and steadyaudience,and their works are influential
cultural practices.Using mainly thesetwo theatrecompanies'work analysedin a
trajectory of Taiwanese
systematicfashion,my thesismapsthe heterogeneous
identity, and in this way attemptsto restorean importantpart of the theatre
historiographyof contemporaryTaiwan.
in the constitutingcontext of identity, my
In investigatingtheatricalperform_ance
thesistakesan inter-disciplinary approach,asrequiredby my researchmaterials,i. e.
the migration history and its consequenceof infracultural differencesthat inform the
productionof Taiwaneseidentity. Therefore,I apply the invigorating conceptsof the
diasporicin relation to hybridity andhomemappedin contingencywith travel. I
proposethis inter-disciplinaryresearchin order to fully addressthe complex natureof
Taiwaneseidentity, employingtheoriesof post-colcýnialism,
de-constructionaswell
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identity performed in theatre. By contextualising this work in the diasporic, my thesis
explores the dialectical dynamics of identity and theatrical performance from the
contingent perspective of the diasporic. Identity in the diasporic rubric is always in

flux, uprootedfrom a pre-determinedcentreof origin andre-inscribedin the routing
throughdifferent times and spaces.Taiwanesetheatricalperformanceis diasporicin
the sensethat the very enactment of representation necessarily causesruptures in
identity. Such identity relies on the mimetic reproduction of reality, which is always

refutedby the indetenninateprocessof theatricalsignification.
Although my thesisabidesby a firmly anti-essentialiststand,I acknowledgethat
strategic essentialism is sometimes required in specific situations to contravene
neo/colonial oppression or domination. However, such a strategy and its potent
political efficacy are not of direct relevance to Taiwan, where Han-Chineseness
though it tends to exercise an oppressive power, is constantly neutralised in multiethnic differences. This process is evidenced throughout the thesis. Limited by the
space of this thesis, I am unfortunately not able to discuss extensively the differences
marked by class, gender, sexuality, age and many other powers that I acknowledge
throughout the thesis are also constitutive of Taiwanese identity. As Taiwan is
inevitably absorbed into the network of globalisation, more and more indices of
difference arise and continue to unpack and re-configure the content of Taiwanese
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Mapping Out Diasporic Space

II

Chapter One
Mapping Out Diasporic Space

Introduction
My thesis aims to interrogate the construction of Taiwanese identity in a

theatrical context. I arguethat since Taiwan is an immigrant society where the
is
identity
is
located
Han
Chinese
Taiwanese
the
of
population
of
ancestry,
majority
in a diasporicspace.China has alwaysinsisted on its territorial right over Taiwan,in
spite of their formal separationfor more than half a century.However, although
Taiwaneseculture has evolved separately,Chineseheritage still bearsinfluential
marks on the construction of Taiwaneseidentity. The self-assignedstatusof China
asthe motherlandfor all the ethnic Chineseliving outsideMainland China is reified
throughthe cultural imaginary fabricatedin the popular media. Sincethe late 1980s,
the Chinesefilm industry has prosperedon the international market. In thosefilms
by the so-called fifth-generation directors' (ZhangYi-mou and Chen Keige among
others),China was delineatedasa totalisednation spacewhere ethnic solidarity was
coheredby a naturalisedlink betweenpeople and land asthe origin of life. Red
by Zhang Yi-mou is one well-known example.This unitary Chinese
Soy-ghuni
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identity geographicallylimited to Mainland China may exerciseoppressivepower
in
diasporas
Chinese
Hong
those
Chinese
and
such
as
overseas
communities
on
Kong andTaiwan. However, the notion of a Chineseidentity bound by one nation,
inhabiting
land,
for
the
ethnicity
and
one
account
common
cannot
possibly
sharing
diverselived experiencesof the overseasChinese.The question of the integrity of
Chinesenessis of coursecrucial in relation to the Taiwanesecultural production of
national identity. ChapterOne will discussthe mannerin which the native
consciousnesswhich developsin the cultural practicesof the overseasChinese
disruptsthe integrity of the Chinesenessdirectedtowardsracial and cultural essence.
Hence,the tension between Chinesenessand native consciousnessof Taiwan is
explieitly addressedin theatrieal eontexts.Analysing two texts by loeal seholars
(The Two WesternCurrents in Modern ChineseDraina, Ma Shen: 1994 and
Taiwanese Theatre and Cultural Transformation: Historical Menioiy and PeopleS'

View,Qiou Kun-liang: 1997)that seeka 'cleap-cut' definition of the Taiwanese
theatre,I hope to illustrate that both texts stressthe exclusive relationship of
Taiwanesetheatrewith either Taiwan or China. However, I will argue,through a
texts, that the nature of Taiwanesetheatreis
comparativeanalysisof theset-%vo
decentred,i. e. diasporic, as a consequenceof the unique socio-political history of
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Taiwan.
My central argumentis that Taiwaneseidentity is contestedin a diasporic
be
demonstrated
in
the
spatiality
of
which
will
anti-essentialist
my
space,
beginning
At
throughout
the
tbesis.
the
analysis
of my analysisI
performance
delineatethe transfonnation of Beijing Operain Taiwan, then I investigatethe
home-nation
in
text-basedtheatre.As manifest in
mapping
of
problematic
contemporaryTaiwanesetheatre,diasporic space,I will argue,is characterisedby
three distinctive phenomena:cultural hybridity, spatio-temporaldisruption, and
homing in travelling.
However, prior to examining the manner,in which Taiwan is mapped
theatrically, I will attempt to construct a conceptualframework defining diasporic
space,where I considerTaiwaneseidentity to be located. Diaspora, the migrational
phenomenonand its geopolitical and quitural implications, in my view, areresonant
with the formal dynamicsof diasporic space.Through investigating diaspora.
I
discourse,I suggestthat diasporic spacedefies the totalising spaceof nationhood,
openingonto an anti-essentialistspacewhich existsin the dialectic betweenthe past
and the presentof diaspora.Defining this term within the context of contemporary
Taiwanesetheatre,I apply Homi Bhabha'snotion of third spaceand cultural
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hybridity to the performancesof modernisedBeijing Opera.I then utilise Foucault's
ideasof heterotopiato map out a heterogeneousspacewhere real and imaginary
both
for.
is
illustrated
This
theatrically
accounted
are
space
as the
geographies
Taiwaneseengagethe spatio-temporaldisruption betweenpast China and present
Taiwan; both placesare mutually constitutedbut also deviate from the original.
Finally, moving outwards from the idea of identity as constitutedin historical and
cultural contexts, I arguethat the Taiwaneseare located in a stateof flux, that is,
their home and identity are configured in the movement of travelling through and
betweenplaces and spaces.
The Taiwaneselive on the border of Taiwaneseand Chinesecultures and
negotiatetheir identity through cultural differencesthat are combined yet set off
againsteachother.The conflicting dynamicsof cultural hybridity fracture the
pre-given identity that is bound by land, race and cultural tradition. This hybrid
dimension of Taiwaneseidentity will be illustrated in the modernisation of Beijing
Operain Taiwan. Beijing Opera and its internal Chinesenessis confronted in the
cultural climate of modem-dayTaiwan, which seeksto renovateChineseheritage.
Furthermore,the nativisation project of Beijing Operain Taiwan takes as its
premisethe configuration of a place-boundidentity basedupon portraying the
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Taiwaneseas a unified community fighting with one heart againstforeign intrusion.
This community is aestheticallyunified by operaformulas, which nevertheless
invoke a facet of Chinesenessthat jeopardisesthe integrity of the place-bound
Taiwaneseidentity. Consequently,a hybrid identity emerges,mediatedby cultural
differences.BesidesBeijing Opera,a similar intention to formulate an essentialist
Taiwaneseidentity is also expressedthrough anotherimportant genre,text-based
theatre.In the narratives of home (and its conflation into nation) as stagedin
text-basedtheatre,I will first demonstratethe problematic of a Taiwanesenational
identity built in an empty time and mythic space.Then, to fully addressthe
dislocation experienceof the Taiwanese,I will examinethe production of diasporic
spacein specific cultural and historical contexts.Through analysingthe theatrical
reconstructionof the reflugeestories in Taiwaneseand Chinesehistory, I hope to
illustrate that the Taiwaneseengagethe spatio-tempbraldisruption of both the
presenthome in Taiwan and the past homelandin China. I will arguethat the
Taiwanesethus occupy a heterogeneousspacewhere their identity is negotiatedin
the spatio-temporaldifferencesbetweenpast and present,and in two locations.
In this chapter,in order to elaboratethe conceptualfoundation of the thesis,I
will give a historical investigation of diasporafocising on its genealogyand
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and it conteststhe essentialistfonnation of the modem nation-state,that
domestic
territory confined within rigid boundaries.Diaspora arises
a
presupposes
as the other of the Nation, designatingan interstitial stateof existence,a spacein
betweencultures,where new modes of spatial affiliation and cultural identity are
developed.In diaspora,any definition of identity as attachedto the bounded
territory and singular national culture is problernatised.The work of StuartHall and
Paul Gilroy with particular referenceto black diasporawill be useful in this respect.
For, asin this thesis,in black diasporadiscourse,diasporaconstitutesan alternative
social spaceoutside the fixed bounda0esof the modem nation-stateand the
diasporic identity is constitutedas the effect of clashing cultural discourses.
Diasporic space,existing in an interstitial margin where cultures meet,has
beenanticipatedin post-colonial theory,especiallythrough Bhabha'snotion of third
space.Drawing on JacquesDerrida's notion of diff6i-ance,third spacefracturesany
fixed identity of nation asbound by an original culiure and singular eflinicity. Third
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secure
(1994), the enunciation of subjectivity in colonial discourseis unstable and
indetenninateas this enunciationas a processof cultural signification is mobilised
2.
difference
Bhabhapursuesthird spacevia the notion of cultural
in the economyof
hybridity. This heterogeneousspacearisesduring the 'time lag' where cultural
differenceis articulated in contention.Third spacehighlights the translational
understandingof culture and identity informed by the unsettledprocessof
signification. This is particularly relevant to the modernisedBeijing Opera
performancesin Taiwan where Taiwaneseidentity is negotiatedin contentionwith
Chineseheritage.
Besidesthe contentiousarticulation of cultural difference,Taiwaneseidentity
in the theatrecontext is also addresseqin the problematic of 'home' which is
mappedas a heterogeneoustime and spaceas a result of the collapse of the
spatio-temporaldivision betweenpast China and presentTaiwan. I will analysethis
notion of indeterminate geography through Foucault's heterotopia, a discursive

spaceof differencewhich can alsobe socially producedand located in real siteslike
museums,cemeteriesetc. Places,in both real and imaginary geographies,are
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This in-betweendimension of heterotopiasis revealing to the mapping of home and
identity as indetenninate geographynegotiatedin the intertwining yet antagonistic
relationshipbetweenthe past homelandand the presenthome as delineatedin the
selectedperfon-nancesof contemporaryTaiwanesetheatre.
Home in diasporic spaceis not a place constitutedby rigid boundaries,but is
configured through the movementof travelling through various times and placesin
cultural history. This chapterfinally seeksto engagea notion of travel in order to
map diasporic space.This theme of travel will be further explored in the final
chapterwhich explores the discursive significance of travel in a particular relation
to the alternativemapping of home in,a processof motion, which in my view
constitutesa poetics of diasporic space.Through travel, the diasporic subjectis
spatially dislocated and re-locatedthrough the encounterwith the spatial other
whose difference is constitutive of his self-identity.
Differentiating

Chineseness: an anti-essentialist view

I
In his historical research on diaspora that now has an international significance,
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Robin Cohenidentifies five categoriesof diaspora:victim, labour, trade, imperial
diasporas,
(1997:
Classic
Jewish
Armenian,
the
x).
such
and
are
cultural
and
forced
formed
labour
diasporas
of
victims
of
expulsion,
whilst
are
of
representative
indentured
during
Indians
British
The
the
people
as
colonialism.
extensionof
such
businessnetworks createsthe Chinesediasporasin south-castemAsia, and the
Caribbeanpeoplesillustrate how literature, music, and life styles coherethe
community of a cultural diaspora. However, in modem times, the diaspora
developed
have
and becomemuch more complex and diversified.
experiences
Admitting the arbitrarinessand ambiguity that any method of categorisationcould
induce, Cohen consciouslYexaminesthe possible overlap amongthesedifferent
categories.For example,the Chinesein different historical contexts have formed
labour and trade diasporas. Not onlY do somediasporascarry distinctive characters
of different categoriesbut also the terrn itself basbeen extensively appropriated.
Cohen'sbook mainly discussesthe Chinesein the categoryof trade diaspora,whilst
Taiwan is not discussedas a casein point of diasporabut togetherwith Hong Kong;
both arc quoted as examplesof "overseasChineseinprecarious situations" (ibid.:
92 emphasismine). The situation is precariousbecauseof China's claim of
sovereigntyright over Taiwan. However, the overseascommunity is consideredas
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diaspora
Considering
4).
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T6161yan
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the
of
complexity
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in its modem manifestations,it is highly difficult to reacha definitive model. In this
thesis,Taiwan is viewed as a location of culture that presentsunique cultural
'diasporic'
a
of
nature.
symptoms
The long history of Chinesemigration3indicates that the diasporic
before
long
in
been
Taiwan.
But
has
the
ethnoscapeof
absent
phenomenon never
the Chineseoutcastsexiled to Taiwan on a large-scalein the Ming and late Qing
Dynasty,aborigineshad inhabiýedthe island. Taiwanesescholarand historian, Chen
Fang-ming(1988) distinguishesthree featuresthat underline Taiwanesehistory.
Being geographicallymarginalised,Taiwan has always celebrateda tradition of
resistanceagainstcentral dictatorship, a history that consequentlybrings out the
desirefor autonomy and an opennessto foreign cultures throughout 400 yearsof
4.
colonialism Receptive to influences from China as well as foreign cultures,
Taiwaneseculture has long retained a hybrid aspect.The location of culture in
I
Taiwan takes place in an interstitial space between the homogenised centre of China

and heterogenisingmargin in Taiwan. Taiwaneseidentity, as I will demonstrate
through the analysisof theatreperformances,is midiated in a diasporic space
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the
and
stimulates
culture.
affected
its associatedpast that is re-constructedin imagination andmediatedin the 'situated
knowledge'of Taiwan. This mediateddiasporic spaceis manifestedin the
home
in
in
The
delineation
home
Taiwanese
the
theatre.
text-based
of
narrativesof
the presentis always underscoredby the Chinesepast which continuesto live with
the Taiwanese.
While political activists of the independentmovement demandedthat a pure
Taiwaneseidentity be re-discoveredand pressedfor a completebreak with Mother
China; othersinsisted on their 'thicker than blood'bond. Another faction proposed
5
China
'cultural
the umbrella term
as a convenientreplacement,under which
regional differencesof the overseasChineserisk being silenced.Taiwan as an
independentcountry seemsonly a futile slogan as this questionablestatusis
its
by
few
China
territorial
on
remains
adamant
countries
and
acknowledged
authority over Taiwan. Demographically speaking,Taiwan is composedof
immigrants from various areasin China who arrived in different historical periods.
However,the desireof the Taiwanesefor a collective identification has alwaysbeen
historical
in
different
identification
has
the
though
changed
present
centreof
periods.The target of identification in the history of Taiwaneseliterature changed
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different
to
times
accommodate
socio-political contextsof colonisation and
three
(Chen
Zhau-ying
1995,
You Sheng-guan1996).The Taiwanesehad
modernisation
beenidentified with pre-Communist China during Japanesecolonisationwhen.
Taiwanwas deemedas a province of China.At the beginning of the Nationalist rule
in the 1940sand 50s,Taiwan deemedasrepresentingChinapropi-e(in oppositionto
Communist China) was the centre of identification. From the late 1960s,Taiwan
has gradually been alienatedfrom the signifier of China and becomethe centre,of
belonging as an independententity since the 1980s.
China located on the other side of the Taiwan Strait, having never been
colonisedby foreign powers, retains a self-imposedcentrality. This is well
illustrated in the totalising landscapechartedin Chinesecinema during the 1980s.
Most of it describedeventshappeningto ordinary people in remote areas(often
poor and agricultural) and connotedan invisible nation (Communist China) to
summona full-hearted devotion, which helpedpeople transcendindividual
tragediesin life. Thus, ordinary men are transfiguredinto quasi-heroesthrough
working collectively for the ideal nation. In thesefilms, the vitality of China is
indicated as the cameraswoopsover boundlesslands of opulent agricultural
productivity. One exemplary sample is Red Soi-ghuni, a telling story of a woman's
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life at a winery in a remote village. In 1930sChina, a young woman is sentby her
father to marry an old leper who owns a winery. In the nearbysorghum fields, she
falls for one of his servants.When the masterdies, she and her lover take over the
invade
When
Japanese
the
and rule the area,they cut down the sorghumto
winery.
for
local
the
way
a
road;
community risesup andresistsasthe sorghumgrows
make
anew.
By utilising the point of view of the wonlan's grandsonas the off-screen
narrator,the important theme of genealogyis established.Her personalgrowth is
framed in wine-making by which the vitality of Chinesepeople is symbolisedfor
the survival not only of livelihood but also of nationhood.The film startsby
scanningthe sorghumfield where a love-making scenetakesplace, metaphorically
alluding to the myth of genesisin a Chinesecontext.A patchy field is clearedto
claim "a sacredplace for sacrifice" (ZhangYingjin 1994:3 1) where the mother
figure (the bride-to-be) lies on mother earth while the father figure looks up at the
blue sky. Human reproduction is metaphorically representedthrough the vibrating
sorghumleavesin the wind with practically no female body exposed.The female
body plays an important symbolic sign for the liberation of female desire (Wang
Yuejin 1991).In such a revealing moment, avoiding corporeality is perhapsless a
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the connectionof the sorghum-wineto strengthenthe labourers' fighting verve
againstJapaneseinvasion. Zhang Yingjin (1994) suggeststhat this film breaksthe
division betweenthe private (biological, obscenebody) and the public (agricultural,
productive community). Taking his view farther, I suggestthat thesetwo spheres
for
defending
fused
a notion of nationhood.The individual body in its collective
are
form rejuvenatesthe body of the nation.
Chinesefilm critic Chris Berry observesin the films by China's
fifth-generation directors, a common narrative where China signifies a coherent
nation while a more fractured identity appearsin Taiwan New Cinema6(1994:
42-65). Through an integratedreading of Jameson'scritical essays(1986) about
China's novelist Lu Xun, and a pioneering urban film of Taiwan New Cinema,
Tei-rofizei-7(1992), 1suggestthat Jamesonoffers a similar view regarding the
different formations of identity in China and Taiwan. In his erudite reading of the
'third-world' literatures,Jameson'sstrong Marxist standprompts him towards
making a problematic conclusion designating'national allegory' as the ubiquitous
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interpretation
is
by
literatures.
'third-world'
This
'all'
refuted
coercive
characterof
Aijaz Ahmad who eloquently explicatesthat varied social conditions and different
ideologiesunderlying the production of the third-world literatures seriously
illustrates
focus
(1992:
95-123).
Jameson's
Tei-jvi-izeisuch a
national
undermine
different third-world sociality in metropolitan Taipei, the capital of Taiwan.
Jamesonfails to locate the political unconsciousin a national format in Teiworizei-.
Instead,he detectsthe absence"... of any ostensibleworry about the natureof
Taiwaneseidentity, of any rehearsalof its very possibility" (1992:117). Shifting
from Jameson'sobservationregardingthe cinematic absenceof a Taiwanese
identity to the context of contemporarytheatre,I will arguethroughout this thesis
that Taiwaneseidentity is constructedagainstthe grain of a totalising national
identity as conceivedin Red Sorghum.
Red Sorghumis one example of the films by China's fifth-generation where
Hong-Kong born cultural theorist Rey Chow identifies "primitive passions"(1995).
Theseprimitive passionsdirected at China as a totalising signifier convey the
violence of "... Chineseimperialism vis-A-vis people who are peripheralised,
dominated,or colonisedby Mainland China culture, in placesasTibet, Taiwan, and
Hong Kong" (ibid.: 5 1). Similar to Hong Kong before 1997,Taiwan also facesthe
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imperialist discourseof nativism, completedin one pure ethnicity - the Han
Chinese.Chow (1992) proposesa strategyto un-leam colonial knowledge for Hong
Kong locals via a post-colonial self-writing basedon "double impossibility". Both
the root of pure Chinesenessand the hybridity of combining British and Chinese
heritagesare negatedin this discourse.Conducting a semiotic analysisof popular
like
how
Chinese
in
Kong,
Chow
Hong
the
a classictext of
root
emphasises
music
literature is decomposedand recomposedto reflect the "substanceof contemporary
city life in EastAsiaP (ibid. 162).The pop music that circulatesbetweenTaiwan,
Hong Kong and China underscoresa diasporic cultural network. And Chineseness
basedon the political manipulation of blood, race and soil is disintegratedin this
diasporic network where hybridity is not synthetic;but inscribed by the
indeterminatearticulation of cultural differences.
Cultural identity is not a matter of political administrationbut is implicated in
recognisablesetsof cultural practices.The cultural imaginary of overseasChinese
ideas
images
that are continually re-stagedacrossthe
and
consists
of
communities
form
diaspora
discourse
Thus,
Chineseness.
can
a
stablenational narrativesof
it
is
Chineseness
because
dominant
to
the
threat
not only the
culture
particular
of
voice of the different other but also the voice of hybridity. It disrupts the
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homogeneous nature of Chineseness, opening up a space of negotiation where

but
in
differences
form.
As
I
are
not
assimilated
a
re-articulated
mixed
will
cultural
illustrate later in detail, the ambivalenceof codedformulas in the modemised
Beijing Opera performances in Taiwan cultivates the possibilities of narratives

identities
are constantlyproducedand reconfiguredthrough appropriating
where
Chinesecultural tradition. The modem appropriation of the Beijing Opera
aestheticswhere the dominant discourseof Chinesenessis generated,hybridises
this discourseand reconfiguresthe notion of cultural identities as fluid and
heterogeneous.Thus, the effect of thesemodem operaperformancesis to challenge
the static statusof any fixed national cultural identity whereasChinesenessis
re-inscribedthrough "the catachresticmodesof its signification, the very forms of
its historical construction." (Rey Chow 2000:18)
I have explicated that Chinesenessis not a monolithic given but an open
signifier whosemodes of signification are reconsideredin differencesproducedin
the cultural historical reality of diasporaand overseasChinesecommunities.The
history of colonisation and modernisationin Taiwan challengesthe inunutable
content of Chinesenessgroundedin the essentialistconstructionof ethnicity and
culture. Taiwan in its local context producescultural differencesthat problematise
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Chineseheritage asthe invariable origin. This cultural difference in contentionwill
be further investigatedin ChapterTwo where modem Beijing Opera in Taiwan
fracturesthe serniotic enclosureof Beijing Operaand its inherent Chineseness.
Negation of Chinesenessis not a total denial of Chineseorigin but an articulation of
the difference subsumedinto the totalising Chineseidentity under one race,one
civilisation, one people and one nation. Taiwaneseidentity is mostly defined by the
inability to articulate a stableidentity asit is constitutedin a clash of differentiating
discourses.In the following analysis,I presenta debatewhere the diasporic nature
of Taiwanesetheatreis underscored.

Defining Taiwanese theatre: a diasporic perspective

I have located abovetwo establishedacademictexts (Ma Shen, 1994and Qiou
Kun-liang, 1997)which attemptto clear a field for the Taiwanesetheatre.Ma's text
8
'spoken
drama'
Taiwan's
the
transitional
text-based
theatre
to
stresses
relation of
initiated in China long before 1949,when Taiwan was officially separatedfrom
China. Qiou's text accentuatesthe local cultural practice for which the 'local'is
strictly defined by its bond to the land in Taiwan. Ma mainly dealswith text-based
productionsin the institutionalised theatrewhile Qiou writes about a wider rangeof
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Turner's social drama (1982). Comparatively speaking,Qiou's theatre is widely
dispersedand has more intimacy with the everydaylife of the locals like the ritual
practicesin the country area.There is a tension betweenthesetwo texts: the gap
betweenthe 'elite' high culture and 'popular' folk art. Spokendrama is praisedfor
its 'intellectual' content in contrastto the 'vulgar' entertainmentthat folk art is said
to provide. Despite the abovedifferences,both texts expressa similar desirein
naming a pure and exclusive origin for the Taiwanesetheatre.On the contrary,I will
arguethat Taiwanesetheatreis, in my view, essentiallydiasporic.
'Indigenous' aboriginal ritual performancesexisted long before the Han
Chinesemoved to Taiwan. Early Chineseimmigrants brought folk art such as
Che-gufrom their hometownsalong the coastlineof China. Before the Nationalist
Party announcedits rule of Taiwan in 1949, someBeijing Opera as well as spoken
dramatroupesfrom China gaveperformancesand incited generalinterest among
the locals. The history shows that Taiwanesetheatrehad engagedin interchanges
with Chinesetraditional theatredue to sharedlanguagesand cultural background.
But after 1949,the political opposition betweenTaiwan and China largely reduced
the frequencyof such theatrical exchanges.Taiwan has since then developed
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differently from China in both traditional (operatic) and modem (text-based)
theatres.
In Ma Shen's(1994) study on Chinesemodem theatre,1949servesasan index
of periodisation of spokendramain Taiwan that henceforwardhad a different
developmentto China. The initial developmentof text-basedtheatrein Taiwan was
dominatedby the practitioners who camefrom China with the Nationalist Army.
Ma's historiography underscoresthe ideology of the Nationalist regime, which
eagerlyretained the cultural link with China meanwhile degradingTaiwanesefolk
art such as the native opera, Gezaixi. In this ideological climate, the contrast
between'native'opera and 'modem' spokendramawas highlighted. Spokendrama
regardedasa sign of Westernisationhad the positive connotationof being 'modern'.
This specific opinion of spokendramawas imposed by the intellectuals and the
ruling classmostly composedof Mainland Chinesewho camewith the Nationalists.
Identified with China as the motherlandto return to, the Nationalist regime's
scheme of maintaining 'national' culture in Taiwan focused on promoting Beijing

Operaoriginating in feudal China. To the Nationalists, Beijing Operarepresented
'authentic' Chineseculture which Taiwan as part of China also belongedto.
Regional operasor folk art in Taiwan were consequentlymarginalised.
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Ma Shen's(1994) principle argumentis that 'Chinese' theatrehasbeen
Westemisedtwice. The first Westernisationtook place in the last phaseof Qing
9,
be
Fourth
Movement
1919
May
Dynasty or to more precisearound
as part of the
for
Chinese
Westernisation
thorough
of
a
societywhere the traditional
which called
by
blamed
for
its
Chinese
Defeated
West
the
the
then,
corruption.
was
culture
intellectuals were suddenlyforced to recognisethe excellenceof the scienceand
democracyfrom which it was believed that the West had gainedits power. This
crevolutionary'spirit spreadinto the realm of culture where a vernacular style of
writing was advocatedto replacethe classic style. Thus, spokendrama that used
colloquial languagewas promoted in order to modernisethe sing-and-danceopera
tradition inherited from feudal time. The secondmodemisationin Ma's
historiographyreferred to the Little TheatreMovement in the 1980swhen Taiwan
insteadof China moved to the centralstage.At that point Taiwan's theatre,
influenced by the aestheticchangesin Westerntheatre,revolted againstthe realist
tradition. This time, Taiwanesetheatrepractitioners went overseasand learnt
in
local
training
that
they
systems
of
acting
consciously
applied
specific

performancesupon their return.
Ma delineatedhow different historical conteXtsaffectedthesetwo occasions
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I
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separately.
suggest
of
that Ma's historiography placesTaiwanesetheatrein the genealogyof Chinese
theatre,in arguing that "[flhe theatrein Taiwan played a herald role in the second
Westernisationof Chinesetheatre as a result of history" (emphasismine, 320). Ma
gives full attention to spokendrama in Taiwan, while the operatic tradition like
Beijing Operaor the native operasof Taiwan were only mentioned as a cultural
background.However, he notes the 'Chinese' impact of traditional Beijing Opera
on spokendrama in Taiwan especiallyin the ground-breakingperformanceof the
Little TheatreMovement, TheNew Matchfor Hei,%.
the
adapted
which
narrative
-zu,
of a Beijing Opera episodeand the stylistic operatic gesturesand moverpents.
Taking the participant-observerposition in anthropology,Qiou Kun-liang
(1997) provides a quite different historiography from Ma's to define the Taiwanese
theatre.He claims that the 'authentic' Taiwanesetheatreoriginates from religious
rituals and folk performancesthat have been commonly practisedin many regions.
Qiou seesTaiwanesetheatreashaving strong connectionswith the land, people and
their everydaylife in Taiwan. His book expoundsthe criticism that cultural
practicesimmersedin the everydaynessof the Taiwanesepeople are marginalised
by the elite classof Mainland Chinese.The habitual attachtnentof this classto
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Chineseculture preventsit from acknowledgingthe significance of folk art and
developed
from
the native 'soil' of Taiwan. Qiou's book directs our
that
are
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to
this
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yet
often
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aspect
of
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attention
constructingforces of situatedknowledge and life experiencein the location of
culture, where a distinguished 'Taiwaneseness'could be evoked. Qiou's stresson
Taiwaneseness
regretfully claims an exclusive ownership of Taiwanesetheatre.In
his problematic remarksbelow, the intention of excluding both Chineseand
Westerninfluences from the constitution of the Taiwanesetheatreis striking. For
Qiou, it is clear that after 1949,
Taiwanesetheatrerefers to the regional theatressuch as Luan Tan,
puppet theatreand Gezaixi... while Beijing Opera,other regional
operasfrom Mainland China and spokendramabelong to Mainland
Chineseand the intellectuals

(16)

Although he then amendshis position to concludethat Taiwanesetheatreshould
include all the theatregenreslisted here,he expresseshis discontentthat most
theatreresearchesfocus only on Beijing Operaand spokendrama (26-29).
Furthermore,in a tone of dissatisfaction,he points out that researchon Taiwanese
theatrehasbeen conductedfrom the restricted historical perspectiveof the Chinese
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theatre,which as I pointed out aboveunderlinesMa, Shen'sresearchapproach.
The paragraphabovemay be an over-reactionto the militant intervention of
the Nationalist regime to canoniseBeijing Operaas the 'authentic' theatretradition
in Taiwan. But Qiou's personalbackgroundas a Taiwanese-nativegrowing up in
Ilan (whereGezaixi, Taiwan's most popular operamatured as an independentgenre)
his
is
limited
'authentic'
'Taiwanese'
to the vernacular
theatre
explains
why
also
culture of Taiwan. But he precludesthe fact that besidesBeijing Opera and folklore
for
Operalo,
Hakka
he
theatres
thriving.
there
are
other
performances prefers,
exampleis one of them. Another prominent exampleis the ritual performancesin
inhabitants
the
communities,
oldest
of Taiwan. To constructa
various aboriginal
pure Taiwaneseness,Qiou setsup a conceptualbinary where not only Chines&
heritagebut also the multi-ethnic culture in Taiwan is deliberately overlooked.This
for
fix
definition
his
intention
the 'Taiwanese'
to
reveals
a
origin
essentialist
pure
theatrein opposition to the 'Chinese' origin imposedby the Nationalists through the
canonisationof Beijing Opera.Ma and Qiou's rather different texts prove mutual
insufficiency in dealing with the infra-cultural as well as intercultural differences
that infiltrate the historical developmentof Taiwanesetheatrewhose complex
natureis, in essence,diasporic.
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Examining theatrehistory by linear continuity, Ma highlights Chineseinfluence on
text-basedtheatrein Taiwan ashe situatesthe latter in the genealogyof Chinese
theatre.In this problematic positioning, Chinesetheatreis posed as a sourceof
originality, although Ma's book doesat least acknowledgethe 'different'
developmentof spokendrama in Taiwan.
Spokendrama from the West was introduced in Taiwan receiving not only
Chinesebut also Japanesemediations (LU Su-shang1991, Qiou Kun-liang 1992
andYang Du 1994).Though noting the Japanesemediations, Ma Shen's
China-orientedresearchfocusesmore on the Chineseconnection.In contrast,Qiou
seeksan exclusive definition of the Taiwanesetheatrewhich longs for cultural
independenceof Taiwan from Chineseheritage;he thus deemsspokendramaa
privileged genreof the Mainlander Taiwaneseand thinks it is not so much
connectedwith Taiwan and its people.Thesetwo texts illustrate a dialectical
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tension
these
two
which
are
nevertheless
oppositional
engagedwith eachother in the historical developmentof Taiwanesetheatre.Both
Qiou andMa try to locate the subjectivity of Taiwanesetheatrein a specific place as
a singular cultural origin endowedwith absolutistvalue. But I will arguethat it is
impossible to obtain a stable cultural identity of Taiwanesetheatrein a diasporic
statewhere the essentialistconstructionof any origin is inevitably problematised.
In the abovedebateon defining the Taiwanesetheatre,I show the problematic
of defining Taiwanesetheatreby the essentialistnotion of cultural origin. This
debategives a diasporieperspectivein relation to the differentiation of dominant
Chinesenessby native consciousnessof overseasChinesecommunities as I
outlined earlier. In this chapter,I hope to map out a diasporic spacewhere I see
Taiwaneseidentity asbeing negotiated.I will bring out the implication of the
'diasporic'via an analytical examinationof the sociality in diaspora.Diaspora
reflects a disseminatingculture which rejects any designatedcentre or origin,
testifying an anti-essentialistspaeewhere identity formation is serutinisedin
relation to history, nation, homelandand cultural difference, all of which are
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important propositions in my investigation of Taiwaneseidentity, as mediated
through contemporarytheatrepractice. Below, I explore the social phenomenonof
diaspora.first through tracking its genealogy.

A genealogy of diaspora

Etymologically, the word diasporacombinesthe Greekverb speiro and the
dispersion
from
dia,
the
to
signifying
a
meaning
sow
over,
state
of
preposition
origin. The familiar application of diasporarefers to Jewish exile. The positive
is
in
however
in
the
the
to
elsewhere
reversed
act of scattering grow
meaning
Jewish context to imply the traumatic experienceof ethnic expulsion. The
Annenian is anotherclassic diasporaassociatedwith atrociousethnic absolutism.
Diasporais, from very ancienttimes, chargedwith a strong political resonancethat
addressesthe complicity amongnation, race, and space.Although diasporain the
dispersion
its
in
forced
the
certain
race,
meanings
of a
classicalcontext signifies
modem times arerather stretchedasthe moving pattern of people and configuration
of community is complicatedby the global phenomenonof high-capitalism and
by
facilitated
The
advancedtechnology,
global
mobility
post-colonialism.
de-colonisationand rapid and large capital flows in a free world market sincethe
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1960senabledthe emergenceof various forms of diasporaincluding expatriate,
immigrant, exile, overseascommunities, and refugeegroups or individuals.
Diasporanow canbe usedto refer to for example,the hish immigrant community in
America as well as the expatriatesof intemational firms all over the world.
Diasporahas becomea "metaphorical designation", expandedso widely as to
representa segmentof a people that lives outsidethe homeland(William Safran
1991: 83). The loose definition aboveseeminglysidesthe diasporic with the figure
of the nomad,hailed by somepost-modemtheorists,who adom this figure with an
indefinite subject configuration. But, this definition ignores the crucial fact that
diasporais always historically contextualised. I will not attempt to look into the
specific historicity of different diasporasthat is beyondthe parametersof this thesis.
In this thesis,through investigating into the genealogyof diasporain its
evolutionary context, I will demonstratehow the constitution of nation and culture
as a natural and stable given is critically questioned.My investigation reconsiders
the conceptof national cultural identity and its problematic link with race and land,
which is contingent on my discussionof Taiwaneseidentity negotiatedin
contentionwith Chinesenationalism connotedin the pasthomelandin China andits
related cultural memory.
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In the founding issueof thejournal Diaspora, the term is defined as "an
alternative cartographyof social space",proliferating in the infranational and
transnational movements (Roger Rouse 1991: 12). Diaspora exists as alternatives to

the nation-statefrom which evolvesnew forms of collectivity. The nation-state
in
in
its
Europe
18'h
the
modem
and
arose
century
establislunentrelied on the close
and unproblematic ties betweenethnicity, territorial right and nation. Nationalism,
which flourished along with the modem nation-state,helped the emergenceof
EuropeanImperialism, under which the colony was constructedas the different
other excludedin the distance.In Imagined Communities,Anderson (1983) shows
how the essentialistnation that was deemeda primordial given is discursively
constructed via collective imagination. By ways of religious power or racial lineage,

Anderson explicateshow nation is imagined in classictimes. Furthermore,in
establishingthe link betweenprinting. capitalism and the rise of novel-writing,
Andersonillustrates the 'modem" cultural'way of imagining a homogenousnation.
National spaceis imagined through media, like newspapers.Thesemedia bear the
mark of the clock time that co-ordinatespeople in different times and placesinto a
simultaneoustime of the Nation. In this time, the individuated difference of lived
experienceis conditioned into sameness.The associatednational identity is thus
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'real'.
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as
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and
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Anderson exposesthe constructedand imaginary nature of the essentialist
is
there
the
constructivism,
and
under
scope
of
no entity of essencethat can
nation,
be identified as immutable and transcendentalhuman nature.Essenceis historically
difference
discursively
it
is
defined
in
to
a
notion
relation
and
produced;
constructed
producedin the social historical contexts.Anderson makesclear that nation, a
discursive construct,is formed in the public sphere,collectively imagined and
coheredasa stablewhole. This imagined community is transmitted through various
individual's
for
belonging
The
the
circulating
among
cultural products
public.
need
is integratedinto a unified nationhood.This collective identification with the
abstractspaceof nation is in a singular format premisedon the full presenceof a
thing calledNation. The presenceof Nation is imaginary and paradoxically built on
the ontological absenceof the thing. This full presenceof Nation is sustained
through synchronoustemporality and abstractspatiality artificially imposed
through the cultural imaginary, overriding individuated differences.
Along with EuropeanImperialism, this abstractidea of nation was spreadout
to the distant colonies.After the colonies gradually gainedindependencein the late
19'hcentury,the old hierarchy in the binary of the Euro-centreversus the colonial
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flow
in
destabilised.
Capital
in
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results
was
global
an accelerated
margin
immigration from the old coloniesto the first world metropolis where the absolutist
fon-nationof nation defined by geographicalborders and racial essenceis brought
into question.Furthermore, advancedtechnologiesof communication and
transportationprecipitate cross-culturalexchanges,which causechangesto the
cultural morphology in both local and global planes.Various forms of solidarity
developbeyond geographicalbordersbetweennations and cultures; diasporais one
distinctive example.
Becausediasporais generalisedto describeall forms of human movements,
many discussionstry to raise a clear definition. Most of them mark the distinction
betweenmodem diasporasalong the lines of colonialism and capitalism, both of
which trigger a large systematichumanmovementon a global scale.Robin Cohen's
book on diaspora(1997) provides a preliminary typology by looking into the
historical developmentsof someexemplarydiasporas,but this typology encounters
its limits in grappling with the constantly changingconstitution of diasporain
different historical contexts.Cultural anthropologist,JamesClifford in his
influential essayalso views it asimpossible to define diaspora"either by recourseto
essentialist features or privative oppositions" (1994: 3 10). He instead investigates
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the diasporisingconditions of diasporasand boldly declaresthat most communities
in the 20ýhcentury are saturatedin the global phenomenonof diaspora.
Although it is almost impossible to reach a resolutedefinition, there are some
commonly sharedcharacteristicsamongdifferent forms of diaspora.Modem
diasporais mostly associatedwith a community that is physically displaced(by
force or by choice) and caughtin betweencultures. It presentsa highly complex
cultural landscapewhere new subjectpositions are producedand this further
complicatesthe over-determinedprocessof identity formation. I would agreewith
Clifford in his insight about the difficulties of defining diaspora,which cannotbe
done through a simple act of exclusive comparisonwith the classic diaspora,as
diasporais constantly re-inscribed in changinghistories. The notion of diaspora
agitatesactively againstthe essentialistthought of setting borders and creating
categories,the basic premisebehind any definition that is hard to achievewithout
exclusion through clean-cutborders.I suggestthe attempt to define diasporais
anti-diasporic as it brings to the fore its internal dilemma. Diaspora defies
essentialistdivision, as in the modem nation-statedefined by geographicaland
cultural borders.Diaspora discourseproblernatisesnational spaceand unsettlesits
recognisedtotalising identity, the thematic concernin my performanceanalysesof
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in
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theatre
the subsequentchapters.
contemporary
To fully explore diasporaas a cross-culturalphenomenon,it is important that
diaspora
be
in
historical
it
is
the
context
where
examined
specific
produced.in
each
th
in
inunigration
Taiwan,
Han
17
the earliest
the caseof
of the
century
people the
in
fainine
in
China.
It was a voluntary act
to
the
escape
poor
southern
provinces
was
to look for a better chanceof survival, not a forced dispersalas in the classic
diaspora,nor a purposeful act to extendthe businessnetwork like in Chinesetrade
diasporas.The last wave of large-scaleHan immigration to Taiwan arrived in the
late 1940sas a consequenceof the ChineseCivil War (1945-1949).Regardingthe
driving force of capitalism in creatingdiasporas,Taiwan has been industrialised
rapidly since the 1950sand played a major role in the prosperouseconomicsof the
Asia-Pacific region from the 1980s.SomeTaiwanesehave immigrated to North
America, Australia, etc but their motivation is not so much about financial gainsbut
the anxiety over the unstablepolitics of Taiwan under the threat of China's 'military
liberation'. In terms of colonisation,the Dutch left no influential marks of European
legacy. The influence from the recent coloniser, Japan is more obvious but no

emigration was induced as a consequenceof colonisation.Although separatedfrom
China for a long time, Chineseculture has exerciseda deepimpact on Taiwanese
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in
China
is
increasingly
1980s,
After
the
the
reform
an
economic
playing
culture.
important role in the world economy.The recentrapid rise of Chineseeconomy
attractsforeign capital including that of Taiwanmeanwhile stimulatesmore cultural
between
Taiwan and China. Becauseof this special socio-political and
exchanges
economicbackground,it is difficult to place Taiwan comfortably in the neat niche
of either post-colonial nation, classic or modem diaspora.
The Taiwanesesharewith many people in diasporasthe experienceof
dislocation, collective memory about the past, nostalgiatowards the homelandand
also anxiety about making a home somewhere. Therefore,insteadof pigeonholing
Taiwan as a Chinesediaspora,I will alternatively pursuethe engagingrelationship
betweenTaiwaneseidentity and diasporadiscourse.I will mobilise the term,
'diasporic' becauseit covers a wider rangeof diasporaexperiencesand doesnot
take on the impossible task of distinguishing for example,betweenthe modem and
classicdiasporas,or betweenthe refugeeand the exile since they overlap at many
points. The Chinesenationalism that Taiwan facesgains its currency from the
problematic natural link betweennation, land and race, a key issue in diaspora
studies.In diasporadiscourse,I suggestthat an anti-essentialistspaceis enhanced.
And the diasporic identity negotiatedbetweenthe homelandand the presentlocality
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is resonantwith Taiwaneseidentity mediatedin memories about the past homeland
in China. To investigate the notion of the diasporic, I now move on to a critical
discourse,
in
black
diaspora
space
opened
up
of
anti-essentialist
analysis
Gilroy.
in
Stuart
Paul
Hall
the
and
evidenced
work
of
particularly as

Nation, culture, and the diasporic identity

The work of two diasporatheorists in British cultural studies, Stuart Hall and
Paul Gilroy examinedbelow illuminates the alternative social spacethat black
diasporastakesout and how its spatial dynamicsaffect the constitution of diasporic
subjectivity. In "ThereAint No Black in the Union Jack" (1987), Gilroy reacts
against the political conflation of nation into a singular configuration of racial

different
in
in
by
he
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1960s.
the
that
the
observed
exclusion
of
others,
purity
His next major work, TheBlackAtlantic (I 993b) has an ambitious aim to theorise
the diasporic consciousnessin the analytical context of modernity. The dominant
force of TheBlackAtIantic is generatedfrom the slave ships that circulated in the
Atlantic region where there is a circulation of black vernacularcultures. TheBlack
Atlantic delineatesan imaginary spacewhere the differencesarising in the routesof
the travelling cultures are assimilatedin a creative fashion insteadof being
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homogenisedby the common root as invoked in Pan-Afhcanism. The privileged
in
black
is
fixed
Affica
in
time
problematised
and spaceof pristine
origin a
diasporaswhose constitution highlights the ruptured historical time and fragmented
by
it
is
Gilroy
Pan-Afficanism
as
generalised
mainly
space.
criticises
social

Aftico-American intellectuals to apply to all black people, arguing for a diasporic
subjectivity that is informed not by "where you're from" but by "where you're at",
not by root but by route (I 993a).
This Affican-centred Pan-Africanism relies on the invocation of a pure and
stablepast in ancientAftican civilisation. But this recourseto the idyllic homeland
tendsto bypassesthe historicity of slave oppression.To Gilroy, this bypass
overlooks the fact that the once traumatic experienceof slavery has alreadybeen
transformedand becomea positive force in eliciting the black diaspora
in
Gilroy
that
the
ethnic
absolutism
connoted
consciousness.
argues
Afro-centralism works in complicity with the Westerndiscourseof modernity that
stressesa linear progresstowards enlightemnent.Gilroy reformulates such
historical
ingrained
in
European
temporality
whose
modernity
progressive

by
in
is
disrupted
the
temporalities
produced the slave experienceof
continuum
diaspora.This experiencethat exists in the cracksof modernity is uprooting as the
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black slaveswere forced to leave homesin Affica but it is also re-assuringas this
for
developing
a
common
ground
affiliations amongthe
provides
sharedexperience
dislocatedslavesin diaspora.
TheBlackAtlantic tracks the genealogyof music forms like reggae,soul and
hip-hop that evolve in historically specific routes.As African music traditions
travel in the black diasporanetwork, they incorporateregional differencesand
changeaccordingly.The African cultural root is transfonned during this processof
black
identities
diasporagain a
both
Affica
the
the
of
and
routing and as such,
performative perspective.Thesemusic traditions in repetition elicit the 'changing
same'that for Gilroy can compensatefor the agonisingsplitting of the 'double
in
is
black
"this senseof always
Du
Bois's
words
consciousness'of
people, which
looking at one's self through the eyesof others,..." (1994:2). In Vie Black Allantic
the African root is no more fixed in an imaginary spaceof primitive civilisation but
is displacedin the routing processduring which cultural traditions are enactedin
difference.Through envisioning a black cultural networking in the Atlantic region,
Gilroy problematisesthe imposed natural link betweenterritory, kinship and
identity. He makes it explicit that the fractured history of modernity and the
fundamentalambiguity of historical time is cruciito the formation of diasporic

48

Mapping Out Diasporic Space

identity that is no longer defined by the singular notion of ethnicity that transcends
different times and places.For Gilroy, ethnicity cannotbe reducedto a single
bloodline and is "an infinite processof identity construction"(1993b: 223). Tbus,
ethnicity like identity is over-determinedin nature.This anti-essentialist
theorisationof identity and its attendantevolving notion of ethnicity is also
consideredin Hall's "new ethnicity" where the teleological link between ethnicity
and identity is problernatised.New ethnicity is a form of discursive representation
that contextualiseshistories, languagesand cultures that are also discursively
constructedin specific yet different times and places(Hall 1992).
Gilroy's diasporic identity is in constanttransformation, engagedintimately
with the traumatic past of slavery,a past that is repositionedin the presentwhere it
takeson a different positive meaning.Also discussingblack diaspora,Hall
highlights the hybridity of different social presenceswhether cultural, ethnic or
political and eachis intertwined in eachother's constitution. VAfile Gilroy tries to
elicit a continuing samenessfrom a changingand sharedpast for the black people,
Hall alsoreturnsto an Africa that although also situatedin the past is alreadytainted with 'profound discontinuity'. In contrastto Gilroy's indulgenceof the original
slavery legacy,Hall takesprecautionsin invoking

ýfiica

as the immutable origin,
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focussinginstead on the contemporarycondition of Aftica. However, both
illuminate the configurations of diasporaby discursivepolitics that operateon and
changethe constitutions of community, culture, memory, time and space.
Hall statesthat every subjectis enunciatedfrom a certainposition like his own
from the Jamaicandiasporain London (1990). For Hall, Africa is the homelandto
which the Afro-Caribbean can never go back no matter how much symbolic power
it may evoke.For Hall, the Afro-Caribbean diasporic identity is informed by at least
Aftican, European,New World (American) presences.Theseformer two presences
and their intertwined histories of creolisationand assimilationmark the New World,
a presencecharacterisedby narrativesof displacementand transformation that
constitute"the infinitely renewablesourceof desire,memory,myth, searchand
discovery" (1990: 236). For Hall, it is diaspora.that definesthe nature of Africa not
the opposite way around. The heterogeneity in the present diaspora re-configures

the African presencethat originally constitutesdiaspora.Gilroy on the other hand
gives priority to the slavery past and arguesthat this traumatic experiencehas
alreadybeentransformedafter the primary j oumey of slavery ships. How the ,
historical past has transformedand defined the presentin diasporais Gilroy's
concemwhile Hall stressesthe immediate reality of diasporathat is closely
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involved with the historical past which is alreadyheterogeneous.
Both diasporatheorists defy the oppressioninherent in the essentialist
constructionof nation, ethnicity, and identity associatedwith a homogeneoustime
and an abstractspacein Africa. They anatomisetheseessentialistcategoriesin the
specific contextsof now and then in black diaspora.The imagination of a mystical,
pure and homogeneousAfrica originates from nowherebut a place void of historic
specificity. The static spatiality of a transcendentalhomelandis problematisedby
the diversified experienceand fracturedhistoricity of black diaspora.The diasporic
identification has a referencepoint in the pastbut it doesnot come with a pre-given
identity. The above investigation of black diasporasuggeststhat the diasporic
subjectforms affiliations acrossgeographical,national and cultural bordersandthe
diasporic identity is negotiatedin the spatio-temporaldisruption betweenpast and
present,here and there.
Despitetheir different modes of deploying the past in Africa, Gilroy and Hall
neverthelessset in motion the spatial dynamicsof presentdiaspora.Their works
underline the critical role of cultural difference in the constitution of diasporic
identity. Hall regardsthe diasporaexperiencein the Afro-Caribbean context as
defined by "a conceptionof 'identity' which lives with and through, not despite,
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difference;by hybridity"(1990: 235, emphasismine). The diasporic subject
identity
is
a
space
of
overlapping
cultures
and
constantlyproducedandreoccupies
producedby the 'changing same',samenessout of difference.For both theorists,the
diasporic identity is prescribedby the notion of hybridity, a key critical term that is
further developedin Bhabha'spost-colonial theory that addressesthe polemic of
difference,which I will discussbelow in this chapter.
Gilroy and Hall use different cultural products to demonstratetheir
conceptualisationof diaspora;pop music and black cinemahave their individual
historical backgroundsand different systemsof representingthe diasporic subject.
Therefore,the theorisation of diaspora.varies circumstantially with the chosen
medium and its particular mechanicsof representation.In Gilroy's formulation, the
tradition of black music making such asjazz has a principle feature of antiphony
(call-and-response)that blurs the separationnot only betweenmusiciansbut
betweenmusicians and audiences,and facilitates the incorporation of the living
diversity of black diaspora.In this sense,music becomesGilroy's powerful tool in
illustrating how black vernacularcultures successfullycombine aestheticsand
politics. In Caribbeancinema,Hall identifies a defining theme of movement and
migration. He further suggeststhat black cinemais not a mimetic reflection of what
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is alreadythere but 'a form of representation'by which new subject identities are
(1990).
Kobena
Mercer (1988) explicateshow thesenew subjects
constituted
emergecinematically through 'the critical processof dialogism' drawing on
Bakhtin's literary theory.New black cinemain England rejects the mimetic
representationof some lost origin, or the past 'out there', with an assumed
objectivity. Instead,in delivering the collision of culturesandhistories, it engagesin
an open dialogue with the dominant cultural discoursewhilst it investigatesthe
internal difference of the diversified black communities.The subject of my thesis,
contemporaryTaiwanesetheatre,considersthe diasporic experienceof the
Taiwanesein the narrativesof mapping Taiwan ashome that I will analyselater.
Examining the extent to which the ambiguoustemporality and spatiality of
theatricalperformanceaffects the mapping of Taiwan and its home identity, this
thesis contributes,in a different way, to understandingthe dialectics between
diasporaand identity.
The aboveinvestigation of black diasporaindicatesthat diasporahasbeen
deeply entangled in geopolitics for a long time. It portrays an in-between

community whose spatiality problernatisesthe essentialistspaceof nation
diasporic
by
The
territory
prescribed exclusive
and singular culture.
subject
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diaspora
boundary
between
the
transgresses
and
nations
and
cultures
constantly
foregroundsthe instability and productivity of social space.To engagequestionsof
diasporais to focus on the instability of the signs of national cultural identity and
the conceptualisationof the homeland,mother country and cultural tradition. The
diasporicTaiwanesenegotiateidentity in betweentwo cultures; cultural tradition
from the past in China is continued in the presentwhere it is transformed.In my
thesis,I will explicate in ChapterTwo how Taiwaneseidentity is negotiatedin
contentionwith the Chineseheritageof Beijing Opera.
Notions of cultural difference and hybridity are integral to Bhabha's 'third
identity
is
the
nature
of
unsettledthrough
space', an anti-essentialistspacewhere
difference.
Third
than
space
rather
negation
or
assimilation
of
cultural
negotiation
in Bhabha'swork is elaboratedupon the putative spaceof opposition, the
is
Although
Taiwan
third-world
questionably
nationalism.
non-hybrid spaceof
recognisedas a third-world country-and keeping in mind that the term
'third-world' itself is controversial-, Taiwanesetheatrepresentsthe problematic
diasporic
life
identity
do
justice
to
the
of
national
space
and
cannot
narration
which
experiences,social conflicts marked by classand infracultural tension in relation to
Chineseheritage.I will examinein detail how a place-boundTaiwanesenational
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identity is attemptedand ruptured in ChapterThree.

Cultural

difference, hybridity

and the third space

Investigating the colonial discourseand its constructionof the Other, Bhabha
amendsthe binary approachin Said's Orientalism that foregroundsthe opposition
betweenthe obedient Orient and the dominating West.He focuseson the discursive
practice where this oppressivebinary is establishedand arguesabout the unstable
nature of discursive representation.In colonial discourse,the different other is
representedin relation to the coloniser through a hierarchical binary of
inferior/superior, barbaric/civilised etc. Suchbinaries aremadewhen the processof
cultural signification is brought to a forced closure. Different from Said who
exposesthe violent power operatingbehind suchbinaries, Bhabhainterrogates"the
systemof the discourseby which the 'world' is divided, administered,
plundered..."(Said quoted in Bhabha 1984: 93). Drawing on psychoanalysisand
de-constructiontheories,Bhabhaseessuch oppositional binaries as fundamentally
problematic as the self and other leak into eachother in the processof cultural
representation.He advocatesa third spacewhere the dogmaticmeaning of cultural
representationis destabilised.as the signifying processis critically examinedunder
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the scopeof negotiating and translating difference.
The de-constructivenotion of diffýrance underpinsBhabha'sthird space
key
in
identity
is
being
is
Diff6rance
the
articulated.
concept
post-colonial
where
Derrida's de-constructionproject that begins with Sausurre'slinguistics where the
between
language
is
relationship
and
parole,
and
signifier
and
signified
put
arbitrary
in question.The determinativemeaning of the sign is decidedarbitrarily not by
by
from
but
differences
distinguish
it
that
essentialproperties
other signs. In the
chain processof comparisonwith other signs, the meaning of signs is deferred
indefinitely in the economyof diff6rancethat is referencedon the French verb and
involves a double action: to differ and defer.This doublenesssuggeststhat in the
signifying process,there is alreadythe differenceinstalled, which is simultaneously
being mediatedin the act of producing difference. Diff6rance alludes to "this
undecidable,nonsyntheticalteration betweenthe Perspectivesof structureand
event" (JonathanCuller 1998: 97). This understandingof diff6rance challengesthe
conventionalnotion of identity as self-containedpresencevia excluding the
different and absentother.The binary of self/other and presence/absence
employed
to constructsuch identity is dismantledby the unstableforce of diff6rance inherent
in the binary structure.Identity is thus not a natural given or transcendentalessence
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but the effect of diff6rance, constitutedin an ongoing processof negotiation instead
difference.
differential
is
Identity
of
negation
of
as it is being infinitely displaced.
The symbols and narrativesvia which we live and our identities are located,
are forms of cultural representation,whosemeaning is gainedvia an arbitrary
closureof the gap betweenthe signifier and the signified. Bhabhabreaksopen such
closure,employing Derrideandiff6rancein which the meaningis forever delayedin
the chain of differentiating signification. He also elaborateshis third spaceof
cultural difference via Benjamin's conceptof translation. In the post-colonial
context where different cultures intermix, diff6rance highlights the
'untranslatability' of culture that discreditsthe authority of cultural origin or the
claim to cultural supremacy.In Benjamin's discussionon language,translation is a
processthat displacesthe holistic identity and meaning of the original. The
importanceassignedto the original over the copy is unhingedprecisely becausethe
original is open to translation, an event where difference arisesin the repetition of
signs. Becauseof its translatability, the original is never self-complete a priori and
thus has no sovereignty over the copy. Hence, the transfer of meaning is never

completein translation via which the 'foreignness' of languagecomesout. For
Bhabha,translation illustrates the performative nature of cultural communication
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(1994:228). In cross-cultural spacesuch as that occupiedby diasporaand migrants,
in
like
language
being
translated
anothercultural text gains an
when
culture
'after-life'. There is never a full assimilation betweencultures. Cultural hybridity
describesthe condition when culturesmeet where their translational differencesare
set off againsteachother.
Hybridity, despiteits contentioususagein connectionwith biological
degenerationand racial control, suggeststhe "impossibility of essentialism"
wheneverit is invoked (Robert Young 1995:27). Bhabhautilises this term in
its
dynamics
internal
critical
where
of contradiction are
praxis
contemporary
prioritised. Cultural hybridity in Bhabha'sformulation is posedasthe counterpartto
favoured
by
diversity
in
(prescribed
the
of
policy multiculturalism)
cultural
traditional liberals. For Bhabha,cultural diversity signalssyntheticismunder which
cultural differencestend to slip into a non-differentiating whole and fonn an
administerablecultural autonomy.All differencesare toleratedand accommodated
by cultural diversity, "a containmentof cultural differences", where the pre-given
cultural forms are assertedin a non-differentiating notion of plurality. In this way,
cultural diversity paradoxically allows the concealmentof "ethnocentric norms,
(italics
inscribed
forms
interests"
in
these
cultural
mine,
values, and
pre-given
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Bhabha 1990c:208).
Bhabhafirst applies cultural hybridity in explicating the mutual constitution
betweencultures and consequently,problernatisingthe stability of cultural identity.
Then, hybridity is usedto highlight the incommensurabledifference in the
production of culture. In colonial discourse,the spirit of hybridity is manifest in the
tactics such asmimicry and sly civility, which the subalternemploys to negotiatea
subjectposition by imitating the gesturesdemandedby the coloniser.The subaltern
fails to achievea completeimitation, hybridising the coloniser's gesturewith their
own difference.The subalternthus perfonns a 'resilient' resistance,defying the
colonial authority in an 'obedient'way. Such tactics prescribedby hybridity enable
us to "elude the politics of polarity and emergeas the others of our selves"(Bhabha
1994:39). Hybridity signalsa third space,a site for the enunciationof post-colonial
subjectivity via disrupting the enclosureof cultural signification. A hybrid identity
evolvesfrom an endlessprocessof translating cultural signs that are differently
appropriated.
Bhabhapredominantly framesthe third spaceas a 'time-lag', a temporalbreak
in representationbetweenperplexing sign and ordering symbol, event and
enunciation(1994). However, time is not possibly conceivedandperceivedwithout
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taking accountof its imbrication in space.This temporal break of third spacealso
designatesa conceptof spatiality as a "cultural void" to be filled and this is
important for the "cultural survival" of the marginalised(M. Keith and S. Pile 1993:
223). Appropriating Barthes' experiencein Tangiers,Bhabhaforegroundsa hybrid
moment (space)'outside the sentence',when the coloniser's spacebecomes
disjunctive and the self-other relations are critically dialogical. An inter-subjective
realm arisesin a displacing moment of reading a social text in its discursive
ambivalencewhen words and conceptsare wrestedfrom their proper meaning.In a
bar in Tangiers,the clash of 'music, conversations,chairs,Arabic and French'
dislocatesthe predicative syntax and the intelligent meaningmeanwhile presentsa
textuality of 'carnal stereophony'where 'the languagelined with flesh'. In this
realm of othernesswhere there is 'eluding resemblance'of the self and other,this
'moment' of 'spatial' dislocation opens into a third space, a point of identification

for the de-territorialisedother in a presentprescribedby temporal discontinuity. The
post-colonial subject emergesas active agentin social space,an inter-subjective
realm that exists outside the non-nativeinterpretation of cultural representationthat
was usedto affirm the colonial authority.
The notion of cultural difference and hybridity in Bhabha'sthird spaceis
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useful in exploring the cross-culturalphenomenonand the production of culture
itself, which is a colossaland continuing act of signification mobilised in difference.
Culture is constitutive of an active and presentenunciationthat is restlesslyhybrid
(Bhabha
The
like
language,
it
is
1990c:
210).
"plainly
plenitudinous"
never
and
is
its
holistic
identity
is
forever
delayed
never secured.Bhabha
and
originary culture
in
lived
is
temporal
to
that
material
as
a
progress
culture
not
made
or
seems suggest
space,but as the fluctuation of meaning characterisedby the signifier and
formulation
displacement
Culture
in
the
this
along
chain
of
signification.
signified's
of the lapseof temporality makes analogyto the deferral of absolutesignification.
Sincethe deferral foretells no end, or at best is circular, culture thus can neverhave
fixed
final
meaning.
any
Migration and its consequentformation of diasporic communities arereal
diasporic
The
testifying
to
the
third
communities
notion of
space.
social sites
located in the interstitial passagebetweenfixed identities, open up "the possibility
of a cultural hybridity that entertainsdifferencewithout an assumedor imposed
hierarchy" (1994: 4). In this in-betweenspace,strategiesof new identity, both
singular and communal, are articulated.This is especiallyrevealing in terms of
diasporic space,theatrically producedin modem Beijing Operawhere Chineseand
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Taiwanesecultures clash, exernplifýringthe indeterminatesignification of cultural
hybridity and identity. Besidesthe indeterminatenature of culture and identity, I
would discusshow Bhabha'spost-colonial discoursecontendsthe dominant
its
to
the
narrative
of
nation
pursue
relevanceto the theatrical
centralising
imagination of a Taiwanesenational identity.
"A nation is a soul, a spiritual principle", says Ernest Renan (1990: 19). This

by
have
is
legitimised
the
made
a
glorious
where
usually
past
ancestors
principle
built
be.
is
The
to
continue
on cultural autonomythrough
what we are and
nation
distinguish
from
its
that
community
cultural
practices
one
others along
repeated
with the strategic 'forgetting'of the violence that is necessaryfor the dominant
community to found and reproduceitself (Renanibid. ). In a double act of
'forgetting'the migration history and 'inscribing' meaningin the boundedterritory,
the dominant culture producesa defining narrative that securesboth the originary
its
idea
The
'imagined
the
community'.
state
of
of a unifying past to
and
present
invoke a collectivity relies on a careful selection from multiple histories. In a
histories
is
differential
mode,
where
and narrativesthat
pedagogical
nation narrated
deliver the lived diversity of peoplesare under erasure.This idea of nation is
coheredby an artificial binding of disparateelementsinto a homogenoustime and
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abstractspace.
Nation, besidesits meaningprescribedby the modem nation-state,also refers
to "something more ancient and nebulous-thenatio- a local community, domicile,
family, condition of belonging" (Timothy Brennan 1990:45). The conceptof nation
is integratedinto the ideasof home and family, basic units of culture. The polemics
of this integration will be examinedin ChapterThree where the national spaceof
Taiwan is delivered in a linear time. This temporal linearity in line with the cosmic
force of nature, guarantees the continuity of nation originating from the past,

through the presentinto the ftiture. National identity, built on this conceptualisation
of nation in an historical continuum of a totalising space,is naturalised.But, such
national spaceand identity is problematisedin diasporadiscoursewhere it is
fracturedby the disruptive temporality and irreconcilable differencesof the people
distinguishedby race, class,and gender.Nation is never a natural given that arrives
simply to signal the ultimate stageof political or historical maturity; it is a
discursive constructof "the cultural temporality" from which emerges"a "much
more transitional social reality" (Bhabha 1990b: 1). Nation is produced from the
incessantborder crossingbetweenlanguages,peoples,cultures,times and spaces.
Bhabha'sre-inscription of the notion of nation implies that "within the very notion
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(Nikos
Papastergiadis
1996:
19
1).
there
the
are
already
other
nations"
nation
of
As statedabove,hybridity characterisesa new spaceof identity negotiated
betweentwo cultures. In modem Beijing Operain Taiwan, the symbolic force of
Chinesenessintegratedinto the traditional operaformulas is decreasingas elements
of Taiwaneseand foreign cultures arebrought in to modernisethis Chinesetradition.
Also, to nativise Beijing Opera,operaformulas invoking Chinesenessand
Taiwanesecultural codesare mixed to enhancea quintessentially Taiwanese
identity that is neverthelessfissuredby incommensurablecultural difference. I will
examinethesemodem operaperformancesin the next chapterwhere the
constitution of Taiwaneseidentity is, in my opinion, prescribedby cultural hybridity
as formulated in Bhabha'spost-colonial theory.The operatingsignifier of
Chinesenessand its implied Chineseidentity in traditional Beijing Operais
displacedby cultural hybridity. An essentiallyTaiwaneseidentity fails to congealin
modem Beijing Opera,where Chinesenessintemalised in aestheticsis challenged
by the local content. In text-basedtheatre,there are also attemptsto invoke
essentialist Taiwaneseness via forging a national space where Taiwan as the

home-nationis sacralised.This is where I find Bhabha'scritique of national spacea
useful tool to conduct a critical analysis.As an immigrant society,Taiwan has
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internal conflicts such asracial and cultural differences,which risk being
homogenisedand subsumedinto the singular identity attachedto national space.In
Taiwan
the
theatre
practice,
cultural
mapping
of
presents a complex
contemporary

scenariowhere the diasporic experienceof dislocation contendsthe integrity of
totalising national space.

Bhabhadevelopshis third spacein an overarchingtextuality consisting of
selectedcolonial texts where cultural differencesremain unreconciled.I have
indicated the resonanceof third spaceand cultural hybridity for contemporary
Taiwanesetheatrewhere Taiwaneseidentity is not only negotiatedin contention
with a Chinesetradition like Beijing Operabut also mediatedin the essentialist
To the Taiwanese,Chinesenessis not only internal
constructionof Taiwaneseness.
to the cultural heritage of Beijing Operabut also invoked in the personalmemories
where the past in the homelandin China affects the presentperception of home in
Taiwan. That history and memory constitute the major sites where Taiwanese
identity is constitutedwill be investigatedin my perfon-nanceanalysisin Chapters
Four and Five.

To further examinethe unsettlednature of Taiwaneseidentity in contingency
with a Chinesepast, I next turn to explore Foucault's notion of heterotopiawherehe
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below,
history.
As
I
the
the
notion of
will
explore
of
spatialisation
conducts
heterotopiainvestigatesthe dialectical relationship betweenthe real (present)and
imaginary (historical) spaces congregated in one single place. Heterotopias have

disruption
in
in-between
for
the
the
spatio-temporal
spaceproduced
resonance
betweenthe homelandofpast China, its cultural traditions andhistory andthe space
be
diasporic
identity
in
The
Taiwanese
Taiwan.
space
can
mapping of
of present
found in this differential cartographydrawn betweenpast and present,there and
here, strangeand familiar. In the performancesanalysedin ChapterFour, the past
homeland(embodiedin the ChineseEmpire or an imaginary utopia in classic
literature) is estrangedby the distancefrom the familiar home of a presentthat is
home
for
by
Between
the
the
and the past
present
past.
also estranged nostalgia
homelandwith implied Chinesenational identity, Taiwaneseidentity is locatedin a
heterogeneous space marked by spatio-temporal differences. Heterotopias emerging

in the spatio-temporaldisruption betweenpast and presentwill be delineated
theatrically in ChapterFour where the Taiwanesefluctuate in disjunctual times and
placesand their identity is constantlyuntangledand reformatted.
Bhabha'sthird spaceis invoked in the 'time-lag'when conflictual. cultural
differenceis articulated.This temporal lapsein the processof cultural

Mapping Out Diasporic Space

66

in
is
tenns of subverting the colonial authority meanwhile
useful
representation
mounting a new subjectposition for the colonised.In contemporaryTaiwanese
theatre,the Taiwanesenegotiatea new subjectposition via reconsideringthe
Chinesepastthat intervenesin presentTaiwan where home and identity are
location
dialectical
force
identity
The
the
time
through
of
and
space.
of
mediated
hereis in an interstitial spaceprescribedby spatial andtemporal discontinuity. I thus
turn to Foucault's conceptof heterotopia,which addressesthe spatio-temporal
dialectics in lived social spaceand the processingof a differential identity.

Heterotopias: post-modern sites of identity
Bhabha'sthird spacepries open the national cultural identitywhose organic
wholenessdisintegratesin the processof cultural signification where differences
are in constantplay and no stablemeaningis identified. The notion of hybridity
unsettlesthe fixity of cultural identity ashybridity results from the lack of a
common centre,or platform that can hold differencestogetherto fix the meaningof
cultural representation.Identity is differential and hybrid as it is fonned in the
difference/sameness
difference.
is
This
of
processof articulating cultural
notion
also the point of departurefor Foucault's eonceptualisationof heterotopia,which he
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usesto describea discursive spaceof absolutedifference.However, his heterotopia,
though containing an epistemologicalring, can still be located in concretesocial
sites,whilst, through appropriating influential colonial texts, Bhabha'sthird space
is locatedin a transhistorical.textuality. Third spaceas a powerful discursive
strategyfinds applications mainly in linguistic, cultural and aestheticarenas.
Comparedwith Bhabha'stemporal stressof his third space,Foucault focusesmore
on the in-betweenspatiality of his heterotopia.A heterogeneousspaceof difference,
heterotopiais evidencedin the dialectical dynamicsof everydaytime and space.
In a posthumousarticle, "Of Other Spaces"published in 1986, Foucault first
discussesthe notion of heterotopia.This article is a lecture he gave in 1967to a
group of architecture scholars. There, he pinpoints heterotopias in real social sites

like the cemetery,library, prison among others.But in the prefaceto The Oj-dei-of
Things (1974), Foucault's secondmention of heterotopiasslides to stressthe
epistemologicalsignificance. Heterotopiashere signify an absolutely differentiated
discursive space;they shatteras well as tangle common names,destroyingthe
syntax where identity is built by holding words and things together.Similar to but
also different from Bhabha'sthird space,Foucault's heterotopiasshow that
differencesare socially as well as discursively produced.This distinguisheshis
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from
Bachelard'spoetics of the 'internal' space.Insteadof an
approachon space
abstractvoid or a material container,Foucault's spaceis composedof a set of
relations manifest in the social sites. Foucault seesspaceas that which "draws us
out of ourselves,in which the erosion of our lives, our time and our history
occurs,..." (1986:23). His view of spaceis deeply and intricately historical.
Laughing at theabsurd bestiary in Borges'quote of a 'Chinese encyclopaedia',
Foucault usesthe notion of heterotopiato highlight the problematic task to classify
things by difference (1974). Borges' fable divides animals into (a) belonging to the
Emperor,(b) embalmed,(c) tame, (d) sucking pigs, (e) sirens,and so on. No
coherentspacecan accommodatethis classifying schemeexcept in the language
itself. Suchclassification is implausible becauseof the propinquity betweendivided
things that are named as such.This bestiary can only exist in utopia where
differencesare homogenisedby granting "a common locus" that rendersthe
propinquity of different things (1974:xviii). Situatedin contrastto utopia,
heterotopiain acknowledging the incorrunensurableconflicts between different
things, mapsout a heterogeneousspacewhere the arbitrary link betweenthe name
and the namedobject, signifier and signified is hard to hold together.Heterotopia
thereforedestroysthe syntax that makesmeaningspossible; it "dissolve(s) our
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be
lyricism
To
the
ableto name,
our
xviii).
of
sentences"(ibid.
myths and sterilise(s)
the basisof division denotesthe dogmatismnecessaryto exclude the different other
that is not the named object. Borges"table of animals showsany attempt of
is
What
is
inevitably
more unnerving
contingent.
as
well
as
arbitrary
classification
is that besidesthe incongruity betweenthings and names,is the realisation that
fragmentsof other possibleordersco-exist in the spaceof heterotopia,a disordered
territory where the different other residesand incommensurableorders are not
gelled into an over-arching order.
Heterotopiathat containsa cacophonyof conflicting discoursesand
incompatible geographiesexceedsthe discursivelimit. Becauseof this capability of
transcendingthe discursive limits, the spaceof heterotopiais appropriatedas a sign
(1995)
Genocchio
(Brian
1989).
Benjamin
literary
McHale:
post-modemism
of
holds in doubt the 'non-critical' appropriation of the idea of heterotopiasuch asin
post-modemliterature and cultural geography.He arguesthat Foucault's
heterotopia,in establishingan absolutelydifferentiated space,also presentsthe
limits of actualising this site. Genocchioviews it as impossible to locate
heterotopiasin real places,yet he acknowledgesthe power of this subversivenotion
to exposethe arbitrary nature of any spatial ordering systemsand thus to "produce/
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theorise space as transient, contestory... " (ibid. 43). It is impossible to practically

idea
heterotopia
the
to
to confront
otherly
which
nevertheless
an
move
site of
offers
the disciplinary power inscribed in social space,affirming the polysemanticnature
of our collective spatial experiencesin habitual practicesand everydaylife.
Genocchioin rejecting the ontological existenceof heterotopiahowever admits its
subversiveforce that he seesembodiedthrough an envirom-nentalinstallation setup
in a undergroundstation, a place where disciplinary power and social control
prevail and dominate (ibid. ). Composedof interviews, audio broadcasts,texts etc,
this installation at once displaces,and transformsa mundaneand familiar space
whose fabrication is simultaneouslyexposedand unravelled.
It is this disruptive confrontation with a totalising spaceand order in
Foucault's heterotopiathat I want to pursuein relation to the problematic of
mappinghome and identity in contemporaryTaiwanesetheatre.The Chinesepast
constitutesa totalising spaceof Chineseidentity that is invoked in juxtaposition
with present-dayTaiwan. The spatio-temporalcontinuity of this past is disruptedin
the contingentpresent.In the disruption betweenpast and presentemergesthe
heterotopia,a site of spatio-temporal.discontinuity. In "Of Other Spaces",Foucault
posits the quality of contemporaryspaceas sites of divergence,a conceptthat
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replacesthe medieval spaceof emplacementand the Galilean spaceof extension.
He arguesthat we experiencethe contemporaryworld as "a network that connects
hierarchic
intersects
its
"a
than
with
as
ensembleof
and
own
skein"
rather
points
places" of the medieval "localisation" or as a place like a point in the movement
whose stability is maintainedby temporal "extension" (22-23).
Foucault'sheterotopiathereforeprivileges relations among different spaces,
reconsidering space by analysing its positioning in a network of divergent spaces.

The Foucaultian.heterotopiaoffers an illuminating indicator to the juxtaposition of
two spaces-historical China and presentTaiwan featuredin the spatial narratives
where Taiwaneseidentity is mapped.The spatial narratives function like
ideological practicesin the sensethat they attemptto tie an imaginary spaceto a real
spaceaswell as bind people to particular identities of both real and unreal spaces.
Heterotopiahas the critical value of locating itself simultaneouslybetweentwo
intertwined spaces:the real and the imaginary. In "Of Other Spaces",Foucault's
heterotopiasare locatedoutsidethe discursive/ linguistic arenaand designatesocial
placesin real geographysuch asthe theatre,the cemetery,the cinema, the brothels
amongotherswhich canbe easily found in almost all cultures.Imbricated in the real
world, heterotopiasconstitute a contingentyet differential space.On the borderline
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illustrate
imaginary
heterotopias
transient spatiality and
the
the
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real
and
of
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highly
This
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qualities
are
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ambiguous
fonnulation of heterotopiatakesissueswith the notion of historieity, where both
homeland
in
identities
Memory
the
about
past
areproduced.
personaland collective
China, and Chinesecultural history are re-enactedin contemporaryTaiwanese
theatre.Personalmemoriestogetherwith the Chinesepast invoked and
reconfiguredin the presentconstitute the historicity wherein Taiwaneseidentity
resides.And this historicity is interwoven into the presentgeography.I wish to
borrow and modify Foucault'sconceptof heterotopiain making a more precise
paradigmof the spatio-temporaldynamicsof diasporic spacewhere Taiwanese
identity is negotiated.
Foucault seesboth the physical and mental aspectsof spacesas "abstractions
from the more fundamentallevel of the lived experience"(Stuart Elden 2001:119).
For Foucault,our social spaceconsistsof sitesdefined by setsof relations and these
sites are 'irreducible' to and not 'superimposable'on one another.Among these
sites, Foucault focuses on two types: utopia and heterotopia. Utopia has no real

direct
is
inverted
its
a
or
and
relationship
as
analogy.
place
with real society
Heterotopiais etymologically linked to the more familiar term, 'utopia', which
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Foucault cites as a counterpartto heterotopia.Both utopia and heterotopiaare
externalsiteswhich "have the curiousproperty of being in relation with all the other
sites,but in such a way as to suspect,neutralise,or invert the set of relations that
they happento designate,mirror, or reflect" (Foucault 1986:24). Whereasutopias
are-unreal,fantastic, and perfectedspaces,heterotopias-for Foucault- are real
placesexisting "outside of all places" (ibid. ) and functioning as "counter-sites"; as
such,they simultaneouslyrepresent,contest,and invert all other sites (ibid.). The
conceptionof Foucault's heterotopiais taxonomic. Among the existing spatial
fon-nations,he pinpoints those other spacesthat do not follow the normative set of
relations that define ordinary sites such as an office or a home; even though these
heterotopias(prisons, psychiatric hospitals, fairgrounds,cemeteries,etc )
concurrentlyrefer to and are connectedwith theseordinary sites.
Foucault seesthejoint and mixed relationship betweenutopia and heterotopia
manifestedin the spaceof the 'mirror'. The mirror, as a virtual spaceenactsa utopia
where subjectscan seewhere they are not. Yet, the mirror also functions as a
heterotopiabecausethrough the samegaze,individuals discovertheir absencefrom
the placewherethey are sincethey seethemselvesover there.The heterotopia,of the
mirror makespresentspaceat once real, "connectedwith all the spacethat
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be
if'
has
"since
in
it
to passthrough
to
unreal
and
also
order
received,
surrounds
this virtual point which is over there" (Foucault 1986:24). This gazeinto the virtual
is
space reiteratedas "I begin again to direct my eyestoward myself and to
reconstitutemyself there where I am"(ibid.). Hence, accordingto Foucault, the
subject'spresencein one spaceis fractured when he /she looks into the mirror, and
her/himself
is
Furthermore,
"over
"over
there".
the
there"
subject's
presence
sees
also fractured as the returnedgazeshowsher /his presenceover here. Heterotopia
problernatisesthe identity of a self-containedpresentas it is configured in relation
to the difference of the spatial otber. I would appropriatethis notion of mirror to
think abouthistory, which is experiencedasa virtual point lying in the Chinesepast
where the Taiwaneseare absent.Consequently,this absencefrom the past spacein
China makesthe Taiwanesereturn to the presentwhere they re-constitute
themselves.The implication of heterotopiafor diasporic spaceis that it allows for a
mapping of the presentthat is not only immersedin the surrounding spacebut is
also mediatedby other spacessuchasthe spaceof the Chinesepast.Mediatedby the
dislocation experience, the lived space of the Taiwanese constitutes a type of

heterotopiawhere the unreal spaceof the past and the real spacein the presentclash
in difference.
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Foucault delineatesthe dialectics betweenheterotopiasand utopias, real and
in
the samesite of miffor. In Taiwanesetheatreunder my
spaces
merged
unreal
analytical discussion,the pasthomelandin China is perceivedin the unreal spaceof
memoriesand dreams.This homelandin an imaginary spaceis like the other side of
a mirror, which reminds the Taiwaneseof their absenceover here in presentTaiwan
and thus their identity is re-consideredin historicity. For the diasporic Taiwanese,
the Chinesepast invoked in personalor collective memoriesconstitutesthe
historicity that they live with in the present.The past of implied Chineseidentity is
constantlydisplacedby differencein the local contentof the present.The imaginary
spacein the past and the presentspacecoincide in heterotopiawhere the original
identities of past and present,there and here areboth dismountedby
spatio-temporaldisruption.
Now to further analysethe spatio-rtemporaldialecticsbetweenpast andpresent,
here and there, I will give a close look at the generalqualities of thesecounter-sites
in Foucault's elaboration.He first identifies heterotopiasin two categories:crisis
and deviation; the former, he asserts,is being replacedby the latter in modem time.
In crisis heterotopias(19thcentury boarding schools,military service, the
honeymoonhotel), individuals experiencea personaltransformationthat takes
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place elsewhere,but not at home. In heterotopiasof deviation such as prisons and
live
liminal
hospitals,
individuals
at
a
point betweentheir old social
psychiatric
identity and a new monolithic identity (that conforms with the social order). Identity
is in processin thesetransit spacesof heterotopias.The notion of heterotopia
beings
by
that
surveillance
social
are
and
regulated
contends
constructed,
mechanismsunder which all identities are 'corrected' and their differential
bebavioursre-organisedunder the samenessof the social.norm. Similar discursive
operationscan be observedin the constructionof national cultural identity which is
contestedin the in-between spaceof heterotopias.
Foucault then defineshis heteropology'1by anotherfive principles that
illustrate the various forms that heterotopiascan take. The secondprinciple states
that heterotopiasare madeto function differently in various societies.The given
exampleis of the cemeterywhich was.originally located at the centre of town next
to the church and since the late 18'hcentury,was subsequentlymoved to the edgeof
town. This examplemay have particular referenceto Westernsociety and its
religious background.But it also involves a universal fear of the past representedby
the dead.In modem times, deathis deemedas a contagiousillness thus
marginalisedto the edge,to securethe safety and comfort of the homes locatedin
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the centreof town. For Foucault, deathis "ultimately the only trace of our existence
in the world and in language"(1986: 25). By excluding deathspatially, the past
link
is
ideas
This
the
the
out-with
modem
and
of
existence placed
of
present.
heterotopiaswith the past in relation to the idea of deathis further explicated from
the perspectiveof heterogeneoustemporality. The cemeteryis cited again as
examplewhen Foueault goeson to the fourth prineiple of heterotopias'link to
in time". He suggeststhat heterotopiasbegin when people reach an
c6slices
"absolutebreak" with their "traditional time" (ibid.: 26). The loss of life in the past
gains an illusion of eternity in a permanent lot in the cemetery. The present

disappearing
in
heterotopia
is
into the
the
of
cemetery
split,
at
once
experienced
past and gaining momentum into the future. In heterotopias,the presupposedchain
of past-present-futureis disrupted;the presentis never safefrom the past.The
heterotopia
integrity
blows
historical
the
the
continuum
and
of space
notion of
open
is rupturedby the force of history.
Foucault continueselaboratingthis heterogeneoustemporality of heterotopias
via the exampleof museums.The historical force is gelled in the presentin
museumswhere the accumulationof time is felt only in discontinuity. The museum
in
disparate
human
desire
times and spaces;
the
to
enclose
one
place
expresses
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howeverthis place encompassingall, is "outside of time" (1986: 26). This time that
is "outside of time" is oustedfrom the traditional perceptionof time as the
broken
is
in
sequence
up
mixed
museums.Rathersimilar
and
up
past-present-future
to the cemetery where the past (of the dead) owns quasi-etemity, the old objects and

books in museumsor libraries catch a senseof quasi-eternityfrom being locked
within a spatial enclosure.Heterotopia,a place of all times/spacesis itself outsideof
time and space.In relation to this timely aspect,Foucault offers another exampleof
holiday villages like the Polynesianvillages, the restorationof which compresses
the histofical time into the single place of 'indigenous' hut. This re-enactmentof
Polynesianlife not only 'accumulates'the time of history in one place; it also
'abolishes' time as the 'indigenous' past is not retrievable in the present.To invoke
the past in the presentsimultancouslYrecoversaswell as cancelsthe past.
The third and fifth principles of heterotopiasespeciallymake for an insightful
reading of theatrein relation to delineating the diasporic experienceof dislocation.
First, heterotopias allow for juxtaposition, in a single real place, of several

incompatible sites; such an observationidentifies the theatre'spower to fabricate
divergentdramatic sites on a single stage.This is useful to convey the simultaneous
presenceof the distant homelandin the past and presentTaiwan, both of which
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heterotopiaof theatrewith historical connectivity and cultural symbolism. The fifth
principle claims that heterotopiasfollow "a systemof opening and closing" and
be
both
into
themselves
the
to
that
they
space
and
allow
open
surrounding
argues
inner
dialectics
(1986:
This
26).
to
the
of open and closing alludes
penetrated
in
here
diasporic
there
and
present,
constitution
past
and
of
penetrationand mutual
space.In heterotopias,spatial boundariesare not strictly fixed, as they are
identity
Therefore,
the
to
the
as
outside
world.
closed
simultaneouslyopen aswell
of the inside and the outside is not static but remains in constantnegotiation. The
final featureof Foucault's heteropologyis heterotopia'sillusive and
heterotopias
function
in
The
the
that
to
space
all
remains.
relation
compensational
of brothel and colony counteractthe real spaceof utopia whose ill-construction is
highlighted asmore elusive.
Heterotopia in Foucault's tersemetaphoris a boat that traversesdifferent
times/places,adjusting to all the changingsurroundingsmeanwhile being
it
fixed
isolated
in
is
It
time
a
and
place
as
a
self-enclosed
site
self-sustained.
not
opensinto the outside of difference.The image of a boat in a stateof movement
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marks heterotopiaaslived spaceproducedthrough vibration. The heterotopiaof the
boat, a spaceoutside all placesis "a floating piece of space,a place without a place"
(1986: 27). This heterogeneousspacelacks ontological emplacernentsince it is
constitutedby movementswith the boat respondingto the 'infinity of sea'.
Heterotopiacultivates a passagelinking past and present,here and there that are
constantlymoving into new positions in accordancewith new setsof relations.
Foucault's heterotopiasare sited in different places and they feature differential
temporality and spatiality. The final image of the boat introducesmovementas an
internal dynarnic of heterotopiawhere the spatial wholenessis disrupted and
temporal linearity fractured. I would suggestthat Foucault's heterotopiaunderlines
a notion of travel via which the diasporic subject (of pertinenceto the dislocation
experience)moves, whilst not being bound by any fixed points of time and space.
Heterotopialays bare the force of history that shapesthe lived space,exposing
the internal contradictionsin totalising spacesuch as thoseof the abstractnation.
This givesresonanceto diasporic spacenegotiatedin the spatio-temporaldisruption
betweenthe spaceof Chinesepast and the presentspacein Taiwan. Neither space,
however,has the privilege of claiming wholeness.The notion of heterotopia
exposesthe conflictual difference in space,defying essentialistbinaries and the
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fixed identities that are consequentlyconstructedupon them. By looking into
historicity in terms of spaceand vice versa,the presentis mappedas a
heterogeneousspaceof difference. Edward Soja regardsFoucault's heterotopiasas
delineating"the contemporaryinterplay betweenthe historical and geographical
imaginations" (1995:16). In Foucault's own words, we are in the epoch"of
simultaneity andjuxtaposition, of the near and far, of the side-by-sideand of the
dispersed"(1986: 22). It is here that the notion of heterotopiais relevant to the
diasporic
between
locality
identity
in
Taiwanese
the
present
and
mapping of
space
the imaginaryspacein the pastprescribedby Chineseheritage.Bhabha'sthird space
contributesto the cross-culturaldimension of diasporic spacewhere cultural
differencesare negotiatedin hybridity. Foucault's heterotopiaaccentuatesthe
indetenninategeographyof diasporic spacewhere identity is also differential, not
bound to either here or there,presentor past.

Conclusion: from place to space

My analysisof two texts that seekto define the Taiwanesetheatre
demonstratesthe diasporic stateof Taiwanesetheatre.One focuseson the
transitional relationship with the past in China whilst the other stresseslocal
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knowledge. Both, however, lay exclusive claims to a certain cultural origin rooted
in either Taiwan or China while the routing of cultural practicescharacterisesthe
historical developmentof theatrein Taiwan. The challengingtask of defining the
Taiwanesetheatre calls for a heterogeneousspacein considerationof both shared
yet changedChinesecultural traditions and situatedknowledge in a Taiwanese
context.
Taiwaneseidentity in processwill be examinedin the specific context of both
operatic and text-basedtheatresin Taiwan where diasporic spaceis producedin
acknowledgingcultural differencesthat are not simply absorbedinto the sameness
of unified nationhood and cultural origin but are engagedin antagonistic
articulation. The authority of Chinesenessinternal to Beijing Operaoriginated from
China is confrontedby the differencesof modem Taiwaneseculture. In text-based
theatre,I suggestthe narration of home developedin conflation with nation tries to
advancean essentialistTaiwaneseness
whose integrity is problernatisedby internal
differences.
The narrative of home is about mapping Taiwan in its location in a relational

position to the other spaceof China illustrated in the pasthomeland, Chinese
history and cultural traditions like Beijing Opera.The homelandin China lacks the
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it
is
in
the
of
place
as
only reconstructedthrough
substance a real
present
imagination inspired by fragmentedmemories.The home in the presentis also
presentedas a lack in the particular context of Taiwanesetext-basedtheatre.These
narrativesof home problematisethe constructionof home as a fixed place that
generatesbelongingsand coheresidentity by excluding differenceof the other space.
Diasporic spaceis mappedin the dialectics betweenthe presentlocality and the
other spacesuch as connotedby the homelandwith its histories and cultural
burdens.Home mediatedin both past and present,there and here is thus not an
absolutespacelike the nation but constitutedin the movementbetweenhere and
there. Home in diasporic spaceis removedfrom the essentialistformulation of the
home-nationand the homelandboth of which are never completely erasedfrom the
act of homing for the diasporic Taiwanese.
The identity of the diasporic Taiwaneseevolves aroundhome which is thus
inscribed in diasporic space,not restricted to ontological placeslike the homeland
of the past and the home in the present.Diasporic spacearisesin interstitial space
where the division betweenhere and there is blurred and the homogenousnational
spacelike that invoked by Chineseas well asTaiwanesenationalism is defied. The
final note on the post-colonial and post-modemmapping of diasporic spaceI have
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trackedin this chapterwill surfacethrough the distinction betweenspaceandplace.
In the narrativesof home in Taiwanesetext-basedtheatreI will analysebelow, the
placesthat the diasporic Taiwaneselive will include the homelandin the past China
that is reconstructedin presentTaiwan where the signification of the boundedhome
is destabilised.ReadingDe Certeau'sspace(1988) through Marc Aug&'s
anthropologicalplace (1995), 1 suggestthat diasporic spaceis discursively mapped
by frequentingplaceswhosehistories are narratedas spatial practices.
Aug6 in his elaborationof super-modernitytheorisesthe word, non-place as
contrapuntalto anthropologicalplace defined in terms of history, identity and
relation. This place is still presentin our everydaylife and it is also constitutive of
non-place.In mapping home in diasporic space,I will look at the engagedyet
conflictual relationship betweenthe home in Taiwan and the past homelandin
China. The home/homelandis an anthropologicalplace that is never erasedfrom
the mapping of home for the Taiwanese.Diasporic spaceis negotiatedin the real
place in Taiwan and the imaginary spaceof China, informed by the dialectics of
both real and imaginary places.De Certeaumeditates,"spaceis a practisedplace"
(1988:117).While place carriesthe implied hierarchy of a spatial binarywhich
maintainsthe stability of a field delimited by borders,spaceis a mobile conceptthat
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is producedout of the operationsthat "make it function in a polyvalent unity of
conflictual programsor contractualproximities" (ibid. ). Theseproximities mark the
successivecontextsthat temporalisespace.Spacein this context is "a momentary
coexistenceof trajectories, a configuration of a multiplicity of histories all in the
processof being made" (Doreen Massey2000:229). Space,like the spokenword is
enactedin a presentcontingent on the past. The operationof the spokenword is
locatedin a temporalisedcontext, reminiscent of the similar transformation from
place into space.

For De Certeau,spacehas a narrative fonn of storiesthat "traverse and
organiseplaces" Which are selectively linked to make an itinerary (1988: 115). In
declaring that every story is a spatial practice, De Certeau's contemplation on space

is not only material but also discursive. Insteadof allocating places on a map that
would provide a totalising yet sterile vision, storiesunfold the itinerary composed
of momentsof articulated places.To walk is to lack a 'proper' place. I would argue
that travel in diasporic spaceis analogousto the operational function of walking in
De Certeau'smetaphoricalmobile city, where a spaceis producedin the movement
betweenplaces.Travel takesone through placesand createsa spaceprescribedby
constantlack of a proper place. The homelandand home-nationconstructswould
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exemplify such a proper place defined by rigid and delimiting spatial boundary.
This spacethat travel producesis of a diasporic nature,renderedthrough the serial
displacementof places.

Mapping Out Diasporic Space

87

Endnotes

'The fifth-generation directors', who brought modem Chinesecinemaunprecedentedinternational
attention (for example,Red Sorghumwon the Golden Bear award at the 1988Berlin Fihn Festival),
refers to the 1982 graduatingclassof the Beijing Film Academy,China's only film school. Their
works mark distinctive difference from the previous didactic movies of social realism, in terms of
style and subject matter.For more details, pleaseseeChris Berry (1991), Sheila Comclius (2002),
Tony Rayns;(1991), JeromeSilbergeld (1999)
2 The economyof difference is mobilised in the indeterminate.signification of cultural representation
where the post-colonial subjectivity is articulated. In signifying, the relation betweensignifier and
signified is unstable,prescribedin a continuing processof differentiation from other signifieds.The
meaningand identity of the sign is thus constitutedin a weaveof relational differences.
3 Taiwan received large-scaleimmigration from feudal China (1661-1895).There are around 10
million Chineseliving outside China: the main settlementareabeing south-castemAsia and North
America. Also, a small number lives in Latin America, WesternEurope and scatteredplacesof the
world. For a detailed history of Chinesemigration, seeEdgar Wickberg (1994).
4 Before being made a province of the Qing Dynasty of China in 1887,Taiwan had beenpartially
occupiedby the Dutch (1624-1662) and the Spanish(1626-1641) before the Qing Dynasty ceded
Taiwan to Japanfor a fifty-year colonisation (1895-1945).After the secondSino-JapaneseWar
(1937-1945),the defeatedJapanreturnedTaiwan to the then Chinesegovernment,namely the
Nationalist regime (of the KMT, Kuomintang Party) in 1945.Four yearslater, the KMT Nationalists
lost the Civil War and withdrew to Taiwan where they have effectively ruled until 2000.
5 'Cultural China' is a term launchedby Tu Wei-ming (1994), professorof Chinesehistory and
philosophy at Harvard University, USA. Tu used this term to denotea symbolic universethat
decentresthe authoritarian centre of geopolitical China via privileging the periphery (specifically
referring to Taiwan,Hong Kong, Singaporeand the Chinesecommunitiesin south-castemAsia) and
to createa modem version of Chineseness.However, len Ang arguesthat in seekingto elevatethe
global significanceof Chineseness,Tu actually invokes "a de-centredcentre,whose nameis cultural
China, but China nevertheless"(2000: 287).
6 TaiwanNew Cinemawas a movementspreadingthrough the 1980sand 90s. It lifted Taiwanese
cinemato a new sophisticatedlevel of realism and gaveit an internationalprofile. The films involved
an examinationof the various problems that the Taiwanesehave to cope with in an increasingly
modemisedsociety.They sharean unprecedentedconcernwith the daily lives of local people with
respectto native cultures and languages.The most famousdifectors are Hou Hsiao-hsienand Yang
Der-chang.For more about Taiwan New Cinema,seeChiao Hsiung-Ping (1991); and Nick Browne
et al (1994).
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7 Directed by Yang Der-changwho is concernedmainly with the plight of the newly emerging
middle-classand the social dynamicsof urban society. Terrorizer addressesthe social and personal
problems that confront the urban intellectual and cultural elite in the increasingly industrialisedand
WestemisedTaipei. Yang offers sharpobservationson Taiwan'scapitalistic and alienatedurban life,
casting a retrospectivelook at the impact of the tremendoussocial changeson the locals.
8 'Spoken drama'is namedto highlight its use of spokenlanguageas the major expressivetool that
differentiatesit from the operatic genreof traditional Chinesetheatrethat featuressinging and
dancingwith few dialogues.
9 May Fourth Movement is the first massmovementin modem Chinesehistory, referring to the social
modernizationduring 1917-1921. It is motivated by the oppressionof China by foreign imperialism
and the most visible event is the studentdemonstrationin Beijing on the 4thof May 1919,rallying
againstthe VersaillesTreaty that gave part of China to Germany.This movementis also directed
towards the renovation of society and culture; the tradition of Confucianismwas disavowedand
replacedby new Westernideologies like liberalism, pragmatism,and democracy.For the cultural
impact of this movement,pleaseseeVera Schwarcz(1986).
1OTea-opera
is developedfrom the melodies of tea-firmers singing to eachother over the hill for
amusementand relaxation during their tiring labour work. Hakka-speakingpeople are the third
biggest ethnic group (after the Taiwaneseand Mandarin-speakinggroups) in Taiwan.
11The term, heteropology is usedby scholarsto refer to the analytical and epistemological
topoanalysisof Foucault's otherly space,heterotopia.
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Chapter Two
Displacing the Chinese Tradition: The Polemics of Beijing Opera

Introduction

Taiwan, an immigrant society of the Han Chinesewith a long colonial history,
always holds an open attitude for foreign cultures.Taiwanesetheatrehas been
influenced by both Chineseand Westerntraditions; cross-culturalexchangeshave
been eminentin the historical developmentof Taiwanesetheatre.To track the
transformationof Taiwaneseidentity asperformed in contemporarytheatrepractice,
I suggestit is best framed in a diasporic context. Nowadays, diasporais not limited
to its ancientapplications such as the traumatic expulsion of the Jews,but
diaspora
forms
displacement.
Modem
social
occupiesa
representsvarious
of
borderline spacewhere the subject lives in-between cultures.In Chapter One, I
examinedthe genealogyof diaspora,wMch exists as a form of alternative sociality
to the national identity proposedby the modem nation-state.My analysisof black
diasporadiscourseshows that the diasporic problernatisesthe essentialist
constructionof nation, culture and identity. In the anti-essentialistspaceof diaspora,
not only the pre-ordainedidentity bound by land and ethnicity is disintegratingbut
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also new modesof affiliation are constantlybeing produced.
Drawing on post-colonial and post-structuralisttheories,I previously listed
three phenomenaof diasporic spacewhere I suggestTaiwaneseidentity is
negotiated.Such diasporic spacewill be theatrically illustrated under the thematic
discussionof cultural hybridity, spatio-temporaldisruption betweenpast and
presentand homing in travelling. In diasporic space,the essentialistdivision
betweencultures is dislodged and cultural differencesare negotiated.This
phenomenonof cultural hybridity will be examinedin the modem performancesof
Beijing Opera,whose Chinesenesshasbeen differentiated by local Taiwanese
culture. Many people in Taiwan experiencedislocation by virtue of their statusas
Chineseimmigrants themselvesor else as their descendants.Thus, they develop
nostalgia.for their ancestors'homelandin China whilst re-defining their senseof
belonging in their adoptedhomelandin Taiwan.Negotiating their position between
here and there, the Taiwaneseare not solidly groundedin either place. Before
analysingthe representationof home-a crucial theme-which,in my view, pervades
the narrativesmapping Taiwaneseidentity in text-basedtheatre-I

will first

explore how Chinesenessinherent in the traditions of Beijing Operais appropriated
in an intercultural context in modem Taiwan. Then, accommodating contemporary
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cultural discourseand native consciousnessin Taiwan, the modem Beijing Opera
performances open up a space of negotiating cultural differences. My central

concernis to investigatethe problematic nature of cultural hybridity and the way in
which it constructsTaiwaneseidentity.
In the diasporic context, it is no longer possible to locate a fixed origin for
culture becausecultural traditions are displacedas migrants move, and are
constantlyreconfigured to incorporatethe situatedknowledge of the place where
they travel. Beijing Operais one such Chinesecultural tradition brought to Taiwan
in the early 20'h century.Following Taiwan's separationfrom China after the
.
ChineseCivil War, the Nationalists starteda long-term rule in Taiwan and
appropriatedBeijing Opera as the 'national' theatre of 'Taiwan'. By staking such a
claim, the Nationalists hoped to replace Communist China as the 'authentic'
discuss
'Chinese'
Hence,
I
to
the canonisation of
culture.
representative of
propose
Beijing Opera in Taiwan in a comparative context. For whereas native Taiwanese

it
from
Gezaixi
1990s,
the
suffered
and
since
early
was
opera,
marginalisation
promoted as the 'indigenous' Taiwanesetheatrethat could invoke Taiwanese
consciousness.
Beijing Operahas developeda repertoire adaptedfrom Chineseclassic
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literature and history and a set of performanceformulas have been developed,
assimilating the cultural values and morals of feudal China. Chinesenessis coded
into the performanceof Beijing Opera,which as I argue,becomesan abstractspace
representingChina as it is collectively imagined. This spaceof Chineseness,is
sustainedthrough a stablerepertoire, an audiencewith cultivated knowledge and a
self-sufficient semiotics. Furthermore,it is my contentionthat this abstractspaceof
Chinesenessis gradually differentiated since Beijing Operain Taiwan is generally
thought an outdatedcultural tradition in need of renovation. Built in line with
feudal Chineseculture, Beijing Operalost connectionwith modem life in Taiwan.
Many local Beijing Operapractitioners consciouslyseekto moderniseand give this
tradition a new life. The modemisation startedin the 1980swhen opera aesthetics
incorporateddifferent methodologiesof Westernrealist theatre.Into the 1990s,
three operaproductions were stagedand were culturally dubbedthe project of
nativisation. Theseproductions employed operatic formulas to invoke a
place-boundTaiwaneseidentity. Originating from feudal China and absorbing
Westerninfluences and Taiwaneseculture, the modem Beijing Operaperformances
in Taiwan demonstratethe hybrid constitution of Taiwaneseidentity.
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Canonisation: Beijing Opera versus Gezaixi

Beijing Opera,which acquired a privileged position from among more than
300 operatictheatresby securingroyal patronageduring the Qing Dynasty
(1644-1911),is the most renownedgenreof Chinesetheatre.Beijing Operawas
developedfrom the Kun operathat arosefirst as a form of high art producedby and
for the educatedliterary classand goverrunentalofficers in the southernpart of
China. Its lyrics of rhymed poetry were not easily understoodwithout a
sophisticatedknowledge of classicalliterature-a privilege only enjoyedby the
61itein feudal China. The artistry of the Kun operareachedits peak in the Ming
Dynasty (1369-1644). It was circulated northward during the Qing Dynasty,where
the capital, Beijing, was the political centreof feudal China. The Kun operabecame
the most popular entertainmentamongnoblemenin Beijing, and many emperors
took a stronginterest in it. '"Ulst the Kun operagainedpopularity in Beijing and in
flourishing
in
the
there
all over China.
were many regional operas
south,
rich areas
In the history of Beijing Opera,the most influential event was the visit to
Beijing by some Hui-jiu troupes in 1790. Hui-jiu, a regional opera from An-hui in

the poorer part of the south, cameto Beijing to celebratethe royal birthday.
Afterwards, a few operatroupesstayedon and earnedhuge popularity. Compared
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with the literary content of the Kun opera,the Hui-jiu repertoire was bigger and
more accessibleto the commonersbecauseof i ts colloquial lyrics and familiar
stories.Assimilating the tunes and repertoiresof other regional operasthat were
also playing in Beijing at that time, Hui-jiu developeda set of refined tunes and
formulas. It was not until around 1860that its evolution was completed and the
companytook on its official title, Beijing Opera,incorporating the name of the city
for which it owes its genesisand maturation and whoseprosperouseconomy
greatly contributed to its support. Besidesthe grand operahousesin the royal
palace,Beijing Opera was also performed in tea or wine houseswhere the
interaction betweenthe audienceand the stagewas, in keeping with the social and
relaxed atmosphereof theseplaces,rather casual.
The royal family in the Qing Dynasty contributed greatly to promoting Beijing
Opera.The EmpressDowager decreedthat many episodesof the Kun operabe
adoptedinto Beijing Operawhose repertoire was thus enlarged.The royal family
changedtheir aestheticpreferencefrom the elite Kun to Beijing Opera with its
regional backgroundfor political reasons.Throughout the Qing Dynasty, various
force.
into
The
that
the
a subversive
regional revolts proved
masscould accumulate
royal family sought to win the public support and reduceits potential threat to the
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monarchy via promoting regional operasthat affected the socio-political
consciousnessof the mass.Chinesetheatrescholar,Colin Mackerras (1988) argues
that the decline of the Kun operatogetherwith the rise of Beijing Opera were
factors that reflected the overthrow of the Qing monarchy.Historically, cultural
politics has always occupied a prominent role in Chinesetheatre and continuedto
do so asBeijing Opera cameto Taiwan where it was canonisedas guo-jiu (literally
national drama).I now examinethis canonisationof Beijing Operain relation to the
constructionof a cultural identity oriented towards Chineseness.
Many plays in Beijing Operaprojected China as a strong and unified nation,
fighting againstforeign invasion. During the Opium War in the late Qing when
China was oppressedby Westernimperialism, some scholarswrote new plays to
advocatesocial revolution and nationalism. In 1927, China was temporarily
re-unitedunder the Nationalist government,which usedBeijing Operato concretise
the notion of national culture. National drama schoolswere set up and a promotion
war
plan drafted,which was not fully realisedbecauseof the secondSino-Japanese
(1937-1945).Basedon historical events,someBeijing Operatroupesproducednew
patriotic operasto help uplift the fighting spirit againstJapaneseintrusion. Chiang
Kai-shek, a highly influential politician in modem Chinesehistory, watchedthese
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patriotic operasand recognisedthe moralising power Beijing Opera could exercise.
In 1949,the Nationalists withdrew to Taiwan under Chiang's leadership,and he
announcedguidelines for sustaininga 'national' culture in which Beijing Opera
played an important part. The guidelines dictated the incorporation of Beijing
Operainto the academiccurriculum as the only drama subject to be taught in arts
academies-for free-to attract people to learn and transmit this old tradition, then
deemedthe 'national' 'treasure'of culture. Sevenoperagroups were set up in the
army and gaveperformancesregularly. The Nationalist regimemadehuge efforts to
preservethe art of Beijing Operato gain legitimacy for the self-assignedrole of
Taiwan asrepresentingauthenticChineseculture.
The various names,which Beijing Operahad borne, symbolise its increasing
political currency, from jing-jiu (literally meaning opera of Beijing, the capital of

feudal China for many dynasties),to guo-jui (national drama).To eliminate the
Japaneseinfluence and tighten the ideological control via a unified language,the
Nationalists implementedthe policy of promoting Mandarin, the performance
language of Beijing Opera. However, this overlooked the fact that, in the 1940s and
50s, most people in Taiwan communicated in Taiwanese and Japanese instead of

Mandarin. As Gezaixi usesTaiwaneseas the performancelanguage,which was,

Displacing the ChineseTradition: The Polemics of Beijing Opera

97

and still is the biggest languagein Taiwan, it was naturally the most popular theatre
then. The canonisationof Beijing Opera as the national theatrein Taiwan is
questionablenot only by virtue of languagediversity amongthe people in Taiwan
but also by the fact that long before Beijing Operawas imported ftom China,
various folk theatres,such aspuppet theatresand Gezaixi amongothers, already
prosperedin Taiwan.
The statusof Beijing Opera as the 'national' theatrewas challengedby the
popularity of Gezaixi which has beenpromoted by the governmentsince the early
1990s.The maturation of Gezaixi as an independentgenretook place in Ilan in
north-easternTaiwan, and was deemedby somelocal scholarsas the 'authentic'
theatrethat originated in Taiwan (Zeng Yong-yi 1988). But the earliest form of
Gezaixi was modelled on somerural entertaim-nentin China like che-gu, a street
paradeperformanceoriginating from Fukien, a southernprovince of China, brought
to Taiwan by early immigrants. In its development,Gezaixi also assimilatedtunes
and performanceformulas from Beijing Opera.Identification of any 'authentic'
Taiwanesetheatre encountersits polemics becauseas an immigrant society,the
culture in Taiwan was inevitably affectedby Chineseinfluence.
Stylistically, Gezaixi and Beijing Opera are similar in employing singing and
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dancingasthe mode of expression.But they bear more differencesthan similarities.
In tenns of language,Beijing OperausesMandarin with a Beijing accentwhile
Gezaixi usesTaiwanese.Beijing Operaevolved from the Kun opera and inherits its
elitist quality while Gezaixi comesfrom a comparativelymore popular background.
The repertoire of the former is basedon classicliterature or historical eventswhile
the latter mainly consistsof legendarylove stories and fairy tales written in a
colloquial style. One has the tradition of carrying moral messageswhile the other
focuseson theatrical effects to entertaincountry folk. Beijing Opera enjoyed
governmentalsupport from the 1940sto the 1980s,meanwhile Gezaixi had to
survive on its own merit..Furthermore,Gezaixi was marginalisedand culturally
labelled as a vulgar entertaimnentof regional culture, consideredsecondto the
grand Chinesetradition of Beijing Opera.
Sincethe 1960s,a senseof Taiwaneseconsciousnessstartedemerging.
'Shiangtu Wenxue', a grass-rootsliterature movement, advocatedthat literature
should reflect life in Taiwan, insteadof pursuing a romantic nostalgia for remote
China. This call for Taiwaneseconsciousnesswas heightenedas the political status
of Taiwanbecamedire in the 1970s.In the late 1980s,the emerging of the
pro-Taiwan Democratic ProgressParty, a new political force, exercisedinfluence
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burgeoningof Taiwaneseconsciousnessthat stressessituatedknowledge, Beijing
Operalost to Gezaixi in terins of the 'authentic" Taiwanese'theatre.In 1995,the
military-based Beijing Operatroupeswere dismissedand elementaryschools
startedteachingTaiwanesein accordancewith the 'mother-tongue education
program', a languagepolicy implementedin 1996.The art academiesthat usedto
provide free training for Beijing Operaperformerswere combinedand reducedto a
lessernumberin the late 1990s.
Governmentalsubsidy was subsequentlychannelledto provide training and
Opera
Beijing
Gezaixi,
programs
on
which
replaced
education
gradually
throughout the 1990sasrepresentativeof the 'national' theatreof Taiwan-in spite
of Gezaixi's promoting of a Taiwanesenationalist ideology similar to the Chinese
nationalism implied in Beijing Opera(Chang Huei-yuan 1997). In 2002, the
governmentset up The National Centreof Traditional Arts in Ilan. It is a research
centrewith rich governmentalresourcesaimed at encouragingprojects related to
the transmissionof Taiwaneseculture. This establishmentofficially elevatesthe
folk
Taiwanese
theatresas puppet theatresand Gezaixi
marginal statusof such
devoted
it
to the
though
sponsors
projects
even
simultaneously
amongothers,
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transmissionof 'regional' operaslike Beijing Opera,the Kun and Cantoneseopera
etc. This demonstratesthat the cultural policy in Taiwan has changedand taken a
more balancedposition in attendingto all extant theatregenresin Taiwan.
The historical investigation indicatesthat there was a long-term competition
betweenGezaixi and Beijing Opera,outlining the cultural contention between
Taiwaneseness
and Chinesenessboth of which inform the construction of
Taiwaneseidentity. Next, I wish to examinethe modernisation and nativisation of
Beijing Operain Taiwan in an attempt to investigatethe manner in which stylised
formulas are appropriatedto accommodatelocal culture. My primary focus is on
how Chinesenessin Beijing Operais compromisedin the processof modernisation;
next I analysehow the project of nativisation enactsan ideological intervention to
displaceChinesenessand allow for the fonnulation of a place-boundTaiwanese
identity whose construction is neverthelessaffected by the traditional aestheticsof
Beijing Opera.

Before I probe into the transformationof Beijing Operain Taiwan, I think it is
necessaryto first evaluatethe social contextsand aestheticsof Beijing Operato
illustrate how boundariesare set aroundthis tradition to constitute an abstractspace
of Chineseness,detachedfrom life in modem Taiwan. Audience reception,
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repertoire fon-nation,stylisation of formulas and stagecomposition of Beijing
Operaare all woven into the cultural history of feudal China. Hence, my
investigation is undertakenon two planes: firstly I shall examinethe relationship
betweena dis/engagedaudienceand the moral pedagogyexpoundedin a social
context; secondly I discussthe universal spaceof China imagined on stagethrough
stylised formulas and regulatedstaging which form a self-sufficient semiotics.

The dis/engaged audience and moral pedagogy

In the realist tradition of Westerntheatre,a fourth wall is presumedto maintain
the theatrical illusion on stage.Seeingtheatre as a problematic form of
6representation'insteadof a re-enactmentof reality, many theatretheorists like
Artaud and Brecht explored different ways to break the fourth wall of the realist
tradition. In traditional Chinesetheatre,however,there is no needto break a wall
that doesnot exist in the first place. The Beijing Operaaudiencesalways know that
the stylised stagedperfonnanceis an abstractforin of real life. Therefore, they are
never concernedwith interrupting the 'reality' on stage,and grow the habit of
expressingtheir appreciationwith loud applausewheneverthey feel it appropriate.
Beijing Opera is a performer-orientedtheatrewhere audienceappreciation
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focuseson the performer's virtuosity. Its performanceformulas are highly stylised
and preservedvia a rigid training system.The dramatic content is often loosely
organised,mainly usedto advancethe story line, which is arrangedeconomically to
allow more spacefor demonstratingsinging skills, elaborategesturesand acrobatic
movementsall of which work to delineatethe character'smoods in a certain
is
That
why originally many operashad no written scripts, thus
circumstance.
allowing leading roles the spaceto fully develop and for leading actors to
demonstratetheir skills. The Beijing Operaaudiencesapplaudwhen they hear the
tunessung 'correctly' and cheerwith exclamationsof 'hao' (meaning 'very good')
Generally,onceovations are given, the audienceshave a brief exchangeof opinions.
Through such a vocal exchange,the audiencesform an organic community and a
senseof solidarity is establishedthrough this particular mode of performance
appreciation.

This spontaneousand intuitive expressionof appreciationhas a special
historical background.In feudal China when Beijing Operawas performed in
teahouses,tea towels were thrown abovethe stools while skilful demonstrationsof
tea pouring often interrupted the audio-visual spectacleon stage.In this social
context, a festive feeling would pervadewhilst the audienceconductedaffable
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in the Qing Dynasty but it has beensubduedas operabecamemore histitutionalised.
The seemingly 'disengaged' audiencesare also simultaneously 'engaged' with the
performance,as they remain critical of the technical display on stage.Taiwanese
indicates
(1986)
Chinese
Yong-yi's
Zeng
theatre
the
operatic
scholar,
researchon
that the level of familiarity the audiencehas with the dramatic content affects its
aestheticappreciationof the performance.Almost all the audiencesof traditional
Beijing Operaare familiar with the lyrics and stories in the repertoire. This
familiarity allows them to mingle socially with other audiencesmeanwhile to shift
focus on the stagewhen necessary.
The act of theatregoing in the Beijing Operatradition is commonly referredto
as 'ting xi' (meaning 'listening to drarna') becausethe audiencesoften rest their
eyesduring thoseparts they are not interestedin. If they expect a certain sectionof
full
is
then
they
that
technically
resume
attention.
challenging,
singing and acting
Such selectiveaudienceinvolvement is madepossible becauseof a sharedpool of
knowledge obtained through long-tenn 'ting xi' experiences.The partial
dis/engagementis made possibleby the audience'ssophisticatedengagementwith
Beijing Operain everydaylife sincechildhood. The distanciation.from the dramatic
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progress on stage paradoxically proves the audience as a group of opera experts.

This specialgroup of audiencehas the artistic sensibility of theatrecritics nowadays.
Many learn the tunes and lyrics from repetitive listening; it is common for them to
organiseamateurclubs and perfonn.publicly. This self-educatedcritic-audience
was really only possiblein feudal China where the literary andhistorical knowledge
required for an adequateappreciationof Beijing Operawas widely cultivated
amongthe public as in an agricultural society,they could afford the time for such
time-consumingcultivation. However, such a community of critic-audience is
losing its constitutive power in Taiwan, a rapidly industrialised and capitalist
society where people preoccupiedby work have much lesstime to invest in
pursuing the cultural knowledge that is essentialto appreciatetraditional opera.
Most plays of Beijing Opera,due to its close relation with the Kun opera,are
revised from early literary texts from the Yuan and Ming dynastiesfor example.
The repertoirenotably delineatesthe.upper classin feudal China and corresponding
gestures,movements,make-up and costumeare devisedfor stageperformance.
Role types are inspired by social stereotypes,perpetuatingsocial expectationsin
feudal China with respectto gender,age and class.Therefore, classvalues are
imbued in the performanceformulas of Beijing Opera.Qingyi (the young female
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role) has to perform quick and short footwork that matchesthe elegant demeanour
expectedof the educatedyoung lady from a rich family. Costumeand make-up
designis also indicative of the social statusof role types.Traditional Beijing Opera
is classbound, as social hierarchy is a defining factor not only in the compositionof
the critic-audiencebut also in the performanceformulas. This 'class' presenceof
Beijing Operaand its associatedfeudal values are bound to be challengedin
democraticand WesternisedTaiwan that has developeddifferent cultural values,
moral attitudes,and social hierarchy.
The repertoire of Chineseoperais mostly basedon historical events,anecdotes
and folklore legends.Chineseoperahas a strong connectionwith the literary
tradition and its lyrics are usedto expressthe playwrights' feelings about feudal
valuesor social injustice. The opera functions not only to voice the personal
opinions of the literate classbut also to reinforce Confucianism among the public.
The operais didactic, played to an audiencemost of whom are illiterate in rural
China. Colin Mackerras's researchpinpoints somedominant themesin the opera
repertoire,including rebellion againstthe feudal authority, righting of an injustice
through the agencyof someupright magistrate,and wars of patriotic resistanceto
aggressionfrom a foreign power (1981: 79). All thesestorieshave implied but
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strong morality of Confucianism, the dominant value system,admired and
maintainedby the literary classwho wrote plays. The morality written into the
is
fonnulas
likc
transmittcd
through
the rolc typc, makc-up and
pcrformance
plays
costume.The steadyand large repertoire of Beijing Operaperformed in
value-codedformulas is receivedby either an illiterate public or a specific circle of
critic-audience.Though audiencesare of different social classes,their appreciation
similarly focuseson virtuosity. I suggestthat this focus of technical appreciation
facilitates the absorption of cultural values intemalised in the familiar dramatic
contentandperformanceformulas. However, it is difficult to seesuch consolidation
of the cultural values working in Taiwan where the Taiwanese,especiallythe young
generation,have no sophisticatedknowledge of Chinesehistory or classical
literature. Furthennore feudal classvalue is hardly known to the Taiwanesesociety.

Staging Chineseness

Developedaround traditional values and morals, Beijing Opera constitutesa
fact,
is,
in
Chineseness.
I
it
that
spaceof
would argue
an abstractspacewhere the
centralisingsignifier of China is de-historicisedand de-spatialisedin order to
comply with the aestheticprinciple of stylisation. Role types and their fixed

Displacing the ChineseTradition: The Polemics of Beijing Opera

107

dynastic
designed
by
or regional
gesturesand costumes
social stereotypemark no
difference. The only considerationfor them to be designedas such is whether they
are stylised and functional to achievethe required theatrical effects. The stylisation
of theseperformanceformulas satisfies fixed stereotypes,which nevertheless
reflect the social hierarchy and moral values of feudal China. This Chinesenessis
maintainednot only through a stableand huge repertoire and stylised formulas, but
follows
the
through
the
which
almost
always
also
regulatedmise-en-seene,
tradition.
Besidesstylistic formulas, anotheressentialpart of Beijing Opera sernioticsis
the stagesetting, which normally consistsof the basic minimalist set of 'one table
and two chairs' and a few handprops. Sometimeseven,it could be a bare stage.The
is
to
thus
come
world
where
every
stage
object
abstractand endowed
audience
a
with symbolic meanings; a whip with tassels,for example,could be utilised to
signify a horseor an oar for a boat, dependingon the performancecontext. Through
rearranginga table and two chairs,the transformationof various times andplacesin
different stories is achievedsymbolically. Discussingthe relevanceof Chinese
painting to opera aesthetics,Li Ruru (1999) suggeststhat Chinesetheatre attempts
to arousethe audience'simagination to fill in the gapsleft in the scenographythat
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delivers the atmosphereof an event or a circumstance.I suggesthowever, that this
imagination is not running on fi7cewheelbut is an elaborateassociationmadeby the
history.
knowledge
Chinese
The symbolic scene
audience'scomplicated
of
cultural
cbangeon the Beijing Operastagewould not be rigbtly interpretedwitbout sucb an
informed audience.This knowledge of cultural historical China is not restrictedto
any specific historical times/placesbut founded on a universal conceptualisationof
Chineseness.For example,the opera costumedesign mainly basedon the Ming
Dynasty garments also incorporates the apparel patterns of the Tang, Sung, Yuan

and Qing dynasties(Mao Jia-hwa 1995).The costumemight misfit the historical
period in the story but is neverthelessadoptedin order to satisfy 'tradition'.
Historical details have no decisive importancein Beijing Opera as long as
Confucianvirtues such as loyalty to family and nation and socialjustice are carried
interwoven
into the operaaestheticsand its
This
Chineseness
abstract
out.
spaceof
didactic purposeis repetitively enactedin performances,.imagined collectively and
coheredby a centralising value system.
My analysis above examineshow Beijing Opera constitutesan abstractspace
where feudal China is evoked togetherwith morals, cultural values and
I have demonstratedthat the stYlisedgesture,movement and
class-consciousness.
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regulatedmise-en-scenework togetherin the making of an abstractspaceof
Chineseness.A battle sceneis vividly mimed through the use of flags, martial arts
and acrobatics.These symbolic fonnulas require the willing and active
participation of an informed audienceto completetheir communicativemeanings.
But the cultural meaningsof thesecodedsigns are hard to gasp for most people in
modem Taiwan. There is a wide and deepcultural gap that motivates the
modernisation.of Beijing Operain Taiwan which I investigateto show how this
abstractspaceof Chinesenessis fissured.

Modernisation:

the intercultural

dilemma

In Taiwan, the old generationwho appreciatedtraditional Beijing Operais
gradually declining in number. The young Taiwanesestruggleto come to an
informed understandingof the world of old China which Beijing Opera delineates;
furthermoreBeijing-accentedMandarin soundscacophonousto thosewhosenative
tongueis Taiwanese.Beijing Operain Taiwan urgently needsmodernisationto
cultivate new audiences.The first operatroupe initiating the modernisationof
Beijing Operais the Little Company of Elegant Voices (Ya Ying Xiao Ji) founded
in 1979.At that time, many Westerntheatretechniqueswere introduced, which Ya
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Ying appliedto accentuatethe atmospherethat operaformulas aimed to create.One
of the Westerntechniquesit incorporatedwas the use of coloured lighting-in
place of white floodlights which was the standardstyle of lighting for Beijing
Opera-to highlight the changeof mood. In addition, the symbolic and simple
setting gaveway to realist props and scenerydrops. Moreover, non-traditional
designs.
helped
improvements
in
All
these
the
colours appeared
new costume
enhancethe theatrical effect, which was not a major concernin traditional opera
in
focused
depicting
feeling
the
the
character's
and
atmosphere a certain
which
on
situation.
In addition, long sectionsof singing which were traditionally used for
elaboratingthe atmospherewere deletedto speedup the tempo and increase
dramatic tension. Consequently,both the dramatic narrative and the presentational
style of traditional operawere changed.Ya Ying replacedthe outdatedidentity of
Beijing Operaas "the residue of secularentertainmentin old times" with "new,
modem and refined art"(Wang An-qi 1993: 6). However, in spite of the company's
innovate,
desire
director,
Xiao-zhuang's
Kuo
to
she still
passionate
artistic

followed tradition strictly by insisting on perpetuatingthe moralising function of
Beijing Opera(Liu Tian-yi 1980,Wang An-qi 1993). In Kuo's rather extremist
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view, Taiwanesesociety was corrupt becausefew membersof the audiencewere
cultivated by the high morals of traditional opera (Liu Tian-yi ibid. ). Hence,under
her leadership,old plays were revised to proceedquicker with entertaining
theatricality but the content still aimedto correct social wrongs and set up role
models for the Taiwaneseaudience.
Ya Ying contributed to elongatethe life of Beijing Operain harsh competition
with text-basedtheatre and new media such as television in Taiwan in the 80s.
Young peoplewent to the theatrebecausethey regardedthe experienceof watching
'traditional' opera as an enhancementof their artistic temperament.However, due
to their limited knowledge of classicalliterature and operaaesthetics,their passion
was ignited but did not last. Ya Ying's modemisation was restrainedby the old
burden of moralising the public through opera.The abstractspaceof Beijing Opera
was challenged only superficially in the mode of presentation. The Contemporary

LegendTbeatre establishedin 1986took the lead after Ya Ying in the
modernisation,known for its distinct intercultural approach.The Contemporary
Legend advocatedrevolutionising Beijing Operavia confrontation with foreign
cultures.It adaptedWestern classicssuch as Shakespeareand Greek tragedy. Its
most renownedproduetion was TheKingdoni qfDesire (premieredin 1986)based
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on Macbefli. The director, Wu Xing-guo, who received traditional operatraining,
intendedto break the restrictions imposedby the stylistic yet rigid formulas. In
adaptingMacbefli into Beijing Opera,Wu hoped to "dissolve the formalism in the
operatradition" through the stimulus of new and foreign elements(Wu Xing-guo

1990).
Taiwanesetheatre scholar, Chung Ming-der (1996) praisedthe "life force" of
TheKingdom-qfDesire, whicb, in his opinion, would make it live on for
generations.This "life force" might refer to the force of renovating the old tradition
in modem time or the creativity of combining the Western text with traditional
fon-nulas.
I suggestthat it also prescribeda metaphoricalconquestof the
operatic
Shakespearean
text by the 'Chinese' heritage,a gestureof cultural politics to bring
new life into Western classics.Such a nuancebecamecleareras Chung wilfully
statedthat TheKingdom qfDesire became"a cultural product that Taiwan could
export" (ibid.). The presumptionbehind this bold statementwas that Taiwan had
imported Westerntheatreaestheticsas it happenedin adoptedspokendrarna;the
implication was that Taiwan finally gavesomethingback in return. This something,
suggest,was more 'Chinese' than 'Taiwanese', since Taiwaneseculture had no
recognisedrole in its 'cultural export'. Furthermore,I argueTheKingdoni ofDesire
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in
'Chineseness'
Opera
Beijing
the sense
was
whose
accentuated
was essentially
that the narrative focusedon delivering the character'smood change.Bearing some
innovative usesof traditional formulas, new costumedesigns,and lighting effects,
TheKingdoni ofDesh-e still had a dominating aura of traditional opera. It cameas
no surprisethat critics examinedthis intercultural production by traditional
standards.Zheng Pei-kai (1991) criticised the poor singing of the actor playing the
title role, a major criterion for evaluatingtraditional operawhere the performer's
virtuosity matteredmost.
I have mentioned that in traditional operas,the narrative is often simple,
dramatic
The
familiar
to
the
the
audience.
progress
straightforward and
majority of
is not the centre of concernand singing, movementsand gesturesare usedto
elaboratethe mood of the characteror the atmospherein a certain situation. In this
particular aspect, The Kingdom qfDesire paid due respect to the tradition. It

focus
interaction
family,
Macduff
Malcom,
Angus
Ross
to
the
the
on
and
omitted
betweenBanquo, Macbeth and Lady Macbeth. This role cut releasedthe theatrical
time and spacethat was neededto arrangelong singing sectionsfor Macbeth and
Lady Macbeth to delineatetheir mood changeswhile they plotted the murder of
Duncan.
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Macbeth sangand moved accordingto the tradition although againsttraditional
he
practice, used the gestures,movementsand singing techniquesof three role
types. His emotional changeswere delivered with subtlety, but his murder action
(the
dealt
instinctual
the
the
to
mountain
spirit
prediction
of
as an
response
was
but
Macbeth
The
the
types
emotional changesof
mixed role
might act out
witches).
thesechangesneededmore justification from actual deeds.But singing sections,
elaborategesturesand movementstook much space,leaving insufficient room to
develop the supporting plots such as the dire politics of power struggle, which was
only brushedover in TheKingdom qfDesire. A more complex picture of humanity
fortune,
beings
face
innocent
fragility
human
by
a
unknown
when
was replaced
higher will inexplicable and inviolable. Framedin fatalism, his murderousaction
was punishedthrough self-destructionas fortune commanded.But surely,
Macbeth's flawed personality and the changingpolitics in a bigger context had
strong reverberationsfor this betrayal and murder. Macbeth deprived of this
historical force was emotionally too weak to commit the cruel murder.
TheKingdom qfDesire broke rigid formulas but in terms of narrative structure,
it was saturatedin operaaesthetics.I arguethat TheKingdom qfDesire contributed
less to renovatethe aestheticsof Beijing Operathan to acculturateMacbeth in a
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pan-Asianphilosophy of fatalism, which was conduciveto its receptionby an
international audience.Investigating the narrative adaptation,visual effects and
Oriental fatalism implied in TheKingdoni ofDesh-e, CatherineDiamond (1998)
arguedthat it sbaredmore intimacy witb the Japanesefilmic version of Macbeth
(Throne ofBlood by Kurosawa) than with the original. Distancedfrom Shakespeare,
this "cultural export" from Taiwan, oddly, had more of Japaneseand Chinesethan
Taiwanesepenetration.This perhapsunderlined the embarrassingfact that in
confronting the grandeurof Chinesetradition and Western legacy, there was
importance
that could be drawn out of the Taiwaneseculture. Also,
nothing of equal
the label of Taiwan might be confusing to the targetedWesternaudiencefor Beijing
Operawas almost always associatedwith China only. Both Beijing Opera and
Shakespeare
were essentialselling points of this intercultural production. In The
Kingdoni ofDesh-e, the time/spaceconflict was translatedinto the Waning States
(475-221BC) in ancient China but there was no further elaboration of this Chinese
historical background.There were though abundantusesof Beijing Operamelodies,
gestures,and movement whose codified meaningswere combinedbut kept intact
although applied in a foreign narrative and non-traditional mise-en-seene.The
psychological complexity of Macbeth though was not accountedfor fully in The
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Kingdom qfDesire yet it allowed for a re-considerationof the didactic role types
divided in binaries of good/bad-with the good always defeating the bad.
The aboveanalysisshowsthat actedout through mixed formulas of variousrole
types, Macbeth still had a flat characteras a victim of fate. The appropriation of the
Beijing Opera aestheticsdeflatesrather than enrichesthe characterisationof the
Shakespearean
text. I suggestthat the more decisive yet understatedmotivation to
useMacbeth as the sourceof adaptationwas to mount 'Beijing' opera madein
'Taiwan' on the world stagevia a short cut through the Westerncanon.The touring
record of TheKingdom qfDesire showedthat the international showings
outnumberedlocal ones; it was actively promoted to the world, touring to London,
Paris and other Europeancities where it was politely received.Most reviews in
England expressedamazementat the exotic martial arts demonstration;somegave
ironical commentson the thrilling falsetto of Lady Macbeth. With regardto the
intercultural aspectof this production, thesereviews questionedwhether it madea
tragedyinto the performancecontext
successfulcaseof transmitting Shakespearean
of Beijing Opera.

It seemsthat the international recognition of this intercultural experimentfell
on its exotic Chinesenessconveyedin the stylised formulas. Beijing Operain this
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context of international reception offered an indispensableChinesenessto the
Shakespearean
text. Thus, the opera fonnulas were usedin non-traditional ways,
but their connotedChinesenessremained.Inside Taiwan, criticism was concerned
with the aestheticissue of genre. Chung Ming-der (1996) regardsTheKingdom of
Desire as neither Beijing Opera nor spoken drama. Wang An-qi (1996: 26) sees "a

new theatregenre" developing out of this mixture of various genres.However, this
now genretentatively assignednew namessuch as Chinesesing-and-dancedrama
or New Beijing Opera,lacks value stability as it has been,so far, the only
production of such unique aesthetics(Gu Jia-ling 1999).It is thus still debatable
whether TheKingdom qfDesire is justifiably namedBeijing Opera or is rather
merely a Shakespearean
play, performed in an Oriental style. This production
motivated by subverting the operatictradition still did not quite escapethe haunting
Chinesenesscodedinto the forniulas wbose application, not the signifying content,
was appropriated.
I will now look into the cultural politics operatingbehind the aesthetic
appropriationof Beijing Operain modem Taiwan. The link betweenaestheticsand
politics is never clearly severedas already testified in the stylisation of Beijing
Operaformulas. The ContemporaryLegend's 1994production, Medea-The
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Pfincess qfLolaii, adaptedfrom Greek tragedy similarly aimed at innovating
Beijing Operawhere female roles were limited to virtuous and immaculate women
happy
for
keeping
judged
by
they
the
were
made
a
marriage and
who
sacrifice
family. To create a new and revengeful female role for Beijing Opera was the

director, Lin Xiu-wei's (of modem dancebackground)original intention. Not
its
unlike version of Macbeth, the ContemporaryLegend's Medea compressedthe
original story to focus on delineating a woman tortured by her own passions.Some
important threadssuch as Medea's previous killing of her brother and her past as a
priestesswere not contextualised.This deliberatenegligencefailed to address
Medea's complex personality, which would have provided the rationale for her
decisionto kill her own children. Both Taiwaneseversions of Macbefli andMedea
faithfully.
Western
The Western classics
translate
to
classics
claimed no ambition
were usedto justify the modernisationof the old Chinesetradition, illustrating that
Beijing Operaaestheticswere ill-equipped when it cameto portraying complicated
ebaractersasthey were limited to a narrow range of role types moulded on social
focus
in
feudal
China.
However,
two
the
these
productions set
on the
stereotypes
delineationof the hero(ine)'s changingmood, disclosing their bond to the
traditional operatic aesthetics.Thesemood changeswere delivered without
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addressingthe cultural and historical forces that initiated thesechanges.Thus,
Macbeth becamea victim of fate and Medea, an ordinary love-forsaken woman
whoserevengewas simplified as "a loss of innocence" (Lin cited in Gu iia-ling
1999).The use of Western classicshere aimed not to produce a more sophisticated
interpretationbut to displacethe Chinesenessof Beijing Operaunder the seemingly
neutral nameof creating a new performancegenre. I arguethat the Contemporary
Legend's searchfor a new performancegenreis closely associatedwith an exotic
flavour drawn separatelyfrom the Chinesenessof operatic formulas and a
multi-cultural imaginary which is ostensibly againsta totalising Chineseness.
During rehearsals,Lin found that Medea's characterdemandedmore than
breakingup the role types or simply mixing them up. For her, the falsetto singing of
a young female role was high-pitched sharpand breaking easily becauseit was
developedin the oppressivepatriarchal systemof feudal China (Gu Jia-ling 1999).
Lin's Lolan woman set out againstthe operaaestheticsand its internal moral values.
ThePrincess qfLolan subvertedthe operatic tradition in many ways. The falsetto
had to go. The actressplaying Medea usedher natural voice to expressMedea's
deepangerand wild emotions.The Beijing Opera librettos rhymed in accordance
with the rules of the classic Chinesewriting were replacedby the free-style modem
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poetry. The stylised fonnulas were abandonedfor realist acting although some
minor characterssporadically usedoperaticgesturesout of their original contextsin
traditional opera.The music was a m6langeof electronic sounds,Buddhist chanting,
ethnic tunesfrom Mongolia, Tibet etc... The stagedesignand lighting effects casta
mythic atmosphereof darkness(echoing the dark power of revenge),a contrastto
the normal bright stageand harmoniousspirit in traditional opera. ThePfincess of
Lolan was overtly and completely cut off from the semiotic systemof Beijing
Opera.It was thus referred to as"ChineseNeo-classicDrama" (CatherineDiamond
1995: 252).

ThePi-McessofLolan not only presenteda polemic in terms of genrebut also
problematisedthe purity of Han-Chineseculture that constitutedBeijing Opera.
The time of ThePrincess ofLolan was locatedin the Han Dynasty (206 BC-220),
more than one thousandyears earlier than the birth of Beijing Opera.At that time,
the busy traffic on the Silk Roadbrought many cultural exchangesbetweenEurope,
Middle Asia and China. The princessof Lolan and Jasonoriginally came from two
borderlandtribes' deemedas barbaric by the Han Chinese.As their love was not
2
by
Dunhuang
accepted their tribal members,they elopedto
on the western
frontline of China, a crucial junction of the Silk Road via which Buddhism from
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India cameto China. Set in this ancient 'cosmopolitan' world where Han-Chinese
culture was not dominant, this production createdan intercultural scenography
'whereethnic clothes of minorities in China, Japan,Victorian England and Bali
amongotherswere on display. Besidesthe tantalising costumes,the use of chorus
was also intercultural. The chorus,utilised in a similar mannerto Greek tragedy,
commentedon the plot; it enteredthe auditorium to initiate the interaction between
the performersand the audiences,invoking the aura of environmcntal theatre.The
chorusalso functioned as stagehands-a conceptadoptedfrom the JapaneseNoh
theatretradition-helping actorschangecostumeson stage.Disguised in the masks
3,
in
Nuo-theatre
to
they dancedout Medea's pains physically. In
similar those the
ThePfincess qfLolan, the conflicts betweenrealist acting, symbolic set, alienation
devicesand stylistic gesturesdefied the principles of abstractbeauty and
hannonious spirit of the synthetic aestheticsin traditional opera.The Princess of
Lolan was an intercultural experimentthat reservedfew tracesof Beijing Opera
meanwhile accommodatingvarious Asian and Western cultures. It visualised a
cosmopolitanlandscapehardly distinguishedof any specific culture, which I
suggest,not only differentiates the pure content of Chinesenessto include the
borderlandculture in ancient China. This cosmopoýltancultural imaginary also
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however
heterogeneous
Chineseness
that
was only
proposesa
composition of
accessibleoutside the serniotic systemof Beijing Opera.

The intervention

of contemporary

Taiwanese cultural discourse

Ya Ying Xiao Ji and the ContemporaryLegend Theatrestartedthe
modernisationof Beijing Operafrom the 80s. From the late 90s,besidesthe efforts
in the private sector,two troupesfrom the public educationsystem,the National
Fu-Hsing ChineseOperaTroupe and the Kuo-Kuang OperaTroupe, also presented
many 'modem' operaperformances.Ya Ying though presentedoperasin a modem
style, yet followed strictly the Beijing Operaaestheticsespeciallyin its didacticism.
The ContemporaryLegend's Macbeth andMedea by confronting new elements
from Westerncultures broke the rigidity of operatic formulas. Consideredin the
international context of reception, its Macbeth showedstringent attachmentwith
in
developed
in
it
Subversion
Medea
to
that
was almost
extremes
operaaesthetics.
completely detachedfrom Beijing Opera serniotics.Modernisation by thesetwo
intact
it
left
in
Opera
Chineseness
Beijing
troupes
the
or
removed
private
either
completely. But, in these modem opera performances no mediation of Taiwanese

culture was observed.This changedwhen Fu-Hsing and Kuo-Kuang, the two
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public operatroupes subsidizedlargely by the government,took modem Beijing
Operaback to the operatic. They engageda new mode of cultural intervention,
applying modem interpretationsto both traditional and new plays and using
Taiwanesehistory as dramatic materials.
Fu-Hsing was founded in 1965by private resourceswhile Kuo-Kuang was the
first 'national' operatroupe establishedin 1995.Both were associatedwith the art
academies where many opera performers and musicians were trained, playing an

important role in the canonisationof Beijing Opera.Their old mission was to
preserveand transmit the national cultural treasurebut there is a nuancein their
presentgoal set to renovateon the basis of the operatradition. Absorbing concepts
from modem theatre,Fu-Hsing commissionednew plays that could "reflect the
contemporarycultural scene"and "get near to the heart of modem society" (Zheng
Rong-xing 1998). Previous intercultural operas sougbt inspiration from Western

culturesto createa new performancelanguage.In comparison,the new plays by
Fu-Hsing engagedmore with transforming the outdatedideology in Chineseclassic
texts though there were casesdealing with non-Chinesetexts. Fu-Hsing's new
plays had a distinctive experimentalapproachwhich contrastedwith the
conservative spirit of Ku-Kuang (Wang An-qi 1998a). The latter eventually
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The
Taiwan
three
entitled
productions,
collectively
engendered
controversial
Trilogy with the aim to 'nativise' Beijing Opera.I suggestthat both troupes
collaboratedin their aim to implant Taiwaneseconsciousnessin Beijing Opera,
even though they adopteddifferent methodologies.
Fu-Hsing's new plays were inspired by Chinese,Asian and Westernliteratures.
The stories,if basedon foreign texts, retained the original referential framework
althoughthe impact of the sourceculture was deliberatelyreducedand displacedby
its implication for the Taiwaneseculture. The cross-culturalinfluence was mainly
visible in costume,make-up designsand other aspectsof theatrical effects.In terms
of performancelanguage,most traditional tunes and stylistic formulas were used,
interpolatedwith folk melodies or expressionsand gesturesdevelopedin modem
Taiwanese society. Also common was a use of realist mise-en-scene. In Fu-Hsing's

from
interpretation
induced
their relevanceto the
new plays, modem
was
Taiwanese culture. One example, Pan Jin-lian (premiered in 1994) instilled a new

life in a stereotypicalunruly woman from Chineseliterature. Pan Jin-lian's
much-criticised extra-marital affair was re-interprcted and rationalised as a
from
her abusive
to
the
necessaryreaction subvert
chauvinism she suffered
husbandand their arrangedmarriage againsther will, a solid proof of women's
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oppressionin feudal China. In addition, insteadof a loosewoman andbetrayedwife,
Pan Jin-lian was redeemedin her portrayal as a liberating soul who was brave
enoughto pursueher sexual desires.This liberal interpretation was regardedasthe
natural outcome of democratic and modem Taiwan where feudal values were not
applicable (Liao Xian-hao 1995). Cultural sensibility in Taiwanesesociety reacted
againstfeudal valuesin Chineseclassicliteratures.Fu-Hsing's new plays teasedout
cultural revelationsto contemporaryTaiwan whether the sourceswere classicor
modem, Chineseor foreign and in this way, an especiallyTaiwaneseangle of
interpretationwas launched.
Another example was Exodus (premieredin 1999), adaptingthe Moses story
from the Old Testament.In the houseprogram, the director linked Moses to the
Taiwaneseas sharing a common struggle to come to terms with their identity, a
haunting concernfor both. His adventureto Mount Sinai was a trip of home return,
a searchfor his Hebrew roots. The longing for a lost homelandhad resonancefor
Taiwan composedof immigrants who experienceddislocation from home. Beijing
Operawas usedto act out local cultural concernsthat respondedto the bigger
social/political environment in Taiwan. Fu-Hsing's new plays showed that the
modernisationof Beijing Opera shifted from aestheticrenovation to ideological
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transformationthrough assimilating important cultural discoursesin contemporary
Taiwan like gender and identity. WangAn-qi (1999) indicated that Fu-Hsing's,
modem operaperformancesbroke open the "enclosure and self-sufficiency" of
Beijing Operain order to reflect the cultural and social concernsof Taiwanese
society.But, Taiwanesecultural codesjuxtaposed with opera fonnulas produced
the tension,which would becomethe main concernin Kuo-Kuang's project of
nativisation where an essentiallyTaiwaneseidentity was attempted.
Beijing Operahas been transfon-nedinternally in relation to moral pedagogy
and externally in terms of perfonnanceaestheticsin various phasesof
modernisationin Taiwan. There were differencesbetweenthesemodem opera
performancesbut one coherentdrive was to weaken the Chinesenessof Beijing
Operathrough changingboth its form and content.However, as Chinesenesswas
tightly woven into all aspectsof operaaesthetics,this task of renovation was highly
problematic. Besidesthe differentiation at the forefront of presentationstyle,
Beijing Operawas challengedon the plane of ideology in relation to the narrative
structure and mode of interpretation. Fu-Hsing's new-play productions employed

realist mise-en-sceneand acting togetherwith traditional acting and singing,
making a framework that facilitated the processingof modem interpretation.
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Fu-Hsing demonstratedhow modem Taiwaneseculture intervenedin the ideology
of the classictexts. Placedin the trajectory of modernisationexaminedabove,
Fu-Hsing shifted the modernisation focussedon aestheticinnovation to an
ideology-orientedintervention of Taiwaneseculture. This approachwas more
explicitly addressedin Kuo-Kuang's The Taiwaii THIogy.After becoming the only
'national'Beijing

Opera troupe in Taiwan, Kuo-Kuang announced its main premise

of 'nativisation' under which the trilogy was the first project. The premise of
nativisation suggestedthat Beijing Operain Taiwan had to establisha link to the
presentlocality. How Taiwanesematerials and cultural codeswere integratedinto
the stylistic formulas of Beijing Operapresenteda polemic of cultural difference.

Go and Nativise! The Taiwan Trilogy

Ma-Tzu (1998), Cheng Cheng-kungand Taiwan (premieredin January 1999),
andLiao Ran-ding (premieredin October 1999) are the serial titles of The Taiwan
Trilogy by Kuo-Kuang. Ma-Tzu, recounts the story of an ordinary village girl

elevatedto the goddessof the seafaringsafety who is regardedas an all important
deity for the islandersliving by the sea.Cheng Cheng-kung,a military generalof
the Ming Dynasty fought the invading Dutchmen in Taiwan.He symbolisesanother
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type of protector figure for the Taiwanese.Unlike GeneralCheng, Liao Tian-ding
exists only in folk legends.Nicknamed 'TaiwaneseRobinhood', Liao invokes the
image of a civil hero who defies the cruelty of Japanesecolonisation. The Beijing
Operarepertoire delineateshistorical figures of feudal China and this operatic
imaginary never includes Taiwan within its map. Therefore, using Taiwanese
historic figures as dramatic materialsmay displace the Chinesenessembeddedin
Beijing Opera.The leading figures in this trilogy are chosenbecausefirst their life
stories are familiar to the Taiwanesejust like most Beijing Opera stories are to the
Chinese.Secondly,they are highly respectedfor their devotion to protect Taiwan
from foreign oppressionor natural disasters.Their personallives are closely
integratedinto the collective well-being of Taiwan. In different historical periods,
they in common summon a senseof belonging amongthe Taiwanese.
Ma-Tzu was the most widespreadsecularbelief in Taiwan. In addition, the
Ma-Tzu legendhas always been a popular subject for Gezaixi and
aiwanese-speakingsoapoperawhere this deity has the establishedimage of
'speaking' Taiwanese.To transfer this deity into the Mandarin-speakingBeijing
Operaalreadytransformedthe public perceptionabout this particularly 'Taiwanese'
god. It seemsnatural that Chinesehistorical figures act through stylised formulas
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and speakin Mandarin as the Beijing Opera tradition has it. But it would take time
to get usedto a Ma-Tzu, whose native tongue was Taiwanese,speakingin
Beijing-accentedMandarin in Ma-Tzu. Legendhas it that Ma-Tzu is transcended
into a deity from a normal village girl born in the Fukien province in the Song
Dynasty (960-1279). Ma-Tzu was kind-natured with a strong filial piety; however,
her uneventful life was devotedto loving and helping others and generally devoid
of dramatic incidenceswhich would inform a stageadaptation,thus the play had to
"create somethingout of nothing" (Li Lian-ju 1998). However,both the director
and playwright stressedthat they wanted to foreground her humannessinsteadof
producing a eulogy about the already deified Ma-Tzu. Local scholar,Lin Gu-fang
(1999) suggestedthey re-phrasethe title as "Prelude of Ma-Tzu," a more
appropriatedescription of this intendedhumanefocus, asthe title of Ma-Tzu would
immediately incite the audience'sreverencefor the most esteemedgoddessin
Taiwan. Despite the reverent title, her godly quality had such a strong presencein
Ma-Tzu that it was criticised as encouragingreligious superstitionand mysticism
(Chou Huey-ling 1998). 1would argue,however, that this nativising production
intends to promote a place-boundTaiwaneseidentity via portraying a harmonious
Taiwanesecommunity and a sanctified figure as its cohering force. Further, I argue
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that this Taiwaneseidentity is hybrid as it is perfonned through opera aesthetics
which invoke Chineseness.I now move to analysehow such a hybrid identity is
narratedon the level of both dramaturgyand performancestrategies.
Ma-Tzu began with the central figure's youth when shevowed to stay single
and devoteher life to helping others.The main body of the performancedescribes
how shewas endowedwith magic powers purported to cure illness, and detail a
particular incident when she savedthe suffering villagers from an unfortunate flood
in
from
had
the
the
trying to
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county
magistrate
which
resulted
misjudgement
relieve the drought. In spite of managingto savemany villagers, Ma-Tzu still lost
her own family in the water. Distraught and sorrowful, shewas then led to heaven
by the Mercy Kuan Shih-Yin, a higher deity in Chinesereligion. In this production,
it was first suggestedthat Ma-Tzu inherited the bloodline of the deity, asproved in
that shehad the magic power to heal the sick. However, her magic disappeared
when it cameto saving her own family from drowning. The incoherent
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Mei Lan-fang) that employed specific singing techniques.Somecritics applauded
the work for its authenticrevival of the Mei school of perfonnance. In this sense,
Ma-Tzu followed strictly the Beijing Operaaesthetics,not only in the singing style
and tune arrangementsbut also in the movement design and even the use of
drumming asmusic accompaniment(WangAn-qi 1998b).The pretentious
into
irrational
falls
Ma-Tzu
the
of
consecration
perhaps
and superstitious
dimensionsof religious belief I suggest,however that the consecrationbe viewed
larger-than-life
figure to counteractthe historical
to
political
a
as a
gesture create
heroesoften portrayed in traditional Beijing Opera eventhough the consecration
was delivered through the Beijing Opera formulas.
Although mainly performed in the traditional style, there we'resome
referencesto contemporaryTaiwaneseculture in Ma-Rit. The slides of housesand
templesprojected on the backstagescreenwere typical of the architecturesin the
southerncoastof China, to which Taiwan geologically belonged.The slides meant
to link Ma-Tzu's backgroundwith Taiwan. But theserealist imagesthat brought in
decorative,
displays.
What
Taiwaneseness
touch
a
of
were mere
picturesque

dominatedwas the Chinesenessflowing in the singing in Beijing-accented
Mandarin and acting in stylised gestures,both of a distinct Mei-school style.
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Ma-Tzu was acted according to traditional opera aestheticswhere symbolic
costumesand make-upindicated a genericculture of no specific historic details and
thus an all-time, all-place China was signified. The universal time and spacewas
especiallyuseful for characterisinga transcendentalfigure of deity like Ma-Tzu
whose costumesshowedno historical specificity. Near the end when she ascended
into the clouds, her light featherrobe was foreign to the traditional costumedesign.
Made of light material in pure white colour, this robe heightenedthe sublime
atmosphereto match her aseendanceinto Heaven.Ma-Tzu was sanctified in an
a-historical world. The symbolic significance of Ma-Tzu's statusas protector for
the Taiwanesewas undercut by her acting and singing style which was so defiantly
Chinese.
I suggestthat Beijing Opera formulas were essentialto achievethe
consecrationof Ma-Tzu. But, I want to arguethat there was an antagonistictension
betweena sacralisingnarrative that soughtto build a place-boundTaiwanese
identity and the operafonnulas that connoteddistinct Chineseness.7bis production
revealedthe political intention of raising anothertotalising signifier of Taiwan to
replacethat of feudal China in the project of nativising Beijing Opera. But this
ideological purposewould not be fulfilled byjust using TaiwaneseMstorical
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figures as dramatic materials. It took more sophisticatedpenetrationof Taiwanese
culture than the simple insertion of slidesof architecturetypical to Taiwan.Amore
sophisticatedpenetrationsuch as a more integrative use of cultural codesand
substantialintervention into the Beijing Operaaestheticswas to come in the rest of
the trilogy.
Among the leading charactersin The Taiwan Tkilogy, Cheng Cheng-kungis
the only one officially acknowledgedas a 'national' hero in the textbook of
Taiwanesehistory. He reclaimedTaiwan from Dutch colonisation and was the first
'Chinese' official that cultivated the land in Taiwan. Chengwas originally a general
of the Ming Dynasty, which was overthrown by the Manchus.Chengthus retreated
to Taiwanbasedon the belief that he could fight his way back, wrench the ruling
power from the Manchurian Qing Dynasty (whom Chenglooked down on as a
barbaric tribe from the north) andreturn it to the exiled Ming emperor(representing
the Han race).This motivated Cheng'spassionto constructTaiwan as a military
baseto retrieve China. However, it would be ironical to stressCheng's
identification with feudal China in this operaproduction which sought to achieve
collective identification with Taiwan. Hence,this important political background
was conveniently left out in Cheng Cheng-king aný Taiwan where Cheng's defeat
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of the oppressiveDutch colonisersandhis project to turn Taiwan into a harmonious
community was the main concern.Throughout the performance,the image of
Cheng's armsraised high with an upward look and a revolutionary spirit appeared
repeatedlyto highlight his role as the saviour/guardianof the island.
I have arguedthat the trilogy aimed for a place-boundTaiwaneseidentity
realisedthrough a narrative that sacralisedthe heroic figures who representedthe
force
force
behind
Taiwanese
Ma-Tzu
the
the
of
community.
elicited
centralising
religion, which in Clieng Cheng-kungand Taiwan, was consolidatedin the
here
invoked
foreign
intrusion.
What
against
was
was ethnie
rebellious spirit
solidarity There was a simple dualistic contrastin the representationof good and
evil in termsof characterisation.The Dutch oppressedthe locals on one sideandthe
leadership
Cheng's
Han
together
on
under
spiritual
aboriginal and
people worked
the other.Chengwas portrayed asa perfect politician obeyinghigh moral principles,
as would be appropriatefor a historical hero who cultivated Taiwan. The opening
episodedescribedthe difficulty of Cheng's fleet landing in Taiwan without giving
any information about this fleet's progressen route. This military action, though
encounteringsomeproblems, finished like a miracle. As Cheng'sships steerednear
Taiwan, the crew suffered from food shortageand violent turbulencein the sea.
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After Chengprayed to God and explicatedhis resolution to saveTaiwan ftom
foreign oppression,the turbulenceceasedand the tidal wave helped guide his ships
ashore.This military landing, stagedas such,was executedby God's will. This
inauguratedthe auraof holiness surroundingChengthroughout the performance(Ji
Huey-ling 1999a).

Defined as an 'epic opera', the narrative only coveredthe last three months in
Cheng'slifewhen he landed in Taiwan where he stayedto cultivate. Taiwan in his
from
low-class
became
poor people
coastal
prosperousand attractedmany
rule
China.After the dramatic landing, the narrative delineatedthe Dutch invasion and
Cheng'sruling policy. One Dutchman, Xiang-Yi rebelled againstthe idea of
colonialism, betrayedhis home country and married an aboriginal girl, Yi-Wa. The
interaction betweenthe Han people, aboriginesand Cheng'sarmy constitutedthe
harmoniouscommunity in focus here..Dutch rulers were describedas merciless
killers of the oppressedHan and aboriginal people who presenteda united front of
resistance.But history recordshave quite a different version, indicating that the
Dutch applied a rather lenient policy in colonial Taiwan while there was a division
of habitation set-upbetweenthe Han and aboriginal people (Ji Huey-ling 1999a).In
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racial prejudice betweenthe Han people (Cheng'ssoldiers) and the aborigineswere
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under Cheng'srule. Chengwon the heartsof everybodyincluding foreignersfor his
devotion to cultivating Taiwan. However, in the last episode,it showedthat his
deathhad more to do with his love for 'China'than 'Taiwan'. He was first shocked
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as the aboriginesand Dutch people. The Dutch ruling classwearing blond wigs
sangin the way of Westernopera.But the Dutchman, Xiang-Yi acted and sangin
the way of Beijing Opera,which I view as a gestureto expresshis affinity with the
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Chinese/Taiwanese.
The movement of the Dutch ruling classwas naturalist, stiff
and minimalist comparedwith the stylised movementsof the Cheng and his
multi-racial community. The black slave and the Dutchmen were coloured
accordingto their racial features.The aboriginesdancedin ethnic clothes and sang
to music of the real rituals except for Yi-Wa. She sangin Beijing-accented
Mandarin accompaniedby stylistic movements.Again, like Xiang-Yi who sangand
acteddifferently from his Dutch countrymen,Yi-Wa's different acting style was
necessaryasboth belongedto the unified Taiwanesecommunity. Hence, this
community led by Chengwas distinguishedby a unified performance style. The
Taiwanesecommunity composedof the aboriginal, the Han people, one Dutchman,
and one black as a unit presentedacrobaticskills like the familiar sceneof military
demonstrationin traditional Beijing Opera.This military demonstration
highlighted the patriotic passionof this multi-racial Taiwanesecommunity to fight
away the coloniser.
After Ma-Tzu that was highly reminiscentof traditional Beijing Opera,Clieng
Cheng-kungand Taiwan was deemedas a work to "clean the shame" for Kuo
Kuang in the words of its Acting Director (Ji Huey-ling 1998a).This unspecified
"shame" referred to the overwhelming dominant and authenticaura of Beijing
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Operain Ma-Tzu whoseTaiwanesenesswas not accentuatedenoughto meet the
goal of nativisation, to constructan essentiallyTaiwaneseidentity. In amendment,
Taiwanesecultural codesappearedin abundancein ChengCheng-hing and Taiwan;
for example,the use of Taiwanesefolk tunes and the aboriginal ritual performedin
ethnic music. However, the realist-detailsof a multi-lingual Taiwan createdan
internal tension as this samecommunity also had a unified performancestyle in
operafonnulas that invoked Chineseness.This contention of cultural difference
jeopardisedthe homogenousconstitution of the Taiwaneseidentity groundedin a
community where everybody worked togetherregardlessof racial/ cultural/
linguistic differences.Following Ma-Tzu, the nativisation of Beijing Operain
ChengCheng-laingand Taiwan was expressedthrough the delineation of a
harmoniouscommunity under the leadership/protection of a national hero. But, the
constructionof this collective identity as highly dependenton the Beijing Opera
aestheticswas unsettledby Chinesenessinternal to the aesthetics.The stylistic
formula was the dominant performancevocabulary,supplementedby some
colloquial phrasesand life-like gesturesin the Taiwanesesociety. In relation to
music, the traditional tunes of opera formed the main body of the performance
although one particular Taiwanesefolk tune was adaptedand used as the thematic
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songplaying before the start of eachepisodeor in the backgroundto provide a local
flavour. In betweentwo different setsof cultural codes,the identity thus negotiated
was hybrid and was neither purely Taiwanesenor Chinese.
Comparedwith the high profile of one goddessand one national hero, Liao
Tlan-dhig endedThe Taiwan Trilogy by the legend of an ordinary man from a lower social class.The sanctified image might outplace a low-class figure like Liao who
unlike Chenglisted in historical textbooks, exists only in folklore as a
self-righteousswordsman.The legend goesthat he robs the rich to help the poor
while the official (Japanese)recordsdescribehim as a sly hooligan who even dares
to steal from the armoury. He has a good reputation as he stealsfor the good of the
poor; he also representsthe fighting spirit againstcolonial oppression.Regarding
presentingsuch a folk hero, the director expressedhis resistanceto createanother
spiritual symbol for the Taiwaneseas so obviously manifestedin the other parts of
the trilogy (Huang Li-ru 1999). However, I arguethat a similar intention of
consecratinga Taiwaneseconunonercould be detectedin the characterisationof
Liao Tian-ding although he was imaged asmore of an ordinary man comparedwith
the other awesomeprotagonistsin the trilogy. Clearly, he was not a hero who bad
idiwan
from Dutch rule. But
the military power of a generallike Chengto save
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Liao was heroic in the sensethat his life was endangeredbecauseof his actionsto
defendthe oppressedTaiwanese.
Liao's image was half-hooligan and half-hero. His classcharacterwas
expressedin his relaxed attitude about stealing from the rich Taiwanesegentry who
fellow
following
instructions
by
Japanese
to
their
countrymen.
exploit
mademoney
Liao's thief image was amelioratedas every penny he stole was used to help the
suffering Taiwanese.Afier killing one important Japaneseofficer, he was pursued
by the Japaneseauthorities.As a masterof disguise,he stayedsafe on the run but he
revealedhis true identity twice in order to savethe life of innocent Taiwanesefrom
the Japanese.The dramatic narrative purposelyfocusedon the love triangle of Liao,
his Taiwaneselover and the Japaneseofficer. Such a 'love' focus might be the
director's strategyto highlight the humaneaspectof Liao Tian-ding, who in the
invincible
thinking
swordsmanship.Ji Huey-ling's
wishful
exemplified
public's
review (I 999b) suggestedthat this focus on the love affair was deliberately usedto
in
the trilogy.
the
sacralisation
established
counteract narrative of
previously
However,this focus on Liao's private love life was not in coherencewith the overall
dramaturgysince from the beginning, Liao was thoroughly involved in public
affairs, defying unjust deedsby the Japaneseand devotedto helping the Taiwanese.
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It was therefore strangeto realise that in the final sceneof Liao's death,though
hinted mildly, he died not for the sakeof Taiwan but for saving his lover's life from
the revengeful Japanese officer. This offset Liao's previous patriotic image. His

deathwas dealt with in a mythic way. He was seenjumping off the ridge but
be
he
died
This
to
or
remained
would
seem
whether
not
unclear.
yet anothergesture
to disguisethe inunorality of a folk hero who could invoke a collective belonging of
the Taiwanese.
The director statedthat he did not creatework with the purposeof 'nativising'
Beijing Operabut insteadwanted to value its innovation. In the rehearsals,applying
methodologiesfrom psychological realism, he askedthe actorsto move out of the
fixed tonesof speakingand stylised formulas in traditional opera and uncover the
internal motive in eachaction of individual characters(Huang Li-ru 1999).This
realistic acting was best illustrated in the role of A-Gou, Liao's apprentice.His
performancestyle was dominantly realistic although his stylistic gestureswere
devisedon the basis of the movement scoresfor the traditional role of monkey in
Beijing Opera (Lin Gu-fang, Lin Her-yi 1999). The realist approach was also
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in singing but no Taiwanese,even though he was a native speaker.The Taiwanese
gentry spokeTaiwanese-accentedMandarin; the Japaneseofficials spoke
Beijing-accentedMandarin. The three roles in the love triangle had long singing
sessionsin Beijing-accentedMandarin to delineatetheir subtle mood changes.
Comparedwith the rest of the trilogy, this production largely reducedthe use of
stylistic formulas.
The Taiwan Rilogy tackled the task of negotiating native materials that invoke
Taiwaneseness
and stylised formulas of Chineseness.All threeproductions focused
delineating
on
a holy persona,a national hero who cohereda place-bound
Taiwaneseidentity whose constructionhowever was destabilisedby the opera
formula employed asthe main vocabulary of acting. This revealedthe political
intention of nativising Beijing Operain Taiwan, reminiscent of

ideological
-the

power of Beijing Operamobilised by the Nationalist regime forjustifying a
self-assignedrole as the authenticrepresentativeof Chineseculture. Local theatre
scholar,Chou Huey-ling (1998) worriedly disclosedthis potential dangerin this
project of nativising Beijing Operawhich she felt could develop anotherfonn of
essentialist oppression. However, in The Taiwan Tilloýy traditional Beijing Opera

fonnulas were essentialfor the consecrationof Taiwaneseheroes.The conflicting
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tensionsbetweentheseformulas that connoteChinesenessand the cultural codes
indicative of Taiwanesenesspresentsthe core polemic that remainsunresolvedin
nativising Beijing Operain Taiwan.As local opera scholar Lin Her-yi (1999)
commented,the duerespectpaid to the old tradition was the biggestbarricadeto the
establishingof a new mode of Beijing Operain Taiwan. Becauseof the
incommensurabledifference betweenTaiwaneseculture and Beijing Opera
formulas saturatedwith feudal Chineseculture, The ThAvanRilogy though
employing local materials as dramatic content,failed to securean essentially
Taiwaneseidentity. What the trilogy presentedwas a hybrid identity negotiated
betweenTaiwanesenessand Chineseness.Taiwaneseidentity as negotiatedin these
productionsof modernisation andnativisation is not easily settledinto a fixed form,
or adheredto any single cultural origin. What emergesinsteadis a new senseof
belonging, in the fonn of cultural hybridity where differencesare constantly
articulatedand re-articulated.

Conclusion

Sincethe age of Qing Dynasty, Beijing Opera enjoyed the privilege of
representingthe national theatreand cultural tradition for the Chinese.Its canonical
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statuswas maintained through a large and stablerepertoire where morals and
cultural values were transmitted. Its stylised fon-nulasand their codedmeanings
were culturally specific, constituting a self-sufficient sernioticswhere feudal China
was a totalising signifier. Thus, Beijing Opera and its implied national-cultural

Chineseidentity togetherwith Gezaixi were involved in a competitive context with
regardto representingthe national theatreof Taiwan. I have suggestedthat Gezaixi
assimilatedChineseinfluences in its maturity into an independentgenreand
Beijing Operain Taiwan also undertooktransformationto accommodateTaiwanese
culture. DuriDg the canonisationof Beijing Opera,the constructionof Taiwanese
identity was basedon Chinesenessimagined in traditional Beijing Opera.Such an
imposed Chineseidentity on the Taiwanesewas unsettledin the processof
modernisationwhere the abstractspaceof Chinesenessin Beijing Operawas
gradually disintegrated.
Since the 1980s,traditional Beijing Operawas revampedin order to connect
but
Ya
Ying
Taiwan.
theatrical
contemporary
with
applied modem
effects
employedthe stylistic formulas to accomplishthe traditional goal of moral
transmission.By a distant detour of Westernclassics,the ContemporaryLegend
Theatreencountereddifficulties diluting Chinesenesstightly woven into the
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aestheticsof Beijing Opera.The traditional fonnulas were appropriatedlike the
mixed use of role typesbut the eonnotedChinesesnessof theseformulas remained
adamantin Macbeth by the ContemporaryLegend Theatre.The adaptedMedea
moved away from the operatradition to the extent that Chinesenesswas emptied
out. ThePi-incessqfLolan abandonedall the recognisablyoperatic featuressuch as
familiar tunes,accentedMandarin andshrill falsetto. The m6langeof cultural codes
of ethnic minorities in China, other Asian and Western culturesproduced a
culturally neutral landscapewhere the spaceof Chinesenesswas vacated,replaced
by a multi-cultural imaginary groundedin nowhere-neither China nor Taiwan.
The intercultural productions by the ContemporaryLegend ruptured the
rigidity of fixed formulas and its employment of foreign cultural codesand realist
mise-en-sceneexplored the possibility of a new performancegenre, for which
Taiwanese culture played no part. To use Beijing Opera as the perfonnance

languageinevitably engagedits internal Chinesenessas shown in The Princess of
Lolan. How to negotiateboth Chinesenessand Taiwanesenesswas investigatedin
the new-play productions by the National Fu-Hsing ChineseOperaTroupe.
Fu-Hsing's new plays manipulated operatic formulas applied in the dramatic
contentwhich substantiallytransformedthe moral value systemin traditional opera.
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This ideological intervention was made via a new mode of interpretation that
reflected cultural discoursesin contemporaryTaiwan. Examining the above
modernisationprocess,I suggestit showsthe consistentnegotiation between
Chinesenessand Taiwanesenessin relation to constructingTaiwaneseidentity. This
negotiation of cultural differenceswas most manifestedin the project of nativising
Beijing Operaby the Kuo-Kuang OperaTroupe.
My analysis showedthat the underlying political intention of nativisation was
clearly indicated through the characterisationof a holy figure in The TaiwanRilogy.
The operaticpractice of nativisation proved to be complicit with the identity
politics in Taiwan. The trilogy producedan image of early Taiwan as a land of
prosperity though suffered from natural hardship and foreign oppression.The three
leading roles were cast in a certain type or mixed types and their performing style
was discemibly operatic. Theseformulas were utilised to createthe myth of a
national hero. The characterisationand the dramatic narrative contributed to form
but whose constructionrelied on the opera
an ideological entity, i. e. Taiwaneseness
formulas connoting Chineseness.
The'codesof Taiwaneseculture were usedin the trilogy, including aboriginal
rituals, Taiwanesefolk tunes and historical experienceof Dutch and Japanese
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dressed
in traditional opera costumesand
Some
minor
colonisation.
characters
make-upmixed the use of different dialectics (Taiwanese,Japanese,Dutch,
aboriginal dialects and Mandarin) plus Beijing-accentedMandarin. Taiwanesefolk
tunes and colloquial expressionswere used.Theselinguistic and multi-cultural
differencesrevealedmore of the diasporic quality of Taiwanesenessdue to the
history of immigration and colonisation.
This nativising project showed that Taiwanesenessis hardly homogenousin
compositionbut constitutedas a processof actively hybridising cultural differences
Taiwan hasbeen absorbingfrom its contactswith Chinese,Japanes6and Western
cultures.Although The Taiwan THlogy raisedthe awarenessof Taiwaneseness,yet
it also illustrated the hybrid nature of Taiwaneseidentity. When Beijing Operawas
modernisedand nativised,jarring dissonancearosefrom the confrontations
betweendifferent cultural elements.The modernisationattemptedto absorb
modem cultural sensibility and the project of nativisation aimed to claim the
legitimacy of 'Beijing' Operain 'Taiwan'. This chaptershowsthat the modem
Beijing Opera continuously re-capitulates the value system that keeps changing

from feudal China to modem Taiwan. Taiwaneseidentity is hybrid in naturein
theseaboveperformances,mainly negotiatedthrough a dialectical interaction
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betweenChinesenessand Taiwaneseness,
two essentialistforces of cultural
belonging.
The tensionbetweenthesetwo forcescontinuesto influence text-basedtheatre
development.
home
in
its
historical
Investigating
the
text-based
of
narratives
and
theatre,I will continue exploring the polemics of a fixed Taiwaneseidentity built on
in
home
Taiwanesetext-basedtheatrefirst
The
of
narratives
place-boundrelations.
seekto make a mythology of Taiwan and invoke nostalgia for a hometown fixed in
a past.From operatic to text-basedtheatre,the life experienceof the diasporic
Taiwanesein the borderland registersa senseof dislocation, which destabilisesthe
essentialistfonnulation of identity invoked in self-generatingnational space.
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Endnotes

1Lolan and Da Yue (where Jasonwas from) were two tribes living outside the Westernfrontier of
the Han Dynasty. Different from the agriculture-basedHan-Chinesesociety,thesetwo tribes were
hunting people,moving around by seasonsfor the grassto feed their herds.
2 Dunhunag,a rural town in GansuProvince in north-westem China, gains its fame for the nearby
Mongao cave filled with extensiveand exquisite collections of Buddhist paintings and sculptures.It
is an important site on the passageof Silk Roadvia which Indian Buddhism and Inner Asian cultures
cameto China.
3Nuo-theatreis an ancient form of maskeddramapopulated around south-westemChina like
Sichuanand Gueizhou,normally enactedby priests as a meansof exorcism.
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Chapter Three
The Politics of Locating Taiwan: Narrating the Home-Nation

Introduction

In ChapterTwo, the inherent Chinesenessof Beijing Operawas explored and
the processesof modernisationand nativisation which it underwent in order to
adjustto Taiwaneseculture were underlined.I have shownthe processby which the
appropriationof the theatrical tradition of Beijing Operawas accomplished,and
how this appropriation affectedthe constitution of a hybrid Taiwaneseidentity. At
first, the modernisation of Beijing Operain Taiwan aimed at transforming the
extent of Chinesenesswhich was internalisedthrough the performanceformulas
and the moralising messages.Thus, the rigid application of stylised formulas was
loosened,and old plays gainednew modem interpretations.However, althoughthe
self-sufficient sernioticsof Beijing Operawas fissured,yet elementsof Chineseness
still pervaded.As the project of nativisation sought to constructTaiwanesenessvia
Beijing Opera,it juxtaposed the stylised formulas with the elementsof Taiwanese
culture and produced a hybrid identity mediatedin both Chinesenessand
Taiwaneseness.Modem Beijing"Operain Taiwan presentedthe processingof
cultural hybridity prescribing the Taiwaneseidentity constructedin contingency
with Chineseheritage.
My thesisaims to explore the problematic nature of Taiwaneseidentity which,
as I suggestis negotiatedin a diasporic spacewherc the essentialistconstructionof
cultural origin, home/land and nation is unsettled.ChapterThree continuesto map
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diasporic,spacein the arenaof hua-jiu, spokendrama or text-basedtheatre
'imported' from the West. The performanceof spokendramafirst seenin colonial
Taiwan has developedinto a major genrein contemporaryTaiwanesetheatre.In
this 'modem' genre,I have observedparticular instancesof attemptsat constructing
an essentialistTaiwaneseidentity through narrating national space.Nevertheless,I
will arguethat suchnational spacefails to addressthe diasporicreality in Taiwanese
society as this totalising spacesubsumesinfra-cultural differenceswith respectto
ethnicity and class.
I will begin by presentinga historical investigation of text-basedtheatrein
Taiwan, in order to illustrate its complicity with identity politics. The conceptof
text-basedtheatre-spoken drama-is elaboratedin different constitutions of
new-drama(shin-jiu) in the colonial period, and anti-Communist dramaunder the
Nationalist regime, followed by the Little TheatreMovement in the 1980s.Both the
Japaneseand the Nationalist regime used spokendramafor delivering political
propagandaof Japaneseand Chinesenationalism. It was not until the Little Theatre
Movement, that a native consciousnessdid ariseto distinguish Taiwanese
text-basedtheatrefrom its Westernmodel. From the late 1980sonwards,more
mappingsof Taiwan emerged,most of which correspondto the socio-political
changes.Under the Nationalist regime, the Taiwanesewere taught to renounce
Communist China and Taiwaneseculture was regardedas a continuouspart of
Chineseculture. The situation changedin the 1970swhen international Politics
deniedthe 'national' statusof Taiwan, and thus usheredin a crisis of identity; as a
result, in the 1980s,a distinct Taiwaneseconsciousnesswas called upon in order to
copewith this crisis. Both Mundane Oiphan andLittle Town of Tamsuiproducedin
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the late 1980narrated a national spacewhere Taiwaneseidentity was elaboratedas
basedon a natural tic with the land and specified cultural origins. Taiwan was
imaged as a self-generatingMother Nature figure and as a utopian hometown
preservedin the past.
MuizdaizeOiThaii was inundatedwith private experiencesof ordinary
Taiwanesein different placesandtimes. The performancebeganwith, and endedin,
the symbolic birth and re-birth of Taiwan; what lay in betweenwas a realistic
family
details,
In
these
the
stories.
semi-autobiographical
presentationof
actors'
Taiwan was portrayed as a place of crime and corruption where ordinary people
were significantly depicted as driven by greedand materialism. Redemptioncame
in the form of a ritualistic ending where social problems and cultural differences
that were previously delineated,disappearedinto the homogeneousspaceof the
home-nation,equatedwith naturewhich purified the decadentTaiwanese.However,
the totality of this national spaceand its implied Taiwaneseidentity was fractured
by the previous delineation of social upheavaland cultural diversity as a
consequenceof the history of colonisation and modemisation.
Little Town of Tanisui (adaptedfrom Thomton Wilder's QW-Town)
appropriatedthe example of an American town life into a Taiwanesecontext. The
Wooster Group's version of Oui- Town showedWilder's use of one New England
town to substitutefor all the other towns in America under the name of universal
humanismasproblematic. This American myth that Wilder advancedwas
difference
justice
internal
the
since not all the
and
attainableonly at
price of
social
town peoplewere on the samefooting regardingappreciatingand affinning the
life
life.
Little
Town
Tamsui,
In
to
the
was transferred
noble value of
of
respectpaid
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to the cultural heritage of a hometown whose social stability was maintainedby
disadvantaged
for
Little
Town
Tamsid
the
class.
excluding
of
aimed
a collective
identification with Tamsui, a perfect hometown whoseidentity was securedby the
transmissionof cultural customsand family values.This heritageTamsui town was
the symbolic hometown inciting nostalgiain all the Taiwaneseas it signalled a
sharedgood old past. Thus, it constituteda national spaceto ground a Taiwanese
national identity. The realistic life details of this predominantly middle-classtown
were presentedin accordancewith the flow of cosmic time basedon which a
historical continuity was conceived.I would arguethat Little Town of Tainsui
misappropriated Wilder's universal humanism into Taiwanese cultural nationalism

basedon a specific identification with the past in Taiwan asrepresentedby Tamsui.
However, the alienation effect, producedby the omnipresentstagemanagerand
Emily's return from death,underminedthe uncritical formulation of historical
continuity that was essentialto the narration of national spacein Tarnsui.

Spoken drama: a contested site of cultural identity

Spokendramawas a foreign genrein origin, initially called 'new drama', in
both
'old'
Chineseand
to
the
tradition
of
contrast
sing-and-danceoperatic
Taiwanesetheatres.The first new dramaproduction in Taipei took place in the
colonial period, and was presentedby a Japanesegroup in 1911.This eventinspired
the later developmentof spokendrama in Taiwan (LU Su-shang1991). In 1921,a
new drama companyfrom Shangbai,the Min Xing Club was invited to perfonn in
Taipei and was highly acclaimed.In its following tour aroundTaiwan, it incited
generalinterest amongthe public. Local researchers(Lfi Su-shang1991,Ma Shen
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1994,Qiou Kun-liang 1992,and Yang Du 1994)also registeredthe influence of the
Spring Willow Society, an amateurnew dramagroup organisedby the Taiwanese
studentsin Japan.This Societypresenteda show in Tokyo in 1919and had frequent
interactionswith the new dramapractitioners from China. Both China and Japan
exercisedinfluences in the beginning of spokendramain Taiwan.
When new drama first becamepopular in Taiwan, it confronted the 'old'
Taiwaneseopera, Gezaixi (Qiou Kun-liang 1992 and Yang Du 1994). In colonial
Taiwan when Japanesewas the official language,Gezaixi still enjoyed huge
popularity. However, it was marginalisedand despisedas vulgar entertainmentby
local intellectuals who regardednew drama,in the tradition of Western text-based
theatre,as a genrepossessingpositivist connotations.Such differentiation had, in
fact, a historical background.In the late 19'hcentury, feudal China was defeatedby
WesternImperialism which, to many young Chineseintellectuals, was associated
with modernisation,democracyand progress.The literary classesadvocated
abandoningclassic Chinesewriting and looking to the West for inspiration in order
to achievecultural renovation. Taiwan at that time was heavily influenced by the
cultural climate in China where new dramawas praisedfor its intellectual content
of social refonnation.
In the mid-1920s, somenew dramaproductions overtly promoted social
revolution in Taiwap. Theseproductionswere dubbed 'cultural drama', a term
which generally delineatedthe dark side of colonial life and encouragedthe
liberating spirit againstcolonial oppression.Naturally, the Japanesewere not
pleasedaboutthe anti-imperialist messagesin cultural drama.They set strict rules
regardingrenting theatre space,issuing actor licensesaswell as imposing
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censorshipon plays. The Japaneseauthority also organisedtheatregroupsto tour
Taiwan with propagandaplays which promoted Taiwaneseloyalty to the Japanese
emperor.In 1945 when the Nationalists moved to Taiwan; new drama then still
usedTaiwaneseor Japaneseasthe perfonnancelanguage.Consequentlyin 1946,in
order to dispel Japaneseinfluence and resurrectChineseculture, the Nationalist
regime abolishedthe use of Japaneselanguageand designatedMandarin as the
official language.But, many Taiwaneseonly spokeTaiwaneseand/or Japaneseand
most local writers could not write in Mandarin. Thus, theatrepractitioners from
China who were usedto writing and acting in Mandarin dominatedthe stage.Most
theatresin the 1940sand 1950splayed anti-Communistdramato servethe ideology
of the Nationalist regime. Theseplays advocatedidentification with China, which
in
have
from
Taiwan
to
the Communists.
people
would
recover
Spokendrama in colonial Taiwan (adopting nameslike 'new drama' and
'cultural drama' in different social contexts)first received influence from the
Japaneseand Chinesetheatrepractitionersbut had a different development(Ma
Shen 1994,Qiou Kun-liang 1992).Besidesthe linguistic difference, Yang Du's
(1994)
from
indicated
China
Min
Xing
Club
that
the
showed
research
repertoire of
its commercial intention in providing light entertainment.Meanwhile, the new
dramagroupsin Taiwan adoptedlocal folk legendsand stressedthemessuch asthe
primacy of family values.In contrast,'cultural drama' had a clearly political goal to
advance"cultural development,conceptualenlightenmentand social reformation"
in colonial Taiwan. (Yang Du ibid.: 53) Cultural dramawas first devisedby
overseasTaiwanesestudentsin Japanand China who had beeninfluenced by both
Japaneseanarchismand national determinationwhich aroseafter the first World
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War. Unfortunately however, cultural drama appealedonly to a few Taiwaneseas
its focus was too political and its contenttoo intellectual. As the Japanesetightened
up their control, cultural dramagradually changedits focus and instead delineated
plots which recountedindividuals' lives and avoided sensitivesocio-political issues.
The transition from new drama,cultural dramato anti-Communist dramaillustrated
the fact that spokendrama,text-basedtheatrein Taiwan alwaysplayed an important
role in the construction of national cultural identity. The thematic concemsshifted
from anti-colonisationunder Japaneserule to cultural identification with China in
the Nationalist regime.
After the Japanesecolonisation, plays written in the 1940sand 1950swere
mostly adaptedfrom Chinesehistorical drama and carried propagandaof
anti-Communism.There were relatively few plays that portrayedthe reality of life
in Taiwan. During the 1960sand 1970s,Taiwan's politics and economic outlook
were largely influenced by America. In addition, Westernaestheticsand literary
trends were being introduced through the media especiallyin art magazines.Some
of the most popular literary figures included Ibsen, Chekov, Kaflca, and Sartre
amongothers,and major Taiwaneseplaywrights emulatedtheseso-called 'Western
masters'by replicating their themesand writing styles (Ma Shen 1994).American
influence was prevalent in the Little TheatreMovement in the 1980s,as theatre
practitioners,who had learnt training methodologyand acting techniquesin the US,
brought their newly acquiredknowledge to Taiwan. Despite their Western
background,they deemedit necessaryto establisha modem theatreunique to
Taiwan and appropriating Chinese symbols was a significant approach in shaping

such a modem theatre (Wu Jing-ji 1984).The Lan-ling Ensemblewas the first
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text-basedtheatrethat successfullycombined classic Chinesetexts, operatic
formulas, modem theatretechnology and aesthetics.The result of combining 'east'
and 'West' was TheNew Matchfor Hei---zu(premieredin 1979), a monumental
work the successof which encouragedthe emergenceof more experimentaltheatres
(Chung Ming-der 1999).
According to the four-pagesection about the theatrein Taiwan in The
Cambridge Guide to Asian Theati-e(JamesBrandon 1993:230-233), TheNew
MatchforHer-zu comprisesa "free adaptatioW'of Beijing Opera formulas which
are used'.'in hilarious, tongue-in-cheekfashion." I would suggestthis particular
work andits appropriation of operaticconventionsillustrated that in the early phase
of the Little Theatre Movement, Chinesenesswas strategically deployedto fortify
an 'Oriental' front that distinguishedTaiwan's modem theatrefrom its original
Westernmodel. However, from 1985 onwards,Chineseheritage such as the
authoritarianConfucianism undertook a critical evaluationin the experimental
works. Also, there were productions that reconsideredTaiwan's colonial history
with a subalternfocus and modem urban life and social issueswere used as
dramaticMaterials (Chung Ming-der 1'999).Overall, the importance of the Little
TheatreMovement was manifest in locating the subjectivity of Taiwanesetheatre,
for it marked the separationfrom the new dramawhich developeddifferently in
China, whereboth content and form of the new drama were largely designedto
populate the ideology of Communism (Chung Ming-der 1999,Ma Shen 1994).
The abovehistorical investigation demonstratesthat Taiwanesetext-based
theatreis a contestedsite of continuousnegotiation of Taiwaneseidentity in
different socio-political environments.This historical overview will serveas a
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starting point as I outline the narrativesof home in contemporarytext-basedtheatre.
I will be analysingtwo theatreproductions,Mundane Oiphan and Little Town of
Tamsui,which attemptedto build a place-boundand non-mediatedTaiwanese
identity. The principal argumentin this thesisis that Taiwaneseidentity is contested
againstthe grain of essentialistnational spacewhere identity is forged through the
pre-ordainedorganic link between land and people. Both productions under
investigation depicted the everydaylife of the Taiwanese,and soughtto forge an
abstractnational spaceof the diversified multi-eflinic Taiwanesecommunity and
consequentlyinvoke a totalising national identity. This ideal home and its
conflation into nation was located either in transcendentalnature or in an invariable
past. Taiwan was imaged as a self-generatingnational spacein Mundane Orphan,
and in Little Town of Tamsui,nostalgiawas incited towards a hometown in the past
where identity was formed aroundtraditional values and cultural customs.However,
this national spaceand the attendantessentialistTaiwaneseidentity was
disentangledby the internal differencesmarkedby classand ethnicity existentin the
samesite of Taiwan.

The home-nation, where the people split

Mundane Oiphan premieredin 1987,an important year in Taiwanesehistory
when the 38-yearMartial Law was lifted. Media censorshipwas renouncedtoo, and
society was permeatedwith a relatively liberating atmosphere.The political
atmospherehad alreadystartedchangingsince the 197N. After Taiwan lost the UN
seat(replacedby Communist China) in 1971, the 'Chinese' 'national' statusthat the
Nationalist regime had advocatedwas disclaimed.Also, Japanand America ceased
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their diplomatic ties with Taiwan in 1972and 1978.Under such political
circumstances,a Taiwan-oriented consciousnesswas developedin the grass-roots
literature movement and this Han-Taiwaneseconsciousnesswas being displaced
from the 1980sby a more comprehensiveformulation of native consciousnessthat
acknowledgedmulti-ethnic differenceswithin the Taiwanesesociety (You
Sheng-guan1997).This multi-bthnic perspectivewas also reflected in Mwidane
Oiphan, the theatrical reconstructionof Taiwanesehistory. This play endcavoured
to describethat various cultures and racesin Taiwan fostereda unified
identification with the land. This invocation of a place-boundTaiwaneseidentity
might explain why this play was commissionedby the National Theatre for a
revival, five years after its premiere.My performanceanalysisis basedon the
publishedplay of this particular 'national' version.
At the rehearsals,the director, Wang Qi-mei askedthe actorsto researchtheir
family history and improvise on personalstories.According to Wang, Mundane
Orphan offered "a portrait of Taiwanesefamilies", and hoped to "delineate life and
emotionsof people outside the political and economic system" (Wang Qi-mei
1993).This production with such a 'personal' focus had a politically charged
metaphoricaltitle, designatingthe orphanedstatusof the Taiwaneseas a direct
consequenceof colonisation. This title implied the longing of the orphaned
Taiwanesefor a home to which they would grow attached.I arguethat this
production, in combining personal stories,historical facts, social eventsand folk
legends,soughtto grant the Taiwanesea home to ground a place-boundidentity.
Home in this context was confined to Taiwan by geography.I further arguethat this
home was conflated into a national spacewhere the internal conflicts were
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homogenisedin an attempt to forge an essentialistnational identity via the organic
link with the land.
Mundane Ojphan had an epic scale,narrating the geological evolution, the
colonial history as well asthe processof social modernisationin Taiwan. Specific
performancestrategieswere utilised in order to cover such an enonnousscopeof
natural and social history. The actorsplayed multiple roles, but their main role was
asmembersof an anonymousmass.There was a deliberatedistinction in terms of
the narrative structure and the acting style betweenreporting on history and telling
family stories.Historical eventswere readlike news,in alienation,while private life
details were actedin the realistic style. Of the twenty episodes,the first nine
consistedof listed eventswithout a coherentdramatic line although they were all
centredto show how Taiwan cameinto the presentshapegeographically,politically,
and culturally. Taiwan, accordingto this account,was conceivedas a gift of nature,
an island rising out of the seaas a result of spectacularmovementsof land plates.
Born of nature,Taiwan was depicted as developing in a grandiosescale.Then,
along with the presenceof the aboriginal tribes and the Han-Chineseimmigrants,
various cultures flourished. Taiwanesehistory was briefed by the changeof regime
from feudal China, colonial Japanto the Nationalist regime. The oppressivelife in
the colonial period and the social problems of modernisationwere delineated.
Taiwan startedas a multi-ethnic community living in harmony with naturebut
becamea fallen statedevastatedby crimes. This sinful island was eventually
cleansedby the healing hand of nature.
The speechlessEpisodeOnepresentedthe original ethnoscapeof Taiwan. The
aborigines,the first group of inhabitants, appearedin ritual movements
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introduced
Confucianism
by
Episode
Two
and the
accompanied ethnic music.
culture of Han-Chineseimmigrants including the Hakka people. Children in small
literatures
in
Chinese
Mandarin
TheAnalects
and
other
classic
groupswere reciting
as well as in the dialects of Taiwaneseand Hakka, illustrating the linguistic variety
in Taiwan. In the third episode,basedon a modem poem aboutTaiwan's geography,
the actorstook turns reading out poetic lines describing the evolution of Taiwan
from nothingnessinto a land of rich resources.Seedswere spreadaround and a
self-sufficient food chain was completed.The constituentsof nature worked as a
harmoniouswhole. But as a consequenceof industrialisation, nature was exploited
broken.
land
The
harmony
between
the
and
poem ended
nature
was
people
and
and
on a note that questionedthe future of this island that was onceblessedwith
beautiful sunshine.
Politics dominatedthe next six episodes(four to nine) where Taiwan changed
from a province of China to a Japanesecolony. EpisodeFour briefly described
Chinesemigration into Taiwan since feudal China, and the colonial occupationby
th
in
Dutch
17
the
the
century.Theseshort episodeseachcontaineda list of historical
in
feelings
Taiwanese
list.
But
the
of
emotions
and
events,simplified as a memo
responseto different socio-political changeswere expressedthrough hand gestures
and music effects. The instrumentsof ethnic music like gongsand cymbals
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when
mentioning
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The fifth episodestretchedthe historical scopefrom the local to the global via a
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quick read-through
ýVar.
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The sixth episodereturnedto local history and enumerateddatesof key revolts
againstJapanesecolonisation, whilst the seventhshifted to a Western context, as it
marked influential eventsin Europeancultural history, such as the publication of
JamesJoyce's Ulysses(1922) and Sigmund Freud's "Introductory Lectureson
Psychoanalysis"(1916). This interplay of Westernand local history was intendedto
contextualiseTaiwan in world history, but despitethis objective, the shift was
disorientatingas the relevanceof theseWestern eventsto Taiwan was not pursued.
In theseepisodesabove,major anti-Japanesebattles in Taiwan were recounted
in an alienatingacting style, sporadicallyglittered with somehand gesturesto imply
emotional turmoil. One example occurred upon the mention of the Treaty of

Shimonosekiwhich impels the actorsto cover their facesas an expressionof
humiliation. Wang aimed to portray the cultural and social aspectsof Taiwan
through eachindividual's life experienceas a member of family and community.
The theatrical spacewas reservedfor private family stories.However, the scopeof
Taiwanesehistory as the important backgroundof thesestorieswas so huge that
half of the total twenty episodeswas dedicatedto it. It was not until EpisodeTen
that the narrative changedto personaland family-life during Japanesecolonisation.
From EpisodesTen to Seventeen,the narrative structurecýangedand the scenes
were longer, involving more developeddialoguesand depicting charactersin a
relatively consistentmanner.The acting also changedfrom the deliberatealienation
in historical reports to the-realisticportrayal of domesticlife. I interpret this change
of narrative structureand acting style as expressingthe 'political' intention of this
production in seekingto construct an essentiallyTaiwaneseidentity invoked
particularly in the colonial past.
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EpisodeTen focusedon how Taiwaneseculture survived oppressive
colonialism, and illustrated a strong life force of the Taiwanese.This force was
explicitly expressedthrough the partial re-enactionof a 'real' new dramapiece, The
CastratedRooster, stagedin 1943during Japanesecolonisation (Yang Du 1994).In
The CastratedRooster, the Taiwanesecharactersworked diligently to improve their
life of suffering under colonialism. Using only Taiwanesefolk tunes,this
production, though originally performed in Japanese,was receivedwith excitement
by locals; however, it was bannedby Japaneseauthority after its premiere (Qiou
Kun-liang 1992: 336). In this Episode,this new dramapiece performed in
Taiwanesealso played the 'real' black-out accidentin the premiere in 1943,when
the audiencesraised their torchesto give lighting so the show could finish.
Furthermore,Episode Ten delineatedthe mannerin which traditional folk theatres,
such as the puppet theatre,copedwith the cultural oppressionas the Japanese
prohibited the performancesof folk theatres.For example,one puppet masterwho
begana performancein Taiwaneseimmediately switched to Japaneseoncethe
Japanesepolicemenwere in sight. This episodeillustrated a Taiwaneseidentity was
coheredby the coninlon experienceof colonial oppression.
Whilst in Episode Ten, the actors 'played' the roles of the oppressed
Taiwanesein colonial time, in the next episode,they changedto first-person
invoked
in
family's
Eleven
Episode
their
past.
personal
narration recounting
remembrancesof tales about their parentsor grandparents-whose ethnic
backgroundsvaiied from aboriginal to Han-Chinese--and outlined the struggles
the old generationsuffered in establishingvarious businessesin order to support
their families. EpisodeTwelve further reinforced this family tie via the symbolic
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ritual of sweepingthe ancestor'stomb, a Han-Chineseritual which would be
by
family
later
The
tie was solidified through enactingthis
generations.
perpetuated
annualritual. The pre-given natal identity basedon consanguinitywas
differentiated from the Taiwanesecultural identity invoked collectively in the
colonial past. EpisodesThirteen and Fourteenfocusedon the constructionof a
Taiwanesecollectivity in modem time. Different families adaptedto the changes
from agricultural to industrial society, contributing to Taiwan's economic
prosperitythrough hardwork. Thesefamilies ran corner shops,butcheries,chemical
factoriesaswell ascontinuing to be involved in farming etc. Here, a good variety of
modestbusinesseswere shown as essentialto the creation of national economyin
Taiwan. Theseepisodesemphasisedthe hardshipsthesefamilies had to endurein
order to sustainthemselvesand henceformulate a home-boundidentity. However,
therewere substantialexperiential differencesbetweenthesefamilies, which would
constitutepolemics in the evocation of a totalising Taiwaneseidentity.
In EpisodeFifteen, the family was situatedin the larger community where a
vivid act of Gczaixi was played in the open spaceof a village. Out of their
individual homes,the actorsplayed the roles of anonymousTaiwanesewho had a
.
sharedenthusiasmabout Gezaixi, the folk theatrethat lost its public charm and was
replacedby commercialisedpopular entertainment.This episodefinished by
delineatingthe decline of folk culture in modem Taiwan. The next two episodes
describedthe changesbrought about by social modernisation,and how these
changesdevastatedthe happy families that thrived economically and culturally in
previous episodes.Taiwan fell into a place of greedand corruption. The Taiwanese
had exhaustedall meansto make money and many becameaddicted to the lottery.
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However, amid the agitating crowd that was divining the winning lottery number, a
fuss
the
to
aboutmoney. In flat tones,sherecountedthe story
girl appearedaloof all
brother
kidnap
her
the
ten-year-old
which endedon a poignant and pessimistic
of
of
note assheannounced:"The ransomwas paid... he got killed nevertheless!" (Wang
Qi-mei 1993: 155). The kidnap of this little boy insertedin this money-chasing
episodeimplied that he was a victim to the mad pursuit of materialism which swept
becoming
death
Taiwan
Taiwan.
His
a capitalist stateof
of
over
seeminglyaccused
cruelty where money was valued higher than human life.
The next episodesought in vain for the redemption of a morally debased
Taiwan. The tiger-killing hero in folk legend,Zhou-chu was invoked, and was
embodiedon stageby an idealistic young man, dressedin the typical Taiwanese
fierce
Zhou-chu,
the
the
animals which,
uniform.
character
asked
about
student
accordingto legend,harm the innocent villagers and which he intends to kill. The
in
the
the
animals
resembled
actorswho played
roles of
speechand mannerismof
action and languagethose of the gangstersin modem Taiwan. However, unlike the
legendaryhero Nvhosucceedsin killing the tiger, the idealistic studentZhou-chu
in
his
inability
its
devils
Taiwan
to
and
ran
of
away
realised
rid
modem-day
madness.Thus, the recourseto a fictional heroic figure proved futile to savepresent
Taiwan whose future was discussedin EpisodeNineteen where the actorstalked
about their family plans for the future. They had split opinions; some were attached
to the land and others opted for emigration. The negativeconnotationof emigration
asmuch asit dismissedTaiwan asa home was compensatedby somewho wished to
stay put and follow the tomb-sweepingcustom.
The finale startedwith a father figure growing treesaloneon the stage.He was
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boy..
be
father
kidnapped
The act of
to
the
the
revealed
of
above-mentioned
tree-growing connoted the genesis of life, a symbolic gesture of resurrecting the

despondentisland which he lost his son to. While the bereavedfather countedthe
treeshe was growing, the remaining actorsreported the socio-political eventsthat
happenedwhen the boy's 'real' father planted trees aroundTaiwan. They then
joined him and enactedthe planting of trees,describedasblooming and bearing
fruits, one after the other. The metaphorof tree as a life-giving force was further
conflated into that of a life-protecting nation. One actressexplicitly spelt out, "The
umbrella-shapedshadeof the big greentree coversthe Atayal clan, the Bunun clan,
2))
(Wang Qi-mei 1993.186). Tree growing was not simply a gesture
Han
the
...
seekingreconciliation with naturebut also signified the protection of the nation,
Taiwan. Here, a personaltragedy was given political significance and the fatherly
love was equatedto the love of nature-nationwhere different raceswere united.
This 'national' father continued sowing seedsall over the stage;his action
symbolically coercedthe Taiwaneseinto a harmoniouswhole. The symbolic
unification was reinforced aurally and visually as they startedsinging a Taiwanese
folk tune repeatedly. The lyrics were as follows: "If you openyour heart, a home is
there and you will seethe people you love and a dream of youth". The songwas
sungdevoutly, accompaniedwith synchronousandrepeatedactionsof tree-growing.
Meanwhile, the stageplatforms were re-arrangedto suggesta new order. Then, sign
languagewas addedfor visual effects as the lines "If you open your heart, you can
seethe colourful sunshinein spring, your beloved and the homelandthat is lost.
Home is no longer beyond reachbut tangible in your heart" were sung.
Subsequently,everybodyput on white gloves in a gesturethat not only accentuated
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the sign languagebut also produceda holy atmosphereof purification. Finally, all
the actorsturned to look at the image of treesprojected on the backdrop,paying the
highesthomageto the land in Taiwan.
In Mundane Oiphan, the constructednature of this theatrical narration of the
home-nationand the Taiwanesenational identity was revealedfrom the very
beginning. Upon entering the theatre,the audiencewas exposedto backstage
mechanismslike the lighting stands,whilst.props and various elementsof the set
were scatteredaround.The audiencefirst witnessedthe actorson stagemaking
preparationsand heard the stagemanagergiving the cue "Three minutes before the
the 'actual' perfonnancebegan.These alienating
national anthenf93
after
which
,
strategieshighlighted the theatrical illusion, and disruptedthe stability of any
identity constructedout of the slice-of-life presentationof the actors' family stories.
Furthermore,thesealienating devicesindicated the artificial and pre-determined
temporality of theatreperformanceand such calculatedtheatrical temporality
jeopardisedthe 'naturalness' of the cyclical time invoked in the ritualistic finale that
elevatedTaiwan into Mother Nature. The signification of the self-generating
nation-Taiwan was disrupted theatrically.Not only the national spaceencounteredits limit in terms of theatricality but
the actorsposing as the unified people of the nation were also divided. The actors
changedroles in different episodes.Sometimes,they told their own family storiesor
listened in the background,using gesturesto visualise others' stories which they
overheard.They also played stagehands,moving props around.Although they had a
specific role as different individuals in the family stories,their biggest part was as
one of the ordinary Taiwanese.Suchwas their role for the nine episodesin the first
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half when they read out the historical eventsin a distant manner.This role marked
them asthe passivesubjectsof a unified national history. In contrast,they changed
to be the active social agentsof history when telling their own family stories.They
if
they were part
the
their
as
audience
personal
stories
addressing
alsomoved out of
of them. They took on and shifted betweendifferent subjectpositions in various
times and placesin this production. Hence,the national spaceof Taiwan in its
theatrical representationwas fractured as the notion of unified people of the nation
was split between"the historical 'objects' of a nationalist pedagogy"and "the
'subjects' of a processof signification" in the act of telling family stories (Bhabha
1990a:297). The national spacewould not sustainsince the people invoked under
the nameof nation are not a homogeneouswhole.
Acknowledging Wang's work in undertaking the task of constructingthe
Taiwanesehistory, local scholarLiu Ji-hui (1997) criticised the monological
in
Taiwan
the making of a collective
to
consecrate
employed
performancestrategy
identity. Taking her eritieism further, I suggestthat this monologieal strategy
by
Taiwan
imagination
to
the
of
an
cnforced
elevation
of
a
space
national
reinforced
equal Mother Nature. This grantedTaiwan a transcendentalstatusof nature,which
in
dynamics
the
these
exploring
socio-cultural
episodes
startedand ended
home-nation
link
between
The
Taiwanese
and naturewas
society.
multi-ethnic
imposed as arbitrary to facilitate the abstractionof many lived and different times
Taiwan
into
From
homogenous
to modem
colonial
space.
places
a
national
and
Taipei, many placesin both private and public arenaswere evoked and the cultural
differencesproducedin theseplaceswere presented.This internal differentiation
remainedand obstructedthe integrity of national spaceforged via the central
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juxtaposition
holy
home
The
in
to
nature.
narrative
a
equation
etemal
allegorical
of
of the placesthat accommodatedthe ethnic minorities-like

the Hakka and the

aborigines-though it highlighted the image of a melting pot, neverthelessalso
illustrated cultural differenceswhich fractured the homogeneityof the totalising
spaceof nature,home and nation.
Dedicating this work to "our family, relatives, brothers and sisterswho grow
up on this land", the director expresseda strong identification with Taiwan (Wang
Qi-mei 1993: 11). In one way, she tried to give the orphanedTaiwanesea solid
self-identity tied to a permanenthome, the motherland. In another,she hoped to
changethe domination of Han-Chinesenessin the cultural discourseof Taiwanese
history as such Chinesenesscould easily be subsumedunder the Han-Chinese
nationalism and one-raceidentity advocatedby China under which the cultural
differencesof Taiwanesehistory would be overlooked.Wang wanted to replacethis
monolithic Han-Chinesenesswith q multi-ethnic subjectivity (Liu Ji-hui 1997).
Regretfully, Mundane Oiphan showedthe replacementof one essentialistform of
identity by another.The Taiwanesecommunity was presentedas one that contained
various languagesand different cultural customs,yet which were compressedinto a
from
in
forcefully
that
space
was
undistinguished
eternal
nature
as
national
staged
the ending. This national spacewas containedin a genealogyof home in Taiwan
in
for
linearity
from
birth,
death,
decadence,
Except
to
the
narrated
resurrection.
decadencesubstantiatedwith realistic details, the rest was conveyedthrough the
allegorical exchange-such as the plot detailing the little boy's death and his
symbolic rebirth through the act of tree growing. A place-boundTaiwanesenational
identity was attemptedin this genealogybut such identity was groundednowhere
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but in the a-historical spaceof nature.
Mundane Oiphan tried to advancea national spacebut I suggestthat it
paradoxically illustrated the impossibility of achieving a unified nationhood in
Taiwan, a multi-ethnic society that was internally fissured. In reflecting such
heterogeneoussociality, various languagessuch asthe aboriginal dialect,
Taiwanese,Mandarin, Hakka, English and Japanesewere used.This differential
linguistic reality in Taiwan correspondedto the diasporic experiencesof migration,
colonisation and modernisation.Many peoples,places,languages,cultureswere
recalledin various socio-political contextswhere the internal differencesin Taiwan
were produced,even though thesepeoplesand cultures occupied the same
geographicalplace. Thesedifferencestendedto be suppressedby the singular
homogeneousformulation of an ideal home-nation.But, during the narrating
between
differences
brought
Taiwanese
these
the
of
national
space,
were
process
out and disrupted the totality of this space.Mundane Olphan therefore exposedthe
problematic construction of totalising national spaceand homogenousidentity in
the Taiwanesecontext. In Little Town of Tamsui,a similar national narrative was
observedand revealedthe temporal polemic of a national past.

Our town in a 'universal'

'national'

past

Since its first performancein 1989,Little Town of Tamsidby the Godot
TheatreCompanywon huge popularity and was re-stagedin 1993,1996 and 1999.
The production of 1993was the Godot's first entry into the National Theatre.Under
the supportof Taiwan's highest cultural authority,

&

Council for Cultural Affairs,

Little Town of Tainsui toured many Taiwanese towns as well as Vancouver. Little
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Town ofTainsid mappedthe typical Taiwanesetown of Tamsui in the pre-industrial
invoking
for
(1996)
Local
Ah-sheng
the
a
nostalgia
good
old
past.
novelist,
period,
declaredthat "the continuous flow of denseand heartfelt emotions" in Tamsui
in
be
could captured every other town of Taiwan. Tamsui becamea quintessentially
Taiwanesetown whose life details were generalisedto representall other towns in
Taiwan. I would arguethat Little Town of Tamsidsoughtto constructa place-bound
Taiwaneseidentity via framing Tamsui as a utopian hometown, a centreof
belonging.Mundane Otphan, in attempting for a similarly essentialistidentity,
illustrated rupturesin the narration of national space.Focussingon portraying
small-town life insteadof the whole Taiwanesesociety,Little Town of Tainsui
in
of
space
another
configuration
national
particular relation to time.
presented
Tarnsuiwas constructedas a heritagetown where a collective identity was built into
the transmissionof local culture. Yet, the transcendentalidentity invoked in a
national pastwas hard to maintain in the present.This play adaptedfrom Ow- Town
which is designedto elicit a universal truth about life, kept the alienating strategies
in the original play. And thesestrategiesproblematisedthe linear temporality
required to ensurethat a national past and its identity continue in the presentand
for
into
future.
Tarnsui,
hometown
the
extend
a symbolic
all the Taiwanesehad the
identity bound to a specific time and place. This essentialistidentity failed to carry
into the present,as its constructionwas only valid in the empty time of the
home-nationwrought in the fictional Pastnessof theatrical experience.
Our Town is an influential American play whose contemporary significance is

still strongly felt. Asserting that Our Town is played almost every night in the
Westernworld, Malcolm Cowley (1996) suggeststhat the audienceeverywherecan
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associatewith the life in Grover's Comerswith their own due to its 'non-local
colour'. Therefore, our town can be your town, too or anybody's town. Oui- Tomi
tells of how peoplemap their lived spaceand position themselvesin the community.
The identity of the town people is mediatedthrough the social aswell asthe natural
landscapethat provides them with a senseof location. Placessuch asmountains,
lakes and the cemeteryand church appearin conversationsaspoints of reference.
Both nature and culture help fix the town in place. The repeatedmention of milk
and newspaperdeliveries and the patrolling Constableaswell as the symbolism in
the piece of advice Dr. Gibbs gives to his son suggesta community is in order and
everybodyis securelypositioned whereasroutines and cultural customsare
observed.
Act One is a practical sceneof daily routines which, neverthelessendson a
spiritual note lifting Grover's Comersoff the ground and placing it in "the Mind of
God". Here, Wilder drops his first hint about the universal truth lying behind the
surfaceof life. The inner beauty of life that can be found in love and natureunifies
individual differences.Love servesthe foundation of marriage,family and
community; nature is embodiedin seeminglyinsignificant things that people take
for grantedand tend to ignore. By the principle of love and beauty, there are hardly
any scenesof confrontation. The individual suffering of the drunkard is cunningly
brushedover. Time proceedsat its 'natural' pace. Serenenature and stablesocial
order dominatesthe town life until deathstrikes in the last act. In the cemetery,the
deadEmily and her memory is transportedback to the past. Sheis arrangedto
re-live her life but suffers from living with a knowledge of the future and with an
inability to intervenein the blind folly of her beloved family. For Wilder, this is the
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moment for 'something eternal', somethingwhich is only revealedthrough the
horrible encounterwith death.The 'something etcrnal' belongsto the "the realm of
idea and type and universal" where Wilder believes theatrehas the power to bring
us to (1965: 11). Basedon this notion of universality, life in Grover's Comersis
assumedto happenat all times and in all places.
The clich6 of a New Hampshiretown life and its socio-historic specificity is
invoked to illustrate the universal application of humanism.Grover's Comers for
Wilder exists in a void of time and place but his sentimentalinvocation of a
self-containedtown appearsto many a highly explicit picture of American life.
Though delineating a typical town life that easily incites the audience's
identification, Wilder arrangesthe role of stagemanagerto mark the distinction
betweenreality and theatre.Beginning as well as ending the play, his omniscient
presenceco-ordinatesthe dramatic narrative used to illustrate the universal truth.
His role is more distancingthan involving; his presenceis most prominent when he
reflects on such abstractideas asnature and death.Throughout the play, he cuts in
the linear narrative to instil his thoughts about life. Such deliberateinterventions
obstructthe naturalist flow in an American town life beadedthrough birth, love and
death;theseare strategiesthat prevent the audience'stotal absorptioninto the
melodramain Grover's Comers since audienceabsorptionis the least that Wilder
wants.
The stagemanagerkeepsmoving forward the dramatic time in a small town
life until the secondact when he rewinds time to the before-marriagesceneof love.
His manipulation of time is more surrealNvhenhe makesthe deadEmily revive in
her past. However, seeminglyin contradiction, he also demonstratesthe cosmic
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force of linear time, stressingthe time order of the past giving way to the present
and the future. He startsand stopsthe clicking time in Grover's Comers. In the end,
he narratesthe coming of anotherday when the daily routines will start running as
usual. In betweenthe start and the end,he (or Wilder) orchestratesthe perceptionof
the dramatictime. Framedin this purposely constructedtemporality, Grover's
Comersbecomes 'a literary conceit' (C.W. E. Bigsby 1982).But meanwhile,just as
Wilder's charactersare archetypalof the great number, they carry such familiar
village folksiness,which invites the audience'ssympathy.There is too big a gap
betweenthe down-to-earth stereotypesand the transcendentaluniversal truth that
Wilder wants to deliver through them. Francis Fergussonarguesthat Wilder's
universal humanismis not "incarnate in the charactersand the language"which
constitutethe "actual texture" of Ouy-Town (1996: 66). His timelessideaswithout a
historical dimension appeargroundedin nowhere.Thus, in trying to deliver a
transcendentalutopia beyond our mundanetrivialities, Our Town ironically sbows
its lack and thus presentsa dystopia.
Moreover, the substancethat constituteslife in Grover's Comers is hardly
universalbut is infonned by the ideology of class,race, and genderas was critically
examinedin the Wooster Group's adaptation,Route I&9,

which anatomisedthis

American myth and its middle-classwhite Protestantvalues(Arnold Aronson 2000,
Nick Kaye 1994,David Savran 1986). Our Town searchesfor the spiritual
relevancein everydaylife, which in Route I&9

was a contestedsite of cultural

politics where the boundariesbetweenlife and death,black and white, man and
woman were consciouslyblurred. The universal truth in Our Town was replacedin
Route I&9 by the incisive understandingthat there was no transcendentalsubject
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or pre-given identity as both were socially and discurýively constructedand hence
also susceptibleto de/re/construction.The Taiwaneseversion,Little Town of
Tamsidengagedwith this problematic identity with respectto a home-nation
endowedwith cultural origin and historical continuity. I arguethat Little Town of
Tanisui attemptedto produce a place-boundTaiwaneseidentity by framing Tamsui
as a self-containedhometown that incited nostalgia for a national past where
identity was built on oppressingthe internal differences.Wilder's universal
humanism applied to all times and placeswas misappropriatedas 'universal'
its
invoked
binding
force
Taiwanese
typical
town
the
of
and
as
nationalism
a
cultural identity. In this universal framework, the home-boundTamsui identity was
constructedin a national past void of historical momentum.Also, this national past
failed to endurethrough the universal force of nature,i. e. the linear cosmic time that
brought in death,which put an end to the culture formed in the past. This finished
stateof a national past was further exemplified in the theatrical presentmade
manifest through the role of stagemanager.
In Little Town ofTainsui, Wilder's town was compressedinto a tiny and tidy
unit of two core families and their carefreelife had a more dominant presencethan
the original. The number of roles was selectively reduced.The social network in
Tamsui becamesmaller and thus inter-personalinteraction less. Only one sentence
but
boy,
Crowell,
Joe
the
was mentionedabout
paper-delivery
no conversation
engagedhim like in the original, not to mention the universal force that causedhis
unfortunatedeath.The undertaker(SamCraig) was deletedand Emily's cousin(Joe
Lvelopment
Stoddard)who left the small town for better career
and returned for
her funeral from the eastdisappeared,too. This was probably becausethis cousin

The Politics of Locating Taiwan: Narrating the Home-Nation

176

elicited an alienating force that might distract the communalbelonging to Tamsui
that this production sought to incite. The minimised representationof town people
was all stuck to fixed social positions. The milk-dclivery routine was omitted.
Although this omission wasjustifiable, asmilk was not essentialfor Taiwanesediet,
yet I suggestthat viewed in combinationwith the deletion of the newspaperboy and
the undertaker,this role cut was meant to abolish the presenceof the working class
that the representationof an idyllic middle-classtown could do without. In addition,
the Constablewas replacedby the chief of the neighbourhoodcommittee.The
Constable'spatrol reducesthe public threat such as that posedby the drunken
choirmaster.Besideshelping keepthe town in order, the chief of the neighbourhood
committeehad anothermore important function of lecturing on local culture and
customswhich he was familiar with as a well-respectedsenior member of the
community. Life in Tamsui was narroweddown to the interactionbetweenthe chief,
two families and the drunkard's presenceremainedbrief asin the original. In this
much smaller social circle, the two middle-classfamilies enjoyedmore dominance.
Mr. Webb and Dr. Gibbs kept their jobs as newspapereditor and doctor in
Tamsui and their families were well protectedfrom the marginal classlike the
drunken choirmaster.This social outcastis left uncaredfor as he simply, in Dr.
Gibbs' words, "ain't made for small-town life. " (Wilder 1965: 45) The cynical
commentsof this unhappy characterin the cemeteryscenesuggestthat he remains
one who doesnot appreciatelife even after death.With a fairly limited presence,
this characterfaced more problems to settle in Tamsui as home. He was cast as a
Nationalist veteranwho fought the ChineseCivil )ýar and withdrew to Taiwan in
the 1940s.Separatedfrom his hometown in China, he was a loner. This might
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explain his heavy drinking and habit of wandering on the street,which madehim a
menaceto public order. The destructiveforce of this marginalised classwas
carefully withheld so as to maintain the stability of the ideal hometown. Also, there
was no room to elaboratehis affiliation with China in the portrayal of a typically
Taiwanesetown.
This minute yet incisive alienation of the Mainlander from the home in Taiwan
was purposelydownplayed.And the cultural contention betweenthe native
Taiwaneseand the Mainlanders was also brushedover in the two core families,
whose accentsin speakingMandarin revealedtheir different backgrounds.The
Gibbs carrieda Mainlander accentand the Webbshad a Taiwaneseone. When Mrs.
Gibbs expressedher wish to travel to somewherefar from Tamsui like Japanwhere
you 'do not listen, talk and eventhink in Mandarin'. Mrs. Webb's responded,'Well,
just speakTaiwanese' since for her, a Taiwanesenative there was a clear cultural
distinction betweenTaiwaneseand Mandarin. Mrs. Gibbs disagreed.Shewas
amongthose Chineseimmigrants who just anived with the Nationalists in the
1940s.In the 50s when the Nationalist regime advocatedthat people in Taiwan be
identified with China, Mrs. Gibbs would have difficulties in distinguishing the
native Taiwaneseculture from her home culture in China.
As suggestedearlier, Little Town of Tainsui was devotedto creating a distinct
Taiwanesecultural identity; hence,much spacewas usedto detail the local culture.
One episodeis particularly interesting in highlighting this point. The scenein Our
Town when Mr. Webb gives a socio-political report on Grover's Comers where
people love nature and know 'a good deal about the birds' was extensively
developed.This section was expandedto provide a prolific amount of geographical
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and cultural information about Tamsui. In addition to the surrounding landscapes,
we were infonned of the culture in Tarnsui such as its literary tradition, religious
belief andhistorical anecdotes.This ideal hometown contouredby beautiful nature
had a long history of rich culture. The Tamsui Peoplehad led a refined life since a
long time agowhen they had recited poetry in Fukienese,the old form of Taiwanese.
Mr. Webb in Oui- Town is confrontedwith questionsabout 'social injustice' and
'drinking problems' in Grover's Comers.He lets thesesocial troubles passout in
somewell-rounded statementsnoting that every issuehas two facets. In contrast,
the statusof Tamsui as an ideal hometown of refined culture was hardly challenged.
The Taiwaneseaudiencesthrew questionslike a group of tourists interestedin
where to visit and what to eat in Tamsui. Their questionsmostly targetedthe
problems of 'origin' such as how Tamsui had acquiredits name, or what the
original composition of the population was, or eventhe origins of famous snacks
and the particular terms for a certain landscape.All answershad the underlined
messagethat the Tamsui peoplewere culturally identified with the land, its tradition,
culture and history.
In the wedding scene,many more Taiwanesecustomswere introduced than in
Our Town.Tradition had a highly influential role in Tamsui, which was coherednot
only by its cultural heritagebut alsoby the identification with the land. The mention
of trains, starsand landscapeshad its symbolic significancein locating Tamsui in
geography.The role of Mother Nature in the original was integratedinto that of
mother culture. The original titles of three acts are rather 'universal': Daily life,
Love and Marriage and Death. In the Taiwaneseversion, they becameSights and
Life in Tarnsui,Love and Marriage in the Little Town and Goodbyeto Tarnsui.This
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title changereducedthe universal undertone,reinforcing the presenceof Tamsui.
Wilder had strong objection againstthe realist bourgeoistheatrethat claimed it
reflectedthe universal truth (1965: 7-14). For fear that the stageobjects would limit
the performanceto a particular place and time, Wilder's stagewas almost barewith
few suggestiveprops. But, the Taiwaneseversion worked towards the oppositeto
elicit a distinct local flavour. Little Town of Tamsui producedsuch a naturalist
scenariothat even invited reviews that criticised the tombstonearrangementin the
graveyardscenewas not 'right' for local customs(Huang Mei-xiu 1989).As the
housecurtain drew up, four Tarnsui landscapepaintings by local artists were in
sight. Red scrolls of blessing words rolled down in the wedding scene,creatingthe
in
banquets.
Town
"a
in
Little
Chinese
Local
critics
observed
ofTamsid
atmosphere
nativist discourse" that pulled Wilder's transcendentalutopia down on the secular
plane (Chung Ming-der and Huang Jian-ye 1993:104). 1 suggestthat this native
discourseaimed for a Taiwanesecultural identity groundedin a heritage town.
To reinforce the Tamsui-boundidentity, nature was also limited to denote
for
life
landscapes
'pushing'
'contriving'.
Love
was
and
ceased
physical
and
replacedby love for Tamsui. The past when ordinary Taiwanesefamilies felt they
belongedto a harmonioustown was retainedin order to incite nostalgia for more
returns.Banal life routines were supplementedby more sentimentaldetails that
explicatedthe intimacy people had with the land. For example,Emily was named
Muo-li (meaningjasmine flower) in memory of the smell ofjasmine flowers in the
gardenwhere she was bom. The universal value of life was hardly explored, while
both personaland communal attachmentto Tamsui was generouslyspecified.What
remainedadamantfrom Grover's Comers to Tamsui was the bourgeoisvaluesthat
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dominatedboth Taiwaneseand American communities.In Tamsui, the domination
was more noticeablein a smaller social circle. We saw a smart girl brought up in a
newspapereditor's housewith a garden,then a wife marrying the most wonderful
guy in town. After her happy life ended,shewonderedwhy life was not appreciated.
Her wail soundedhollow in the miserableworld of drunkardsand the working class,
out of reachof the fragrant heliotrope in Mrs. Gibbs' garden.Surroundedby such
"optimism and happinessof an exceptionalscale", the well-protected Emily was
deprivedof the necessaryconfrontation with life that maybe can teachher the value
of life (Fu Yu-huci 1996).
The original pathos of death and the mythic nature of life was evidently
diminished. Wbilst, in the very beginning of Our Town, the theme of deathis
insinuatedby the stagemanagerwho talks about the earliesttombstonesin the
cemetery,someof which bear nameslike the Gibbsesand Grovers,"... samenames
asarearoundhere now." (Wilder 1965:23) This mention of deathcomesbefore any
living characterappearsin the play. The stagemanageralso foretells the deathof Dr.
Gibbs andhis wife before their first appearance.Death beginsbefore life starts;this,
in combination with the stagemanager'scontemplationon deathin the cemetery,
loops deathand life into a cycle illustrating the universal force of nature and life.
Death is perhapsthe most important subtextin relation to Wilder's universal
humanism.In Little Town of Tamsui,deathwas dealt differently as a destructive
force that highlighted the by-gone statusof the national past and thus threatenedthe
perpetuationof this place-boundTaiwanesenational identity. For Wilder, death
servesas a cue to reveal the universal humanity, 'something eternal' that doesnot
come until we are on the edgeof losing it. The stagemanager'smeditative speech
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introducesthe crucial catchyphrase,'something eternal', which was cut out as it
succinctly sumsup the universal humanism,the spiritual continuity which would
underminethe material foundation of the Taiwanesenational cultural identity as
in
This
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the original
ostensibly
cultivated
not
named
was
previously.
play, arriving with deathwhen memory is gone and identity is, too. This memory
in
Tamsui
to
the
wanted
most
preserve
order to constructand
was what
people
maintain their place-boundhome identity.
In Tamsui, thesesmall yet significant hints about deathwere deleted;death
was no longer an essentialpart of life but enactedas a melodramatic accident.
Emily's return was a strategyto reinforce nostalgia for the good old past, allowing
her to expresslament over deaththat destroyeda happy innocent soul in a serene
town that all the Taiwanesewould aspireto return to. Her temporary return
indicated that the past was frozen in 1950sTaiwan and this enclosednational space
andits fixed cultural identity failed to resist the force of cosmic time. Emily's return
reinforced nostalgia for an ideal past, which was neverthelesstaken over by a new
start invoked by the stagemanager.In the finale, we were back where it all started.
The routines would continue in anotherday; however, life could not stay
in
broader
in
it
Emily's
Finally
the
context of a
situated
where/when/how was
past.
cosmic world, Tamsui failed to remain the ideal town and its invocation of
Taiwanesenational cultural identity lost its grab on the present.
In Our Town, time is of critical importance to illustrate Wilder's universal

humanismthat seeksmystic revelationsfrom natureand everydaylife. Time in both
Our Town andLittle Town of Tanisui is essentiallypart of the cosmic force though
its perceptionwas strategicallymanipulatedby the stagemanager.The construction
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of the home-boundidentity in Tamsui as an exclusively middle-class and ideal
hometown for the Taiwaneserelied on the successiveunfolding of everydayevents
in
presented realistic details. In other words, the reification of a national past was
dependenton the re-production of slice-of-life reality in Tamsui. But, Little Town of
Tainsiii kept Wilder's metatheatricalframe designedto elicit the universal
humanism,which had seriousrepercussionto the stability of the Taiwanese
national identity. Such metatheatricaldevicesas the stagemanager'snarrative
intervention and Emily's return from deathmade explicit that the idyllic Tamsui
was a fictional construct. Emily's deathbrought in by the cosmic time tumed the
perfect past and its associatedidentity into history when anotherday begins.
Emily's lamentsover the loss of her life and identity reminded the Taiwanesethat a
national past and its cultural identity was only available in a by-gone past. Another
new day in the theatrical presentcalled out by the stagemanagerhad double
meanings.It not only put an endto Emily's pastin Tarnsuibut also signalledthe end
of the performance,which itself was sentinto the past. The temporality in constant
transition from the presentinto the past, a featureinternal to theatrical performance
problematisedthe identity groundedin a national past that fails to transcendthe
theatrical limit of time and space.
.
Via breaking the illusive fourth-wall of naturalism and revealing the universal
truth underlying all human experiences,Wilder seeksto achievein theatrea
narrative art exceedingthat of the novel or the epic poem (Rex Burbank 1978).
Based on these commonplace experiences without locating them in concrete

socio-historicalbackgrounds,the theatrical representationof Grover's Comersis
only a work of rhetoric. In re-framing the extractedscenesof Our Townjuxtaposed
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with selectedscenesof American culture, the Wooster Group's version createda
new textuality which highlighted the gap betweenthe idyllic town and the
contemporaryurban reality in the US (Aronson 2000). Little Town of Tamsui
highlighted anothergap. The credibility and sustainability of a deeppast, a desired
mystic origin for making the home-nationand its assumedcultural identity was
destabilizedby the nature of theatrical perfonnancewhich is incapableof
re-producingreality or claiming any universal truth.

Conclusion: the spatio-temporal polemic of the home-nation
I have so far tracked the identity constructionand transformationin the
Taiwanesetheatrein two genres:the operatictradition and text-basedtheatre.The
developmentof both genreselucidateshow an essentialistformation of Taiwanese
identity was attemptedyet disrupted in the ideological and estheticalcontext of
contemporary theatre practice. Beijing Opera and its symbolic invocation of

cultural origin and essentialistChineseidentity was unsettledin the modem opera
productions.In text-basedtheatre,my historical investigation showedthat it has
alwaysbeena site of contestingnational cultural identity. As outlined above,
Taiwan faced an identity crisis after its Chinesenational statuswas deniedby the
international society. This may explain why the late 1980s saw the productions of

Mundane Oiphan and Little Town of TaInsui,which in narTatingthe home-nation
intendedto advancea place-boundTaiwaneseidentity that asmy analysis
demonstratedwas destabilisedby the internal differences.
Mundane Oiphan andLittle Town ofTanisid markedthe national dimensionin
the narrativesof home in contemporaryTaiwanesetheatre.They indicated the
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important roles that history (time) and geography(space)play in the cartographyof
home (and its conflation with nation) in Taiwan. In thesetwo performances,the
nostalgiawas incited for an ideal home-nation.But such a home-nationwas located
in a bygonepast and eternalnature, when/ where the historical complexity and
cultural conflicts in Taiwanesesociety were not given full justification. They tried
to inscribe a place-boundidentity in the homogeneousconfiguration of
home-nation,which failed to be a seamlesswhole. Mundane Ojphan soughtto
resurrectTaiwan from decadenceby imposing an allegorical salvation via
self-generatingMother Nature. Here, the Taiwaneseidentity was constructedon the
sanctification of land and its organic tie with the people who were nevertheless
divided by linguistie and eultural differeneesthat Mundane Oiphan delineatedin
accordancewith the diasporic reality in Taiwan.
Little Town of Tamsuiprojected Taiwan through an ideal hometown fixed in
an enclosedpast. An idyllic town of exclusive middle-classcomposition, Tarnsui
was endowedwith a cultural identity aspiredby all the Taiwanese.The problematic
universal humanism achievedvia the oppressionof internal differenceswas
misappropriatedas the coherentdrive of a Taiwanesenational identity fixed in the
past.This identity relied on the transmissionof cultural traditions and family values.
However, it was difficult to maintain such an identity whosehomogeneitywas
fracturedby the internal differences.In addition, cyclical cosmic time in
commandingthe arrival of a new presentafter Emily's death,exposedthe temporal
limit of the enclosednational spaceand problernatisedits attendantself-contained
identity. The Taiwanesenational cultural identity was forced out but it could not
accountfor the internal differencesnor sustainin the present.
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Thesetwo perfonnancesattempteda Taiwaneseidentity groundedin
totalising spaceand continuouslinearity of the home-nation,both of which were
in
problematised the theatrical performance,where the ambiguousnature of
representationimplies the overlapping as well as the separationof at least two
sPacesand times. The integrity of this Taiwanesenational identity was bound to
lose in the theatrical representationof Taiwan, which alreadyfailed to addressits
historical and cultural complexity. I will arguethat it is essentialto re-evaluatethe
pastin contingencywith the presentasthey aremutually constitutedin the diasporic
experienceand henceboth affect the mapping of home for the Taiwanese.As
counterpointsto the abstractnational spacecritically analysedin this chapter,the
performancesin ChapterFour will focus on the dislocation experiencesof the
Taiwanesewith regardto the past on both the personaland the collective planes.To
fully explore the entangledmultiple facetsof Taiwaneseidentity, sensibility
towardsboth the cultural history of China and the personalmemory of the past
homelandneedsto be located and examinedin presentTaiwan. Insteadof being
defined by the homogenoustime and spaceof home-nation,it is my contention that
home and identity for the Taiwaneseis not a stable and fixed construct,but rather
inscribedin a heterogeneousspatiality and temporality negotiatedbetweenpast and
here.
there
present,
and
This chaptergave a utopian sighting of home in Taiwan as well as raisedthe
in
related spatio-temporalpolemic narrating the home-nationtheatrically. The
homing desireof the Taiwanesewas seizedand contestedin the problematic
constructionof home-nation.Mundane Oiphan illustrated the multi-cultural
dynamicsof Taiwanesesociety.Little Toivn of Tamsui highlighted the necessityof

The Politics of Locating Taiwan: Narrating the Home-Nation

186

mapping the past in perspective.The spatio-temporalpolemic of the Taiwanese
national identity bound to a fixed time and spaceunderlines the needto interrogate
the impact that migration history and its consequenceof dislocation has for the
Taiwanese.This requires a mediatedspaceI will explore in ChapterFour wherethe
imaginary spaceof the pastin China constitutesaswell asrupturesthe geographyof
a fixed place of home in presentTaiwan.
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Endnotes

1For more details of the Treaty of Shimonosekithat put Taiwan in the
colonial state,pleaseseethe
official white paper published by China, P.R.C. at
http://enelish.peopledailv.com.cn/%vbitepaper/7(l).
btm]
2 There are elevenaboriginal tribes in Taiwan, eachhaving a distinct language,
culture and social
structurefrom that of the Han-Chinese.Their languagesbelong to the Austronesianlanguagefamily
amongthe most widely distributed of the world's languagefamilies. For further information, please
check http://Nv",w.eio. gov.t-.v or htt-v://www.tacP.Qov.tw
3 To play the national anthembefore the
show used to be the regulation for all theatresin Taiwan. It
hasnow becomea usual practice for somevenues;Wang's arrangementhere is to highlight the
official intervention in the performanceprocedure.
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Chapter Four
In-Between Space: Home in Displacement

Introduction
In previous chapters,I have arguedthat Chinesenessplayed a contentiousrole
in the construction of Taiwaneseidentity, a point illustrated in the modem Beijing
Opera performances. Having dealt with this mediating force of Chineseness,I
moved to investigate the essentialistconstruction of Taiwaneseidentity as it was
processedin two text-basedproductions. In the late 1980s,Mundane Oiphan and
Little Town of Tamsui created a mythology of Taiwan as a fetishised and sacred
home.Mundane Oiphan depictedTaiwan in the grand style of an epic, startingwith
a geographicalgenesisof Taiwan, which was heightenedto the position of Mother
Nature in the finale. Taiwan cast in the image of the orphan took on the searchfor
the motherland. It experienced colonisation, and modernisation, adjusting to
various social changes.Many lived social spaceswere flattened into the single
totalising space of Mother Nature, the eternal homeland for the Taiwanese.

Little Townof Tamsuiprovided a pre-industrial scenarioof the Tarnsuitown to
ground a place-bound Taiwaneseidentity. This place-bound identity is not only
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fixed by a spatio-temporalenclosurebut also by class-specificinterests.In Tamsui,
cultural customs and traditions were passedon, and a smooth transmission was
establishedwhich cohered the town people around a sharedpast. The stability of
this Taiwaneseidentity relied on the flow of cosmic time, wbose linear continuity
was obstructed by the interceptive speeches of the stage manager and the
destructivenotion of death. Thesetwo productions attemptedto narrate a national
space in order to ground an essentialist Taiwanese identity wbicb, despite this
objective, was nevertheless unhinged by the internal dynamics of theatrical
disrupted
home-nation.
the
space
of
representation,which
self-contained
I suggest that the first important feature in the cartography of Taiwan in
text-based theatre is to forge a fixed identity in abstract national space. I have
demonstratedthe difficulties of sustaining a totalising Taiwaneseidentity founded
on the essentialist notion of home as a spatio-temporal enclosure, which
homogenisesthe differences in the lived experienceof the diasporic Taiwanese.
Since the earlY 1990s,the PerformanceWorkshop and Ping Fong Acting Troupe
have accumulated a well-accepted repertoire which they have toured around
Taiwan and fostered a steady audience. In their work, the present of Taiwan is
mappedin a dialectical time and spacerelation to the past of China. I will examine
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their influential productions where the narrativesof 'home' are developedthrough
aestheticand dramaturgical devices.Theseinclude the parody of historical events
and the structureof 'a play within a play'where the presentlocality of home and an
imaginary homeland of the past are juxtaposed. A historic or fictional space
referencedin a Chinesepast is reconstructedin parallel to the presentlocality. Two
narrativesunfold simultaneouslyin thesetwo spaces,sharing similarities in terms
of plot and characterisation.Their story lines are separatelyforwarded but are also
placed in constantreferenceto eachother.The spaceof China remains constitutive
of the presentof Taiwan where the constructionof home and identity is mediatedin
the difference of the other space.
One central proposition in my thesis is that Taiwaneseidentity is locatedin a
diasporic spacewhere spatio-temporaldisruptionsbetweenthe presentlocality and
a cultural past are engaged.By breaking down the spatio-temporaldivision between
the homeland there and the home here, the Taiwaneseenter an in-between space
where the fragmentedmemory of a pasthomelandremainshaunting in the present.
The homeland, only accessible through fractured memories, cannot sustain its
integrity in the present locality of home. The past homeland is transformedby the
home
present
whose constitution also undergoeschanges.These two spacesare
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re-inscribed in each other and a new spaceis negotiatedin between, informed by
the dialecticsbetweenpast and present.

Performance Workshop and Ping Fong Acting Troupe: an introduction

Performance Workshop and Ping-Fong Acting Troupe were selected for
detailed evaluationbecauseboth were involved in the Little TheatreMovement and
havebecomethe only two companiesthat canput on regular tours in Taiwan.Also,
they have rich experiencesof international tours (mainly to south-easternAsia and
North America where the overseasChineseare the targetedaudience).Therefore,it
is reasonableto arguethat they have representedTaiwan to a wider audience.They
have enjoyed a firm and continuoussupportfrom the public as demonstratedin the
steadybox office records.Both hire five to ten full-time staff, which is still unusual
for Taiwanesetheatre,indicating that they are running on a long-term basis. After
almost two decades'practice,their works have had a long and wide exposureto the
Taiwaneseaudience.Often inspired by socio-cultural events,their works reflect life
in contemporary Taiwan and explore the complex constitution of Taiwanese

identity. The cultural power that they exert therefore makes their works worth
evaluating.
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Stan Lai founded the PerformanceWorkshop in 1984. A second generation
Mainlander Taiwanese,he acknowledgesthat Taiwan's modem theatre was bom
out of many stimuli, one of which is the searchfor a new political identity. Seeing
the need to "re-define itself' for Taiwanese society as a whole, Lai employs
improvisation as the working method to elicit the actors' individual concernsfrom
which a collective concern is precipitated (Stan Lai 1994:34). His most famous
work is the 'cross-talk series', a modem version of Quyi, Chinesetraditional comic
art where one to three actors talk about daily eventsin an ironical tone. I classify
two of Lai's works as the 'nostalgia series': Lovefor Peach Blossom Spring and
The Island and its Other Shore. A foreign spacecreatedin correspondenceto the
present home initiates the nostalgia in this series. This nostalgic aspiration is
targetedat the utopia depictedin classicChineseliterature and a fictitious palacein
a martial arts novel. These other spacesintervene in the present reality of the
Taiwanese and their family. The protagonists visit these other spaces, the
experienceof which ruptures their identification with the presenthome.
Ping Fong Acting Troupe established in 1986 aims to convey the dignity and

concerns of the Taiwanese and their love for Taiwan. Hugh Lee is the artistic
director who writes, acts, and directs most productions. Insisting on a native
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by
inspired
Lee
that
originality,
writes
comedies
social
approach
mostly
stresses
events.Local critics often regardedthe audience'slaughter as the proof to accuse
Lee of not taking theatre as a seriousmatter. Lee defendsthis accusationwith the
fact that his comedy never has a happy ending, thus expressinghis 'seriousness'.
His productions do not simply mock social phenomena.Instead,his plays contain
"a hidden request" to improve Taiwanesesociety "where something goeswrong"
(Lee Li-hen 1998:125-165). Lee dramatisesthis hidden request in the role of a
pregnant woman that appears in most of his plays (ibid. ). She conveys the
hope
birth
Lee
that
with
of
and transmissionof
metaphoricalsignificance
equates
(new) life aswell as of culture. I suggestthat 'something wrong' refers to the deep
anxiety of the Taiwanesewho are unable to locate a fixed place of home. The baby
is yet to be bom and a home for the Taiwanesehasyet to be located.This pregnancy
indicates a state of becoming, and I argue this intermediate state, framed in
diasporic
life
is
the
to
transmission
of
and culture, related
space
contingencywith
between
the spaceof a Chinesepast and the presentspaceof Taiwan. In
mediated
this work, the Chinese past and its designated national cultural identity are
appropriatedin a Taiwanesecontext where identity developed around a home is
displaced.
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In what I term the 'quasi-history series' including HaU-Mile Gmat Wall and

Beying Opera: TheRevelation, Lee first exploresthe notion of home in relation to
historical China. Thesetwo productions are parts of the 'Fong Ping series' about a
fictitious amateur troupe named as the reverse of the Ping Fong Acting Troupe.
This amateurtroupe strugglesto survive in the harsh theatremarketplacewhile its
actors fall out badly. There is a constant fear of failing to stage the show as
scheduledand such a failure will result in the dismissal of the amateur troupe, an
allegory for the site of Taiwan. In the 'quasi-history series', Lee juxtaposes the
power struggle of the ChineseEmpire and a family-run Beijing Opera troupe with
the private rows of the Taiwanese actors via 'a play within a play' structure.
Half-Mile Great Wall presents a parody of Chinese history through which the
private rows among actors are temporarily

resolved. In Beying

Opera: Yhe

Revelation, the Chinesepast transformedby the present amateurtroupe savesthe
Fong Ping's survival crisis and contributes to the binding of a collectivity among
the Taiwanese.Lee re-constructsancient and modem Chinesehistory in which the
present reality of the amateur Taiwanesetroupe is mediated. The series of Can
ThreeMake It? makes anotherimportant section of Lee's theatrework. This series
has five plays (Parts I-V) which I dub the 'city series'. In this series,Lee continues
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firstly
Taiwan
by delineating alienated interpersonal relationships in
mapping
urbanised Taipei, the capital of Taiwan, and secondly, by examining how the
Chinese identity founded on Chinese nationalism is differentiated by overseas
Chinese communities, and by investigating the Taiwanese'ssplit views over the
statusof Taiwan ashome.

-Utopia re-inscribed:

Peach Blossom Spring

Love for Peach Blossom Spring (premiered in 1986) was composed of two

'quite' different stories, Love and Peach Blossom Spring. These two stories are
structurally connectedas they are being rehearsedby two theatre companiesin the
by
theatre
they
thematically
same
space;
are also
connected the thematic searchfor
an ideal lovc/utopia. Stylistically, the former is a sentimental melodrama and the
latter a farce.Jiang Bing-liu, in Love, a.Mainland Chinesecharactercameto Taiwan
with the Nationalist Anny. He conducts a life-long search for his true love, Yun
Zhi-fan, whom he met in Shanghaibefore his move to Taiwan. He assumesshewas
left behind in China while the fact is that she too has been living in Taiwan since
they departed. Peach Blossoin Spring immediately invokes the most famous
Chineseutopia in a classicpoem, PeachBlossom Shangri-La(Tho Hua Yuan Ji) by
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the Jin Dynasty (265-420) nature poet, Tao Yban-ming. The original poem
describes a fisherman who accidentally discovers Peach Blossom Shangri-La
where the villagers' ancestorsescapedto avoid the war during the Qin Dynasty
(221-206BC). Peoplein PeachBlossom Shangri-Lalive a carefreelife andhaveno
idea of history. Upon his departure,the fisherman leavesmarkers but fails to find
the perfect place again. A retired scholar,Liu Zi-ji, later hearsabout this and plans
to visit but dies before

finds.the Shangri-La. In Peach Blossom Spring, Lao TaQ
-he

is a euckoldedfisherman who, in order to avoid domestic troubles, rows upstream
where he discovers a Peach Blossom Spring that is not quite the same as the
original.

Jiang and Yun met during the secondSino-Japanesewar in Shanghai,a place
of transit for both of them as Japan occupied Jiang's homeland in north-eastern,
China and Yun escapedout of hers in Kunming (south-westernChina) to avoid the
Japanesebombardment.The opening sceneis a flasbbackto the time when Jiang is
waiting for Yun before she sets out for Kunming. Humming a tune that describes
the searchfor true love as an experiencesimilar to looking for the eternal light,
Jiang's romantic temperament also shows in his feeling that at this moment of
separation, everything seems stopped, even the night and the moon. Yun's trip
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home incites Jiang's homesickness.She adviseshim to forget the homeland since
forgetting the past is necessaryin order to start again. Like most war-time Chinese,
this couple shares the dislocation experiences of reftigees. Away from their
hometowns,they togethercasta final look at Shanghai,their temporary home at the
time, a ftitile gestureto freeze a moment that has neverthelessmoved on.
This moment of transition is stopped by the moody director of Love who
shouts that 'something is wrong'. As Love is based on his personal story, he
demandsa replication of his past in its full flavour. During the rehearsal,he is often
lost in distantand vaguememories.He asksthe actor playing Jiang to project how a
historical
bigger
history.
individual
feels,
living
This
through
a
changing
small
force makesthe Mainlander Taiwanese,Jiang what he is now. As they resumethe
Spring
Peach
Blossom
the
stagehands
creepupstage and move their
of
rehearsal,
props into position. Something has obviously gone wrong with the rehearsal
timetable of the theatre. When the director of Love leavesto talk with the theatre
administration, the Peach Blossoni Spritig team startsrehearsingthe troubled love
betweenLao Tao, his wife Hua and her secretlover, BossYuan. The cuckoldedLao
Tho doesnot feel at easein his home where he cannot evenpull the stopperoff the
fish
his
is
his
is
bottle
for
drink.
He
that
wife
catch
reduced
and
wine
a
complains
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fooling around.Then, BossYuan pays a visit, bringing an embroideredduvet,under
the cover of which he and Hua's flirting is mimed with exaggeration.Boss Yuan
moans that Tao's catch becomessmaller, suggestingthat he should row upstream
where the fish are bigger but he has to go through somerapids before getting there.
All three charactersfeel embarrassedabout the love triangle but none daresclarify
the situation. Lao Tao decides to go upstream and end his humiliating life in the
rapids. Rowing upstream,he is reciting the classicpoem whosepastoral description
of PeachBlossom Spring doesnot match exactly what he actually sees.
Before the Chinese utopia is about to be discovered, the director finds the
scenic backdrop of PeachBlossom Spring missing as it was, by mistake, loaded
onto a truck heading out of the city. He runs chasing after the cargo. Consequently,
the Love teamtakesover the space.At the moment of changeover,a teenagedgirl in
a chic dresswith a silver wig appears..She walks about furtively with confounded
looks. Obviously not belonging to these two companies in the rehearsal, this
intruder is looking for Liu Zi-ji, the scholar who failed to find Peach Blossom
Spring in the original poem. There is nobody by this name on the set, and sheis led
off by a stagehand.She is an extra charactermisplaced in this rehearsalspacejust
like the scholarof ancient China she tries to locate in modem Taipei.
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The rehearsal of Love resumes. Jiang, now hospitalised, places a missing
personnotice for Yun in the local newspaper.His wife entersand tidies up the ward.
There is little communication in their married life since Jiang is describedas quiet,
always sitting in the study 'thinking things over'. While she talks about family
news, the absent-mindedJiang dozes off into another nostalgic dream where he
catchesa glimpse of Yun who passesby like a ghost.As his wife goeson about the
differences between her and Jiang, Jiang following Yun in the dream walks to
downstagewhere they re-enact the opening scene of their separation.The wife,
upstage,keepstalking but not being listened to meanwhile Jiang, an old man in a
hospital robe, is reunited with Yun downstage,still looking young. Jiang countsthe
years goneby after their separationbut Yun does not respond,and walks away in
silence. The director halts the rehearsal 'again', accusing his actors of not
performing what is in his mind. But, he could not give more precisedirections than
askingthe actressto play Yun like "a white flower that blooms at night"(Lai 11:147).
The actors complain they did not live the director's past in China and thus cannot
comprehendand act out the feelings of living in a period of drastic changes.The
director, who confiisestheatrewith actual life, is so distraughtby his memoriesthat
he decidesto give the stageto the PeachBlossomSpring team.Again, at this scene
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betrayed
her
for
liar
Zi-ji,
Liu
the
who
a
young girl appears,still asking
change,
love. Liu Zi-ji who failed to find utopia also fails to accomplishthe ideal love.
The backdrop of the Peach Blossom Spring is now found and set up on stage.
But, a blank spot in the shapeof a peach tree appearsin the middle as the prop
by
is
for
like
blank
The
tells
to
this.
the
spot
compensated
a
paint
master
painter
three-dimensionalpeach tree on a mobile cart. The prop master arguesthat this
he
feeling
backdrop
that,
the
thinks,
the
tree
of
escape
creates
out
peach
of
popping
is what the director wants.A stagehandis sununonedto patch it up meanwhile they
in
finding
the
the
utopia,
represented
a transformed
moment of
start rehearsing
shape with a hole in the middle. Lao Tao,has an uncanny feeling about Peach
Blossom Spring and wonders if he has beenhere before. He runs into a lady and a
idea
but
have
look
just
like
Hua
Yuan
they
no
of the outside
and
gentlemanwho
world nor its'history. Dressedin white.robes, they speakcalmly and move slowly.
Repeatingthe word 'relax', they mesmeriseLao Tho by their sedateand repetitive
he
deal
At
home,
is
Lao
Tao
the
to
adultery,
which
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with
short
words
movements.
like
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gradually
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finally
from
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been
have
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this
watching
couple.
moment,
interrupt to negotiatefor a win-win solution, i. e. a shareddivided stagespace.The
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teenagedgirl sneakson stagefor the third time but is hushedoff to clear the space
for rehearsal.
Becauseof sharing the space,the actors are disoriented and frequently walk
over the dividing line. Their dialogues mix in and some lines arc grafted into a
different context and the meaningsof both dialoguesdeviate.The two stories clash
yet mingle here. Lao Tao in Peach Blossom Spring insists on returning home
though he is advisednot to. Jiang in Love demandsthat his wife leave the hospital.
Theseleave-and-staydialoguesslide out of shape.The director of Love decidesto
give up to let the Peach Blossom Spring team finish first. Next, we seeYuan and
Hua, now a miserable mother and a losing gambler accusing each other of
murdering Lao Tao, who suddenly returns in a white robe. Yuan and Hua are
frightened, seeing him as a revengeful spirit. Lao Tao expresseshis wish to take
Hua to Peach Blossom Spring and invites Yuan to come along. Seeing their bitter

argumentover trivial things, the disheartenedLao Tho finally departs alone. But,
the marks he made have disappearedand he cannot find Peach Blossom Spring
again. Peach Blossom Spi-ing finishes. Following the disappearance of the utopia,

the theatre's security guard shows up, demanding that everybody leave
immediately sinceit is closing time. But, he agreesto give the Love team sometime
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to wrap up. In the hospital, Jiang tells his deathbedwishes that his wife take his
ashesback to his hometown in China. At this moment, the 'real' Yun comes in,
respondingto the newspapernotice. Jiang and Yun namethe placesthey have been
in
have
been
living
both
Taipei
the
they
that
they
same
realise
since
separatedand
City sincethen.Yun, now a grandmother,hasto leave asher son is waiting outside.
They hold hands,both crying. After Yun leaves,Jiang's wife enters.He first rejects
her, then embracesher in tears. After all the rehearsalsfinish, the teenagedgirl is
left aloneon stagein the flooding white light. The security guardbrings in a broom,
telling her off. On her way out, she tossesaway her robe and wig. Though outside
the rehearsal framework, her gesture of taking off costume hints that she also
is,
Taiwanese
I
This
that
the
who are negotiating a
of
a
role
suggest,
perfonned role.
new identity, groundedneither in the utopian homeland nor in the home in present
Taiwan.
Most reviews agreedthat by addressingJiang's nostalgia for his past in China,
this performance investigated Taiwaneseidentity positioned in relation to China
(Chow C.Y. 1999,Liu G J. 1986,Liu J. H. 1997,ShenX. Y. 1999,Zhu Y.W. 1993,C.
Diamond 2000). The profuse reference to China in Lovefoi- Peach Blossom Spi-ing

Hong
it
from
Kong
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angle.
a
post-colonial
examined
many
critiques
prompted
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scholar, Zhu Yao-wei (1993) declared that the multiple meanings and potential
ambiguities in juxtaposing these two narratives are deliberately silenced by a
transcendentalsignifier, Peach Blossom Spring, which for Zhu refers to China.
However, Taiwanesetheatre critic, Liu Ji-hui (1997) argued that the oppressive
signifier of China is ruptured by the performance strategiessuch as the use of
'white part'l. A blank spot left in the painted backdrop of the peach orchard is
patched up by an alienated stagehand.The image of the Chinese utopia is also
disfigured by the projected slides of streetsin Taipei and Jiang'stuberculosisX-ray
when two teams shared the stage and rehearsed simultaneously. The utopia
constructis never completenor stable.
It is highly problematic whether this utopia designatesTaiwan or China. Also
problernatised is the transcendental notion of utopia as a perfect elsewhere,
completely cut off from the presentworld. In the houseprogram of its Hong Kong
performance (1992), the Performance Workshop officially announced that the
PeachBlossom Spring that everybody looks for 'from ancient time until now', is
located 'here where one is' but people always search 'elsewhere' to no avail (Zhu
Yao-wei 1993). But where one is, is contextualisedin where one was. To affirm
utopia that is here at the present, the longing for somewhereelse in the past as
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utopia, also has to be reconsidered.Jiang's past in China constituteswhat he is in
presentTaiwan; Lao Tao's PeachBlossom Spring is reminiscent of his troubles at
home. This claim that utopia is where one is, alludesto the idea that Taiwan, where
Jiang is now, is the utopia he futilely searchesfor over there in China that only
surfaces in dreams and memories. Jiang's ideal love is integrated into his
attachment with the hometown in China. The realisation that his ideal
love/homeland is lost forever transforms him, alienated from both his wife and
Taiwan, who turns to reconnect with his Taiwanesewife in the end. Though he
remainshauntedby nostalgia,ashe still wants his ashesto be brought back to China,
Jiang's home and identity are negotiatedin betweenwhere he is and where he was;
two spacesconstitutedby eachother.
If utopia representsthe homelandin China that the Taiwaneselike Jiang aspire
to, it has a different connotation in Peach Blossom Spring though similarly, it
cannotbe retrieved. For the Mainland Chinesewho cameto Taiwan after the Civil
War, Taiwan is like the utopia in the original poem, which is discovered via the
escapefrom the earlier civil war during the Qin Dynasty. Situated in this reading,
Lao Tao,in the utopia (Taiwan) still craves to return home for in the perfect yet
a-historical utopia, his identity built on the past is lost. Therefore, he returns to
I
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home
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not
reconnectwith
past
alreadymoved in and has a child with Hua. So once again, Lao Tho seeksto return
to PeachBlossom Spring, which is not there anymore,either.He is lost in-between.
Utopia cannot be pinned down here or there. A colonialist reading would regard
Peach Blossom Spring/utopia as China, which all the Taiwanese aspire to be
into
Taiwanese
thus
the
the totalising spaceof Chinese
are
subsumed
reunitedwith;
nationalism. This reading is basedon a problematic premise of utopia/China as a
in,
in
is
homeland
that
the
simply grafted prior to the presentof Taiwan.
perfect
past
But this premiseunderestimatesthe differentiating force of the dialectical time and
spacebetweenthe past and the present.Jiang finally realiseshis ideal lover, Yun is
finding
his
frozen
in
his
built
in
And
time
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past/utopia
an empty
not
his
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he
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Yun,
to
the
wife.
gone
returns
utopia,
But he still has a longing for China, which he can only be reunited with in death.
Both Jiang and Lao Tao are caught in betweenhere and there, betweenutopia and
dystopia.
The past of both Jiang and Lao Tao constituteswhat they are in the present;as
utopias framed in the past (whether it is Jiang's homeland in China or Lao Tao's
Peach Blossom Spring, signifying Taiwan) are constructed in contingency with
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other spacesin the present.Also, their attachmentwith the home in the presentis
reconsideredin their surreal encounterwith the utopia. Lao Tao's home is shattered
in the presentyet a new identity is hard to coherefor him in a-historical elsewhere.
Jiang feels alienatedfrom the home in presentTaiwan, where the historicity of his
past fails to be addressed.Lao Tao's past that informs his identity is deflected in
PeachBlossom Spring; China and its associatedmemories offer the rootstock of
Jiang's identity, which is still mediated in the present. Peach Blossom Spring
(whether Taiwan or China) is not a transcendentalutopia where a self-contained
identity canbe secured.It is never completely detachedfrom the presentor the past;
rather,it is a heterogeneousspacenegotiatedin between.To situatethis problematic
in
utopia the specific context of Taiwaneseidentity, both Jiang's past homelandin
China and Lao Tao's PeachBlossom Spring prove irretrievable in the presentyet
are still constitutive of their presentidentity. The Chinesepast is constitutive of the
presentin Taiwan, which is constitutedby the reconstructedpast.
Below, I offer a critical analysis of both the narrative structure and
in
this
strategies
of
production
performance
order to fully explore the ambiguity
underpinning the notion of utopia/homeland in relation to the present locality in
betweenwhich, I suggest,Taiwaneseidentity is negotiated.Jiang, though manied
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to a native Taiwanese,suffers the longing for the homeland/ideallove in China in
Love, which is looped together with the utopia in Peach Blossom Spring. As I
arguedabove,utopia in this production, whether identified with Taiwan or China,
remains problematic and the transcendentalstatus of utopia is challengedin both
contexts.I would further arguethat in this particular production, Taiwaneseidentity
is located in a diasporic space where the spatio-temporal division between the
homeland in China and the present home is disrupted and the problematic other
spaceof utopia remains constitutive of, yet constituted by the present space. In
similar vein, these two narratives of Love and Peach Blossom Spring
disfigured/re-configuredby each other in sharing the sameperfonnance spaceare
mutually constitutive. Their mutual constitution is most illuminated when the two
companiesrehearsesimultaneously on the sameyet divided stage;their narratives
incorporate yet also interrupt each other. Here, a new spaceand a heterogeneous
identity is articulated.
In termsof theatrical time, Love andPeachBlossomSpritig include eachother
and togethermark a linear line in a day's rehearsal.Jiang and Yun's sweet past in
Shanghaistartsand their sadreunion in Taipei endsthe rehearsaltime. The time and
in
is
Yun
Taiwan
Jiang
when
other
space
and
miss each
not delineated. Situated
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within the rehearsaltimeline, the elapsedtime/spaceof the Love narrative is filled
with the episodesof Peach Blossom Spring delivering a distorted version of the
bound
into
located
lost.
is
These
that
then
two
are
classicutopia
narratives
awhole
by the rehearsalstructure but they have such contrasting styles that it is impossible
for a seamless combination. Love portrays the nostalgic feelings of the mentally
dislocated Jiang with a tragic ring. In contrast, utopia in Peach Blossom Spi-ing is

presentedin overblown sentimentality and exaggerativegestures.The relationship
between these two narratives is ambiguous as they inform as well as counteract
each other. The relationship between utopia and the present space is also
problematic. Both Lao Tao and Jiang visit the homeland/utopia,which has nothing
substantialand is only obtainablein fleeting dreamsand memories.However, they
fail to attachto the presenthome as a permanentabodeasboth still long to return to
China and PeachBlossom Spring, which seemlost forever.
PeachBlossom Spring though deviatedfrom the original poem is not detached
from Lao Tao's past. On entering this unknown place, Lao Tao subconsciously
repeatsthe original poem only to find differencesof geographicaldetail in what he
in
into
Spring
Also,
Peach
Blossom
pronounced Chinese as Tao
sees.
rowing
(meaning peach) Hua (meaning blossom) Yuan (meaning spring), Tao realises
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that his escape(Tao in Chinese also meaning escape)from his wife, Hua who
commits adultery with Yuan is still pregnantwith their presencesince in Chinese,
PeachBlossom Spring is a word combination of the namesof Tho, Hua,and Yuan.
The deflection is also illustrated in the striking similarities in appearancebetween
Yuan, Hua and the couple in Peach Blossom Spring. This utopia is not a

self-containedentity but mediated in the worldliness of the other spaceLao Tao
comesfrom. For Jiang, the ideal homelandreservedin the past, is cut off from the
present, where it is revealed to be an illusion. After engaging with the
spatio-temporaldisruption between the presenthome and the past homeland,both
Jiang and Lao Tao are not bound to either end. They are caughtin a heterogeneous
spaceas theatrically illustrated when the two narratives are rehearsedin the same
space. In this heterogeneousspace, not only the original meanings of the two
narratives are destabilised but also a new meaning is produced in their mutual
penetrations.At this moment, Love rehearsesthat Jiang rejects his wife, asking her
to leavehim and his past alone while the coupleask Lao Tao who misseshome not
to leavePeachBlossom Spring. In the mixed dialogues,a hybrid meaning emerges;
the couple ask Jiang's wife not to leave and Jiang asks Lao Tao to leave. Utopia is
not a detachedelsewherebut constituted in contingency with the present space.
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Jiang and Lao Tao move in betweenthe past homeland whoseutopian connotation
is exhaustedand the presenthome, which still incites nostalgia for the past.
This heterogeneousspace is embodied also by the intruding teenagerwho
key
between
division
the
the two
up
at
moments
crossing
spatio-temporal
shows
narratives in the scene changes.Her existence, though independent of the two
is
love.
for
The
to
the
utopia-searchingnarratives, essential
search
utopia/ideal
Chinesescholar she is looking for, Liu Zi-ji, a symbol of the irretrievable utopia
betrayed
love. Her failure to locate Liu in Taiwan highlights the
also connotesa
fictionality

of utopia and ideal love. Her presence problernatises the

homeland/utopiathat at once is located in China for Jiang. The teenagerdismisses
the validity of utopia that connectsboth narratives, yet I suggestthat she is also a
unifying figure. Taking advantageof the outsider,shemoves freely in and out of the
rehearsalsof both Love and Peach Blossom Spring. Also, she interrupts both
narratives with questions about Liu Zi-ji's whereabouts. She is simultaneously
engagedin, as well as distancedfrom, both times and spacesof the two narratives.
The force of disruption she conveys opens up an in-between space of a
heterogeneoustemporality and spatiality. Her ambiguousidentity is negotiatedin
the in-between space when Love and Peach Blossom Spi-ing rehearse
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simultaneously on the same stage, where the two narratives are united yet both
much deviated from their original. This in-between heterogeneousspacecontains
in the samesite, the different spacesand times of the two narratives.It is locatedin
the theatrical presentbut not detachedfrom the narrative past. Also, coming from
outsidethe rehearsalframe, sheis the only 'real "non-character' in the performance.
When the rehearsalfinishes on the disillusionment of utopia, sheis the only one left
behind. She exists at the liminal point betweenthe narrative past and the theatrical
present. Via undressing, she shakes off her 'constructed' identity. This gesture
implies that any identity performed in the theatre can not be stabilised, as it is
always constructed and therefore susceptible to be de-constructed and
re-constructed.

The other shore out of reach

The Island and its Othei-Shore (premiered in 1989) has a title that describes
the relative positions of Taiwan and China in geography.2 The island in this play,
however, is a fictional place in a martial arts novel createdby Shi Zhi-xing, a
island
invented
Mainlander
Taiwanese.
This
off the other shore
second-generation
landscape,
heightened
in contrast to the
occupies a
upstage area-with an outdoor
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interior settingin the central and downstageareaof Shi's parents'house.Like Jiang
in Lovefor PeachBlossomSpring, Shi's parentsmoved to Taiwan after the Chinese
Civil War, negotiating their presentreality through memoriesof their past in China.
Also, thereis a sharedstagespacebetweenthe fictive spaceof the martial artsnovel
andthe 'real'space of Shi's family residence,aswell asbetweenthe inventedisland
and its other shore. Taiwanese identity is mapped through spatio-temporal
disruptions in between these spaces.Yun-Xia, the swordsman in Shi's novel,
though living on the island, hasbeenlonging to visit the other shorewhere he hopes
to find the missing half of a sacred tome of martial arts. Similarly, Shi who is
distancedfrom the Chinesepast where his parentsbelong has yet to feel grounded
in Taiwan.

The divided half, yet to be unified into one, is a dominating metaphorin this
work. Yun-Xia, who holds half of the sacredtome (the Kun Part), longs to visit the
mysteriouspalace on the other shorewhere the other half (the Qian Part) is said to
be kept. The legend goes that once the two parts of the tome are united and
3.
decoded,
is
Wulin,
Kong
Fu
the conquestof the
the
completely
world guaranteed
And if Qian and Kun fail to become one, nothing prospers. Lai pairs the
relationship between the island and the other shore with that of Kun and Qian, a
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similar conceptto Yin andYang which is an analogy of earth and heaven. Yun-Xia
restrainshis desireto visit the other shorefor fear of violating the will of his martial
artsmaster,a father-like figure who raisedhim in the island. His master suggestshe
continuespractising the Kun.part and wait patiently, like the earth mother, for the
optimum time to be united with the Qian part in the palaceon the other shore,where
his native father servesasthe chief security officer. Yun-Xia and the other shoreare
bound by blood kinship as well as the ideal unification of the sacredtome.
On the downstage area in modem Taipei, Shi is suffering from a lack of
inspiration in writing a martial arts seriesfor a local newspaper.Exhaustedby the
relentlessnatureof writing for a daily newspaper,he alsohastroublesin his married
life. Shi's father, a retired military general,is making preparationsfor the visit of
Shi's half-sister, Yu-hong from China. Both Shi's parentshave problems letting go
of the past. Shi's father rechargeshis.energy in a room filled with old objects he
brought from China. He examinestheseold objectswith strongnostalgic sentiment.
For him, a photo of Yu-hong in a school uniform catchesthe eternalbeauty of life.
For Shi's mother, the clock seemingly stoppedin 1949before the family moved to
Taiwan. She is reluctant to let ge of the past. Complaining about the present
situation as if she were still the wife of the powerfil and rich general,she seemsto
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believe that she will return to her home in China although so far it has proved
impossible. Their old house is being renovatedand the plumber finds out that the
wooden beams are seriously rotten. From the beginning to the end of the
perfonnance,the renovation proceedsslowly and persistently; the derelict houseis
a consistentreminder of Shi's parents' decayedpast whose re-construction in the
presentis in process.
Shi growing up in Taiwan does not have such a strong attachment to the
homeland in China like his parents. He develops an extra-marital affair with a
woman writer, Yue, a native Taiwanesewho writes about those Taiwanesewhose
actions of raising native consciousnessmade them political victims of the
Nationalist regime founded on the ideology of Chinesenationalism. Yue therefore
despises the Mainlander Taiwanese such as Shi's father who worked for the
Nationalists. Her latest publication is simply titled The Taiwanese,suggestingher
strong identification with Taiwan. In contrast to Taiwan-centredYue, Shi's wife,
Helen is a real estateagent dealing with property in America. Sheis persuadingher
Taiwaneseclients to buY housesand emigrate to the US. Tom between a mistress
devotedto Taiwan and a wife very much detachedfrom Taiwan, Shi's own political
position is ambiguous. For Yue, life is all about politics and ideological
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manipulations.In a mocking tone, shepredicts that a reclusive artist like Shi who is
cut off from the social reality will soonbe devouredby the fast-changingcurrentsof
history. Shi arguesagainsther view of art asisolated from real life, claiming that his
novel though fictional, is about"the inter-relationshipbetweenreal peopleand their
fictional
(Lai
feels
111:
He
106).
the
that
conditions"
world of
psychological
even
martial arts seemsto predict what is happeningin his real life (ibid. ).
Besidestheir different political stands,Yue is also stressedby the illegitimate
statusof this relationship. Resolved to break up, she puts the flat that she and Shi
shareup for sale. This secretflat is deemeda sourceof inspiration for Shi, the only
place where he feels alive and able to write. This flat, a place outside the home,
bound by marriage and bloodline, liberates and energisesShi. Yue regardsthis flat
for Shi aslike the other shorefor Yun-Xia, somewhereto invest hopesandto escape
all the troubles at home. Since Shi can never stay there over night, the other
shore/flat is only a temporary shelter although an ideal place for creative writing.
The flat where fiction is conceivedlacks solid substance,a transitory place where
the line between reality and fantasy is blurred though it is also a spaceof new
fictional
is
in
flat
It
this
that
the
swordsman,Yun-Xia crossesthe
possibilities.
sPatio-temporaldivision and becomes'alive'in Shi's reality.
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While Yue is moving out of the flat, Helen discoverstheir affair and Shi's life
is now in chaos. Meanwhile, Shi's half-sister, Yu-hong, who was left behind in
China in 1949arrives in Taiwan. On arrival, shepresentsShi's father with a broken
destroyed
from
hometown
in
their
that
the
was
urn,
saved
old
piece of
some relics
Cultural Revolution. Deeply attachedto the homeland, Shi's father leadsthe whole
family to kneel, bowing to this urn placed next to the woodenplaque on which the
family ancestors'namesare carved.4 Shi's father recalls two lines of rhymed poetry
hung in his old house in China, which suggestthat nature thrives despite season
changes.Shi usestheselines in his novel, but he changesthem into, "Frost after the
fall causesthe early falling of leaves" and "Sparse rain before the spring delays
flower blossoming"(Lai 111:127). The meaning turns to be different from the
original, implying that season changes produce signs of decadence,perhaps
indicating that some crisis is approacbingalong with Yu-hong's visit. After more
than forty years of separation,Shi's father is anxious about how Yu-hong receives
him. Dressedin red, a symbol of joy and prosperity, he gives a dinner party where
the father and daughter cry out, seeing each other. The cruel fact is that after a
long-time separation,they soon run out of topics to discuss.When askedabout her
childhood ffiends, Yu-hong saysthat they have all passedaway. Shi's parentsargue
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aboutthe details of thesechildhood friends since eachhas different memoriesabout
the samepeople. On the subject of the past in China, Shi's mother strays from the
conversationand falls into her own past. She claims that she smells the flowers in
the gardenand feels the breezeof the fan in someelite club of the 1950s.In the deep
of memory, she confusesthe two balconiesof her housesin China and Taipei; she
lives in betweennow and then but shetruly identifies neither as home.
Yun-Xia is similarly rootless.He is tortured by the desireto crossthe seato the
other shoreto seehis father but was dissuadedby his master.The mastertells him
the other shoreis not what he expects,advising him to practicewhat he hasnow and
stayin the island. Then in a dream,Yun-Xia visits the other shoreonly to find that a
fire alreadydestroyedthe sacredtome, though part of it was stolen by a mysterious
saint. In the dream, Yun-Xia sees an old man on the other shore and he shows
Yun-Xia into the ruins of the palace where all that is left are some vague abstract
lines carvedon the wall. Yun-Xia is then introduced to Luer, a young girl who has
been trying to decode these vague lines for ages. It seemsshe once succeededin
decodingbut the decodedmeaning instantly went out of her mind. Also failing in
decoding, Yun-Xia falls into fits of delirium where he 'imagines' he finally
succeeds.But when he gains consciousnessand realiseshis decoding is only in his
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imagination, he becomesso derangedthat he slaughterseverybody including his
possible sister,Luer and possible father by birth, the old man.
After the slaughter,the fictitious Yun-Xia intrudes into Shi's flat, begginghim
to grant him a new life. We first seeShi pushing the sword through Yun-Xia's body.
Then, Shi cancels off this death of Yun-Xia by writing that designateswhat
happened to Yun-Xia on the other shore as just a wild dream. The fictional
swordsman after a symbolic death remains alive in the newspaper.In this flat,
fiction andreality are no longer clearly separatedbut convergeon the sameplane of
time and space.When Yun-Xia wakesup from this traumatic dream,it is difficult to
forget what happenedthere. His body stayshere in the island while his mind drifts
away to the other shoreover there. He feels as if his whole life "were alreadylived
through", "finished" and he had to live all over again (Lai 111:171). In order to start
his life differently, he decidesto take a 'real' trip to the other shore.
The sameactor plays all the fatherly figures, the old man, Yun-Xia's master
in
father.
links
fiction and Shi in reality whose
Shi's
Symbolically,
Yun-Xia
this
and
identities are both negotiatedin the spatio-temporal.disruptions betweenthe island
(Taiwan) and the other shore(China). Yun-Xia's originary identity groundedin this
island is destabilisedby his longing for the other shore. In parallel, Shi's 'natural'
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identity as the Chinesegeneral'sson is also problernatised.The chaosbegins when
Yu-hong reveals her true identity as Yu-hong's best friend and the 'real' Yu-hong
died in the Cultural Revolution a long time ago. This fake Yu-hong was askedby
the real Yu-hong to visit Taiwan and assureShi's father that his daughteris alive.
Meanwhile, Shi's identity is also cast in doubt as the fake Yu-hong claims that the
real Yu-hong said that her brother was bom to the first wife of Shi's father left
behind in China andnot born to his presentwife. Shi's statusasthe legitimate sonis
further questionedas Shi's present wife disclosesthat the son by Shi's first wife
already died of an illness after arriving in Taiwan and she is infertile. Shi, in fact,
was adoptedfrom a Taiwanesehousemaid.
Thesesubtextsof identity and home are further developedas the old identities
are displacedby the new onesthat are being processed.Both Shi and Yu-bong who
lost their old faked identities visit the important.places in Shi's childhood like
schools he attended and the noodle stand where he used to eat. Shi's action of
literally walking through the placesof his memory is a symbolic gestureto re-clairn
his past. In his own way, he mapsthe disruptedpastin contingencywith the present
both of which contain the lived experiencesvia which his identity is re-constituted.
This walking ritual endsin his secretflat, a place where fiction is createdandreality
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is potentially re-considered.Shi's identity is rc-located in the intersection of past.
and present,permeatedwith differences.In the last sceneaboutYun-Xia's 'second'
visit to the other shore,he also embarkson a similarjourney of self-identification to
escapethe dream of destruction that remains haunting to his life in the island.
Following the memory of his dream,he finds the palace,which is almost burnedout
apart from somelines carved on the wall. The villagers tell him that a long time ago
in the past, a yOUngswordsman tried to decode these lines. He failed and burnt
down the palacein his anger,just ashappenedin Yun-Xia's dream.Here, again,Lai
blurs the line betweendream and reality, fiction and reality, the island and the other
in
fracture
in
between
This
space
any fixed identity
shore.
ambiguous
causes
groundedeither in the presentisland or the past on the other shore.
The spacein betweenthe past andpresentis also mappedwhen Lai depictsthe
only successof the decoding as a momentary hallucination experiencedby Luer.
She seesa ray of mysterious light through the rainbow. This surreal sight createsa
dreamy atmosphereflickering like a candlein the wind, hard to settle into a stable
form. Tantalisingly, the key to the decodingis glimpsed but the moment sheseems
to graspit, it is instantly forgotten. Eachtime shetries to recover the memory of the
moment, it crumbles to pieces. Whenever the whole picture is about to come
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together, some part is always missing. For Shi, there is a moment of truth that
residesin memoriesyet is always accompaniedby forgetting. When Shi writes this
crememberto forget, lose to gain' episode about Luer's decoding moment, he
comments,"memory seemsdestinedto be fragmented... and maybe it is near the
truth this way..." (Lai 111:148). The truth about the past viewed from the presentis
inscribed in the irresistible forgetting that inevitably makes memory fragmented.
Memory enactedin the presentcannotretrieve the originating past asit can only be
mapped through fragments. Although the other shore is sacralised as the place
where the unity of the sacredtome canbe achieved,it turns out that the sacredtome
remains incomplete either on this island or the other shore. The vision of a
harmonious oneness of the two parts of the sacred tome is not realistic. The
constituting truth of Taiwaneseidentity is that it is located in a diasporic space
emerging at the disruption of spatio-temporaldivisions between the past and the
present and this island and its other shore, a heterogeneous space where
rememberingand forgetting are both considered.
Framing the above two productions in the structure of 'a play within a play',
Lai explores diasporic space mapped between two narratives. The teenagedgirl
who connotesthe demystification of the utopian homeland/ideallove in China has
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an ambiguous stage presence that physically embodies the in-between space
between the.narratives of Love and Peach Blossom Spring. Another ambiguous
figure of disruption is Yun-Xia who invades Shi's flat where he is resurrectedfrom
a symbolic death. This fictitious characterin the moment of resurrection exists
somewhereout of both the island and the other shore.In theseintegratednarratives,
the leading characterslike the Mainlander Taiwanese,Jiang Bing-liu and Lao Tao
engage the spatio-temporal disruptions between present and past framed as
utopia/ideal love that is lost forever. Jiang, Shi and Yun-Xia's bond of kinship with
China or the other shore is also disavowed. Like Jiang and Lao Tao, Shi and
Yun-Xia move betweenthe real and imaginary geographies.The past homelandand
its given identity is mediated in the present island where Jiang and Shi set up a
family andYun-Xia has a surrogatefather.Their identities are not static asthey are
being negotiatedin betweenthe homelandin the past and the home in the present.
Home for the Taiwanese is inscribed in displacement as a consequenceof the
spatio-temporaldisruptions betweenthe past in China and the presentin Taiwan.
I suggestthat similar disruptions are also observedin the work by the Ping
Fong Acting Troupe whose 'quasi-history series' uses Chinese history as the
medium to engagewith the presentreality in Taiwan. The historical past in feudal
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China is strategically reconstructedby the Taiwanese.HaIC-Mile Gi-eatMall is the
first in the 'Fong Ping series' where a Taiwanesetheatre troupe, the Fong Ping
Acting Troupe (played by the Ping Fong Acting Troupe) struggles to upgrade their
reputation from amateur to professional. The amateur status provides justification

for their poor stage performance where intentional mistakes make possible the
theatrical distortion of Chinese history. These mistakes result from the personal
conflicts among the actors or simply the technical incompetenceof an amateur
troupe. These seemingly accidental mistakes deliberately appropriate Chinese
history into a Taiwanesecontext. The tensions among the actors in real life are
temporarily reduced as their negative emotions are let out through their action of
revenge on stage. In HalWile

Gi-eat Wall, the rise of the Chinese Empire is

parodiedto establisha distancebetweenthe past and the present.Parody produces
double differentiation, which foregrounds the irreconcilable difference between
texts and between the text and the world (Linda Hutcheon 1988). Parody negates
the internal coherence of the original narrative, creating an inter-textual space
where new meanings are produced. This new space in the 'quasi-history series' is

permeatedwith difference as a result of re-situating the Chinesepast in modem
Taiwan, which is framed in the metatheatrenarrative of the 'Fong Ping series'.
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It is necessary to investigate the metatheatre narrative as it affects the
historical narrative and how the space of China is mapped within it. The
metatheatrenarrative has a 'a play within a play' structurein which the Ping Fong
Acting Troupe plays the Fong Ping who are rehearsingand performing a historical
drama. An inter-textual space is produced in contingency with the relationship
betweenthe Chinese text and Taiwan, the world where the text is produced. The
historical drama portrays the disintegration crisis in a Chinese past, whose stage
representationis mediatedby a Taiwaneseamateurtroupe that facesa similar crisis.
The 'Fong Ping series' is self-reflexive as theatre critic CatherineDiamond (2000)
expounds,Hugh Lee wants to use this seriesto reflect the theatre environment in
Taiwan where he actually runs the Ping Fong Acting Troupe. Therefore, it is
reasonableto deducethat this seriesis Lee's contemplation on Taiwanesesociety,
and thus how Taiwan is representedas a collectivity.
I would argue that Lee consciously uses a transformed version of Chinese
history to frame his mapping of Taiwan in the 'quasi-history series' that includes
Ral(Wile Great Wall and Beying Opera: The Revelation, Parts I and III of the
'Fong Ping series'. Two critical periods in Chinese history are chosen to be
juxtaposed with the present reality in Taiwan. They are the start of the Chinese
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Empire in Hajr-Mile Gy-eat Wall and the splitting moment of Taiwan from
Communist China (the historical background for a Beijing Opera troupe which is
disintegratingin the wartime hardship) in Beying Opei-a:TheRevelation. The past
in China is mapped through a consideration of how a Taiwanesetheatre troupe
coheresas a collectivity. There is a thematic correspondencebetween the Chinese
face
(represented
by
both
Taiwan
the
theatre
troupe)
amateur
as
present
an
past and
a disintegration crisis. In the space of China, the empire, sovereignty and the
integrity of nationhood are threatenedby ambitious politicians; in the space of
Taiwan, the amateurtroupe risks falling apart as it lacks cohesiveforce.
In the 'Fong Ping series, the Fong Ping troupe is expectedto perform poorly
becauseof its amateurstatusaswell asbeing the first in the series.This metatheatre
narrativeof the 'Fong Ping scries'is developedearlier before the performancestarts.
The house program introduces the Fong Ping Acting Troupe in a highly satirical

tone. This amateur troupe has a pompous goal 'to enrich Chinese culture and
advanceTaiwanesetheatre,development'. Also, drawing on Chinese history, its
work highlighting the 'ethnic virtues' and 'profound aestheticsof tragedy' aims to
realisethe moralizing power of drama.This overblown statementof purposeseems
better appliedto the national theatrein China than an amateurtheatrein Taiwan that
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has a ridiculous record of presentingtwo shows in three years,both of which took
place in the actors'private residence.Altogether, the Fong Ping Acting Troupe has
attracted a 'grand' total number of 'sixty-seven' audiences.Such a preposterous
companyhistory writes off its pedagogicalmission infatuatedwith the ideology of
Chinesenationalism. The house program also informs the audiencethat the Ping
Fong Acting Troupe is giving the performance,HatC-Mile Great Wall. This title
itself trivialises the historical tragedy played by the Fong Ping Acting Troupe in the

title of TIje Gi-eat Wall, the most awesome architecture in China. The above
metatheatricaldevices indicate that Hal(-Mfle Great Wall under the grand mission
to enrich the Chineseculture, is doomedto failure just as the Chinese symbol, the
GreatWall, is sliced in half
Only the failure of the first in this seriesguaranteesa revengeful comebackon
the stage that secures the continuity. of the 'Fong Ping series'. It is logical to
concludethat such a performed failure is essentialto sustainthe stagepresenceof
the Fong Ping Acting Troupe. On this note, I suggest Lee's arrangement of this
metatheatre series ending in Beying Opera: The Revelation, finishing

on a

successful delivery of a renovated Beijing Opera episode, is especially significant

in relation to the constitution of Taiwaneseidentity. The old Chinese tradition,
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Beijing Opera has to be renovated in order to complete the evolution of a
history
is
in
just
Chinese
Empire
Taiwan
theatre
the
the
professional
as
of
revisedto
relieve the tension between the Taiwaneseactors and thus sustain the collective
identity of the Taiwanesetroupe.
The 'Fong Ping series' is literallY a work in progressas it is a m6langeof the
rehearsals,stageperformancesand actors' interactions in real life into one theatre
illusion,
Many
to
the
theatrical
of
alienation
are
used
reveal
production.
strategies
for example,the pretentious exposureof stagemechanisms.This use of m6lange
does
distancing
indicates
techniques
that
this
not aim to present an
and
series
authentic version of history but to explore the complicity between theatre and
reality, between Chinese history and its implications for the Taiwanese.Below, I
face
Taiwanese
'quasi-history
this
the
a crisis that is
will analyse
series' where
temporally resolved via a detour in Chinese history that is transformed by
incorporating the presentreality of Taiwan. The history of feudal China invokes a
collective identity basedon a sharedpast of Chinesenationalism. In this sense,it is
akin to the notion of homeland in China where the Taiwaneseare attachedby a
bond of kinship as investigated previously by the Perfon-nanceWorkshop. The
utopian imagination of home/land in both Taiwan and China proved problematic.
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The Taiwanesehave problems sustaininga coherentidentity built aroundthe home
construct in the present that is not safeguardedagainst the nostalgia for the past
homeland. In the 'quasi-history series', the spaceof China delineatesa historical
homelandthat is representedas well as contestedin presentTaiwan. This Chinese
past and its consequentconstruction of a unitary Chineseidentity is fissured asthis
historical narrative is differently reconstructed by the Taiwanese. And the
reconstructionof Chinesehistory also affectsthe constitution of Taiwaneseidentity.

The Great Wall truncated:

a historical parody
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Half-Mile Gi-eat Wall (premiered in 1989) poses "a challenge to the authority of
history" (Hugh Lee in Ma Shen 1991:231). Or rather, I would argue, the director,
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cultural and political" is unfolded through the "immediate, personal and everyday
details" in HaIr-Mile Gi-eatWall (Xie Nie 1996). Chinesehistory is mediatedin the
presentof the Fong Ping troupe framed in a metatheatrenarrative and the actorson
the stageself-consciouslydisfigure the Chinesehistory by their amateurrendition.
Via thesequasi-historical narratives enactedby the Fong Ping Acting Troupe, Lee
hopesto identify various phenomenaof social disorder in modem Taiwan. I suggest,
an allegorical reading of thesejuxtaposed narratives showsthat Taiwane5eidentity
is negotiatedin between the two spacesbetweenpast China and presentTaiwan.
The love affair, money troubles, and power calculationsamongthe actorslead
to the accidentsthat transform the historical tragedy into a situation comedy. The
Gi-eatWall that invokes the greatnessof feudal China is developedaround the first
emperorin Chinesehistory, Qin Shi Huang, a heroic figure who unites the Chinese
Empire for the first time in history. In the Warring Statesperiod (475-221 BQ,
China was not yet unified, composed of many states occupying different regions.

Lu Bu-wei, an opportunist businessmanarrangedhis concubinewho was pregnant
by him to marry a prince of the Qin state. Lu then persuadedthe childless queen
mother of the Qin state to name the prince as the heir to the throne. The
king
then appointed Lu as Prime Minister. After the prince's son
prince-turned
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(Lu's son), Qin Shi Huang succeededthe throne,he conqueredthe rest of China and
establishedthe first Chinese empire. Qin Shi Huang found out that the queen
mother had an affair with Lu and also one of Lu's prot6g6s.Despite his reliance on
Lu's skills to administer the empire, be still killed the ambitious Lu, his father by
birth.
As the Fong Ping is rehearsingThe Great Wall,the rows betweenthe actorsare
exposedandbecomeso seriousthat the scheduledperformancemight be called off.
The dramaticpersonaecorrespondto the individual personalitiesof the actors.The
woman who plays the emperor's domineering grandmother is a bossy wife who
doesnot trust her henpeckedhusband.The experiencedactor playing Lu Bu-wei is
in a financial crisis and blamed for trapping his ftiends in debts,too. His excellent
acting threatensthe associatedirector who strives to achieve stardom through a
stage performance to impress a movie agent. The associate director is a playboy

whosetriangular love affair with two actressesaffects his acting. The director who
lacks the confidence to lead the Fong Ping plays Lu's prot6g6, a failed type who
starteda coup to overtake the throne but without success.These actors enacttheir
revenge in their stage actions and through this, their personal troubles are
temporarily relieved in a dramatic way. Their intentional 'mistakes' on the stage
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jeopardise the progress of the historical narrative. Also, these revenge actions
devastatethe rehearsalsand it is highly difficult for the Fong Ping to perfon-nin
public asscheduled.The actor playing Lu Bu-wei is abusedphysically on stageand
disappearsone day before the last Perfonnance.The director has no choice but to
play this abandonedrole. One actressdrops out, too. But in the final perfonnance,
both return without notification. In addition, the actor who plays Lu in his old age
enters early. The finale in Ral(-Mfle Great Wall thus at one time has three Lu
Bu-wei and one extra lady in waiting. This performance by the Fong Ping is so
shamefully flawed that the companypromisesa return to redeemtheir name.
Chronologically speaking, Hal(-Mile Great Wall begins with the last day of
rehearsalandmoves forward to cover a week's public performance.But the actsare
selectively presented.The Great Wall delineateshow the emperor who built the
GreatWall was crowned through political conspiracy and how the ChineseEmpire
was maintained through bloodstainedpower struggles. The 'a play within a play'
structure obstructs the linear progress of the historical narrative; therefore, the
before
birth
is
baby
his
the
sees
audience
emperoreven
announced.And following
the portrait of a ruthless emperorat his height, the emperorre-appearson stageasa
toddler. This 'play within a play' structureis essentialto the distorted image of Qin
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Shi Huang as, during the rehearsals,it is evident that something gqes wrong with
the emperor'sappearance.First, the prop masterforgets to position the plastic doll
that representsthe baby emperor. So, when his mother presentsthe baby to his
ffither, a hot-water bottle drops out of the bundle. When the baby grows into a
toddler, it is supposedto be a hand-operatedpuppetbut is replacedby an airy cotton
parcel. The imagesof the emperorare not only disfigured but also multiplied in the
final performance when the baby emperor and grown-up Qin Shi Huang appear
simultaneouslyon stagebecausethe latter entersat the wrong cue. To completethe
live performance, the actors improvise around the empty parcel and hot-water
bottle, trying to sustainthe theatrical illusion but only highlight the artificiality of
theatreperformanceas well as history.
The birth of Qin Shi Huang or, to stretch its political significance, the birth of
the Chinese Empire is cast in serious doubt. Besides his deformed images, the
emperor'sbirth date is always forgotten by the actressplaying his mother as she is
emotionally unstable from being involved in a troublesome love triangle. Once,
when she forgets it again, the other actor improvises to save her face, saying, "I
guesshe [the emperor] was born in... " The actressrespondsinstinctively, "Yes, his
guess is righf' (Hugh Lee 1989:52). The queen mother holding the prop of a
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disfigured bundle seriouslypredicts that this baby in the future may changeChinese
history. The queen mother's secret lover, out of jealousy, sarcastically questions
"Changehistory? Him? Sucha deformedbody9" (ibid.: 21). Here, the historical fact
about a great emperor is downgradedto an improvising exercise and a game of
random guessing. The political icon in Chinese history is mocked as it is
appropriatedin the presentC',
Ontextof a Taiwaneseamateurtheatre.
I further suggestthat this flawed image of the baby emperor should also be
evaluatedinjuxtaposition with the glorious image of the adult Qin Shi Huang,who
appearsonly once. Yet, his appearanceis the only scenein the entire performance
that runs through without interruption. Also, it is the only scenethat has resonance
with contemporarypoIitics in Taiwan. A contrast to his downgradedbaby image,
the awesome Qin Shi Huang supervised the construction of the Great Wall, a
historical landmark for the great ChineseEmpire. Afraid of the political ambition of
Prime Minister Lu, Qin Shi Huang orders him a poisoned drink. After murdering
his father with his own hands,he declareshis will to live forever just like the long
lasting Great Wall. His desire for immortality in a sensesymbolisesthe permanent
life of the ChineseEmpire he started.After this climactic finale, a group of soldiers
come in, waving military flags and parading in celebration of the long life of the
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Qin dynasty.But quickly, thesesoldiers changeinto the uniform of the Red Guards,
an immediate reminder of the power struggle in the Cultural Revolution in
Communist China5.Meanwhile, an off-stage voice solemnly announces,"Qin Shi
Huang has left the Chinesewith the grandioseGreat Wall. The Great Wall stretches
ten thousandsmilds-. The Chinese offspring lasts forever" (Hugh Lee 1989:54).
This announcementportrays a strong ChineseEmpire that lives forever. Lee uses
the abrupt appearanceof the Red Guards to. link Communist China, the political
opponent to Taiwan with the Qin Dynasty and suggest that the brutal power
struggle continues from ancient China until now. This pretentious link highlights
the lineage of Chinesenationalism which defies the constructionof an independent
Taiwaneseidentity. This politieal insinuation is not developedfurther as the brief
paradeof the Red Guardsis the ending of The Great Mall. Following this, we see
two actors drop out when there is still one more show to play. The political
reverberationjust imposed is dismissed, as the crisis of the Fong Ping troupe is
pressingon and how to maintain its collectivity becomesthe centre of concern.
The relationship between the two narratives of the Fong Ping Acting Troupe
and the Chinese past is engaging yet contested because of the overarching
metatheatrenarrative. The Fong Ping relies on a coýerenthistorical narrative that is
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narrative is constantly disrupted as the amateur actors' personal conflicts affect
their acting. The actors' personalrevengeenactedon stagedistorts the narrative of
Chinesehistory and this distortion is necessaryfor the metatheatrenarrative. The
title Half-Mile Gi-eatWall alreadyforeshadowsthe unfinished stateof the historical
narrative since the other half is required to complete the Great Wall, a signifier of
Chinesenationalism.This completion would not be possiblein the 'first'play of the
'Fong Ping series' and the historical narrative of The Gy-eatWall is bound to stay
incomplete in order for the 'Fong Ping series' to continue. Also, in the historical
immortality
Qin
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Huang and the
Great
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the
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narrative,
longevity of ChineseEmpire. But the wall for the Fong Ping troupe in Taiwan has a
quite different connotation. The Fong Ping's troupe manager, trying to resolve
hopes,
knocks
down
between
"Everybody
the
the
the
actors,
rows
without success
invisible wall among us. We got to be unified" (Hugh Lee 1989:58). The wall here
has a derogativemeaning since it refers to the psychological barrier that prohibits a
coherent collectivity among the actors (the Taiwanese) divided by conflicting
interests.Sucha wall needsto be destroyedso asto give a good performancefor the
Fong Ping to survive in the theatremarket.
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Theatrecritic, Huang Bi-duan commentsthat this work succeedsin "mocking
the theatrical fonn", by the use of 'a play within a play' (Huang in Ma Shen
1991:181). In one Act, the real audiencesarepresentedwith the back of the scenery
backstage
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watch
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rows becomethe focus of theatrical attention. Meanwhile, the actors perform to a
fictive audiencewith their back to the real audiencewho have already seen the
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history stagedby the Fong Ping troupe.The historical tragedyis strategically turned
into a comedyby the consistentexposureof the theatrical illusion via consciously
engagingwith audienceparticipation. "The audiencedoesnot read the play", says
the director of the Fong Ping to justify his decisionto deletespecific roles as,on one
do
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(Hugh
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Furthermore, in the supposedly afterrshow empty auditorium, he plays that he
tspots' some fictive/real audiencewho already knew about the script change.He
hush!
do
is
'Hush,
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script
changed"
not
others
pleads
(ibid.: 58). History like the play script is open to changesin the present, and in
responseto the circumstances.
Chinesehistory is parodiedbecauseof the private troublesamongthe actorsof
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framed
in
the metatheatre,which foreseesthe inevitable failure
theatre
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an
of the performance. The amateur troupe in Taiwan is doomed to fail in the
metatheatreand so is its representationof the ChineseEmpire. Lu Bu-wei and his
prot6g6 talk about wars and politics over a table with loosely hinged legs. They
discussthe military progressof wars that Qin Shi-Huangraised againstother states
to unite China and meanwhile try to fix the table that keeps collapsing. This
incongruousaction of repairing the prop alienatesthe intenseatmosphereof a war
that unifies China. The historical space of Chinese nationhood is invoked yet
disruptedby incorporating changesmadein responseto the presentsituation of the
Fong Ping troupe. Lee shows history is as perfonnative as representationis in
theatre.Chinesenational identity signified in the long-lasting ChineseEmpire and
the Great Wall is disfigured; the disintegration of the Fong Ping troupe is
temporarily stopped. But the Taiwanese actors fail to maintain a cohered
collectivity asthey are still divided amongthemselvesthough the parodied Chinese
history amelioratesthe contention betweenthem.
HaU-'Mile Gi-eat Wall perfonns an inter-textual space where the identity built

on Chinesenationalism is destabilisedbut a Taiwanesecollectivity still remainsto
be cohered.Via a distorted Chinesehistory, the Fong Ping troupe is 'temporarily'
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historical narrative about a Beijing Opera group in a chaotic period when modem
China changeddrastically. The Taiwaneseseetheir quarrelsand dilemma refracted
in the historical narrative whether located in feudal or modem China. The
Taiwaneseactors disrupt the spatio-temporal division between the past and the
historical
China is disfigured through the medium of theatrical
present where
perfonnance.In Hat(-Mfle Great Wall, the past of feudal China is self-consciously
deconstructedby the Taiwanese.In Beying Opera: The Revelation, the Beijing
Operatroupein China and the Fong Ping Acting Troupe in Taiwan both facea crisis
of disintegration. Beijing Opem: The Revelation delineatesthe transition period
when peoplein modem China moved to live in Taiwan. Beijing Opera,the Chinese
cultural tradition connectspeople in past China and presentTaiwan. Beijing Opera,
as I arguedin ChapterTwo, constitutedan abstractspaceof China that is fractured
by modem Taiwaneseculture. Here, Lee uses it to elicit a cultural past, which is
transformedto incorporate the presentwhere it is re-inscribed.

Farewell to Beijing Opera

The last play in the 'Fong Ping series', Beying Opem: The Revelation
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(premieredin 1996) is 'a play within a play within a play'. The Ping Fong Acting
Troupeplays the Fong Ping, which plays the Liang Troupe (a Beijing Operatroupe,
made up mainly of the Liang family) that is rehearsing and playing an opera
episode, Fishing

and

Killing

Clan.

Beying

Opera:

The Revelation,

a

semi-autobiographicalwork also brings in anothertime and spaceof the family of
Lee, the director of the Ping Fong Acting Troupe (also playing the director of the
Fong Ping), as Lee's boot-maker father who worked closely with the Liang Troupe
tells Lee its story in his childhood. The performancestarts with slides of stepsfor
boot making and ends on a pair of boots hand-madeby Lee's elder brother, who
inherits the family business.One pair of boots servesas a symbol eonnectingpast
and presentfor Lee's family as well as for the Liang Troupe. Making operaboots,
like traditional Beijing Opera, both require diligent practice and whole-hearted
devotion. The tradition of Beijing Operain this production is accreditedwith high
standardsin both morality and aesthetics.But as the modem time draws near, the
traditional opera is forced to be open to renovation. I suggestBeying Opera: The
Revelation aims to map the collective identity of the present Fong Ping troupe

through exploring the transfonnation of the Liang Troupe's collectivity and Lee's
family identity in the past. Again, this mapping is mediated in the metatheatre
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narrative that blurs the line betweenillusion and reality, past and present.As usual,
the internal conflicts among the actorsmake it almost impossible to stagethe show
as planned and consequently,the Fong Ping faces a crisis of dismissal, which also
threatensthe Liang Troupe.
The Liang Troupe story is set in 1946 when China was at Civil War. The
troupe toured around China to avoid the war that spread everywhere and had
problems finding enough audiences.The old opera repertory neededrenovation to
make it more entertaining to attract more audiences.Renovation for Master Liang,
the headof the family and the leaderof the Liang Troupe was an agonisingissueas
he regarded traditional Beijing Opera not only as his life-making skill but also
moral guideline. At first, he resistedrenovation, emphasisingthat operawas made
for a cultivated audiencenot for ordinary people. But in the wartime, the public
went to theatrefor light entertainmentrather than tedious moral lessons.The Liang
Troupe's audiencenumber decreasedand a famous virtuoso coming to help boost
the box office died accidentally. Crushedby these mishaps, Master Liang finally
agreedto renovate,starting to createa new flashy version of an old opera episode,
Fishing andKilling

Clan. However, other troubles came up. The Nationalist Army

interrogatedLiang on the whereaboutsof his first wife who had left the troupe to
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work for the Communists.Besidestaxing politics, Liang's illegitimate affair with
his daughter-in-law was discovered by Ms. Sun, his second wife. Liang whose
careerand family were both shattered,finally decided to give it all up.
Via the Liang troupe story that reconnects Lee with his family past, Lee
investigates Beijing Opera, the Chinese tradition in a modem context where its
stylistic formulas also convey nostalgia for a cultural past (Chou Huey-ling 1996).
The 'standard opera', the 'renovated' opera created in the Cultural Revolution
simplified traditional tunes and lyrics; it was used to dispatch the political
propagandaof Communist socialism. While the renovation by China was criticised
for being political, the Taiwaneseappropriation of this cultural tradition into the
Gezaixi formulas was also reproached for misinterpreting the characters.
Comparingthesetwo 'modem' versions,Lee seemsto advocatethat Beijing Opera
be freed from ideological intervention,and exuberant cultural misappropriation. I
further suggestLee's view of 'modem' Beijing Opera is influenced by his father
and Master Liang who see Beijing Opera representingrefined culture and a good
Jway of life. And, this good way of life is nourished in the regular public
performances of Beijing Opera whose renovation would arrive as the effect of the

historical forcejust asMaster Liang had to renovateso that his troupe could survive
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the wartime. In responseto the spatio-temporaldifferencebetweenpast andpresent,
Beijing Operaundergoestransformation as observedin the final act when Fishing
and Killing Clan was performed with a new flashy ending. Lee's father trustedthat
the continuous performance of Beijing Opera would ensure a successful
transmission of a good way of life. I argue that Beijing Opera and its cultural
implications coherethe collective identity for the Liang Troupe and Lee's family.
Furthermore,in making a collective identity of the Fong Ping troupe, it requiresthat
Beijing Opera incorporate the difference of the present.

In the scenesof flashback, Lee returns to his family home where Beijing Opera
and fatherly love are tightly intenvoven. Through refreshing the memories about
his father and a securehome identity, Lee seemsto find courageto deal with the
chaotic presentwhere be is panicking about his wife's pregnancy and the lack of
morale among the Fong Ping actors. Anxious about giving birth, Lee's wife also
dives into. the past to look for a feeling of security. Recollecting her first visit to
Lee's family house, she noticed that a wooden door sliding on the track gave a
squeaky noise. To her, this noise like the "sound of the track of time" is "both
traditional and delimiting"(Hugh Lee 1996:3). She feels safe listening to it. Lee's
family home behind the sliding door is limited by time and spacedisjointed from
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the present but it provides comfort also because of its confinement within the
enclosedspace.The family past and old home provides security but also limits the
presentconstitution of home and identity for Lee and his wife. The pasthome needs
to be remappedin the presentwhere it is invoked in ambiguousmemory, which in
any caseis the only way to accessthe past. The past can only be partially retrieved
as it is alwaysmediated in the different time and spaceof the present.
In Lee's recollection, Ms. Sun of the Liang Troupe who has moved to Taiwan
visited Lee's father as an old family fiiend. Although she walked on a stick, she
clearly rememberedhow shemanagedthe Liang Troupe after Master Liang had left.
Her Hong Kong friend wrote to tell her that Master Liang died in a denunciation
meeting for he refused to perform the standard opera as the Communist Party
demanded.When Ms. Sun showed Lee's father her friend's letter, she presenteda
blank tissue paper instead. For Lee, memory is always receding from the present as

he tries to grasp it. He constantly questionswhether Ms. Sun or even the Liang
Troupe actually existed as their story was recalled from his father's memory. Lee's
identity is always negotiated between a past and'a. present that are mutually
constituted; similarly, the present identity crisis of the Fong Ping troupe is
consideredin contingencewith the Liang Troupe in the past.
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Opei-a: The Revelation covers the rehearsal

period and the premiere. The conflicts between the Fong Ping actors, though they
occasionally interrupt the rehearsalprocess,have no transforming impacts on the
Liang Troupe narrative associatedwith Lee's father. The Liang Troupe narrative is
rehearsedin linear order, from its struggleto survive the wartime to its dismissalby
Master Liang. Beying Opera: The Revelation is the last in the 'Fong Ping series'

where the amateurtroupe is expectedto clear their stainedreputation.This requires
a successfulrun-through of the Liang Troupe story, which ends before Master
Liang carriesout his renovation on Beijing Opera.Before the premiere,many Fong
Ping actorswith either emotional or financial problems plan to quit. Unable to find
them solutions, Lee following Master Liang, announcesthat he will dismiss the
Fong Ping Acting Troupe after the premiere. He also expresseshis regrets that the
Liang Troupe story ends in the dismissal of the Liang Troupe, which thus fails to
finish its renovation of the Fishing and Killing Clan. The Fong Ping actorsdecide
to work together to fulfil Lee's wish to stage this episode in its renovated forin,
through which the now and then theatretroupes' internal-conflicts are resolved.
In the premiere, the Fong Ping successfifflyperforms the Liang Troupe story,
but
in
in
finished
initiated
in the
the
the
that
ends
was
past
which
renovatedepisode

In-Between Space:Home in Displacement

245

present.This is a moment when the past narrative is continuedin the presentwith a
difference. This moment of ambiguous temporality and spatiality is further
developedwhen Ms. Sun in Lee's memory also moves out of the past to enter the
present of the Fong Ping troupe. Afier watching the premiere, Ms. Sun walks in

light-footedly onto the stageand passesa pair of boots to Lee, asking him to return
them to his father. Caught in betweenthe past, theatrical illusion, the present,she
demands to meet Master Liang. On Lee's hint, the actor playing the master
approachesMs. Sun who asks the actor to make his final decision: whether he
would dismissthe Liang Troupe,the samequestionsheaskedthe real masterbefore.
Lee prompts the actor to reply differently. The fake Master Liang promisesthat he
will stay to run the troupe instead of giving everything up. Ms. Sun gives a final cry

of relief. A different past is envisionedvia the spatio-temporaldisruptionsbetween
past and present, reality and illusion, here and there. The past mediated in the
present of the Fong Ping troupe is reconfigured. Expanding the cultural significance

of such mediation in relation to Taiwaneseidentity, I suggestthe Chinesenational
identity once built on the cultural tradition of Beijing Opera,ýs reconfigured in
present Taiwan.

This symbolic inversion of the Liang Troupe narrative seemingly securesa
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coherentcollectivity for both the Liang Troupe and the-FongPing. However, after
Ms. Sun's miraculous presenceon the stage,Lee statesthat he never saw Ms. Sun
again after 1984, long before the Fong Ping started rehearsingthe Liang Troupe
story. Ms. Sun's subversiveintrusion into the present of Fong Ping is deliberately
problematised. She lives on the borderline between reality and illusion, not
belonging to either end. Simultaneously invoking and problematising the past
remapped through memories, Lee breaches the integrity of an immutable past
where a fixed home and its singular identity fails to be sustainedin the presentas
the relationship between past and present proves to be dialectically constitutive.
Diasporic spacearises when the boundary between past and present is disrupted;
this differential space of heterogeneoustime unhinges the original identity
associatedwith Lee's family and the Liang Troupe; the past is unhinged and
reconstitutedin the presentof Fong Ping. The redemption for the 'Fong Ping series'
comes from giving a performance that runs smoothly without the mistakes that
amateurtroupesmake. The Fong Ping's lost grace is savedand it seemsto gain a
collective identity but Lee already announcedthe dissolution of the troupe after the
premiere.Whether a collective identity for the Taiwanesecan be sustainedremains
in question.
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Conclusion: homescape-dialectics between past China and present Taiwan
The protagonistsin the aboveworks by the PerformanceWorkshop leavetheir
presenthome and enter the other spacethat is supposedto be a utopia but turns out
to be a dystopia. In Lovefor PeachBlossomSpring, the myth of perfect love/utopia
appearsso problematic that it is almost nihilistic. The endearedhomeland for the
Mainlander Taiwaneseis displacedby Lao Tao's PeachBlossom Spring, a satirical
replication of the classic utopia. Both Jiang and Lao Tao have aspirations for the
homeland/utopia
space
of
after their encounter with which, they seek to
other
reconnectwith home in the presentTaiwan. Lai reconsidersthe polemics of utopia,
illustrating that there is no transcendentalutopia asthe perfect homelland locatedin
either China or Taiwan and identity developed around such a utopian notion of
home is never sustainable. Taiwanese identity is negotiated in between the
utopia/homeland in the past and the. present home, a space where the past is
reconfiguredby the presentand vice versa.
An in-between diasporic spaceis again mapped in Lai's The Island and its
Other Shore,a story about the orphanedShi and Yun-Xia both of whom conduct a
quest for self-identity. Their original identities are affixed to the other shore, the
homeland in China and they are not solidly grounded in the island, Taiwan. Both

In-Between Space:Home in Displacement

248

desireto go elsewherefrom their presenthomes.The other shore/thepasthomeland
with its bond of kinship has a utopian connotation, as it is the place for the
unification of the sacredtome. But this myth of unification is problematisedashalf
of the sacred tome is destroyed on the other shore except some vague lines.
Yun-Xia's disillusiom-nent with the other shore has resonance for Shi, whose
Chineseconnection is disavowedas he was born of a native Taiwanese.Shi seems
grounded neither in this island nor the other shore. His home and identity are
remapped in the journey that goes through old places in his childhood, which
neverthelessbear the trace of his old identity as the general'sson.This journey ends
temporarily in his flat, a transit place dislocated from the parents' past in China as
well as from his past with his Taiwan-centredmistress. This is the place where
Yun-Xia is created, where real and imaginary geographies converge. There,
Yun-Xia as the fictional double of Shi, experiencesa symbolic death and loss of
identity. In the 'real' visit to the other shore, his past in the dream proves to be
neither real nor unreal. Yun-Xia's is not grounded in either the island or its other
shore,asboth affect the constitution of his identity.
I have been arguing that Taiwanese identity is negotiated in the
spatio-temporaldisruptions between the present h7omeand the past homeland. In
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the 'quasi-history series' by the Ping Fong Acting Troupe, Taiwaneseidentity is
investigated on its collectivity through allegorical referenceto the amateurFong
Ping Acting Troupe. In Hajr-Mile Great Wall,the metatheatrenarrative enablesthe
Taiwanese actors to distort Chinese history where a unified Chinese national
identity is imbricated. This disfiguring of China as a strong and united nation saves
the Fong Ping troupe from falling apartbut it still lacks the cohesiveforce to form a
stable collective identity. In HalWile

Gi-eat Wall, the historical past is

deconstructedin parody to accommodatedifferencesin presentTaiwan. The Fong
Ping actorsbring their personalquarrelsonto the stageand consequentlydistort the
mapping of ChineseEmpire and identity built on Chinesenationalism. Ray'-Mile
Gy-eatWall shows how Chinesehistory is appropriatedin the Taiwanesecontext.
The Great Wall that representsthe cohering force of a unitary Chinese identity
paradoxically stands as the communication block that prevents the Taiwanese
(representedby the Fong Ping troupe) from cohering into a collectivity. This
suggests the de/constructive force of the Chinese past in the construction of
Taiwaneseidentity. Though now truncated to half-mile long, the wall still stands
between the Taiwaneseactors. The Fong Ping still faces the disintegration crisis.
And stretching its cultural significance, I suggesithat Taiwan is in the crisis of
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constructing a coherentcollectivity.
Fissuring historical China and its symbolic national identity, Lee continues
exploring diasporic,spacethat disrupts the division betweenthe imaginary spacein
Chinesepastandthe real spacein presentTaiwan, two spacesthat constitute aswell
as counteract each other. This in-between space between Chinese history and
modem Taiwan is further elaborated in Beying Opei-a: The Revelation.
Complicated by an extra narrative about the director Lee's family life, this
perfonnance structured in 'a play within a play within a play' enables Lee to
envision a new present-future developing from a different past mediated in the
present.The successfulpremiere ending with the renovatedBeijing Opera episode
requires that the Fong Ping actors unite as a collectivity. The renovated episode
initiated in Chinese past and completed in present Taiwan highlights that the
cultural identity internal to traditional. Beijing Opera is transformed in modem
Taiwan. This pastreconfigured in the presentcontinuesasMs Sun subvertsher past
in the Liang Troupe, whose disintegration crisis is thus saved. A coherent
Taiwanesecollectivity seemsto be coming into shapevia this past reconstitutedin
the difference of the present. But, this collectivity is not solidly grounded as Lee
alreadyannouncedthe dismissal of the Fong Ping after the premiere.The collective
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identity for the Taiwaneseemergesonly in a heterogeneousspacethat incorporates
the spatio-temporaldifferencesbetweenChinesepast and presentTaiwan.
Stan Lai and Hugh Lee re-consider the historical narratives and cultural
memoriesin the spaceof Chinesepast and their implications for the Taiwanesein
the present. Via 'a play within a play' structure, two spacesare simultaneously
presentedon stage.Their works examine the unsettled construction of Taiwanese
identity; home framed in the practice of localisation is destabilised.by the utopian
nostalgia towards the Chinese past reconsidered in present Taiwan. Their
interrogation challenges the 'natural' Taiwanese identity that is geographically
determinedby the material location of home/homelandhere and there. Grappling
with the issue of the un/settled nature of home-making, theseplays investigate the
complex cultural imaginary andpresentan alternativeway of mapping home for the
Taiwanesein displac.eMent of the spacesof Chinesepast and present Taiwan, the
relationship between which is dialectical. Taiwaneseidentity is located in a space
betweena reconstructedpast and a transformedpresent,a diasporic spacemapped
through the spatio-temporal disruptions between past and present. In diasporic

space,the static status and fixed identity of home/homelandin both Taiwan and
China is dismantled and Taiwaneseidentity is consequentlyconstantly evolving.
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Endnotes

1Blank part is a common technique in traditional Chinesepainting. It is an areaof blank spaceleft
for the viewers to fill with imaginative associations.
2 BetweenTaiwan and Mainland China lies the Taiwan Strait. Their relative

positions are

appropriatelytermedand commonly referred asthe island (Taiwan) and its other shore(China across
the Taiwan Strait).
3The Wulin exists only in fiction, as a term that describesthe world of the martial arts
wherepeople
like Yun-Xia devotetheir life to perfecting martial skills, fighting for truth andjustice. Or, more
worldly they seekfame and power. They follow the rules of chivalry in a virtual spacein the ancient
times, fighting with swords or empty-handed.In a society which valued educationover physical
abilities, the Wulin representsa Chinesecounterculture.The use of force to solve conflicts between
the Wulin membersand their wandering lifestyle contradict the traditional Conftician way. However
(by way of the proliferating Kong Fu films heraldedby Bruce Lee and JackieChen), the Wulin gains
a new meaningin modem time, constituting a cultural imaginary to convey the national pride of a
strong China via the invincible Kung Fu figures (Li Siu Leung 2001).
4 This kind of wooden plaque is a symbol of paying respectfor ancestorsand the origin of life, a
traditional setting in many Chinesehouseholds.
5 In the Cultural Revolution (1966-1976), under Mao's leadership,the massesparticipated in the
revolutionary struggle to transform society-to do away with classes,inequalities and oppression.In
this revolutionary movement, the Red Guard was a prominent figure, with the high school students,
aged 12 to 17, in the majority. The Red Guards,with their spontaneityand daring spirit, were relied
on asa catalystto bring millions of workers andpeasantsinto the crucial classstruggle to preventthe
restorationof capitalism.
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Chapter Five
The Empty City and Virtual Travel

Introduction
My thesishas thus far tackled threekey issuespertaining to the performanceof
diasporic spaceon the Taiwanesestage.Firstly, I investigatedthe de/constructive
force of Chinesenessin relation to the constructionof Taiwaneseidentity in modem
Beijing Opera. Then, in presenting and critiquing two pedagogical narratives of the

home-nation,I proceededto arguethe problematic nature of a place-bound,
totalising Taiwaneseidentity. Taiwan, as I demonstratedwas purposefully placedin
the utopian frame of Mother Nature, an abstractspacewhere internal cultural
differencesresulting from Taiwan's migratory history were not accountedfor. Also,
Taiwanesenational identity was dependentupon a heritagehometown where the
transmissionof cultural traditions andidentity framed in the dramatic past, failed to
materialize outside the frame and into the present.My contention is that in order to
do justice to the complex historicity whereTaiwaneseidentity is produced,it is
necessaryto reconsiderthe migration experiencein contingencywith the present.
The performancesanalysedin ChapterFour delineateda diasporic spacenegotiated
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betweenpresentand past,Taiwan and the other spaceof China recalled in its history
and related cultural memory.The spatio-temporaldisruption betweenthe past
homelandin China and the presenthome in Taiwanbrought about their relationship
of mutual constitution, which unsettledthe original identities in both spaces.The
cnostalgiaseries'examinedthe mannerin which the ideasof homeland/utopiawere
fleshedout through the imagination of 'PeachBlossom Spring' and 'the other
shore', andhow such imaginary constructswere disintegratedin juxtaposition with
the presenthome, Taiwan. The authenticity of this past homelandand its
representationas an illusive utopia were interrogatedas differencesof the present
locality impinged on and effectedthe reconfigurationsof the past. Hence,the space
of China was transformedin the presentwhereasremnantsof the past hauntedthe
minds of the Taiwanesewhose identity was negotiatedas an in-between.
The themeof the past integratedin the presentwas also crucial in the
'quasi-history series'. Hal(Wile Great Wall and Beying Opera: The Revelation
depictedtwo critical periods in Chinesehistory: the first-time unification of feudal
China as a nation and the separationof Taiwan from modem China. The political
conditions of the first dynastyin China, which faced a crisis of disintegration
becauseof the power strugglesbetweenambitious politicians, were interpolatedin
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the presentcrisis of a Taiwaneseamateurtroupe. The historical past was actedout
on stagewhere the personalrows betweenthe actorswere also unfolding. The
stagedhistory deviated from the preparedplay script asthe actorspurposefully
made technicalmistakes,thus acting out personalrevenge.This deviatedhistorical
narrative relieved the tensionsamongthe quarrelling actorsand resolved the
immediate crisis of failing to stagethe scheduledperformancesin public. I have
suggested that the 'a play within a play' structure blurred the lines between past and

present,and confusedany distinction betweenthere and here.A heterogeneous
spacearosein betweenwhere the historical past and the presentlocality were
mutually dependent.In Beying Opera: TheRevelation, the renovation of traditional
Beijing Operainitiated by the Liang Troupe was carried out-bYthe Taiwanese
amateurtroupe in the present.The successof the renovation of Chinesetradition
relied on the unified efforts of the membersof the previously disintegrating
Taiwanese troupe, a metaphorical site for Taiwan. In a symbolic way, the Taiwanese

in working togetherfor renovating the Chinesetradition gaineda collective identity.
However, in the 'quasi-history series', whether such collective identity remains was

unsureas it was not clear whether the Taiwaneseamateurtroupe was finally
dismissedor not.
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The movementbetween the past in China and the presentin Taiwan mappeda
heterogeneousTaiwaneseidentity. This chapterwill further pursuethe discursive
and cultural signification of travel, by emphasisingthe consequencesof
spatio-temporaldisplacement,and highlighting its effects on the constitution of
Taiwaneseidentity. I will first analysethe PerformanceWorkshop's innovative
work on the Chinesetheatrical tradition of cross-talk,which was developedand
popularisedin the Qing Dynasty.By replacing outdatedcontent,and by drawing on
Chinesehistory and classic literatures,the 'cross-talk series' engagesand re-works
dis/ re/ location experiencesin modem China andTaiwan. MY performanceanalysis
will addresshow theseexperiencesdepict a stateof home threatenedby
disappearance,a condition closely correspondingto the disappearanceof the
Chinesecross-talk tradition in Taiwan. Part I of the 'cross-talk series'portrays the
refugeeexperienceduring the Sino-Japanese
war and the ChineseCivil War. Part II
describesthe making of home in conflation with nation in Taiwan and China. Part 11
endswith an episodeabout an ancientutopia where all the Chineseonce lived
happily; this utopia however cannotlast to the presentas it is bound to vanish when
the cross-talkperformancecomesto the end.Part III shifts the focus on present-day
Taiwan where Chinesephilosophy losesits authenticity as a result of various
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adaptationsby the locals. The spaceof China, a sign of oppressivemorality is
overtakenby alternative thoughts in Taiwan, whose statusas safehome is
threatened.
The 'city series'of the Ping FongActing Troupe focusesmore on the details of
local life in Taiwan as represented by the capital city Taipei, a Metropolitan centre

of culture and economics.Taipei is pictured as a virtual city whose existenceis
threatenedasit is always on the brink of destruction.Living under the shadowof
Chinesenationalism, the Taipeinesefeel unsureabout their future and, due to
different backgrounds,they have split opinions in identifying with present-day
Taiwan, a placewhich they seeasplaguedby crime and pollution. Furthermore,due
to 'blood kinship', sharedcultural values and the socio-economicinteractions
betweenChina and overseasChinesecommunities,the Chineseconduct frequent
trips betweenTaiwan, Hong Kong, China, Singaporeand as far as Canada.In this
Chinesediasporic network, it is hard to apply an overarchingChinesenational
identity that canreflect socio-cultural differencesin various regions.In this series,it
is also hard to build a unified Taiwaneseidentity due to internal cultural ftiction
amongthe Taiwanesewho do not hold a long and firm belonging. Their alienation
from Taiwan (Taipei) is poignantly represented on stage in the form of "escapes"
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concluding eachpart in the 'city series'. The actors,reflecting the anguishof the
Taiwanese,are depicted asinvesting their hope in a better home in the future which
is supposedto come after their escape.However, this escapeprovides little relief as
it leadsto evenmore escapes.In this chapter,the Taiwaneseareportrayed aspeople
travelling towards no definite destination;on one hand, the refugeshave left their
old homesin China but have not yet securedanotherhome and identity in Taiwan as
narratedin the cross-talk episodes.On the other hand, the Taiwaneseaspirefor a
better Taipei that will emergeafter the final escapebut it never does.

The ambiguity of the other: who talks in the cross-talk?
The 'cross-talk series' includes three parts: ChineseComedyin the Late 20'h
Centiny; Look Ho ý Cross-talking Tbitight; and The Complete Version of Chinese

Thought(Cross-talk-version). Cross-talkis a variant of Quyi, a popular form of folk
art in feudal China. It normally has one to three hosts who chat randomly on
subjectsthat are usually unrelated.Utilising preciseand controlled manipulation of
phoneticsand pragmaticsof Mandarin, cross-talkproducesentertaining effectsbut
also carriessatirical remarks with implied and timely social criticism (Mackerras
1981: 101). In Taiwan, cross-talk was not performeduntil after the Nationalists
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showswith featuredstrippersdancing to Taiwanesepop music, and provides
entertainmentand relaxation for Taipei's businessmen.Whilst in quite a different
social context, traditional cross-talk that often carries satirical social comments
offers relief for the public oppressedby despotismin feudal China. This
juxtaposition of the cross-talk episodesand the beef-showroutines highlights the
gap betweena grand Chinesecultural tradition and a low-class entertaimnent
reflecting Taiwanese pop culture.

In the 'cross-talk series', the typical flamboyant and sensationaljokes of the
beef-showopensand endsthe main body of cross-talk episodes.Within the fiction
of the beef-show,Lai 'arranges' at least one cross-talkmasterwho is invited from
China or someunspecifiedplace and the Taiwanesehostswish that the quality of
the beef-showcould be elevatedby the Chinesemaster(s)who embodiesgreat
Chineseculture. However, this expectedmaster(s)never showsup throughout the
series.The low-class pop culture in Taipei is thus never refined by Chineseheritage
whoserepresentativefigure, the master(s)has 'mysteriously' gone missing. The
searchfor the Chinesemaster continuesoutside the theatre/restaurantand in order
to keep the 'live'beef-show running, the host(s) is forced to fake or imitate the
absentmaster.The cross-talk supposedlygiven by the Chinesemasteris composed

The Empty City and Virtual Travel

261

of episodesimprovised by the Taiwaneseactorswhoseoriginal stageidentity asthe
Taiwanesebeef-showhostsis problematisedin their faking or imitating the Chinese
master(s).This ambiguousrelationship betweenthe Chinesemaster(s)and the
Taiwanesehosts explicates,in my view, the polemic of Taiwaneseidentity as
mappedin relation to the ambiguousother spaceof Chineseheritage.
In the 'cross-talk series', eachof theseseeminglyirrelevant episodesis located
in a specific time and place and togetherthey constitute the coherenttemporality
and specific spatiality of the beef-show.In addition, I suggestthat there is thematic
coherenceamongtheseepisodesthat concernsthe mapping of the home-nationfor
peoplein Taiwan and China. The cross-talkepisodesdescribemany different places
of home/land,which are never solidly groundedin both Taiwan and China, or in an
imaginary place where Taiwan and China are hypothetically united. Through
investigatingthe dis/ re/ location experiencesof both Chineseand Taiwanese,I
arguethat the ultimate concernin this 'cross-talk series'is to map Taiwan in relation
to the other spaceof China whose cross-talktradition is appropriatedin the
Taiwanesebeef-show context. The identity of the Chinesemasterand its Cultural
tradition is fissuredby the beef-show framework. This other spaceof China
constitutesan internal lack in the beef-showrestaurantin presentTaiwan, whose
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recognisedidentity is also fractured.

History and memory in the present

The Chinese,devastatedby war and natural disasters,form the dominant
image in CIdneseComedyin the Late 20'h Centuiy where the cross-talk is
in
loud
in
beef-show
Taipei
Two
performed a
restaurant.
actors enter
coloured,
tacky dressthat appearsappropriatefor hosting a beef-show.The unrefined setting
of the beef-showrestaurantmismatcheswith the grand cultural values assignedto
the cross-talktradition. After the clich6-ridden opening of slapstickjokes, the hosts
call for the cross-talkmastersinvited from China. They lament the disappearanceof
the cross-talktradition in Taiwan, hoping that through the masters'demonstration,
they can "learn the importance of the Chineseculture" (Lai 1:297). But, in spite of
in
Thus,
their
times,
masters
up.
order to cover up
calling
namesseveral
no
show
their embarrassment,the hostsbegin improvising about the cultural significance of
the cross-talktradition in a desperateattemptto buy more time to try to find the
masters. Their improvisation was originally meant to elucidate the noble values of

this tradition. However, it appearsfull of self-contradictory statements,illustrating
the shallow knowledge expectedof the low-class beef-showhosts.They first claim
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cross-talkto be a prominent gcnre of the performing arts; then they declareit to be
nothing but "a pile ofjokes", a fact which they then proceedto demonstratethrough
a nonsensicaljoke about three earthworms(Lai 1:300).
While one host continuesdelivering jokes, the other host searchesthe
backstagewhere he finds some fragmentednotes of traditional cross-talk episodes
and someclothes.The two hosts in turns changeinto the newly procured suits and
return to the stage,'re-introducing' themselvesasthe Chinesemasters.Their initial
hurdle is to read thesenotes in Mandarin; they attempt and fail to carry an
'authentic' Beijing accentlike the 'real'masters. They face the problem.of making
senseof the fragmentednotes which then, accidentally,get torn apart. Unable to
duplicate the tradition, they decide to do their own cross-talkthat startswith a love
story basedon one of the hosts'personal experience.The crux of the story entails an
incident when the host answered a phone call from a girl devastated by love, but

who had dialled the wrong number.Trying to cheerher up, he invites her to a coffee
shopassociatedwith memoriesabouther by-gone love. There,he offers her his best
joke, after which shemysteriously disappearsin the street.The host chasingafter
her also disappears.One of the actorsinvolved in the creationof this performance
recalls that all theseepisodesare developedaround the themeof 'disappearance',
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which reflects the statusof traditional cross-talkin Taiwan (Hou Shu-yi andTao,
Xiao-mci 2003, Lee Li-hen 1998).The girl's disappearanceafter she fails to
host's
bestjoke has the implication that the gist of cross-talkis not
to
the
respond
simply aboutjokes but "to transmit somethingseriousin a tone of sadness"(Jiang
Shi-fang 2000:13). 1suggestthat this sadnessis oriented towards the disappearance
of the home andits statusasthe powerhousefor a coherentidentity. In the following
homes
for
the dislocatedChinese/Taiwanesedisappearand new
old
episodes,
homes areyet to be built.
After the first episode,the hostspull open the backdrop and peepinto a space.
This spaceis like an "ancient and huge trunk room" filled with damagedobjectsof
folk art and old broken bits and pieces,all of which constitute "images of the
incomplete as shatteredin the deepof memory"(Lai 1: 321). Theseobjectsinclude
the period costumesthat match the times and placesof the following episodes
which, presentedin reversedchronologicalorder,track how peoplemanageto make
homesduring the Sino-Japanesewar and after Taiwan separatedfrom China in
1949. Episode Two is about sharing one television set among the Chinese refugees
in a Taiwanese village in the 1960s, a time of hardship when people had very few

material comforts. New media like television had just come on to the market.
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Attracted by this high-tech product, the neighboursgatheredin the small living
room of the only television owner in the village. The narrative is developedto such
an extremethat thesevillagers literally lived on/by this black box of magic, sharing
food betweenthem. This off-scale narrativeis so exaggeratedasto soundunreal but
it registersan odd senseof collectivity. Though delivering an intimate picture of
neighbourssharing an object of modem comfort, this episodeI suggest,has an
underlined tone of sadness.Thesevillagers from different provinces of China had
left their old family homes and relocatedto Taiwan where they were yet to build a
new home, but gatheredaround a temporarymeeting point where a homely objeet,
the television becamea centre of belonging.
At the scenechange,the hosts fish out in the backstagean antithetical couplet
written on two scrolls: "The fragrant flowers smell and birds chirp when spring
comes" and "Clear mountains and tranquil waters are there after autumn" (Lai 1:
346). In depicting the scenerychangesdenoting eachseason,the couplet catchesa
feeling of liveliness at different times of year.This elicits an atmosphereof hope
and survival of the next episodewhich re-createsand reflects upon the
consequences
of the air-raids experienceduring the Sino-Japanesewar. In one
undergroundcave in the 1940s,a group of men escapingJapanesebombardment

The Empty City and Virtual Travel

266

tried to maketheir refugeelife fun to live. Digging a shelterin the mountain around
the comer from their homes,they threw a banquetin the shabbycavewhich became
their temporaryhome. They managedto cook a meal out of the few scrapsof food
available and eachdish, in spite of its meagrecontent,had a luxurious name.
PpisodesTwo and Three both depict the basicsof home-makingfor small people
during socially chaotic times in Taiwan and China. Thesedomestic details show
that the refugeesmake temporary homeswherever they move as demandedby the
socio- political changes.
Near the end of the banquetin EpisodeThree, one man fetchesa barrel of wine,
claiming it has a 400-yearhistory back from the Ming Dynasty and a secret.This
home-madewine incites his recollection of family history and memories about his
childhood obsessionwith a toy. The secretof the wine is not told since it is phrased
assomethingthat is forgotten.After they finish the wine, the man revealsthis secret
lies exactly in the emptinessof the barrel and the finished stateof wine. Here, Lai
seemsto be proposing a plebeianview of history composedof mundaneeventssuch
as drinking wine and watching television. Theseeventsconstitute a pedestrian
memory,wherein lies the secretof history; herehistory is solidly lived through daily
details which are neverthelessforgotten in time. For Lai, such domestic memory
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(inevitably contingent on forgetting) however incomplete it rnay be, is still a
domestic
history.
Similarly,
part
of
constitutive
memory informs the history of
modem China in the next episodeset in the late Qing Dynastywhen China was
attackedin the Opium War by WesternImperialists.At the scenechange,one host
searchesout a flag marked 'Support the Qing and Kill the Foreigners', a sign
reminiscent of the Taiping Rebellion, a regional military force organisedby
civilians in the late Qing. This flag invokes a unified Chineseidentity built in
opposition to the Westerninvasion. The hostsnow changeinto costumesof the
patriotic intellectuals in the 1920sjust after the Qing was overthrown in 1911.
Modem China then was passionateaboutWesternisation,via which it hopedto
enhanceits national strengthandmany studentswere sentoverseasto learn from the
West.
Onehost plays sucha studentwho obtaineda Ph.D. from Cambridge,England.
His academicmerit as a memory expert is discreditedby his odd hobby of dream
walking, whilst his un-scientific and over-simplified classification of people into
three categoriesaccordingto how much they rememberis mocked.As they are
aboutto discussmemory,this exp*ert,who ironically suffers from very poor memory,
becomeslost for words. The other host, in contrast,has a long and comprehensive
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memory; he can namethe exact piece of Beijing Opera at a certain theatreon a day
in 1919.Also, he details abouthow the imperial forces looted his hometown. On the
other hand, the forgetful memory pxpert only remembersthe two big days in life,
birth and death.The narrative obviously exceedsthe limit of human memory and
becomesmetaphorical.The day the expert was born, he rushedout of the womb
with a photo album and a pack of opium, his possessionsin the previous life. On the
deathbed,his last sentenceis a familiar slogan, 'Peace,Combat and SaveChina', a
from
father'
by
Sun
both
Dr.
Yat-san,
'national
the
acknowledged
political motto
China andTaiwan. Domestic memory,it seems,is very much imbricated in politics.
Lai plays down the construction of the home-nationas a place of safety and
comfort. Not only is the figure of 'national father'trivialised asan opium addict,but
the safehinterland in feudal China is destroyedby an earthquakein the fifth episode
titled Me last stop'. Standingamongthe costumesand props of the previous
episodesspreadall over the stage,the hosts speakunusually slowly. The stage
becomes"a big garbagedump of culture and history" (Lai 1: 393). One host begins
talking about his hobby of watching the funeral parade,and recountsa personal
incident which happenedafter the big earthquake.As a consequenceof the large
numberof deceasedpeople,the host becamea keen observerof funeral parades.On
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his erroneoustechniqueof walking birds. He finally decidesto leave his last bird in
the cage,which still endsup being crushedto deathby the collapsing roof in the
last
first
host
in
Death
the
talked
this
about.
pervades
episode.
sameearthquake
While the quakehits, the sleepinghost dreamsthat he is doing a cross-talkshow on
this very stage.He wakesup to find himself lying in a pile of rubble. Unsure
whetherhe is alive or not, he walks out in the dusk onto the street,where he finds
the charactersfrom the previous episodeswalking by, including the two cross-talk
mastersthat he and the other beef-showhost have been expecting as well as
impersonating.Standingstill and waving his handsat theseseemingly 'dead'
characters,he "seestime walking away" in front of him and at the samemoment,
thereis "a specialtranquillity and loneliness" on the stage(Lai 1:402). This moment
of deathis a symbolic gestureof bidding farewell to the 'preserved' temporality of
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'tradition' and history embodiedby the Chinesemasters.Then, suddenlythe loud
disco music and fancy lighting is brought back on and the hostsretrieve the
beef-showroutines. They deliver thank-you lines and invite the mastersout for
curtain calls. Receiving no response,the embarrassedhosts strugglebetween
putting on plastic smiles and makingjokes. The perfon-nancefinally endswith their
confusedstareinto the black hole of the side stagewhich is supposedlyinhabitedby
the 'ghostly' 'Chinese' masters.
I read the overall sadnessin this cross-talkperformance,as referring to the
deepanxiety of the Taiwanesein coming to terms with the cultural tradition of
cross-talk,which necessarilyengagesthem in history and memoriesof China that
inform their identity. At first, this modem cross-talkperformanceseeminglypays
homageto cultural tradition. However, a schemeof subverting the tradition is
underscoredin the episodesdiscussingthe home-nation,history, memory and death.
Feudal China is defeated,overthrown and hit by a quake; the 'national father' of
China and Taiwan is purposefully defiled. History is formatted through pedestrian
memory, and the domestic content in home-making experiences is necessarily left

behind in the past. Consideredin this context, the notion of national identity
groundedin a grand historical narrative in continuity is undermined,while the
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fractured private experienceof home-makingis prioritised. With a focus on the
home-makingexperiences,this cross-talkperformanceendswith the deadly scene
in
love
China
Taipei
The
the
an
earthquake.
of
of
girl
story, the drinking men in the
air-raid shelterand the Chinesemastersall walk by light-footedly, each"carrying a
lantern whose light is about to be extinguished" (Lai 1:402). The old homesin the
spaceof past China are ruined,-andthesehomelessspirits wander on without a
definite concretehome to return to.
Those charactersfrom the previous episodesin dýfferenttimes and placesin
Taiwan or China, all gather at the sametown and in the sametime when the quake
hits. This spatio-temporaldisruption not only underlines the constructive power of
history and memory in terms of constructingidentity in the present,it also reveals
the constructedand ambiguousnature of charactersin theatrical representation.
This ambiguoustemporality, when the presentand the past coexist in the same
theatrespace,facilitates the problernatisationof the originary identity of the
hosts
in
from
China
beef-show
Taiwan. By
the
that
masters
and
cross-talk
of
playing out the deathsceneof the two masters,Lai seeminglysuggeststhat thereare
no suchmastersexcept the Taiwanesefakes.But, in making the Taiwanesehosts
call out the mastersfor curtain calls, Lai continuesthe deliberateblurring of the
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division betweenthe Taiwanesehosts and the Chinesemasters.Through
hosts
Chinese
Taiwanese
the
the
the
reveals
stage
presence
masters,
of
representing
the masters'absenceand signals the lack of traditional cross-talk in present-day
Taiwan. Meanwhile, their stageincarnation of the mastersuncoversthe crack in
their genuineidentity as the beef-showhostsin Taiwan. The invoking of the other
its
history
fails,
belong
Chinese
the
and
contingent
and
memory
masters
spacewhere
it
into
in
The
Taiwan.
two spacesthat the cross-talk
the
penetrates
present
space
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never fall far apart as they mergein the body of the beef-showhosts.
In betweenthe episodesunder dim lights, the hosts briefly exchangeideas
about the next episode.There, they are identified as the beef-show hostsin a
low-class Taipei restaurant.But when the episodesstart, they becomethe cross-talk
masterswho then impersonatevarious characters.Sometimes,they mergewith the
characterswithout marking the division betweentheir dubious 'master'role and the
charactersout of which they sometimesmove and give commentsas the outsider.
However, they never publicly announcethat they are counterfeitsand their original
identity as the beef-showhosts seemsobscured.However, they illustrate skills in
creatingthe 'modem' version of cross-talkunder

&

'master' identity, which is
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problematisedas they fail to prove the presenceof cross-talkmastersother than
themselvesin the end.The differencebetweenthe cross-talk and the beef-showis
smudgedasthe narrating positions are double yet split, dangling betweenthe
Taiwanesehostsand the Chinesemasters,who are structurally integratedyet remain
distinct.
In the middle of rehearsingthis production, Lai went to Japanwhere he took
photos of the wall of an old temple in Kyoto, an old historical city. On the wooden
floor were thousandsof cracks,which are the work of time. It struck him then that
his cross-talkproduction was to "exposethe gap betweenthe traditional and the

-

modem" (Lai 1: 412). However, he also realisedthat thesenumberlesscrackswere
absorbedinto the whole and becamea constituting part of the wall. The tradition
representedby the past of China and its impact may constitutethe crack of the
presentin Taiwan. Thesecracksthough do not break down the wall, they mark a
fissured surface.Cross-talk, a cultural tradition inherited from China is in discord
with, yet also constitutive of the beePshowculture in a Taipei restaurant.The
ambiguousabsence(and presence)of the cross-talkmastersis a strategyto
highlight the internal lack of this Chinesetradition in modem Taiwan.
The arrival of the cross-talkmastersis constantlydeferredand their absenceis
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deliberatelypoorly disguisedin the present.The Chinesemastersin the past
encounterlimits in entering the presentand the linear transmissionof Chinese
cultural tradition, such as cross-talk to Taiwan, fails. The deferral of the Chinese
mastersignalsthe impossibility of locating a cultural origin -andan invariable
homeland,which was alreadydestroyedin the quake. Situatedwithin this sequence,
the ghastly masters,the destroyedhomesand the downgradednational father
belong to the samespaceof a China whosepre-ordainednational identity is
destabilised.I arguethat in invoking this spaceof Chinesemastersthat is nearly
locatedin the realm of death,the Taiwanesehosts' identities are mappedin the
travel betweenthis other spacein China and here in Taiwan.
Thesecross-talk episodesdeliver the dis/ re/ location experiencesof people in
Taiwan and China that constitute the cultural memory where Taiwaneseidentity is
processed.In theseepisodes,the home/landis neither firmly groundednor is it
securedas it is first hit by a quake,then attackedby the imperial force and
bombardedby the Japanese.In this historical narrative, the unified Chinesenational
identity linked to the homeland is unsettled.In Taiwan, the home identity can only
be developedtemporarily around a television set. Like the forever absentreality
lying outsidetheatrical representation,the spaceoi the Chinesemaster is vaguely
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located in the side-stagevoid where the beef-showhosts casttheir final searching
look. This other spacerecalls the impossibility of duplicating a past through
theatrical representation;in a similar vein, the cultural tradition in the Chinesepast
is never ftilly revived and its presencein present-dayTaiwan as stagedby the
'absentyet present' mastersis bound to be partial, evasiveand ambiguous.

Refuge, home, utopia

In Part 11of the 'cross-talk series',Look Wzo's Cross-talking Tonight?, Lai
continuesto elaborateon the ambiguousrelationship betweenthe 'beef-show' hosts
and 'cross-talk' master(s)predicatedon the tensionbetweenTaiwanesepop culture
and noble Chinesetradition. Taking place in the sameTaipei restaurantasin Part 1,
the beef-showin Part 11also has invited a masterand his disciple from China to
demonstratetheir 'authentic' cross-talkskills. The two beef-showhosts express
their hope to learn from the Chinesemaster,ChangNian-ler, which literally means
'happy all the time'. This masteris saidto havebrought laughterto the Chinesewho
sufferedin the ChineseCivil War andthe Cultural Revolution. The hostsexpectthe
masterto "guide our pursuit of artistry of the traditional cross-talk art", and "feed
Xgain,
the cross-talk tradition is
our hunger for cultural knowledge" (Lai 111:192).
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Throughout the 'cross-talk series', the Taiwanesehosts always long for
the -ambiguously expressed-Chinese cultural heritage.In Part 11,one beef-show
host passionatelysings about the long rich cultural history of China but the stage
directions describethe host at that samemoment as "in blindfolded passion" and
"losing his mind" (Lai 111:190). The hosts claim that the Chinesesenseof humour
inherent in cross-talkwill be illustrated by the Chinesemaster,who doesnot show
up ashis nameis called. Instead,his disciple, Bai Tan, whosename literally means
cpointlessand uselesstalk', comeson stage.Bai Tan's idiosyncratic and symbolic
from
his
the
to
authority
performers
readily assigned
cross-talk
name cancelsout
China. According to Bai Tan, the masterhasarrived in Taiwan but has gonemissing
'again'. Since only Bai Tan, who bearsa self-erasingname,gives the cross-talk
throughout the performance,it is legitimate to say that the Chinesemasterremains
leaves
host
in
1.
VVhile
Part
to check the master's whereabouts,the
absentas
one
other host and Bai Tan start cross-talkingto run the live beef-show.The first two
episodestell about the refugees' relocation stories as the consequencesof the
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ChineseCivil War after which Taiwan and China were officially divided as each
were controlled by two oppositional political parties-tbe Nationalists and the
Communists.During the Civil War, Bai Tan's grandfather,a pawnshopowner
for
for
his
treasure
ticket
son to go to Taiwan. In the chaotic
a
a
ship
exchanged rare
dock full of refugees,Bai Tan's fatherjumped on the wrong ship bound for Russia,
depicts
This
Communist
the political separationof
then.
episode
another
country
China and Taiwan via personalincidents, introducing the most recentjourney of
Chinesemigration into Taiwan.
Following this wave of migration, EpisodeTwo moves to delineatethe
relocation experiencein Taiwan and China after the split. Here, home is narratedin
conflation with nation. The host startstalking about his father, one such recent
immigrant is relocatedin a Taiwanesevillage, which accommodatespeople from
different provinces of China. As theseMainlanders comeinto Taiwan, the way they
relocatethemselvesspatially becomesreminiscent of the physical arrangementof
their native provinces in China. For example,a veteran from Shan-xi (a province in
in
China)
Western
the village. This
takes
the
space
comer
northwestern
naturally
Taiwanese village thus resembles a mini China where people speak various regional

dialects and have communication problems.Nevertheless,they are all involved in
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the neighbourhoodaffairs, bound by their common condition in exile. Bai Tan also
2.
his
during
Cultural
Revolution
tells of
the
own personal experienceof relocation
As a university student,he volunteeredto leavehis home in the city and be
relocatedin a remote rural areawhere he would learn from the proletarian class.
Hand in hand,he and many other studentssupposedlyworked for the common goal
of a better China. This nationalist spirit urges all the Chineseto increase
productivity in both agriculture and industry. Bai Tan andhis tearn-matesallotted to
a farm aregiven the task of increasingthe number of sheepby tenfold within a week.
This impossibletask is fulfilled through cheating;a landscapepainting of thousands
is
of sheep presentedfrom a distanceto the commandingofficer, who happensto be
blind.
In EpisodeTwo, a senseof collective identity emergesto the invoking power
of the home-nationdesignatedto either China or Taiwan. But this national identity
is not solidly groundedand its stability is problematised. In the Taiwanesevillage,
a movie is playing in the public squarefor the celebrationof the Double Tenth, the
National Day for Taiwan. This movie packagespatriotic sentimentsin a:
melodramaticromanceplot where a couple wish they could contribute to building
the nation (Taiwan) after they marry. The screeningis not running smoothly as the
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imagesbecomedistorted in the blowing wind and the host, as a mischievousboy,
cuts the reel of film and getsbeatenup by his father. Meanwhile, one neighbour
trying to stop the beating screams, "Nation, nation. No nation, no family" (Lai III:
227). This sceneplacesthe domesticrow in the context of nationalism. Also
rallying, is the national power of China in Bai Tan's story, which exceedsthe limit
of reality when the blind officer asksto count the sheep,6,500 in total. A more
implausible trick is improvised; Bai Tan andhis team standin a row passingaround
two big rats,which are touchedon the headby the blind officer who by then already
detectsthe cheatingbut lets it passfor the noble goal of bettering China.
The next episodetitled 'The art of language' focuseson how national power
manifeststhrough language.Dressedin the fashion of the Nationalist governmental
official, the host boldly declaresthat talking nonsenseis essentialfor a good
cross-talkperformer. For demonstration,he imitates politicians' often-pointlessand
well-polished statementsthat usually contain no solid information but repeated
auxiliary words and meaninglesswords. This link betweencross-talk and political
talk suggeststhat cross-talk is mediatedin ideology. The host divulges his secretto
win the national speechcontestwhich is to repeatirrelevant political slogans
regardlessof the topic he is discussing.Bai Tan's story about the art of languageis

The Empty City and Virtual Travel

280

not any less saturatedwith politics and ideology. In the denunciationmeeting
common to the Communist Party, he describeshow everybodyaccuseseachother
simply for the sakeof condemnation.In this episode,the art of languagefeatures
manipulating rhetoric to abolish any oppositional views in both China and Taiwan.
In two different social contexts,the art of languageis applied similarly to achieve
ideological control and political hegemony.
In betweenepisodes,the host, who is out chasingthe master,returns to report
on the latter's whereabouts.Before EpisodeFour, he brings in a note, a Qing-style
robe and a parcel which containsa statue,The God of Laughterwhich belongsto
the master.The unfinished note speaksof the master's feeling aboutTaiwan, stating
that "When I am in Taiwan, everything is ??? happy. M.

Do not worry about me?

Seeingthat the Taiwaneseleading such a ???life fills my heart with ???" (Lai III:
259). Significant expressiveadjectivesor nouns are deletedto make the meaning
ambiguousprobably becauseit would not be appropriatefor the master
representativeof high Chineseculture to envy the 'happy' life in Taiwan, a
culturally inferior place. Trails of the missing masterare trackedbut his
whereaboutsremainsunknown. The God of Laughter, a holy object worshippedby
traditional cross-talkperfonners, is then placed on

ihe

table down stage,and actsas
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a substitutefor the absentmaster. EpisodeFour startswith a story about the host's
father, a Mainlander who, after separatingfrom his family for four decades,decides
to return to China for a visit. He is determinedto turn the sad family separationinto
somethingbeautiful. Declining his son's companionship,he conductsthis trip of
home return all by himself This impromptu trip brings him home only to discover
that his mother died a long time ago. When reunited with his wife, the sweet
feeling
from
long
is
by
their
the
awkward
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outdone
memory
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battles
host
hero'
describes
his
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againstthe
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who
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historical force out of his control. Now realising his past and the homelandin China
has beenrelegatedto history, the host's father commentson his home trip as
'beautiful'. According to the host, when the tragic developsinto the extreme,it
turns into something 'beautiful' (Lai 111:265). 1suggestthis sensibility of the
'beautiftil' is effectedthrough a poetics of home surpassingthe boundary of a fixed
in
in
but
in
lived
the
the
with
memories
re-inscribed
mapped contingency
past
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identity
is
home
homecoming
This
trip
the
that
and
old
grounded
confirms
present.
lost forever, yet it also enablesthe tragic hero to engagewith it 'again' from an
alternativeperspectivein the present.
In the previous episodes,the personalwas discussedin its political
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implications, and the formulation of home is inscribed in a national context in
Taiwan and China. EpisodeFive exploresthe hypothetical unification of China and
Taiwan into one nation, a sensitive issuein real politics. This unification in a
utopian frame however, fails to sustainin real time and space.This episodestarts
with the host and Bai Tan arguing over the name for this hypothetical entity that
unifies China and Taiwan. The different political symbols of both sides,like the
national flag, are difficult to be combinedinto a mutually acceptablesign sinceboth
Bai Tan from China and the Taiwanesehost insist on the ideological integrity of
their individual 'national' symbols.At the beginning of this episode,the other host,
who hasbeenout looking for the master,returns on stagesecretively.He is standing
by The God of Laughter, dressedin the master's Qing-style robe. When the above
fights,
host
is
developing
into
in the master's dress
this
argument almost
physical
takeson a self-assignedauthority and advisesBai Tan andthe host to abandontheir
prejudices.He suggeststhat they 'imagine' a utopia together.In this utopia of a
pastoral setting,both the Chineseand the Taiwanesewould collaboratein labour,
form
harvesting,
a community of great harmony.
cleaning
and
sowing,
cooking and

In this fictional construct,real socio-political differencesbetweenthe two sidesare
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to their individual governmentbut get violently rebutted.Utopia only exists in
imagination and is bound to vanish when confrontedwith reality where politics and
ideologiesdominate.The utopia of a common future provesunfeasibleandthe next
episodeseeksrecoursein the past to testify that a particular version of utopia once
existed in ancient China.
EpisodeSix is about excavatingancienttombs that contain valuable Chinese
artefacts,a thriving businessin China. The God of Laughter was discoveredin one
such excavation.The two hosts and Bai Tan, wearing safetyhelmetswith
headlights,crawl along a narrow passage,which opensinto a big spaceshining in
the dark. They reach a ridge under which a mini China of clay is laid on the ground
dotted with rivers, plains and mountains, abovewhich shinesstarlight. They
descendto the'groundwhere they find many clay figures in different postures,some
working and someplaying chessor drinking tea. All sharethe samebright smile on
their faces.On top of the highest mountain lies a coffin, containing nothing but a
parcel. 'Shaking the parcel' is cross-talkjargon referring to the processof telling a
joke. Laughterdrops out when a parcel opens.For this particular parcel, they cannot
shakeit openbecause'it is too old'. This parcel signifying the essenceof the
cross-talktradition is scaledclosed,resisting opening to the historical force of
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modem time. Similarly, this utopia madein clay constitutesa self-contained
homeland,a spaceof unified nationhoodthat existed only in the past, which is soon
to be washeddown in history. What happensnext is the collapseof the
clay-wroughtutopia as a suddenrainfall pours into the tomb. The starsdim, the
lakes aredestroyedand the clay figures powdered.The utopia is dissolved gradually
asthe modem cross-talkperformanceis moving forward in time. The two hostsand
Bai Tan on the stagegaspingin anxiety ask eachother ývhetherit is time to stop the
cross-talkand maybe thus avoid a total destruction.The unanimousreply is, it is
"unstoppable" (Lai 111:315).
Then, the hosts return to the beef-showroutines. To expresstheir gratitude,
they will give Bai Tana banner.Two 'wrong'banners arepresentedby mistake; the
words on them either suggestthat Bai Tan tells lies like a politician or praise the
nakedbodies of strippersin beef-shows.Finally, the third banner comes,bearing a
familiar couplet in a Chinesepoem (seven-character-quatrain)
but half of it is
3.
missing The first half goes,"Yet monkeysare still calling on both banks behind
me". The missing half in the original is "To my boat theseten thousandmountains
away". Bai Tan's stagepresenceis a reminder of the absentmaster and reflects the
mannerin which this first half of couplet recalls the other half. Thus, the 'missing'
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masterrepresentativeof the Chinesetradition is like the 'missing' boat in the
missing half of the poem and his presenceis only as fleeting asthat light boat
passingthrough the river where water as well as time runs forward constantly.
Similarly, the 'once' existenceof the ancientutopia is fleeting and quickly fading in
the historical current.
So, the masterfrom China staysmissing but his presenceis never completely
erasedfrom the stage.In between episodes,the rurnours abouthis whereaboutsare
reportedbut they sound so twisted that they lack credibility. The master's statusas
inheritor of the traditional culture is desecrated.One rumour purports that some
Taiwanesegangsterskidnappedhim in order to exploit his professedtalent of being
able to predict winning lottery numbers.The host brings back the master's note
expressingan ambiguousfeeling for Taiwan and then, a statue(The God of
Laughter) and a Qing-style robe, which he mismatcheswith a pair of fashionable
sunglasses.The masteris imitated in distorted appearance.In this dressof mixed
time codes,this host adoptsthe master'sauthority and actsas an arbitrator when Bai
Tan and the other host argue.The absentChinesemasterhas his presencefelt
through the two hosts; one pretendsto act and the other is dressedlike him.
The cross-talk episodesbegin with the refugeeexperienceduring the Chinese
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Civil War that led to Taiwan's separationfrom China and end in an imaginary
utopia that fails to unite China and Taiwan. In between,there are stories abouthow
people in both sidesleave their homes and relocateto somewhereelse.These
relocation experiencesare infused with a noble mission of constructinga better
home-nation.The families in the Taiwanesevillage fighting over domestictrivia
are not a seamlesswhole and the strengtheningof national economyin the farm in
China is the result of bold cheating.The home-nationis not substantialisedor finuly
securedin either place. Also, utopia is verbally constructedin empty talks that have
no validity in real life and even if utopia did once exist, it fails to last through the
present.No utopias are accessibleto the Taiwanesein eitber the future or the past.
In shifting to examinethe present,the host's father's pasthomelandis re-inscribed
in the feeling of tragic beautyin the present.The beauty of home lies in the fact that
home is not fixed in place but changesalong with the flow of time. The past is
washedinto history but its memory keepshaunting the present.The past moving
from
the presentis conveyedthrough the image of the boat that has already
away
gone down the river and what remainsis the haunting noise of the monkey.
The beef-showhosts and the cross-talkmaster(s)come from different spaces
but incorporateeachother to completethe modem cross-talkperformance.Because
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of this mutuql constitution, the line betweenthe presentand the past, Taiwan and
China, is blurred. In comparisonwith Part I in the 'cross-talk series', the Chinese
masterin Part H is not faked by the beef-sbowhost. Instead,his absenceis notified
ashis whereaboutsare constantlytracked and reported.I view this as a gesturethat
revealsthe constructednessof the spaceof China, an elsewherethat can only be
imagined from the presentin Taiwan. This spaceremainsmythic and void of
substance.Its representativefigure, the master(s)staysabsentthroughout the
perfonnance,signifying the eternallack of the Chinesepast in presentTaiwan. In
Part 11,the master's authority, founded on the cross-talk tradition, is debasedashe
seemsinvolved in mercenarygambling. In Part III of the 'cross-talk series', the
invited masterfrom an unspecified placeremains absentand his credibility as the
masteris still problematic. The ambigUousrelationship betweenthe Taiwanese
beef-showhosts and the Chinesecross-talkmasters,I suggest,reflects the
polemical nostalgiaof the Taiwanesefor the past homelandin China and the
associatedmemories,history and cultural heritagewhich arebeing transformedin
present Taiwan.
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Chinese philosophy in Taiwan
The Comp lete Version of Chinese Thought (Cross-talk version) investigates

the Taiwaneseculture through its intriguing relationship with Chinesephilosophy.
Clearly, Lai doesnot intend to advancespecific philosophical argumentbut to
examinehow Chinesephilosophy such as Confucianism and Taoism is transmitted
or more precisely, appropriatedin a Taiwanesecontext. Therefore, no philosopher
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enlightenedby the grand Chinesephilosophy whose representative,the master
might well be a local.
In the samebeef-showrestaurant,the time in Part III is set at "the end of the
[2e]

century" (Lai IV: 109). This choice of time elicits a feeling of apocalypse,

echoedin the announcementthat the restaurantis facing a crisis of immediate
closure.The power supply is unsteadyand there is the battering noise of demolition
in the background.Besidesthe closing crisis, the invited masteralso fails to show
beef-show
hosts
live
The
two
to
the
uP.
manage run
as well as savethe venue. The
masteris arrangedto appearbriefly nearthe end of the performance,which is
problematisedashe looks the sameasone of the hosts,although there is no positive
identification. On his ambiguousshow-up,the masteris not consultedon Chinese
philosophy but is askedto predict the future of Taiwan. Authentic Chinesetradition
and philosophy is consistentlyabsenton contemporaryTaiwanesestage.In this
performancespecifically about Chinesephilosophy, its absenceis not only
indicated by the absentmasterbut is also implied prior to the beginning of the
performance.Three electronic models in the costumesof ancientwise saintsare
placedon the centre stage.The stagehandsplug in thesemoral icons eachholding a
jazz instrument,which then becomealive and swing to music playing automatically.
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Theseicons of Chineseculture have the 'right' appearancebut no real life as they
are poweredby electricity. They are artificial props that are usedto impose an
atmosphereof high culture to match the intellectual subject of Chinesephilosophy.
But this piece of decor, in highlighting the nature of popular culture internal to the
beef-show,stretchesthe gap betweenthe modem Taiwaneseculture and the
Chinesetradition. TheseChinesemoral icons appropriatedby Taiwanesepop
culture make analogyto the cross-talktradition framed in the beef-show.These
'lifeless' saintshighlight the fact that Chinesephilosophy is not transmittedin
authenticitybut only applied 'superficially' in Taiwan.
In Part 111,the beef-showhosts' sensationalopening developsinto slapstick
scenesmocking absurdphenomenain politics and pervasivecrime in Taiwanese
society.To find a cure for corrupt and chaotic Taiwan, they resort to the masterfor
help. They claim that Master Ma Qian, a world-renowned academicstar,
"absolutely will show up unlike the guest(s)previously invited in the beef-show"
(Lai IV: 116).The hosts fish out of their pockets a name card of Master Ma which
advertises the master as running a fortune-telling business and providing

predictions of lottery numbers.Hence,the master's 'academic' authority is
deliberatelyheightenedwhilst being downgraded. As usual, his name is called but
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no one showsup. While the hosts continue summoningthe master, someone"who
just doesnot look like the master of Chinesephilosophy" sneakson stage(Lai IV:
120). This unexpectedcharacter,Wu Huei claims he is the disciple of Master Ma,
who hasjust emailed asking him to do this cross-taskgig on his behalf Wu knows
the masterthrough his website-which specialisesin analysingthe local stock
market-and even though they have never met, he declareshe sensesa telepathic
connectionbetweenhim and the master.Different from the Chinesemastersin the
previous parts,Master Ma has a rather'modem' life style. According to Wu, before
the masterappears,the sound of flute will fill in the space.Wu is a history teacher
from someBuxiban in Taipei (private institutesin Taiwan for preparingstudentsfor
public testslike the A-level). He has longed to becomea cross-talk performer and
self-trainedvia teaching in the Buxiban where he lectureson 'Chinese Thought', a
compulsorysubject for Taiwanesehigh school students.An unconventionalteacher,
Wu adviseshis studentsto give up 'ChineseThought' since it is not a popular
subjectin the test paper.He also adaptsthe lines of TheAnalects into a rap style to
make them easierto remember.Showing little respectfor the most-respected
Confucius,Wu further belittles his school of disciples as the original model of
Buxiban, which has a notorious reputation for its money-orientedmanagement.
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From the very beginning, Chinesephilosophy is deprived of its statusas the
treasuredreservoir of moral values; instead,it is judged by its utilitarian usein
modem Taiwan. Episode One invents a new genealogyof Confucius' school of
seventy-twodistinguishedscholarsas Wu claims that his ancestor,Zi-xu (literally
meaning 'nothingness') is the seventy-thirddisciple and the most important one.
The rude and inattentive Zi-xu inspires the famous lines in TheAnalects because
Confucius wanted to correct his defiant demeanoursand capitalist value of life.
According to Zi-xu, the greatphilosopher-educatorConfucius is a social outcast,
dragging a team of chariots wanderingbetweenthe statesin ancient China where
nobody listens to his soundadvice regardinghow to run the statein good order. For
Wu, TheAnalects in their presentstate,are "completely disorderedand
meaningless",since the inspiring conversationsbetweenZi-xu and Confucius have
been deleted(Lai IV: 136). The moral mottoesin TheAnalects are twisted in
malicious and 'depraved' contexts;the cultural significance of Confucius is
seriouslyunderminedin this narrative by Zi-xu, nothingness.
As the master still has not arrived, the host and Wu Huei go on cross-talking
about Lao Zi, who is deemedas a great figure in the Taoist school. Taking
advantageof the fact that the pronunciation of Lao Zi is similar to that of the
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intimate namefor father in Chinese,the hosts digressto discussZuo Dao's father
who runs a private library at home. This seeminglyechoesthe legend that has Lao
Zi as the archive keeperat the imperial court. Zuo Dao's 'father', his 'Lao ZP
especiallyencouragespeople to read his favourite, the Taoist classics,the Tao Teh
Ching4.But the public is keen on shallow stuff and his home-library soonturns into
a dating place for teenagers.The public's ignoranceof profound Chinesethoughts,
in Lao Zi's view indicates that Taiwan is in decline, as the Taiwanesedo not know
and learn from Chinesephilosophy. The nearbycafeteriaowner checksout someof
his classicsbut usesthem as the wrapping paper for breakfast.The much
disappointedLao Zi adoptsthe Taoist attitude to 'endeavourto do nothing', i. e. to
let things run its natural course.At first, the books are stolen or damagedbut the
library gradually restoresthem to good order. But the frustratedLao Zi still decides
to leave Taiwan, a culturally and morally debasedplace in his view. At the airport,
he leavesa note adaptingthe first sentencein the Tao Teh Ching: 'Tao canbe talked
about,but not the Eternal Tao" (Lao Zi 1989).With a few words changed,Lao Zi
laments, "To leave [Taiwan] is a must; to stay is also an option"(translation mine,

Lai IV: 169).The inherent ambiguity of Tao, the formless andunfathomableway of
life lies in the fact that the guiding truth cannotbe explicatedwithout compromising
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its rich meanings.The ambiguity of suchcosmic law is misusedas equalto Lao Zi's
ambivalentidentification with Taiwan, asit is a place without a binding cultural and
moral value systemand thus cannotbe deemeda home-nationproper. WhetherLao
Zi leavesTaiwan remainsunclear sincethis is a choice prescribedin cultural
politics, which cannotbe easily cancelledout by the diversion of religious
transcendentalism.In this episode,Lai showshis ambivalent attitude towards
Chinesephilosophy in terms of its impact on the formation of cultural identity in
Taiwan. In one way, he suggeststhat Chinesephilosophy has lost its use value for
the modem Taiwaneseand in another,Taiwan in the void of Chinesephilosophy
has not developedanothervalue systemof equally binding power to invoke a
unified cultural identity.
Facing such a challenging subject,the shallow beef-showhosts, insteadof
conductingphilosophical argumentsbeyondtheir capability, illustrate how Chinese
philosophy is applied in the daily life of the Taiwaneseat the price of distorting its
original tenets.Since there is still no sight of the master,PangMen, at the scene
change,decidesto 'become' the masterby mimicking his appearance.He puts on a
Qing-style robe, the standardcostumefor traditional cross-talk and Wu Huei on
seeingPangMen in the costume,kneels down in respectas if to the real master.
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PangMen is then officially 're-introduced' as Master Ma Qian in the next episode
entitled 'Dong Zhong-shu', the famous scholarwho single-handedlymade
Confucianismcanonizedas the national ideology of the Han Dynasty where other
schoolsof philosophy were discredited.Sincethen, Confucianism becamethe
dominant value systemfor the Chinese.The fake master,PangMen begins with a
bold subversivestatementin which he declaresthat Chinesephilosophy reached
perfection a long time ago and hencehe moves on to a new subject,male
chauvinism in Chineseculture. This chauvinism,he goeson to argue,is embodied
by a daunting father figure, Dong Zhong-shuhereafterreferred to as Uncle Dong
Zhong (sbu in Chinesealso meaninguncle, a title placed after the name), whose
daughterthe young PangMen was affectionatewith.
Uncle Dong Zhong, who lives in isolation from the outside world, exercises
chauvinist oppressionin his house.This surrealfather-figure has two stonelions on
guardat the main entrance,reminiscent of the old houseset-upin feudal China. His
wife has her feet bound to follow the 'tradition'. His daughter'spunishmentfor
being three minutes late coming home is to copy repeatedlysome Chineseclassic
text in calligraphy. PangMen enterstheir prison-like house,disguisedas the gas
delivery boy and helps the daughterescape,only to discover that she is too
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conditioned to live otherwise.At nightfall, shereturns to her father's houseby
instinct. This episodeseemsto suggestthat in Taiwan, where authentic Chinese
philosophy is absent,patriarchy continuesto promote the oppressivespirit of
Confucianism.
Whilst the authority of Chinesephilosophy is challengedand mocked
throughout the cross-talk episodes,the closing crisis of the beef-show restaurant
in
is
big
hole
The
the
on.
cut
off
sporadically
and
appears
also presses
electricity
a
back wall. The stagehandsstart removing the three saints.The hosts and Wu Huei in
backstagediscussabout the future of the restaurant.PangMen intends to savethe
restaurant,leaving to try to negotiatewith the authority-in-charge.Zuo Dao plans to
give up but Wu Huei demandsthat they finish the cross-talktogether. When the
next episodestarts,some torches and emergencylighting equipment alreadylie on
the floor, implying an imminent disasterand out of the hole in the back, "rays of
strong light and thick mist creepin" (Lai IV: 203). In this eeriebackground,Wu
Huci first throws heavy criticism on the polluted air, chaotic traffic, inefficient
government and ugly environment in Taiwan, part of which he sees metaphorically

inscribed in the big black hole in the back. The restaurantbecomesa metaphorfor
Taiwan. Zuo Dao,refusesto acknowledgeTaiwan in crisis, insisting he doesnot see
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such a hole. Confucianism seemsdefunct, although its impact is felt through
patriarchy in Taiwan, where the dominant value system,accordingto Zuo Dao, is
the Yin-Yang school long repressedby Confucianism.Now associatedwith fortune
telling and Fongsui business,the Yin-Yang school is gaining huge popularity
becausepeoplehave no confidencein Taiwan, whose statusas the home-nationis
deniednot only becauseof threateningChinesenationalism but also becauseit is
seenas a deteriorating society of crimes and corruption.
Zuo Dao suggests that the Taiwanese who live in uncertainty give up rational

thinking and seekhope in divination of the Yin-Yang school. The ancient Chinese
systemof divination deiived from I-Ching used to help people make decisions.An
oracle (one of 64 hexagramseachhaving different meanings)is castby flipping
coins. Contrary to Zuo Dao's suggestion for the Taiwanese to seek recourse from

the inhumaneand irrational Yin-Yang school, Wu Huei claims that Master Ma
'virtually' helps him out as Ma's homepageadviseshim to believe in "human
values" andthat "mutual concernsbetweenone anothercan savethe world" (Lai IV:
214). To saveTaiwan, two options are offered here:.Confucius's humanism and the
Yin-Yang school's divination system.At this critical and decisive moment, a
flute
in,
for
flows
the master's arrival. What appears,
the
sign
mysterious
sound
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however,is 'Pang Men' in a modem suit with sunglasses,who surreptitiously walks
out of the big hole carrying a tape recorderplaying the flute music. Wu Huei again,
(mis)identifies 'Pang Men'as Master Ma, who startsrunning a round of coins
castingpropheciesaboutthe future of Taiwan. When askedto decodethe oracle,the
gmaster'utters nothing and rushesoff with a face of terror. The master's dubious
appearance(playedby the actor playing PangMen) offers no solution to savethe
crisis of the restaurantand Taiwan. The fate of Taiwan is linked with the restaurant
that is gradually being knocked down during the cross-talkperfonnance.The
presentTaiwan facesthe imminent destructionand a possibly endangeredfilture.
Finally, the 'real' PangMen returns from outside and claims that he
successfullynegotiatedthe demolition date of the restaurantto be put off for one
more day but declaresthat nothing further was decided.The two hosts now realise
that both the 'master' and Wu Huci have left the stage.To wrap up the cross-talk,
they concludethat in present-dayTaiwan, Chinesethoughtshave becomemerely
distracting and trivial; what is left are only PangMen and Zuo Dao, the unorthodox
fakes.The masterexpectedto transmit ChinesePhilosophyand to redeemTaiwan
fails to appearbut remains a haunting though mysteriousfigure in the background.
At one scenechange,Wu Huei answersa mobile call from the masterat sometrain
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station in the Taipei suburbs.He goesto pick him up but returns without him. The
he
is
master's authority problematic as seemsidentified as someswindler making
money through fortune-telling and playing the lottery. The Chinesephilosophy he
representsis constantlydegradedandhis stagepresenceis usurpedby Wu Huei and
PangMen. Chinesephilosophy is distortedin the modem cross-talkperformancein
Taiwan, a debasedsociety left in a stateof despairthough its final destructionis
deferred.There is no salvation to be found in either Confticianism or the alternative
Yin-Yang school. On the whole, the 'cross-talk series' startsby presumingthat
Taiwan needsto be elevatedby Chinesetradition of cross-talk and philosophy
is
by
authenticity
and
authority
continuously
questioned
and
appropriated
whose
Taiwaneseculture. This seriesendsby transposingthe masterfrom China into the
presentlocality but this 'local' masteris yet capableof savingTaiwan where there
lacks a distinct centralising cultural value systemto coherea unified identity.
Taiwaneseidentity is still versedin Chinesetradition transfonnedby local contents.
In the end of Part III, the hosts stop calling out the masterfor curtain calls as
they probably realise that the cross-talktradition and Chinesephilosophy occupyno
real place in presentTaiwan, where they constitutethe internal lack embodiedby
the big hole in the wall. They are permanentlydefýrred as suggestedby the absent
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by
displaced
is
the
master(s)whosepresence problematically stagedand continually
beef-showhost(s)in the 'cross-talk series'. Part III strikes a piquant note that people
in Taiwan that are disconnectedfrom Chineseheritage are denied a totalising
Chineseidentity, whilst they fail to identify with Taiwan, asit has no binding moral
systemand culture. The Yin-Yang school is not of much help as it only seemingly
'predicts' the future of Taiwan in unspecifiedhorror and doesnot offer any solution.
However, Taiwan is not completely abandonedas implied in the delay of its final
total destruction.Lai renders'delayed' the final demolition of the restaurant,i. e.
Taiwan, yet the statusof Taiwan as a securehome of binding culture is resolutely
disavowed.I am suggestingthat Taiwan as the home is in a stateof disappearance,
which gives resonanceto the destroyedhomes/homelandsin Parts I and 11where
fail
home-nation
identity.
in
fixed
Taiwan
China
to
and
secure
and
people
a unified
I would therefore arguethat via establishinga spaceof Chineseheritage in a
conflicting relationship with presentTaiwan, the 'cross-talk series'not only
emptiesout the signification of China asthe cultural origin; a homelandfor Taiwan,
is
invoked
belong,
the
space
where
cross-talk
constantly
yet also
a
master(s)
disappearing.Also in this series,the Taiwanesehave problems feeling at home in
Taiwan, which is depicted as a place void of values, tradition and culture. The
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Taiwanesehosts in invoking travel to the other spaeeof China find their present
locality is alreadypenetratedby the differenceof the other space,which is also
appropriatedin the present.The past in China and the presentin Taiwan, as
holistic
identity.
disfigure
Unable to
other's
original
each
mutually constituted,
ground in either place and securea stableidentity, home and identity for the
Taiwanese,I would argue,is constitutedin thejourney in betweenpast and present,
China and Taiwan.
Via the Taiwanesehosts' encounterwith the other spaceof China, the
home-nationconstruction of Taiwan as a self-containedand homogeneousspaceis
fissuredby differencesof the other space.This mapping of Taiwan in relation to
Chinesehistory and cultural tradition appropriatedin modem Taiwan dominatesthe
'cross-talk series'. The presentin Taiwan continuesto be mappedin the context of
home, a thematic concernin the 'city wries' by the Ping Fong Acting Troupe.

The city legend: can the Taiwanese make it?

There have been five plays in the 'city series'up to 1999,under the serial title
of Can ThreeMake It? Except for Part 1,they all have individual subtitles: Part IL
City Panic, Part III: OWA Converging Point of TýzreeDiverged Paths, Part IV-
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Play Hard and Part V- Enipty City. This seriesis motivated by the
playwright-director Hugh Lee's desireto "make a comedy for the Taipeinese"(Lee
1993a:14-16).Parts I and 11have only three actorswho symbolically standfor all
the Taipeinese(Taiwanese).The seriestakesplace mainly in Taipei City where the
Taiwanesefeel uncertain about whether to stay or leave. It also investigateshow
overseasChinese(PartsIII and IV) view their community and Taiwan in terms of
home. Due to the word limit, I will only briefly describethe first two plays
composedof seemingly irrelevant eventswhich are coheredby a feeling of anxiety
about living in chaotiCTaipei but this anxiety permeatesthroughout the whole
series.
In Part 1,the three actorsplay out different stereotypicalcharacters.For
example,they play the white-collar clerks who work in the sameoffice. Everyoneis
driven mad by the city's mechanicallife and developsadmiration for eachother but,
through lack of communication, they fail to articulate it. This ambiguous
affectionaterelationship is then parodiedin a radio dramapackedwith exaggerated
and artificial sentiments.Subsequentto this scene,the audienceis presentedby
anothertraumatic occurrenceas a girl from southernTaiwan dies as a result of a car
accidentwhich was witnessedby threepeople,none of whom confessesto the truth
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when questioned.The implication of thesescenesis to highlight that interpersonal
communicationis blocked in the city, whilst economic prosperity producesan
extremely stressfullifestyle. Without meaningful communication and concernfor
eachother,theseisolated Taipeineseunwind in a disco where they dancefrantically
until they are exhaustedto death,literally. Similar quirky acts of Part II begin with
threepeople intruding into The National Theatrewhere they ridiculously dance
SwanLake, a scenewhich rendersa cynical commentaryon Westernculture and its
domination of the national stageof Taiwan.Then, theyjoin a poetry contestand are
askedto write a eulogy for Taipei. Finding nothing to praise about the city, these
dispirited Taipeinesego to watch Chaplin's City Liglit? (1931) which makesthem
feel sadderasthe warm concernbetweenthe tramp andthe blind girl puts in sharper
contrasttheir lonely indifferent life. Their final consolationlies in escapefrom the
city and in their escape,they make a wish-to return after five yearsto seehow Taipei
has changed.Comparedwith the lonely deaththat endsPart I, the escapehere looks
in
little
it
implies
'live
to
the city.
again'
optimistic
a
more
as
a possible return
This escape in Part 11forms the beginning of Part III where more characters are

introduced from other Chinesecities outsideTaiwan. From Part III onwards,the
I
theme of travel becomes more and more appealing. Part III takes the trip that covers
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Hong Kong, China, Taiwan and Singaporewhere a Chinesefamily from these
different regions is reunited..In Parts IV and V, the thematic of travel is
contextualisedin recurrent discussionsabout and strugglesbetween emigrating out
of and stayingput in Taiwan. PartsIII, IV andV all end with the leading characters'
escapefrom the city. The destinationof this chronic escapeis never allocatedclearly,
asit is narratedby a dreamyoff-stagevoice. Though thesecharactersseeminglyrun
away from the city, they always return to Taipei in the next play of this continuing
series.Thesefleeing Taipeineseare caughtin the loop of Taipei and Taipei 'again',
hope
they
would changeafter the escape.Travelling as such, the Taiwanese
which
leave the presenthome without anotherdefinitive home to go to. They are engaged
in open-endedtravel, which enablesthem to explore further the inner construction
of the city.
All the charactersin the 'city series' are closely tied by familial relationships
and social networks. Various languageslike the Beijing, Shanghaiand Sichuan
dialectsof China, Mandarin, Taiwanese,Hakka, Cantoneseplus Japaneseand
English are deployed,illustrating the multi-ethnic and international nature of
Taiwan due to its history of colonialism andmigration and the frequent interactions
betweenthe Chinesediasporas.This multilingual scenanoconstitutesthe important
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subtext of identity as the use of a specific languageor the mixed use of languages
bring out the different backgroundsof individual Taiwanese(JohnWeinstein2000).
The complex identity constitution of the Taiwaneseis not only cultural but also
social, reflecting classand generationdifferences.The high crime rate,
like
disadvantaged
the
classes
veterans
exploitation of
money-orientedvalue and
and farmersgeneratediscontent about life in modem Taiwan, which many discard
as the centreof belonging.
In the 'city series', Taiwan is representedas a city; a virtual one, too. The
invoke
feeling
living
in
this
series
a
of
uncertainty
and
emptiness
about
subtitles of
the city. Taiwan is either an old city whosepresenceis recedingas the domestic
film
destroyed
in
is
by
(Part
111),
a
script
planning
virtually
memory
erased urban

(Part IV) or turned into a stateof anarchyby the disadvantagedclass (Part V). The
in
but
is
by
home
Taiwan'is
the
construct
evicted
replaced
nothing new.
content of
The Taiwanesewhosehome is destroyedhave nowhereto go; they are homedin the
travel initiated by the escapethat takesthem away from but alsorelocatesthem back
in Taipei. The 'city series'has a central figure, Kuo, a successful businessman

how
he
be
in
Taipei.
III
Part
to
tells
manages
re-unified
owning many properties
with his youngerbrother who was left behind in China during the Civil War.The
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historical and cultural burden that the old Taiwaneselike Kuo is constitutive of his
identity. Part IV extendsthe Kuo family's social network that includes Kuo's friends,
neighbours,his other family through marriage and their children. Some emigrate
overseasand hold hostile opinions aboutTaiwan. Somestay in Taiwan but have
little attaclunentto it. Part V depictsTaiwanin the view of the young generationand
the disadvantagedclasses;Taipei (Taiwan) is a city paralysedby arson attacksand
the incompetentpolice lose control. Onecrucial and sadquestionis posedin PartV.
what is Taiwan?This is the ultimate concernof the 'city series'.
In the endingof the 'city series', the principal charactersmake the wish that they
would meet again in the future to witnessTaipei's changeinto a better city. The
intriguing attachmentwith the city motivates them to return after a desperately
neededescape.However, the seriesshowsthat Taipei hasbeendesertedas a safe
and stablehome. The Thipeineseare homed in the movementbetweena frustrating
presentand a better future inscribed in the escape.In Part 111,the scenesshift
between Taipei, Beijing in China, Hong Kong, and Singapore. These (overseas)
Chinese communities all seem losing their gripping power as the home-nation since

the locals are eagerto move out. Part III delineatesa cultural landscapehauntedby
Chinesenationalism but different propositions are raised againsta unitary Chinese
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identity. In Parts IV and V, the geographyis limited to Taiwan where no stable
identity is attainedeither, asTaipei (Taiwan) is plagued with gangstercrimes and
social disorder.Taipei is imaged as a city near the edgeof break down. Though the
scenesof destructionare enactedoutside the framework of everydayreality, they
highlight the disappearingstateof Taiwan where a home identity built on a secure
fixed place is not accessible.

Critical point: to stay or to go?
The central narrative in Part III. Old A Converging Point of Three Diverged

Paths is about the distant yet close relationship betweentwo brothers who live in
China and Taiwan separately.The Taiwanesebusinessman,Kuo visits Beijing,
China to be re-united with his brother, a Communist Party member,Qian Ding-yuan,
forced
had
Civil
War
the
them apart since childhood. Living in different political
as
systems,they have hostile conversations,saturatedwith the ideological conflict
betweenCommunist China and democraticTaiwan. There is also a languagebarrier
as Kuo's native tongue is Taiwanesewhile his brother speaksthe Beijing dialect.
Part III disclosesa morbid picture of a Chinesefamily separatedby political force.
Through thesetwo brothers seekingto reconnect,the play examinesthe life in
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Taipei and Beijing, illustrating how urban modernisationaffectsPeople'sprivate
memory abouthome groundedin a fixed time and place. Both Beijing and Taipei
have beenundertakingurban re-constructionfor the better developmentof the
nation. Kuo sighs over the wreckageof an old businessdistrict now replacedby a
new shoppingmall. In the ruins, there is a memorial plaque of familial ancestors,
which represents'history' for Kuo, as it is an acknowledgementof the past.Kuo
regardsthis destroyedbusinessdistrict as a place to ground affiliations and
accumulatememories,which are "the result of the interaction betweentime and
space"(Lee 1993b: 6). Memory of the old city/home also troubles the foster father
of Kuo's brother in Beijing, Old Qian, a scholar of Chinesehistory. The manor
house,where Old Qian's family has lived for generations,is soonto be torn down to
make way for the constructionof a commercial office-building. Sadly,he only
wishes that "he can die in his own [manor house]bed" (ibid.: 11). Old people show
strong attachmentwith the family home while the next generationwelcomesthe
urbanisationthat they deemas necessaryto make a better society.The generation
difference is also reflected with regardto belonging to the home-nation.Besides
Qian Ding-yuan, an Army officer highly royal to China, Old Qian has anotherson,
Qian Xian-dong, who prefers to be called Paul. Mire identified with capitalist
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values, Paul runs an illegal private businessand is eagerto make money andmove
out of China.
Similar lamentation for the old home's disappearanceis also felt by Mary, Old
Qian's illegitimate daughterwho lives in Hong Kong. Hong Kong in 1993is
depictedin this play as a place of apocalypticanxiety and decadence.As Hong
Kong is to be handedover to China soon,Mary, a businessdevelopmentmanager
for a financial corporation is planning to emigrateto Taiwan meanwhile divorcing
her photographerhusband,Joseph.Shethinks the high-rises in Hong Kong are
losing colour, and worries that Kong Kong would lose its life force after it is
returnedto China.A similar despairis alsovoiced through Joseph'smistress,Bao-er,
a radio show host. In her show, Hong Kong is describedas an ideal place for
pursuing extremematerial comforts, a sign of decadencefor a falling city. Besides
the discolouredoutlook and decadentlife style, time is running out for Hong Kong
as 1997is approaching.For Bao-er, time is 'borrowed' for Hong Kong locals and
her philosophy of life is thus to enjoy eachmoment since what remainsof the
borrowed time is not much and ticking away fast. This Act placesChina in the
terrifying role of the destroying power, capable of eradicating Hong Kong whose

in
is
existence only valid the time andplaceborrowed from China. It also showsthat
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in these(overseas)Chinesecommunities (Taipei, Beijing and Hong Kong), people
sharesimilar apprehensionsfor their presentcity/home, a city whosetransformation
is quickly dismissedas an unavoidableconsequenceof social modernisationor
regime change.

The next Act revealsmore about how politics interferes in private family life
and thus affects the home identity. Mary tries to end her extra-marital affair with
Peter,Kuo's son-in-law. In negotiating their 'illegitimate' relationship in a Taipei
hotel, they endup arguing about the politics of China and Taiwan and whether to
homes
in Hong Kong and Taiwan asboth placesface the threat of
their
abandon
Chinesenationalism. Peter,a native Taiwanesewho holds a greencard seesTaiwan
as having "No history! No culture! Even no future" (Lee 1993b:19). He therefore
oPtsto abandonTaiwan while May decidesto stay in Hong Kong, but only verbally
since sheis also processingimmigration to Taiwan. The dramatic climax occurs
when Kuo and his daughter,Wan-zhenstorm into the hotel. Petertells his wife that
"she [Mary) is like the Kaitak airport in Hong Kong" and he is only a transit
passengerthere (ibid.: 21). This statementunderscoresHong Kong's dubious status
as a permanenthome since it is only a middle stop where international products
circulate, or to stretchits socio-political meanings,where the Chinese,the British

The Empty City and Virtual Travel

311

and eventhe Taiwanesecome and go without any long-term obligations or
attachment.In Hong Kong, everybodyis a passer-byand nobody is firmly or
permanentlygrounded.The position of Hong Kong is elaboratedmore in the next
Act when Paul has a crush on his half-sister, Mary who is visiting Old Qian in
Beijing. Paul's impetuous affection for Mary is seemingly based on the calculation

that via marrying Mary, a Hong Kong local, he can be granteda visa and get out of
China. This political intention is made clearerwhen in flamboyant manners,Paul
claims, "his deepaffection for her [Mary] staysunchangedfor fifty years",
obviously an ironical rephrasingof Deng Xiao-ping (China's leader aroundthe
change-overperiod of Hong Kong) who guaranteesthat the presentstatusof Hong
Kong would remain unchanged for fifty years after 1997. Consequently, Hong Kong

is not sustainableas a securehome becauseof its limited stability of fifty years.
Paul's hasty proposal of marriage suggests that the Chinese nationalism that poses a

threat to people in Hong Kong and Taiwan is losing its invoking power in China.
However, it is not only Paul who wants to get out. His brother-in-law, a private van
driver presents Mary with a huge suitcase, proposing to pack himself inside and be
brought to Hong Kong as her luggage.

The Kuo family flies to Beijing to visit

6ing-yuan
but
Qian

the ideological
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between
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Qian refusesto recognize Kuo as a brother.The angry Kuo hurls abusesin
Taiwanesethat are incomprehensibleto Qian who shoutsback in the political
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Xiao-ping, the Communist Party leaderfor maybehe can solve the political
contention that preventsthe siblings from mutual recognition. Politics exercisesa
strong impact in the private life of peoplein both China and Taiwan. Though the
Kuo's family reunion fails miserably in China, anotherone is set up in Singapore,a
politically neutral place for both the Taiwaneseand the Chinese.In Singapore,Qian
in
brother
China
Kuo
as
and
explains
earlier
out
of
acknowledges
now physically
Beijing, he turned Kuo awaybecauseblood kinship with the Taiwaneseis not to his
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Party.
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political
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intervention in this family affair, the Qian family from China and the Kuo family
from Taiwan plus Mary and Joseph from Hong Kong all gather in Singapore, a

city-state emptied of Chineseness;althoughit has a seventypercent Chinese
language.
its
it
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reunion, they wait for the first Singaporeanpasser-byto take a group photo but
nobody showsup. This no-show deliberately dislodgesthe Singaporeansfrom the
temporaryunifying picture of the Chinesefrom different regions.
The Kuo family has toured the important (overseas)Chinesecommunitiesin
SoutheastAsia. Taiwan is mapped as a place without culture or history. China is a
totalitarian regime wherepeoplehavemixed values andmany seekto escape.Hong
Kong is a transit place that is good for making money but not for developing
long-term affiliation. Singaporeseemsto containnothing solid asno Singaporeanis
representedin this performanceand the existenceof this city-stateis only illustrated
by an advertisingboard bearing a slogan 'Love your country' and the smiling photo
of Singapore'sPrime Minister. This play showsthat the Chinesenational identity is
hardly sustainableoutside China, where different diasporic identities are engraved
through everyday life. The Kuo's family reunion in a not-so-Chinese city, Singapore

is a strategicdecision in considerationof the political conflicts between China and
Taiwan. This perfonnanceendswith a slide projection that raisesa succinct
question, "If reunion [ofa Chinesefamily] is like this [takingplace in Singapore, a

thirdplace of least Chinesenessinstead of Taiwan or China], why [the Chinese,
Taiwaneseand Hong Kongesebound by 'CIdneseness
I bother getting together?"
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(addedwords mine, Lee 1993b:56) This Chinesegatheringmotivated by the blood
kinship cannotbut take place in Singaporewhere Chinesenessis least observed.I
would saythat this last questionchallengesthe binding force of a totalising Chinese
identity of racial essence,suggestingthe diasporic.differencebe taken into
considerationin teims of identity for overseasChineselike those in Taiwan. The
title A Conveiging Point of ThreeDiverged Paths alludes to the paradoxical
relationship betweenTaiwan, Hong Kong and China. Connectedby a shared
Chinesecultural history, theseplacesare also separatedas this connnon.cultural
history is differently appropriated in the local context. This point of convergence is

also where thesepaths divert from eachother (Huang Ying-xiung 1993).
Part III in the 'city series'beginsby re-stagingthe ending of Part Il when Peter,
Mary and Paul walk farther from the city. They shrink into puppetsand return to life
to make wishes. Peter and Paul wish to make more money while Mary wishes that
they could meet again after five yearsto 'see what this city becomes'. In Part IH,
thesecharactersmeet in different Chinesecities, which all impart a similar senseof
insecurity asthesecities are deprived of homely qualities asthe centreof belonging
and stability. The attachmentto old Taipei is uprooted in modernisation and Hong
Kong is losing itself to a threateningChina. The Singaporeanshave no stage
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presence,representedonly by political slogans.OverseasChineseare imaged as
drifting and groundednowhere.Across the geographicalboundariesbetweenChina,
and theseChinesecommunities, Part III draws out 'a consciousnessof exile' in the
overseasChinese.
At the end of Part 111,they leave their cities again and walk towards the sea,
'further and further away from the city'. Mary sadly commentsthat innocent
children are brought to a world that they can do nothing to change.Again, they cast
wishes.Peterand Paul's wishes targeton politics while Mary in silence mouths her
wish that they could meet again and "see what this city, this land and this country
becomes"(Lee 1993b:57). This familiar wish predicts that the city will keep
changing.After the wish-making, they mime the "happiness,panic, struggle,and
dangerthey experiencedin a dreamland" (ibid. ). This seeminglycancelsout the
reality constructedthrough the previous eventsin this perfonnance.Their
movementturns violent and they are exhaustedlike 'three lifeless puppets'. This
transformationinto puppetsimplies a ritualistic death.Meanwhile, the stageis
gradually overtaken by the larger-than-life puppets in the image of Taiwan's

President,Deng Xiao-ping and QueenElizabeth of Britain. Also, the backstage
screenprojects the happy facesof children whoseinnocent smiles counteractthe
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deceitful smiles of the rubber-madepoliticians in the front. The next generationof
children moves time for-wardthrough spacethat is constantlybeing reproducedin
time. PresentTaiwan and its difficult relationship with China is explored, and the
future of Taiwan is castbeyond the escape,which brings in anotherround of travel
wherehistory, time, spaceand people,the major constituentsof identity continueto
be examinedand re-inscribed in their interactions.

Play hard with your life

In Part III, we seethat people in Beijing and major overseasChinesecities in
SoutheastAsia develop belongings for homeslocated in different places.Kuo has
nostalgia for old Taipei and old Qian is identified with old Beijing. The young
generationhas varied views regardingwhere their home is. The native Taiwanese
Peterwho holds an American greencard conductsbusinessesin Hong Kong and
China. The Beijingese, Paul is trying to get out of China via marrying Mary from

Hong Kong who is planning to move to Taiwan.All in-and-out traffic betweenthese
cities is boiled down in the escapethat takeseveryoneback to Taipei. Part IV- Play
Hard focuseson how the young Taiwanesetry to make a home somewhereto
ground identification; buying property in Taipei ana emigrating overseasare two
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options consideredhere. Those emigrating overseasand those staying put, both
have doubtsregardingTaiwan as the home. Using ordinary personalstories,this
play expounds the larger political and cultural confusion that people experience in

Taiwan, a place prescribedby "crises, tunnoil aswell asvitality" (Chen Zheng-xi
1997).
Part IV begins with the escapescenethat endsPart 111,followed by the
projections of the Taipei city landscapemixed with a piVOtalquestion,"What kind
of place is Taiwan?" A rather discouragingansweris projected, "Don't panic! We
are not gonnadie here. Let's fight a long-ten-nbattle with your life" (Lee 1997: 5).
Thesetersesentencesimply life in Taiwan is a risky businessand you needto fight
for survival. This play begins with Kuo at the airport flying to visit his in-laws,
Peter'sparentsin Canada.He runs into his neighbour, Old Deng, a Mainlander
veteranwho is flying to China for a visit to his hometown. Kuo in the 'city series'
representsa native Taiwanesewith a strongTaiwaneseidentity. He preparesa small
national flag of Taiwan that he will wave when passingthe CanadianCustoms.Old
Deng is another type, the Mainlander Taiwanese who carne with the Nationalists to

Taiwan, which becamehis secondhome in the late 1940s.He is thereforemore
identified with the hometown in China, which holds his family past that is now
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different from that in his memory. Having different constitutions of identity, Kuo
and old Deng are connectedas Kuo's littlest daughteris engagedto Deng's son,
Little Deng.
Besidesthe youngerbrother in China, Kuo has an elderbrother in Taiwan, Old
Kuo who manifestsanotherdimension of the layeredTaiwaneseidentitY-An
old-fashionedfarmer, Old Kuo has strong nostalgia for the colonial past when he
was educatedin Japanese.Peter's parents,Kuo's family-in-laws from another
backgroundillustrate the complication in processingidentity. Bella and Svenwho
were originally from Shanghai,China cameto Taiwan from where they moved to
America and then to Canada.Though living in Canada,Bella often cries at thinking
of her old housein Taipei. But SvendespisesTaiwan wherethere arerapes,kidnaps,
fires and car accidents.He even goesas far asto conclude,"It [Taiwan] is not a
place for humanbeings to live", meanwhile he praisesthe high quality of life in
Canadathough where he has to buy guns for self-protection (Lee 1997: 20). The
meeting of Sven and Kuo who have contrastingviews on Taiwan is not pleasant.
Kuo leavesCanadain anger,feeling ashamedas he has failed to defendTaiwan
againstSven'sabuse.Coming from different backgrounds,the old generationhas
split views regardingthe presentTaiwan as

'
home.
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As for the young generation, some emigrate while others remain in Taiwan.

Act Two takesplace on the constructionsite of a condominium where a promotion
event is being held. In the empty constructionsite, the property agent,Jerry boasts
be
built.
is
bright
Jerry's
to
the
this
yet
catcbphrase
condominium
prospectof
about
"To love Taiwan is to live here forever" andbuying a condominium unit shows
in
deep
for
land
(Lee
1997:
12).
Rather
the
relation
self-contradictory
one's
affection
to his love-for-Taiwan, Jerry in fact-holdsa Canadianresidencevisa, ashe is about
to move there soon. He is presently in Taiwan for selling more condominium units

so as to make enoughcommission to cover his future living expensesin Canada.
Taiwan is deemedas a transientmoney-makingplace for Jerry where he has little
attachment.Under his pretentiousthough passionaterhetoric of love for Taiwan, a
Hakka family is persuadedand placesorderson two condominium units. In Jerry's
in
home
is
its
first
'imagine'
the mind.
to
the
thing
to
existence
establish
a
words,
But seeing the demo unit collapsing is not very helpful for such an imagination of

home and discouragesthe interestedbuyers such as Little Deng and his fianc6e,
Kuo Wan-yu. Also, the slogan words, 'We introduce you into a human space'fall off

the banner.The image of a securehome, it seems,is as superficial and fragile asthe
demo unit and the plastic slogan.For Little Deng, a cynical film director-to-be,"In
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this empty space[the construction site], they sell nothing but air, a dream and a
hope" (ibid. 13). Home is delineatedhere as an empty conceptwithout substance.
It is clear that the young peoplehaveproblemsmaking a home in Taiwan.And
the originally stableidentification with either (colonial) Taiwan or China of the old
generationis weakening as they feel left out in the Taiwanesesociety that is .
changingso fast. Old Kuo sold the family housefor money sincehe thinks, "Rich
higher
in
men enjoy
respect present Taiwan" (Lee 1997: 23). However, a credulous

old fool like him soon loses all the money in gambling. His neighbour,Old Deng
now back in Taiwan, complains that his family graveyardin China has changedso
much that he could not recognizeit. Crying hard over the urn of his deadwife, he
shamefully admits that he has forgotten what she looked like. While thesetwo old
men expresstheir frustration about their homesthere and here, their bowls of rice
get mixed up. In their different native tongues,they arguewhieh bowl is whosebut
reachno agreement.Kuo asksthem to stop making a ftiss about finding the right
bowl since "Rice in different bowls is the same;it also comesout as the sameshit"
(ibid. 26). This domesticrow points out that the Taiwaneseof different backgrounds
(a veteranfrom China and a native Taiwaneseidentified with colonial Japan)share
food and live in the sameplace, Taiwan.
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Both old men expressa feeling of nostalgiafor the past. China for Old Deng is
the homelandwhich has changedasmuch as colonial Taiwan has changedfor Old
Kuo Nvhoeni oys reciting the colonial history and singing Japanesemilitary songsin
karaokebars.He collapsedin tearswhen he leamt about the end of the
Sino-Japanese
war announcedby the Japaneseteacherwhom he felt attachedto.
Details of this story about his collapseare changedevery time he recites it. On the
spur of moment,Old Kuo goeson talking aboutthe 228 Incident where many native
Taiwanesewere killed by the Nationalist Army in 1947.This event initiates the
internal division in Taiwan betweenthe Mainlander Chineseand the native
Taiwanese.When Old Kuo is aboutto talk aboutthis influential Incident, everybody
sneaksout of the room asthey lack interestin history. Old Kuo is left alone on stage
with his colonial past like Old Deng with the old homeland;both belong to a
marginalised class clinging to a past forgotten and ignored in present Taiwan.

SvenandBella fly to Taiwan to visit the Kuo family and all go celebratingin a
karaokerestaurant.For the anti-Taiwan Sven,the popularity of karaoke sayshow
stressfullife in Taiwan is sincein his view, Taiwan is a chaotic society of crimes and
in
disaster
But
Kuo's eyes,the
the
threat
of
under
natural
and political uncertainty.
widespreadkaraokesshow that the Taiwaneselead a carefreelife that they love to
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sing about.The young generationholds an indifferent and sometimesspiteful
is
Taiwan.
dancer-choreographer
For
Wan-yu,
towards
creating
attitude
example,
a
a danceaboutTaiwan which is symbolically representedby a mountain of garbage,
dance
has an idyllic title 'The Dream of Countryside'. Shewill also
this
although
demandthe audiencesput on gasmasksduring the dance.Taiwan in her artistic
picture becomesa poisonoussite and the ideal home only lies elsewhere,the countrysidethat however is located in the dream.The young generationdetached
from Taiwan like Wan-yu, is advisedto smell the rice in the field where shemay
gain inspiration for her danceabout Taiwan.
The gathering in the karaokerestaurantturns into chaosas there is a false fire
alann followed by the gangsters'shoot-out.Theseincidents in the karaokeperhaps
unhinge Kuo's originally strong identification with Taiwan since he starts
processingthe emigration of his family despitehis wife's disagreement.In the next
Act, the patriotic Kuo has already emigratedto Canada,leaving his wife and elder
brother in Taiwan, which is then describedasbeing destroyedin a war. Kuo returns
and re-uniteswith his wife and brother in the ruins; the three old people wonder
how to start a new life. This tragic sceneis then revealedto be imagined in the mind
of Little Deng for his movie, Fireworks that is yet to be filmed. Thus, this war exists
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only in the words of the film script; however the audienceis left to ponder the
significance of Little Deng's expression: "War is an illusion, an innuendo" (Lee

1997: 5 1). As this film script is 'coincidentally' finished on the samedate when
Hong Kong is officially returnedto China, this virtual war alludesto the possible
attack on Taiwan in 1997by China. This war is a theatrical preemptive responseto
China's threat of using military force to retrieve Taiwan. This imagination of war is
a reaction not only to the external threat of Chinesenationalism but also to the
internal social problems in Taiwan. The idealistic Little Deng who seesTaiwan as
corrupt and debasedproposesto appraisethis war from a 'positive' angle since
though it wrecks everything yet it also signalsthe possibility of a new start. Little
Deng believesconstructioncomesonly after destruction.By such logic, Taiwan has
to disappearfirst to gain the chanceto be bom again.
The finale is anothersceneof escapein which Peter,Little Deng and Wan-yu
leaveTaipei towards a patch of rice fields, walking further and further away.The
projections are photos of fireworks, then imagesof garbagepiled againstthe
backgroundof a blue sky. The opportunist Petermakesthe wish to survive by
protecting his own interests.Wan-yu, the alienatedchoreographerdeclaresthat she
fragrance
the
now smells
of rice, a possible sign ofýe-connectingwith the land,
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which the young Taipeineseof her generationhave lost. Peterposesthe same
questionaskedin the very beginning, "What is it, Taiwan?" "Don't panic. We are
not gonnadie", Little Deng's answersoundsnonchalantyet carries a senseof
powerlessness.There is a spirit to keep fighting despitethe previous negative
profiling of Taiwanesesociety.The projections then show Taiwan's famous
politicians and finish with the words, 'The End'typed automatically and run
repeatedlyon the screenaccompaniedby the clicking typing soundmixed with
indistinct gunshots.An eerie feeling of war/ending occupiesthe stage.
Part IV delivers different possibilities of home-makingfor both young and old
Taiwanese.Kuo, Old Kuo and Old Deng eachhave a specific homelandwhether it
be old-time Taipei, Japanor China in the nostalgic past. Kuo showsmorbid
district
he
his
for
business
the
the
where
spent
childhood.
resentment
renovation of
Old Kuo missesthe Japaneserule becausehe was better receivedthen than now
initially
his
Taiwanese.
Kuo
those
values
elash
with
of
when
old-fashion
young
refutes Sven,who holds Taiwan in contempt.But his fidelity is weakenedin the
virtual war when he escapesoverseas. After the virtual war, Kuo returns to Taiwan

but the familiar old home is not there anymore.Before we seethe rebirth of Taiwan,
the fearlessTaiwaneseconduct anotherescapefrom the city and arejettisoned back
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in
Part V.
to
the
city
again
Home in Taiwan is prescribedby uncertaintyand danger.The happy singing in
the karaokeis interrupted by the gangsterfight. Home, in the form of a
condominium unit, seemsas flimsy as the collapsing demo unit. The destructionof
the virtual war brings in hope for a new home that is yet to be built. The contentof
the new home is left unfulfilled while the escapealreadymoves the Taipeineseto
confront once again the city where more incidents weakenthe stability of a
home-boundTaiwaneseidentity. I suggestthat through an imaginary war, the
depravedimagesof Taipei, the fragile demo home at the construction site, the
presenthome in Taiwan is evacuatedof solid substance.Also, the escapesendsthe
Taipeineseinto anotherround of travel without a definite point of arrival. This
escapedeniesthe Taiwanesea return to the old home but leadsthem back to the city
whose statusof home is further challenged.The arrival of a new home seems
forever delayedfor the Taiwaneseare alwaysinvolved in anotherroundof escape.
Home, deliveredthrough destructionin conjunction with the escape,is never firmly
located in any specific place, but rather registered as an in-between space.

Through the travel initiated by the escape,the Taiwaneseencountervarious
de
heterogeneousconstitution of
times and spacesin the samesite of Taipei, where
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Taiwaneseidentity is uncovered.The trips have so far examinedthe social-cultural
network between.China, Taiwan, and other overseasChinesecities where the
attachmentto the city/home is unsettled.There is an urge to abandonthe home
constructbound by a fixed time and place throughout the series.In Part IV, the
family home for the old generationis destroyedin war; the new home for the young
generationyet to be built seemsonly an airy promise. Home in Taiwan, of whatever
ontological format, is not holding on.

Into the city, once more

After reactivating the escape,Part V.- Empty City shows snapshotsof the city
landscapesmixed with those of governmentalbuildings. The projection then refers
to Part V as "a bubble-like city comedy" (Lee 1999: 1), which highlights the
evaporatingcharacterof a phantasmagoriccity. Part IV demonstratesthat Taipei, a
hustling metropolis is, in a symbolic way, an empty city where nobody is solidly
grounded.In Part V, the alienation from the city is examinedfrom the perspective
of the marginalizedclasseswho revolt in order to reclaim their endearedhometown
that hasbecomea shamefulplace to live. They producepublic disturbances,like
arson,to expresstheir discontentfor a malfunctioning social machine.The
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vulnerable Taipei facesanarchistarsonattacksand a poorly orchestratedkidnap.
However, becausethey are presentedin a playffil mode, thesesocial riots I suggest,
render the city a place where everything looks suspiciouslyunreal.
The first Act begins with a news report about an arsonattack that just took
place somewhere.A man called Hu Ker-you (the pronunciation of which is similar
to 'fuck you' in Mandarin) claims responsibility for this arsonevent,which he
declaresto be the first wave of an anti-governmentattack. Someanarchist
conspiracyseemsto be sizzling. Throughout the city series,more charactersare
added,expandingthe representativespectrumof the Taiwaneseand the scopeof
appraisingthe multiple facetsof their home identity. The first Act introducesKuo's
neighbourseachof whom runs into sometrouble. Old Shi is a generalcontractor
whosebank savings,property documentsand six foreign passportsare all stolen by
his wife and daughterwho needmoney asboth are obsessedwith a gigolo from
Hong Kong. A-shan, an anti-social postmanstealsand bums mail. He and his wife
from China storepetroleum in large quantities,a clue to identify him asthe arsonist
ashe alsoboldly declares," Fire pushesthe society to move forward" (Lee 1999:7).
Different prohibition signs and fines of various kinds that you may find in Taipei
areprojectedin the beginning of the secondAct, pridicting a sceneof confrontation.
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Then, a news item is projected and identifies Hu Ker-you as the leader of the "We
want to changethe Tou-Jia Party" (ibid.: 12), which organizesthe anti-government
attack. Tou-Jia, meaning 'boss' in Taiwanese,is a term often used in political
campaignsto refer to the government.Hu Ker-you keepssendingthreatening
messagesupdatedon the projection screen.BesidesHu Ker-you's threatening
presence,the secondAct also presentsa group of young people who are not much
botheredby the anti-governmentarsonattacksas they are fully absorbedin their
individual worries. Theseyoung people who are mutually acquaintedcome from
Taiwan, Hong Kong and Singapore.They are about to fly away or just arrive at the
airport. Communicatingin Mandarin with various regional accents,they discuss
their future plans and feelings about presentTaiwan.
Among them is Kuo's son, Mao-xung who is trappedin a fraud lawsuit since
his boss set him up for the sakeof money. The frustratedMao-xung seesTaipei
(Taiwan) as an "empty city", which has nothing left "once one thing [money] is
pumpedout" (Lee 1999:43). He seesno future in Taiwan and.decidesto immigrate
to highly disciplined Singapore.Kuo who by now has alreadysenthis wife and
daughterto America, staysin Taiwan for he "eats, shits and will die here [Taiwan]"
(ibid.: 45). He still showsresidual attachmentto Tailwanthough all his family has
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practically moved out. While the Taiwaneselocal, Mao-xung is moving out, two
men from Hong Kong and Singaporejust arrive to seeka careerin Taiwan. This
gatheringat the airport endswith a sign carvedin bubble foams, 'No Lorry
Unpacking Here', dropping off in the wind. On seeingthis sign falling, Mao-xung's
Singaporeangirlfriend sarcasticallyasksher Singaporeanfriend who intends to
settle in Taiwan, "Do you really want to work in a country where nothing is for
sure?" (ibid.: 17). The young people from Taiwan and overseasChinese
communities are moving between Taiwan, Hong Kong, and Singapore. They have

diverseviews about Taiwan (Taipei) as the home where there are opportunities for
making money, but people care for nothing but money. Besides,Taiwan is not a
safehome, criticised as it has 'typhoons, earthquakes,kidnaps, arsonsetc.'
Throughout the play, Hu Ker-you continues committing arsons all over the

city. Even the motorbikes parked in front of a police station areburrit. However, the
police find no evidenceto link this eventwith the anti-govemmentconspiracy
mastermindedby Hu Ker-you. Their 'professional' judgment is that the arsonistis
teither a male or a female', a pretentiousinsult on the malfunctioning social
mechanismin Taiwan, which explains for the following anti-governmentactivities.
While the motorbikes are burnt, Old Kuo and

6eng
Old

are detainedin the police
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station after being caughtin a hotel room with a teenagegirl, Xiao-li. Under the
police custody,Old Kuo feels a strong senseof loneliness and describeshimself by
the title of a pop song, as 'The lonely bird resting on the branch'. Educatedin the
colonial time, this old man is marginalized in modem Taiwan where he is fined for
wearing a fanner's sampaninsteadof a proper helmet when riding a motorbike. Old
Deng, the Mainlander veteranwho camewith the Nationalists, feels cheatedashe
was told that the military withdrawal from China to Taiwan was only temporary.It
turns out that he hasbeenseparatedfrom his family in China for over four decades.
To expresshis discontentfor the goverment in Taiwan, a place full of lies, Old
Deng drawsa flag with a face that hasa tonguesticking out. Old Kuo and Old Deng,
the social outcastsaspireto their individual good old past.Thesetwo widowed men
place their love and attention on Xiao-li, anotherfigure of social alienation, a
suicidal delinquent from a broken family. Shelies to all including the two old men
who supporther financially. However, a solid friendship is establishedamongthese
three solitary souls: a desertedveteranidentified with China, a homelessteenager
plus an ill old farmer whosevaluesin life are outdated.Thesethree alienatedfigures
find comfort in eachother's company.
In this play, Taipei is plaguedby criminal acts. With help from A-shan, Old
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Shi kidnaps his wife and asksfor a ransomfrom their daughter.Old Kuo is also
involved in looking after the kidnapped.When the police visit A-shan's place to
check the dubious visa statusof his Mainland Chinesewife6, all are panicked for
fear that the police will discover the kidnap. As the highly nervous Old Kuo pushes
asideone policeman, a gunshotis heard.In chaos,all look around to seewho got
shot and Old Kuo screamsout "It is my testicles" (Lee 1999: 40). This outlandish
sceneendswith all the actors freezing still with their tonguessticking out. This
image of protruding tongues marks a sign of communal objection against the

authority-in-charge.More absurdlines are projected on the screen,"Panic and
chaosspreadall over the city. Hu Ker-you angrily declaresthat it is time for an
intermission after which Taiwan will becomean empty city" (ibid. ). This
paradoxically indicates the proximity of the fictional character,Hu Ker-you to the
audience;therefore,undermining his 'threatening' presenceon the stage.
After the inten-nission,this empty city is still not empty of 'unusual' crimes.
The police still chasingafter Hu Ker-you announce,"If we miss him, we'll just wait
until the next fire happens", another sarcastic conunentary on the appalling social

machinein Taiwan (Lee 1999:54). In one arsonsite, the police collect a note asking,
"Don't you think that we [the Taiwanese]have been living in an anarchiststatefor
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long enough?" (ibid.: 59). This voices the angerof the Taiwanesepeople and their
discontentwith a disorderedsociety of pervasivecrimes. In addition to the rampant
arson,the kidnap developsto the stageof negotiating ransom.Old Shi's daughter
hagglesthe ransomprice with her own father to saveher mother. While the father
and daughterargueover the price for the life of the wife/mother, a fire startsin
A-shan's housewhere the hostageis held. Everybody is then taken to the police
station and Old Kuo confesseshe causedthe fire by accident.Extremely nervous,
guilty and hopeless,this old fanner dies suddenlyjust when A-shan showsup,
claiming he is Hu Ker-you and leading everybodyto escapein a van. Then, a
toy-sized van and police car appearon a model landscape,chasingafter eachother.
The noise of gunshotsand the revving of enginesareheard.Finally, the van escapes
the police car in the chase.Thesediminutive vehicles in an implausible chase
decreasethe credibility of what has happenedso far.
The escapein the finale has Xiao-li, Kuo and Old Shi standing on a mountain
far from the city. The backgroundprojections show the city in dawn light; the three
talk about Taipei, where everybodylies in Xiao-li's view. Kuo has no faith in the
govenunentunderwhich no one is taken careof Old Shi describesa better city in
his dream,where people live happily in a stateof anarchy.Kuo takesout the flag of
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protruding tongue createdby Old Deng, claiming it to be 'Hu Ker-you ffuck-you')
flag', which he then implants on top of the hill overlooking the city. The final
projection shows more and more 'fuck-you' flags gradually coyering up the entire

city. The performanceendsin this projection and the image of the three characters
freezing still with their tonguessticking out.
The portrayal of Taiwan in Part V is dismal, consistentwith the previous
parts of the city series.Peoplelose faith and seeno future in Taiwan. The old people
are ignored and left alone. The young disdain Taiwan and plan to emigrate.The
society is attackedby crimes of arsonand kidnap while the social machine is
incompetentand unable to restore order. The city is destroyedthough only
symbolically, for the eventsof social disturbanceare narratedin preposterous
details and displayedin a diminished scale.The social commotion appearsmore
fantasticalthan real; it doesno substantialdamagebut doesaffirm that there is a
subversiveforce forming at the bottom of the Taiwanesesociety.The take-over of
Taipei by the 'fuck-you' flags in the finale illustrates the symbolic victory of

anarchismand provides the fallen city with an allegorical salvation, which is
attainableonly through an escapefrom the city.
The 'city series' demonstrateshow Taipei fýils to fulfil the ideology of
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home-nationin providing safety, foundation, protection and stability. In this series,
Taipei (Taiwan) doesnot mateh the aboverequirementsbut is a ehangingeity,
reacting to hostile politics and internal conflicts. The home-centredTaiwanese
identity is not stable in the 'city series'. The important figure, Kuo first advocates
passionatelyfor identification with Taiwan. His devotion to Taiwan is
compromisedin Part IV when he flees in the virtual war. In Part V, he moveshis
wife and daughteroverseasand he also becomesone of those who escapefrom the
framed
in
is
though
this
such
escape
series
not equal to complete
city,
an
abandonment. From Part III to Part V, Kuo's attachment with Taiwan is gradually
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constitutedof endlessreturns to the presentof Taipei (Taiwan). In envisioning a
better post-escapecity, our gazeis directedback at the city once more and our
imagination is activatedtowards a home yet to emerge.Travel is not conductedto
confirm the privileged locality in the presentnarrative but to exposeits
future
in
different
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Taipei,
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space,
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when
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and better condition. Here, what surfacesin the travel is the illusive double of the
city whose existencewaits to be substantialised.Travel deviatesfrom the city,
meanwhile leading to its double, but travel doesnot aim to enbancea
pre-determinedhome constructof an ontological statusand a stableidentity. Rather,
travel is a mapping strategyto render a time/spaceout of the presentof the city
which is continuously disappearingin the 'city series' that ironically has the city as
its subjectof concern.In this time/spacereleasedout of the present,the historical
and imaginary spacesclash into a heterotopiawhere spatio-temporaldifferencesare
re-consideredin mapping home and identity for the Taiwanese.

Conclusion: where to escape in a disappearing city?

The narrativesof home in ChapterFour teasedout a protean spaceof
spatio-temporalambiguity. The diasporic Taiwanesemove in betweenthe Present
and past, feeling out of place here and there.They re-visit the past homelandin
China with its cultural traditions, empirehistory and blood kinship re-inscribedin
presentTaiwan where home is a constantdisplacementof the home/landsof both
home
ffirther
in
Chapter
Five
Taiwan,
the
mapping
of
and
examines
past
present.
composedof cross-talksand city stories embeddedwith local cultural sensibility
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and everydayincidents. The 'cross-talk series' underlinesnostalgiatowardsthe past
in China framed in the 'beef-show' context, a performancegenreeliciting a distinct
Taiwaneseness.The 'city series' focuseson Taipei where no stablehome identity is
firmly established. Life in Taipei gives out a strong feeling of homelessness as some

Taipeineseare anxious about staying put while some are moving out. With the
exception of the old generationwho have a residual attachmentwith the land,
everyoneelseis on the move and this entire seriesendsin the leading characters'
escapefrom Taipei. However, the destinationof the escapeis never identified.
Taipei (Taiwan) though on the verge of destructionnever disappearscompletely in
this city legend.
The modem 'cross-talk series'in Taiwan startswith a story about a love-struck
Taipei girl who refusesto laugh. Her melancholy is adornedwith historical depth.
One host repeatedlyclaims that he saw,this girl 'before'in different periods in
feudal China. In the post-script note, Lai elaborateson the symbolic meaningof this
d6jA-vuegirl, who initiates the modem cross-talk in Taiwan, representing"some
beautiftil thing, sometradition, and somethingin the past..."(Lai 1:411). Thus, this
disappearing
investigates
Chinese
the
of
a
cross-talk
series
melancholy
modem
cultural tradition. I would arguethat this disappearanceis consideredin terms of the
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ambiguousconstitution of Taiwaneseidentity negotiatedin contentious
contingencywith the cultural homelandin China where the cross-talkmaster(s)
belong; figures who are always invoked but never appear.The absentmaster(s)has
a presencethat is problematically integratedwith that of the beef-show hosts.
With/out the master(s),the beef-showhostsrun the live show where authority of the
Chinesemasteris denigrated.The authority of the beef-showhosts is not solidly
establishedeither, since they always standin the shadowof the Chinesemaster.
In Part 1,the mastersare almost identified asghoststhen, disguisedasThe God
of Laughterlocked within the old parcelburied in history in Part 11.Part III presents
the masterin a modem image as he runs a personalwebsite and usesemail for
communication.A capitalist opportunist involved in mercantile Fongsui business,
the masterin Part III is 'almost' identified as one Taiwanesehost though it is not
finally confirmed. Besidestransferring the master fi7omChina to Taiwan, Part III
also usesthe beef-showrestaurantas the allegorical site of Taiwan. The big hole in
the restaurantsignalsa constitutive lack of authenticChinesephilosophy in Taiwan.
The Taipei restaurant,Taiwan emptied of Chinesethoughtshas seena flourishing
Yin-Yang School, which fails to rescueTaiwan from destruction.In the 'cross-talk
I
home
different
in the refugee and
the
series',
episodes examine
configurations of
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dis/re/ location experienceof people in China and Taiwan. In invoking the Chinese
master,the Taiwanesehostsconducta virtual travel into the other spaceto locatethe
Chinesemaster(s)and a cultural origin, but this travel leadsthem back to the
presentin Taiwan, where Chineseheritageconstitutesan internal lack.
Via travelling to the past of China, the presentin Taiwan is put into perspective
on both spatial and temporal planes.China originally positioned as the cultural
origin and eternalhomelandis deconstructed,but this travelling to the other space
also revealsthe constitutive lack of present-dayTaiwan. Travel slits openboth
spacesin the past in China and the presentin Taiwan which are immersedin each
other's difference.Travel enablesa glimpse into the utopia hidden inside the ancient
tomb and via the collapseof this abodeof Chineseancestors,"modem people [the
Taiwanese]find, re-considerand graspa more real senseof self' (Yan Hong-ya
1996:23). The episodesin the 'cross-talk series' delineatethe failure of the
Taiwaneseto inhabit any fixed placesof home. The homesin different formulations
are not tied tight to the land: the old homesflattened out by earthquake,the
temporaryair-raid shelter and the relocation village in Taiwan plus the already
changedhometown in China for the Mainlander Taiwanese.Home also depictedin
conflation with nation is hardly a seamlesswhole. Iýor is it framed as an imaginary
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home-nation
is
in
the
not
sustainable
either past or present.Furthermore,the
utopia;
beef-showrestaurant,Taiwan, is also on the brink of imminent destruetion.The
homesin the presentin Taiwan and the past in China are disappeanng.
In the 'city series', the Thipeineseleave the presenthome and travel into a
different future that never arrives. Like in the 'cross-talk series', Taiwan (Taipei) is
portrayedin a stateof disintegration and is never a solidly groundedhome.Also
similarly, the Taiwanesebeef-show hostsand the Taipeinesevia travelling into the
past of both China and Taiwan, fail to attain an identity fixed in presentTaiwan
constitutedby the differenceof the past.The first two partsof the 'city series'depict
finally
feel
detached
indifferent
They
to
opt
eachother.
and
a city wherepeople are
to run away from the city. This escapeleadsto Part III, where Kuo's trip of family
reunion takeshim to Beijing and major overseasChinesecities which are also
losing their homely essence.Hong Kong just before 1997lives on the favour of
China as a leased-outproperty. Beijing is prescribedby a Chinesenationalism that
doesnot stop the outflows of the Beijing locals. The Kuo family reunion in
Singapore presents a scenario of regional differences among the Chinese, implying

the difficulties of imposing a totalising Chineseidentity on overseasChinese
communities.
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The 'city series' writes a genealogy of Taipei (Taiwan) where people live in
anxiety. It is constantly changing as modem urbanisation wipes out private memory

have
land.
The
the
generation
either
with
young
cynical views about
associated
Taiwan or place their hope in emigration. The young Chinesefrom China, Hong
Kong, Singapore gather in Taiwan while the Taiwanese are moving out or are

hesitantabout settling down in Taiwan. The old people find it a hostile place to live.
In Part IV andV, the despairof living in Taipei culminates in the destructionby a
virtual war and an anarchistrevolt raisedby the underprivileged classesalthough
both possibilities are less threateninggiven their surrealpresentation.The finale of
the seriesmoves to a hill coveredwith the signs of protruding tonguesexpressing
disgust and discontentfor the city in its presentstatewhich the Taipeinesefail to
identify with. Nevertheless,they have a consistentlonging for a different city. Each
leads
'city
that
to escape,which provides another
the
a
crisis
series'
ends
with
of
chanceto dive into the city again,which hopefully changesto a better place.
In this series,the Taiwaneseare always on move to the 'next'journey via the
'ending" escape'.Without a destinationto arrive at, their escapeseemsan on-going
event. Each escapeleadsto the next entry into the city. The Taiwanesetravel not to
is
in
but
home
Taipei
'home'
that
that
to
the
witness
status
affirin
present
of
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boundaries.
I proposethat the 'city series' empties
constantlyreconfigured escapes
its
home
boundaries,
fixed
(Taiwan),
City
Taipei
the
the
and
within
as
out
signifier,
function asthe centreof identification. This seriesexposesa lack of home in Taipei,
identity
from
it.
home-bound
Taiwanese
A
the
to
escape
motivation
which provides
is impossibleto sustainin this seriesand I suggestthat the Taiwanesein thejourney
triggered by the escape,are homed in a diasporic spacethat is not locatablein any
fixed time and place. This diasporic spacespansin betweenthe city here in crisis
incorporates
following
is
its
double
the
to
there,
escape,
and
which yet emerge
and
the differencesof both the presentand past of the city. The Taiwaneseare hornedin
displacementsof both utopia (a better and different city in the future as aspiredin
the escape)and the presenthome in a dystopianstate(a boundedhome disfigured
by serial crises).
The desireto leave this chaotic and depressingcity/home is strong enoughto
motivate the cyclical escape,but the desireto make home is also apparentin the
disaster-struck
between
In
these
the
another
we
encounter
escapes,
cycle.
returns of
different
Taipei,
identity
The
home
is
hard
to
the
a
utopia,
wishful
sustain.
city where

is constantlyexpectedyet also delayed.This may look like a pessimistic view of
Taiwan ashome. However, I would arguethat by slýowingthat ontological home
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constructsareuntenable,at the sametime showing the permanentdeferral of a
future utopia, this seriesrefusesthe Taiwanesea fixed home place with a totalising
and homogenousidentity. Such an identity cannot adequatelyaccountfor the
diversified backgroundsof the Taiwanese.But, this seriesalso calls forth an
alternative formula of home and identity. Home in this alternative way is an act of
inhabiting the different times and placesencounteredin the travel resulting from
escape.Travel starts from leaving the boundedhome and giving up the present
identity so asto engagein a processthat revealsthe difference in the other space
outsidethe presenttime and space.The pre-given identity in the past homelandand
the presenthome is unpackedandre-constituted.TaiwaneseIdentity is negotiatedin
a diasporic spacemappedby travelling betweenthe past in China and the presentin
Taiwan as well as betweenpresentTaiwan and its different future.
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Endnotes

1Walking birds is a Chinesecustom,referTingto an act of taking a cagedbird(s) outside for a 'walk'.
2 During the Cultural Revolution, millions of urban youth (secondaryschool graduatesand students)
were mobilized and relocatedto the remote rural areaswhere they receivedrc-educationof the
'correct' ideology provided by the poor peasants.For more information, pleaserefer to TsouTang's
77ieCultural Revolution and Post-Mao Refornis: a historicalperspective.
3 The original poem, Through the YangziGorgesis by the great Tang Dynasty poet, Li Bai. A figure
of free spirit, he embracesmore Taoism than Confiicianism favoured by the dominating aristocratic
class.The translation of the original poem in the form of quatrain follows the translation of the 300
Tangpoemson-line at this University of Virginia site: http://etext.lib. vir.ginia.edu/chinese/fi-ame.
htm
From the walls of Baidi high in the coloured dawn
To Jiangling by night-fall is three hundred miles,
Yet monkeysare still calling on both banks behind me
To my boat theseten thousandmountainsaway
4 It is highly suspiciousthat this book is written by Lao Zi, whose actual existenceas a historical
personremainsuncertain (David Cooper 1996).
5 This film is about a tramp falling in love with a beautiful blind girl whose family is in financial
trouble. The tramp'son-and-off friendship with a wealthy man allows him to be the girl's benefactor
and suitor.
6 Marriagesbetweenwomen from China and Taiwanesemen are common.Yet due to the still
'hostile' relationship betweenTaiwan and China, these'Chinese' wives are not granted a permanent
visa as is in the normal legality of many other countries.
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Conclusion
A Poetics of Diasporic Space: Homing in Travelling

Moving beyond the past

To bring this work to its conclusion,I will first elaborateon the theoreticalgrid
in
its
diasporic
detailed
Chapter
One
theatrical
and
of
spacewhich was
manifestationanalysedin ChaptersTwo to Five. ChapterOne offered an analytical
in
identity.
diaspora
The constitution of
to
of
relation
space
and
examination
diasporadefiesthe essentialistconstructionof the nation-statewhich is closely tied
diaspora,
definition
My
investigation
the
territory
of
and
of
contemporary
with
race.

as deployedin sociology and cultural studies,showedthat it is historically
in
forms.
definition,
derived
The
various
classic
which
constitutedand engendered
its meaning from the experienceof exile for Jewish communities,has beenlargely
broadenedto accountfor the global and rapid flow of trans-national,capital, labour
and cross-culturalexchanges.Diaspora,in the presentcontext, signals an
identity
from
to
the
collective
evolves
nation-state,
whereby
a
geography
alternative

the physical andpsychological alienation from the home/land-both in the past and
present.
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Drawing on Bhabha'snotion of the "third space"and Foucault's conceptionof
"heterotopias",I explored the cross-culturalmomentum and spatio-temporal
dynamicsthat I view as essentialcomponentsof diasporic spacewhere Taiwanese
identity is negotiated.Diasporic spaceariseswhen the rigid boundariesbetween
cultures are disrupted and cultural differencesare hybridised in antagonistic
relations. Hence,the originary and pure contentprescribedto the national cultural
identity becomesproblematic. This effect, I have illustrated, in my analysisof the
in
inherent
in
Chineseness
Beijing
Opera
Taiwan,
traditional
the
where
modem
operabeconlesestrangedby foreign andTaiwanesecultures. In the perfonnance
in
demonstrated
I
have
I
the
manner
which the essentialist
conducted,
analysis
definitions of a 'Chinese' as well as a 'Taiwanese'national identity are challenged
in a diasporic spaceworking againstthe grain of an absolute,abstractand
homogeneouslyconstitutednational space.The home-nationof Taiwan,
heritage,
forged
in
was
endowed
with
a
cultural
representedas a sacredplace
contention,asmy performanceanalysisin ChapterThree demonstrates.
Furthermore,I have arguedthat the transcendentalsignifier of the home-nation
becomesenabledthrough the constructionof an imaginary utopia where differences
homogenised.
Town
by
In
Little
ofTainsid, time and space
class
and
are
marked
race
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were frozen in the past of Tamsui imaged as an ideal hometown to incite nostalgia
for all the Taiwanese.The constructionof a totalising home (in conflation with
nation) was also observedin Mundane Oiphan which portrayedTaiwan as a
sacralisedmotherland equivalent to Mother Nature, but also as a multi-ethnic
societywith discerriableinternal division. Thesetwo performances,in intending to
mount a Taiwaneseidentity bound to totalising and homogenousnational sPace,
revealedthe sPatio-temporaldynamicsof such essentialistspace.
Furthermore,nationalist discourse,in complicity with the ideas of home, is
depictedas restrictive in the sensethat it "devalues ordinary, everyday,subaltern,
...
"non-official"

experiences of home" (Rosemary M. George 1996: 15). Accordingly,

my argument progressed from dealing with the national context to the everyday

context and examinedhow the act of re/articulating the notion of home affectsthe
constructionof Taiwaneseidentity. The premise of this researchis to demonstrate
that Taiwaneseidentity is negotiatedin diasporic spacewhose fluid spatiality
destabilisesthe fixed and stablehome-nationconstruct.Living in the confluenceof
the past homelandand the presenthome, the diasporic Taiwanesemove in between
spaces.Consequently,I have posited that the narrativesof home examinedin
ChapterFourjuxtaposedthe idea of homeherein the presentwith the other spacein
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the imaginary past. My analysishas furthermore expoundedthe notion that in this
work the borderline is disruptedbetweenhere and the other space.On the
borderline, asmy analysishas shown, a realm of difference is stakedout where the
diasporic subject dwells. The Taiwaneseleft the presenthome saturatedwith
cultural and personalmemoriesvia which the past homelandwas re-configured.
They conductedthe virtual movementthrough novel writing, stageacting and
dreamingabout the other spacein the past embeddedwith Chinesecultural history.
The identity of the presenthome was destabilisedby the difference of the other
spacewhere an ideal homelandwas imagined and disfigured. The demystification
of the past homelandtransformedthe constitution'of home in the contingent
present.
I have alreadyarguedthat Taiwan presentsa location of culture where identity
is resolutely hybrid. In addition, I have assertedthat the notion of home asmapped
in diasporic space,is never finnly groundedin a particular place, for it is always
mediatedin the aspiration and memory for the homelandthat designatedChina in
the past, a concept which I thoroughly investigated in Chapter Four. The

spatio-temporaldisruption betweenthe pasthomelandin China and the present
home in Taiwan registers estrangement not only from China but also from Taiwan
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asboth placesfail to maintain the statusof transcendentalhome by erasing
differencesof various times and placesimbricated in the diasporic experience.As
outlined in ChapterOne, I have situatedthe processingof Taiwaneseidentity in a
diasporic spacethat interrogatesthe critical terrains of nation, culture and identity.
Hence,in ChaptersTwo to Four, I have arguedhow Taiwaneseidentity is negotiated
theatrically in a hybrid in-between diasporic space.In my performanceanalyses,
diasporic space,resourcedin the dislocation experienceis hinged on the ideasof
movementand travel. This is further explored in ChapterFive, where every story, I
suggest,is treatedin De Certeau'swords as "a travel storV': "a spatial practice"
(1988: 115).

Travel in thesestories not only underlined the displacementin the refugee
experienceof the Taiwanesebut also the mapping of Taiwan ashome on its own, as
well as in relative positioning to the other, such as China and Chinesediasporas.I
suggest that travel is the expedient analytic in mapping diasporic space, a space of

porosity and productivity. The constructionof home/landby setting up boundaries
homogeneity
home,
difference
fractures
the
the
the
other,
whose
of
excluding
spatial
is re-consideredin the spatio-temporaldynamicsof travel. Home in the diasporic
context is, I would argue,contingent on the psychoýnalyticalnotion of home as
I
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(unhomely)
the
of
which counteractsits normative
representative
uncanny
definition as a self-containedboundedplace of seclusionlike in the essentialist
nationalist discourse.The glorious history of feudal China, the past of perfect love
and the imaginary other shore,are various placessignifying the homeland for the
Taiwanese.The Taiwanesere-constructthe homelandthrough fragmented
memoriesinvoked in the present.The homelandis an imaginary construct carrying
the illusivenessof utopia; consequentlyit remains a lack in the present.The
diasporic Taiwanesetravel in betweenpast and present,here and there, whose
integration
is
broken.
Accordingly, I will continue
original spatio-temporal

scrutinising the narrativesof home under the conceptualgrid of post-modemtravel,
and I arguethat home for the diasporic Taiwaneseismapped in the act of travelling
that involves practicesof dwelling. "To dwell meansto live the tracesthat past
living has left" (J. MacgregorWise 20QO:
298). In this chapter,I first investigate
various ideasof home and travel in epistemology.Then, I tackle the dialectical
relationship betweenhome and travel; for -unlikethe traditional conceptionof
home/land as fixed in place, home for the diasporic Taiwanese is mapped as

indetenninatevia travel to the other space.As a result, I suggestthat travel in
diasporic spacerequires first leaving the home/laild, however it offers no
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destination. The significance of travel here lies in the rejection of any
pre-determinedgeographywhere culture, home and identity is contained.Home and
identity in diasporic spaceare constitutedby the movement of travel via which the
Taiwanesereconsiderand re-inscribe history, cultural heritageand the past
homelandin China as well as the presenthome in Taiwan.
Throughout the thesis I have maintainedthat the nature of Taiwaneseidentity
is problematic as it is negotiatedin contentiousrelation with both the totalising
The construction of an
Chinesenationalism and the essentialistTaiwaneseness.
essentialistTaiwaneseidentity has beenexaminedunder the scopeof cultural
hybridity and the ambivalent narration of the home-nation.Beijing Operais a
traditional theatrethat evolved from feudal China; it succeededin imagining and
integrating Chinesenational identity into its performanceaesthetics.However, I
have demonstratedthat modem Beijing Operain Taiwan stakedout a third spaee
that is neither pure Taiwanesenor Chinese.Since the late 1980s,Beijing Operain
Taiwan underwentmodernisation,receiving influences from both foreign and local
formulas
Because
the
of
operatic
were
cultures.
such cross-cultural confi7ontations,
appropriated in foreign texts and realist techniques of mise-en-scene were adopted.

Furthermorenew interpretationswere applied in the,old repertoireresulting in the
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fragmentationof the holistic sernioticsof traditional opera.To further dislodge the
inherent Chineseness in Beijing Opera, a project of nativisation, The Taiwan Rilogy

delineate
life
in
late
formulas
The
1990s.
to
the
the
operatic
were
used
of
was raised
Taiwanesehistoric heroeswho fought for the territorial sovereigntyand wellbeing
heroes'
harmonious
Taiwan,
the
under
united
of
community
representedas a
spiritual leadership.However, the stability of this Taiwaneseidentity was
invoked
in
irreconcilable
differences
Chineseness
by
the oPeratic
the
of
undermined
formulas. The codeseliciting ChinesenessandTaiwanesenesswere recastin
hybridity, through a negotiation of cultural differencesthat were not eliminated in
the combination,but were shown to be mutually constitutive.
In text-basedtheatre,I observedtwo distinctive attemptsin constructingan
essentialistTaiwaneseidentity via the narration of the home in conflation with
nation. Mundane Oiphan and Little ToWnof Tainsuiboth tried to make a utopia of
Taiwan but failed for two reasons.Firstly, Taiwan was delineatedas a multi-ethnic
form
diversified
identitieswere
the
singular
of
pitted
against
community where
national identity. Secondly,the attempt to formulate national spacethrough
theatrical representationis doomed to failure as this representationalways invokes
the other spaceof lived reality that is absenton stage,ýnd thus any identity
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predicatedon the pure reproduction of the other spaceis not possible.Hence,I have
suggestedthat national spacecannotbe firmly establishedin theatrical
representationwhich by nature fails to be a simple recollection of the social facts. I
have further arguedthat internal cultural differencesand spatio-temporal.disruption
in history are inherent to the constitution of Taiwaneseidentity.
In ChaptersFour and Five, Taiwaneseidentity was developedaroundthe
displacedhqme/land.Before I proceedto examinethe polemics of home, in order to
sum up my argumentadequately,I will briefly pursuethe relationship betweenthe
diasporic experienceof spatio-temporal.dislocation and theatrical performance,
which in part explains why theatreis a chargedsite where identities are negotiated
in contention.My analysisexploresthe spatio-temporalambiguity of theatrical
re.presentation,which underpins and extendsmy argumentaround the alternative
formulation of home and identity in coptemporaryTaiwanesetheatre.

The diasporic and the theatrical representation

In the performancesof ChaptersFour and Five, the totality of the identity
bound to the past in China and its cultural history was fractured as the past was
invoked in presentTaiwan whose differencesdisfigured this past. Such fi7actureand
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disfiguration are specific featuresof di.asponc space,which I read as a
manifestationof the notion of theatricality with regard to the failure of
representationin theatrical perfonnance.In the diff-usehistory where theatricality is
developedas conceptand discourse,it is used 'uncritically'by many theatre
scholars(JanelleReinelt 2002). For example,Michael Fried's oft-cited 19671
article regardstheatreas false representationfor its nature of mediation (via the
jeopardises
is
the
theatrical
the
of
artistic
autonomy
which
audienceand
condition)
utmost importancein Fried's modernist aesthetics.However, it is precisely because
in
is
fleshed
'theatricality'
that
theatrical performance.
this
out
of
mediating nature,
JosetteHral (1997) suggeststhat theatricality signals a virtual spaceof cleavage
where the spectatorand the actor engageto createthe theatrical via the 'gaze' that
marks the distinction betweenthe stagespaceand the quotidian space.It is thus an
experienceoutside of the everydayor its mimetic representation,emergingfrom an
interplay between"specific symbolic structures"of the theatrical and the "realities
2.
imaginary"
(ibid.:
297)
To explore the relationship
that make theatre
of the
betweenthe theatrical and the diasporic, I have examinedtheatricality from the
indeterminate
in
fundamentally
'time'
'space'
and
performance.The
aspectof a
fonner is "both now but past", "unrepeatablebut reýeated" and the latter is "both
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material but imaginary", "perceived but conceived" (David George 1989:78).
Theatricality allows both the performing subject and the audienceto move
from "here" to "elsewhere" in a temporal framework -wherethe forwarding paceof
time can be suspendedand reversed(Hral 2002b: 98). Inscribedin a 'different'
time and spacefrom the everyday,theatricality registersa notion of spaceas
transient and time asmulti-layered. Theatricality is heterogeneousin terms of time
and spacerepresentedin theatre,as in my cited,exampleof Foucault's heterotopia
for theatre 'simultaneously' opensto the outside as well as constitutesan enclosed
unit. The theatrical comesinto play in such an open-yet-closedspacewhere the
individual serniotic spheresof the staged(dramatic) placesintersect and disrupt the
original identity of eachother.Thesestagedplacesand times are not only
differentiated from the referential sites outsidethe theatrebut also from eachother;
yet they are forcibly strung together asa unified systemin nationalist theatre.
However, homogenousnational space,where identity is a fixed construct,is
inevitably fractured by spatio-temporaldifferencesthat theatricality brings out.
Theatricality is an act of representationin an 'other' spacewhere the
performing subject and the spectatormeet face to face. In his discussionof Artaud,
Derrida, whilst disclosing that theatre cannotescapýrepresentation,arguesthat
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begun"
(1978:
has
has
"it
250). This
no
end
as
representation
always already
acknowledgesa certain displacementand difference that has alreadyhappenedand
continues operating in the process of theatrical representation. Theatrical

it
loses
hold
its
the
reality
very
performance
on everyday
moment exists asa form of
representation.As the nature of representationdemands,the staged'reality',
deviated from its referential site in the everyday,also losesthe historical
constituencywhere the reality of its referential site is validated. Insteadof
duplicating reality, theatrical performanceactually gains its own life and reality via
theatricality, that arrives with a differential temporality and spatiality. The dramatic
narrative dictatesthat a time and spaceset up on stage;this 'here and now'not only
referencesa 'there and then' outside the theatrebut also remainsa distinct and
discreetentity on stage.Such spatio-temporaldifference is operativewith regardto
the dramatic time and spaceas well as to the spatio-temporalcoordinatesof the
audience.It is in thesegapsthat theatricality arisesas an event of differential
signification.

In discussingdiasporaand cosmopolitanismwith particular referenceto
theatre,Una Chaudhuri arguesthat the "intrinsic doubleness"of theatrelying in the
fact that it re/producessomethingprior to it resembfesthe "defining displacements
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and ceaselesstemporalizationsof diasporic experience"(2001:174). Theatre
thereforebecomesa preferred site for the diasporic subject, as s/he feels most at
home on the borderline of various times and spaces.The 'liveness' featuredin
theatricalperformancetaking place in the immediatepresentis a pertinent reminder
beyond
directs
lies
to
the
pastness
which
what
of
of representationon stage,
always
the presenttime and spaceof the theatrical experience.As such,the performing
between
the
the past spaceand the present
and
spectator
subject
are oscillating
spaceand henceformulate an identity constitutedin an in-between.In this thesis,
Taiwaneseidentities attachedto the essentialistnotion of home and nation as a
sourceof originality proved unsustainableboth theatrically and politically. This is
not only becausethe diasPoricTaiwaneseare constantlymoving acrossthe national
cultural border as a result of migration. Also, when Taiwaneseidentities are
constructedin theatrical performance,this processof constructionis disturbedby
the spatio-temporalambiguity of theatrical representation,which preventsthe
diasporicTaiwaneseandtheir identities from being fixed in a certain time and space
of the home-nation.
As discussedabove,the theatrical mode of negotiating meaningsis
fundamentallybifurcated, torn betweensomethingp-norand somethingimmediate.

A Poetics of Diasporic Space: Homing in Travelling

357

Somethingprior (such as the script, the rehearsal,and the referential site for the
fictional
in
includes
compositional
past,
which
constitutes
a
absence
stagedplace)
a
the ephemeraltheatrical present,which itself is instantly recedinginto the past.The
in
Taiwanesetheatrical performance
temporalisation
shifting spaceand_continuous
home
diasporic
Taiwanese
imaginary
that
the
the
to
of
analogy
cultural
makes
locality.
based
between
homeland
Identity
the
the
on the
and
present
negotiated
past
principle of self-samenesswould not sustainin theatrical performancewhere the
theatrical presentis constantlypunctuatedby a contingent past on the stageand a
referential past outside the theatre,both of which exist in a past that can only be
'discovered'but not 'recovered'. Hence,identity articulated through theatrical
representationis contingent and in processrather than a priori and fixed.
Theatricality is producedin the interplay between showing and hiding, and in
the slippagewhen different facetsof theatrical signs are in play. It provides a way to
confront and contendpostulatedreality and identity enabledtbrough the enclosure
of cultural signification and theatrical representation.This notion of theatricality
has implications for diasporic spacewhere identity is not bound to any fixed place
of home/landor nation but through mediating the past experiencein the present.In
re-inscribing the cultural and historical constituenciis of theatrical representation,
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tbeatficality is resonantwith diasporic spacein generatingdissonancethat perturbs
the identity mechanismsworking in national cultural contexts.In diasporic space,
identity is a constantprocessof negotiating differencesbrought out by the
here
disruptions
between
and
and there. In
presentand past
spatio-temporal
theatrical performance,identity for the diasporic subjectwho experiencesand lives
through dislocation is rescuedat a flicking in-betweenmoment, in the spaceof
theatricality.At the cross-overpoint, the signification of here and there, the home
its
in
ftiture
is
Taiwan
Taiwan
homeland,
China
Taiwan
the
and
or
and
and
juxtaposition.
in
difference
The
by
time
the
the
other
and
space
of
problematised
history
is
locality
in
identity
their
separate
cultural
of each
original signification and
put on hold.
To constructidentity in relation to time and spacein theatreis to invoke a
from
is
This
that
alterity points
stage
appearance.
alterity
withheld
spatio-temporal
to the lack in theatrical representation,whoseidentity fails to cohereas a whole. To
due
impossibility
is
futile
fill
the
to
to
this
of reproduction via
void
a
gesture
seek
representation,as such alterity marks an absencein representationand thus remains
from
inspired
by
the
Theatrical
and
alienated
also
representation
non-representable.
immersed
is
translation
theatrical
sigris,
which
are
already
of
everyday a processof
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in political and cultural differences.Thus, identities constructedin theatrical
perfon-nancearenot in completedconstitution as they areintricately mediatedin the
differencesof theatrical as well as cultural representation.In this thesis, I primarily
focussedon analysingthe structuresof the dramatic narrative, which I think of as a
in
in
Taiwanese
theatre
especially
relation to the
crucial element contemporary
mapping of home and identity. The notion of theatricality underpinning my
in
divulges
Taiwanese
slippages
and
gaps
articulating
performance analyses
many

identity in the framework of dramatic narrative.The spatio-temporalpolemics in
diasporic
in
identity
Taiwanese
the
experience allude to
contingence
with
mapping

the arnbiguity in theatrical representationwhich highlights the difference between
here and there,now and then.

Home in the diasporic context

Diasporastudies challengesthe rhetoric of totalisation and homogeneityin
nationalist discourse,demandinga considerationof the alternativesto national
cultural identities tied to a transcendentalorigin (along with the essentialisttenns
tangential on origin like tradition, language and race). These alternative

formulations of identity are instituted in linguistic aýd cultural practiceswhere the

A Poeticsof Diasporic Space:Homing in Travelling

360

dislocation experienceof the diasporic community, the corollary of migration is
re-considered.The notion of diasporic spacewhich I have been advancingis
constitutive of the myriad ways through which the diasporic Taiwaneseinhabit
identities outside the confinement of the timelesshome-nationand the invariable
homelandin the past. In diasporic spacewhere the definitive link with the
home-nationis discarded,Taiwaneseidentity is inscribed in the spatio-temporal
dynamicsactivatedthrough the act of leaving the home/land in both the past of
China and the presentof Taiwan.
In previous chapters, I investigated the polemics in constructing essentialist

Chineseand Taiwaneseidentity by the universal notion of home/land and nation as
transcendentalorigin endowedwith a stablegiven identity. I bave also tackled otber
stories about home of a different kind. Thesestories depictedthe mannerby which
the Taiwanesewere uprooted from the bome/landand relieved from the attendant
identity presagedby the organic tic with blood kinship and land. They also revealed
an alternativemapping of home that preferredno fixed bordersof exclusion but the
blurring and disruption of bordersbetweenthe presenthome and the pasthomeland.
Home is a highly contentiousterm for the diasporic subjectNvholives in a stateof
dislocation either physically, mentally or both. To retýrn to the homelandis neither a
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for
feasible
in
homeland,
diasporas.
The
concern
a
many
people
pnmary
nor
project
now different from what it was in memory is constantlyre-constructed,
incorporating difference in the present.Home is hence"a mythic place of desirein
the diasporic imagination" as well as "... the lived experienceof a locality" (Avtar
Brah 1996: 192).The double connotationsof home in the diasporic context nourish
feeling
here
diaspora,
home
belonging
both
In
to
there.
of
and
a mixed
simultaneouslyincites the past homeland and the presenthome both of which risk
slipping into the homogeneous national space via suppressing spatio-temporal.

differencesresulting from dislocation. This slippageI have analYsedin Chapter
Three, where in text-basedtheatres,home in Taiwan was framed as a utopia of
nationalist ideology.
Home in its ordinary context is where the subject feels safein seclusionby
setting the boundary and marking a delimiting field. The diasporic Taiwanesehave
from
home
home
by
bounded
they
the
are
alienated
present
no such
place of
as
nostalgia for the past homeland.To addressthis notion of home in the diasporic
fixed
is
the
to
the
to
assigned
pre-detennined
origin
context
problematise
home/landand at the sametime to examinethe historicity where home/land is
produced.Far more than a simple sum of the homelandand the home, mapping
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home in the diasporic context is complicatedby the dialectics of time and spaceasa
in
home
itself
discuss
displacement.
Now,
I
the
will
signification
of
consequenceof
the diasporic context. This I hope will be better illuminated by a comparisonof
home connotedin three terms of movement:diaspora,exile and the nomad.Then, I
will examinethe dialectics betweenhome and travel through which the diasporic
difference.
from
home
the
other
of
space
and engages
subject moves away
Diasporais an 'outer-national' term that registers"the constitutive potency of
identifies
itincrancy...
(Gilroy
1994:
distance,
"
207).
It
travel
and
space,spatiality,
by
in
historical
Evaluated
kinds
contexts.
various
of migrational movement specific
the featureof movement, diasporadenotesa senseof exile and nomadismbut is not
identical to both. All three terins exercisethe decentringforce of the dispersed
group at the margin. In terms of home, exile denotesa home alreadythere, waiting
to be reclaimed and retrieved while for the nomad, home is not as concretebut
investedin the self-indulging sensibility of homelessness.For the exile, home more
often implies a fixed location whilst the nomad seesin everywherea possibility for
home. The nomad has an unquenchabledesireto leave home but expectsno return
to anotherontological home groundedin a certain place. The nomadic identity
implies a notion of home that is constructedso radically like a self-centred
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subjectivity that is only conceivablein the impossible alibi of others and outside of
extant social political forces.
Nomadology aselaboratedby Delcuzeand Guattari has forcefully ruptured the
dominant socialpractice and cultural hegemonyin contemporarycapitalist societies.
The nomadhasbeenwidely cited as a mode of 'new' subjectivity in feminist
theories and minority literatures.Though Deleuzeand Guattan's nomad hero
provokes alternative ways to claim new territory, what their nomad occupiesis a
marginalisedspaceof alterity such as a desert,seaetc. Thesenewly acclaimed
spacesare where lines of oppressivepower have never reachedin the first place
(CarenKaplan 2000). Such alterity is more a theoretical deusex machina than a
lived social space.The subversivepower of the nomad appearsto be one that is
imposedby the cultural theorist, who speaksfrom a position above and outsidethe
margin. Besides,the mobile home of the nomad ispremised on his capability to
move freely and a strong adaptability to accommodateany changesin the
envirom-nent,both of which might only be possible if the nomad occupied a
materially privileged position to begin with. However, the nomadin post-modem
theory is endowedwith powerful protocols to produce identities that could subvert
the singular and transcendentalfonnat of national identity.
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Nomadology,where perpetualdisplacementis favoured, allows no room for
developingaffiliation in contingencewith the dialectics of time and space.A similar
critique can be applied to 'critical nomadism' advocatedby feminist theorist, Rosi
Braidotti. Braidotti's nomadism is in principle a critical self-consciousness,a
minority position via which the subject"resists settling into socially codedmodes
of thought andbehaviour" (Braidotti 1994:5). The representationof the real nomad
is framed as equalto the abstractthought of the nomadic. Takenout of sociality, the
nomad is someonewho choosesto be homelessso as to engagea nomadic life style
and thinking. This free choice of being nomadic indicatesa privileged position over
thosewho becomehomelessbecauseof forced dispersallike those Mainlander
immigrants to Taiwan becauseof the ChineseCivil War. The freedom of choosing
to live in a nomadic way alreadymarks them as differentiated subjects.They have
an internal set-upof home that they apply everywherethey go. It is a home of the
world, where ideptity is dissectedfrom the particularity of the placeswhich allow
its coming into shape(SarahAhmed 2000).
In comparison,diasporais historically contextualised.and generatesa social
spacewhere a collective identity is negotiatedthrough differencesproducedfrom
the experienceof dislocation from the pasthomeland and the presenthome.
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Homecoming for the diasporic subject is an act of postponementas it is always
between
here.
in
differences
there
and
present,
and
spatio-temporal
past
mediated
But the stateof exile stressesthe intention to return home, as if the homecoming
journey will b_ecompletedwithout interruption or mediation in the journey. For the
exiles, their identities "entail a vertical and primary relationship" with their prior
identities in the homelandbefore the departureand the diasporic subjectivity is
more structuredin hybridity and multi-sitedness(Hamid Naficy 2001: 14). The
diasporic subjectrecognisesthe necessityto leave home, as well as the
impossibility of reaching a destination at the other end. Diasporahails "the
living
homecoming7'
"the
necessity
among
and
of
of
perpetualpostponement
strangelands and peoples" (John Durham Peters1999:38). It heightensthe
importanceof not defining home by the singular format of home/land locatedeither
here and now or there and then. Leaving the homeshere and there,home for the
diasporic subjectis delivered in ajourney ofencounters with the spatial other.
The migrants' homelandhas now alreadybeen separatedby the distancefrom
diaspora,where it re-emerges.Vijay Mishra.in studying Indian diaspora,writes that
the mechanismsof "the diasporic imaginary" and displacement,constitute the
defining reality of Indian diasporas(1996: 42 1). Basedon the notion of the
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imaginary that frameshow we would like to appearto ourselvesand others,Mishra.
utilises "the diasporic imaginary" as a mode of imaginary identification with the
homeland,from which the diasporic subjectsuffers a traumatic separation.The
absenceof homelandsignifies a permanentloss in the presentdiasporawhere it is
desired,and consequentlya fantasyis constructedaround its absence,its failure to
be fully symbolised.There is no return to the past homeland,which can only be
re-configured through the mediation of lived experiencesin the presentdiaspora.
As such,the myth of homelandas an immutable origin is untenableas it is
transformedby difference in the present.Homecoming hencegains a new
perspectiveother than the pilgrimage to the holy native soil; it signals a journey of
disruption and heterogeneityinscribed in secularand contingent geographyand
history.
As the natural link to the past homplandis disavowed,the diasporic subject
developsan uncannyfeeling towards both the homelandthere and the home here.
The 'uncanny'in Freud's psychoanalyticwork is revealing when usedto explore the
contestednature of home/land in the diasporic context. Reviewedin a gendered
context, home is linked by Freud with the female organ as it denotesthe uncanny
feeling of man in his encounterwith the 'strangely familiar'womb (1919: 245). The

A Poeticsof Diasporic Space:Homing in Travefling

367

uncanny feeling incorporatesthe familiarity fosteredin the past, as the womb was
the original home to all human beings regardlessof gender.Home thus invokes a
pre-ordainedplace like the womb that is neverthelesslost forever in the very
beginning of life. The paradoxical sensibility towards the original home is the
simultaneousinvocation of familiarity and estrangementasit hasbeenhidden from
sight. This permanentloss generatesthe incessantlonging for a reunification with
the womb, or the migrants'homeland whoseoriginal plenitude is not validatednow.
The statusof the homelandbeing forever lost makes it permanentlydesired.The
impossible return to the womb, i. e. "the ultimate goal representedby nostalgia,
would constitutea true 'homesickness...(Anthony Vidler 1994:55). In the diasporic
context, the uncannyfeeling is first oriented towards the past homelandthat is
distancedfrom, yet engagedin the presentconstructionof home. Consequently,this
uncanny feeling gnaws at the familiarity with the home here and now that
henceforth is renderedstrange.This uncannyhome is intrinsic to the dislocation
experiencesof the diasporic subject for whom home doesnot designatea core
territory immersedin an aura of safety and stability, becauseit incites both
familiarity and its oppositionalfeature of estrangenient.In the caseof Taiwan, not
only doesthe homelandin China lose its familiarity when re-configured in Taiwan
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but also the home in presentTaiwan is estrangedby nostalgia for the homelandin
China. The territorial formulation of home/landis dislodged and home is mediated
in the dialectical tension betweenthe past homeland and the presenthome. The
primordial identities of botb placesare fretted.
The abovediscussionof home suggeststhat homecomingis a constantly
alienatingjourney that the diasporic subjecthas to conduct in order to feel at home
somewhere.Diasporic spacestakedout in thejourney is inscribed in the encounter
with the spatial other whose difference is mobilised in the dialectics of time-space.
It perturbsthe full presenceof the imaginary homelandin the past as well asthe
presenthome. This argumentaround the notion of home in the diasporic context
was exploredin ChaptersFour and Five. In the 'nostalgia series', nostalgia directed
towards the homelandin China did not keep the past intact asimmutable but
exposedits vulnerability in confronting the present.The longing for the homeland
was symbolisedby an ideal love or a perfect commandof martial arts that were yet
to be realisedin the other space,which collided with the presenthome in this island.
The past homelandin China as an invariable and pre-determinedgiven was
critically denounced.Meanwhile, the presenthome and identity in Taiwan was also
destabilisedby the haunting memoriesof the past and the incessantlonging the
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other spacearoused.The spatialboundarybetweenpast andpresentis disruptedand
the centresof belonging located in the past in China or the presentin Taiwan are
displacedby eachother.
History is endlesslyappropriatedin the diasporic context. Via re-constructing
Chinesehistory, the 'quasi-history series'openeda spacebetweenpast and present,
which was framed in a metatheatricalnarrative.The historical pastasnarratedin the
theatricalperformancewas alreadyalienatedfrom history. It was further removedin
an outrageousparody as a result of the personalfights betweenthe actors.The past
and the presentwere interlaced in the constitution of eachother.The presentin
Taiwan was allegorically embodiedby the amateurtheatretroupe, which the troupe
director hopedto sustainalthoughit faceda crisis of disintegration.The other space
of China where the GreatWall and the first ChineseEmpire invoked a unified
Chineseidentity was transformedin presentTaiwan via the distorted imagesof the
first Chineseemperor.Here, feudal Chinesehistory and its recognisednational
identity were strategicallyproblernatisedto incorporatethe differencesin the reality
of the amateur troupe in present Taiwan. The 'quasi-history series' also examined

modem Chinesehistory in a Taiwanesecontext via the connectiveBeijing Opera.
Both the Liang Troupe of Beijing Operaand the amateurtroupe in Taiwan faced a
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crisis of disintegration due to internal splits amongthe troupe members.The
Taiwaneseactorstemporarily united andthe Liang Troupenarrative from the pastin
China was elongatedto presentTaiwan via a successfulrunning of the renovated
version of a Beijing Opera episodethat Master Liang worked on but did not finish
before. This operaticrenovation stoppedthe amateurtroupe from breaking apartyet
whether it was eventually disbandedremainedvague.The encounterwith the other
father
director,
(where
Beijing
Opera
Lee's
China
the
troupe's
amateur
spaceof
and
belonged)transforrnedLee and his troupein Taiwan and vice versa.Lee returnedto
the pastto retrieve a familiar identity but he also questionedthe integrity of the past
re-inscribedin deceiving memory,just like Beijing Operain presentTaiwan was
fixed
home
identity,
from
foundations
The
the
of
a
spatial
alreadychanged
past.
and
totality and temporal continuity, are disrupted.
I have explored how the main population in Taiwan, the Han-Chinese
immigrants, theatrically re-inscribed their homelandin China, inevitably affecting
the mapping of their present locality in Taiwan. The totalising signifier of China

was reified not only through the personalmemoriesabout the past homelandbut
also in Chinesehistory and cultural traditions like Beijing Operaand cross-talk;in
both China is deemedas the origin. This cultural homeland in a Chinesepast was
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juxtaposed with presentTaiwan where home as a safeplace and a centre of
belonging was questionedand deliberatelyundermined.This was metaphorically
falling
in
theatre
troupe
that
was
apart in ChapterFour and a
reflected an amateur
beef-showrestaurantthat was about to be shut down in ChapterFive where the
disintegration of the presenthome in Taiwan was further addressedin the 'city
series'.
The conceptof diasporabegins with the movement from there to here and is
reverberatedin the endlessmovement of returning to and leaving here and there.
The diasporicjoumey is alwaysincomplete for s/hehas always alreadydeparted
from the original homelandaswell asthe presenthome where s/he feels dislocated.
Betweenthesetwo points, the main body of travel is substantiatedby encounters
with the spatial other acrossreal and imaginary borders.The diasPoricsubject
between
different
homes
is
blurred.
liminal
demarcation
the
space
occupiesa
where
The empirical meaning of movementis embeddedin the migration and dislocation
been
diasporic
locality
in
has
Taiwan
Taiwanese.
The
the
of
experience
present
mappedin dialectical relation to the other spaceof China, embodiedculturally,
ideologically or geographically.I would suggestthat the notion of travel and
movement in epistemology has resonance for mapping home and identity for the
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diasporic Taiwaneseastravel activatesthe spatio-temporaldisruption betweenhere
and there and the in-betweenmovement enablesthe Taiwaneseto inhabit different
times and placesof both past and present.
The poetics of diasporic spaceevolved around the figure of travel through
which various spatialities areproducedby the mobile Taiwanese.The trips included
the wartime refugeestories, trips betweenoverseasChinesecommunities,
immigration and emigration in the 'cross-talk series' and 'city series'where Taiwan
(Taipei) was mappeddiscursively. Travel initiates the movementto and from here
and there, shuffling betweenthe presentand history, memory and tradition. The
diasporic Taiwanesewere moving betweenTaipei, Hong Kong, Singapore,Beijing
and Chinesediasporas.An exilic consciousnesswas ascribedto the Taiwanesewho
felt out of place in Taiwan and driven to escapehome. They left Taipei for some
unidentified place hinted in the end of eachplay in the 'city series'. This
unidentified other place was neither the old city they havejust evicted themselves
from nor anotherplace as the escapeseeminglyled back to the samesite in the city
that lacked the substanceof a safehome and an assumedidentity.
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The dialectics of home and travel
Home, when conjured when/wherethe strangeris kept out, is not a 'natural'or
neutral place.The term home country marks home both as a private and a public
concern.Nationalist discourseoften usesfamily and community asthe foundational
unit of nation, an extensionof home where people are kept within a bounded
territory, the domesticpropriety of which is gainedby excluding the spatial other.
Home country thus constructed,has an identity whose stability relies on the
immobility of home fixed in place. Here, home designatesa permanent
establishmentthat not only accommodatesthe pastbut also the future. Sucha home
is characterisedby spatial totality and temporal continuity. This continuity is often
elicited through invoking a glorious pastwhere sharedmemoriesare preservedand
a future where utopia is imagined as an alternativeto the presentthat is often
troubled. Hencehome only representsa geographicalsite, a passivecontainerthat
however could not accountfor the lived experiencesof dislocation of the diasporic
community that intrude on the integratedspatio-temporalregimesof home
constructs.
This spatio-temporaldialecti.cs betweenpast and presentinforms the mapping
of home, a prevalent theme in the narrativeproduction of Taiwaneseidentity in
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contemporarytheatre.I have already arguedthat home in the diasporic context is
inscribed as an uncannynotion, negotiatedin the relative perception of the familiar
and the strange.In ChapterFour, the familiarity of the presenthome was estranged
by the other spacethat containedthe pasthomelandin China and its cultural history,
Or, this other spacewas embodiedby imagining a different future of Taiwan in the
'city series' of ChapterFive. In my view, nostalgia for the other spacewas targeted
at a pre-diasporicpastbefore Taiwan was separatedfrom China. Or, it was directed
at a post-diasporicTaiwan where there would be no internal differencesand social
conflicts resulting from diasporic experience.Both are imaginary constructsthat
denotean originary home as the extensionof the primary womb in the
psychoanalyticalsenseand they incite an uncannyfeeling generatedin the distance
from the womb afterbirth, i. e. the coming into shapeof the diasporic community in
presentTaiwan. The distanciation that wearsdown the familiarity of home has
alreadytakenplace at the very moment of birth of presentTaiwan. The return to the
imaginary home (the pre-diasporicTaiwan in the past or post-diasporicTaiwan in
the future) is impossible; however,the originary home continuesto invoke nostalgia
and to be desiredby the Taiwanese.Examinedin this uncannycontext, the past
homelandin China or the future in Taiwan is an imaginary home of completed
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constitution that never owns a full and originary presenceas it is constitutedof the
tracesand differencesof the other space,the home in presentTaiwan. The present
home in Taiwan also has no full presenceas it is differentiated by nostalgia
projected onto the past in China and the future in Taiwan.
For the diasporic Taiwanese,the uncannyfeeling towards the originary home
and identity is generatedin the dialectics of the familiar and the strangein the
re-inscription of the past in China and the imagining of the future in Taiwan. This
dialectics is operatingin contingencywith the spatio-temporaldifferencesresulting
ftom travel. Becausethe past homelandin China was not retrievable in present
Taiwan, its familiarity was estrangedby its distancefrom presentTaiwan, where it
becamea constitutive lack. In the 'city series', the Taipeineseescapedpresent
Taiwan for a different Taiwan in the future, which has never materialised.This
differencein the future also fonns a constitutive lack in presentTaiwan. Travel
brings presentTaiwan to encounterits spatialother (China in the past and Taiwan in
the future) whosedifference remains a constitutive lack in present.Taiwan.A home
of originary plenitude and holistic identity is impossible to recuperatefor the
diasporic Taiwanese.
My thesismoves to interrogatethe discursive significanceof travel in terms of
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a notion of uncannyhome in the diasporic context. Internal to the notion of diaspora
is the idea of travel and border crossing,agitating againstthe spatial totality and
temporal continuity of national space. For the sake of my argument concerning

diasporic space,I advocatethe appropriation of the tenn travel in its widest
implications: physical, psychological and discursive in relation to the social,
th
linguistic
The
20
political,
and cultural.
century has seenan enormousinterest in
travel in its various guisesand forms. In disciplines from anthropology,cultural
geographyto literature and sociology, scholarshave engagedwith spatial practices
such as diasporaand migration that testify to the limits of border and travel. In the
interplay of social and textual practices,they have examinedthe intricate workings
of ideologies and cultures in the conflictual encountersthat travel provokes (J.
Clifford 1997,T. Cresswell, 1997,D. Harvey 1989,M-L. Pratt 1992, E. Soja 1996,
J. Urry 1990).The abovescholarly works of travel illustrate that it is never a neutral
term and in its historical taintedness,its problematic involves gender,class,and
by
its
literal
denotes
Travel
the spatial practice
unrestricted
race privileges.
meaning
of leaving, returning, moving through, occupying and mapping, plus notions of

encounterand transformation during the journey. JamesClifford's notion of
"travelling cultures" endorsesthat most contemporarycultures aremore or less in a
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hybrid condition. He advocatesre-conceiving cultures as "sites of dwelling and
travel" (1992: 105). He further elaborateson a contextualised
"traveling-in-dwelling, dwelling-in-traveling" when addressingthe collective
diaspora
(ibid.:
dislocation
in
localisation
I 10). In a similar
of
as
experience
and
vein, lain Chambersin studying migrancy in relation to identity, calls for "a
dwelling in language,in histories, in identities that are constantlysubject to
mutation" (1994:5). The migrants' travel causesdislocation from the departed
homeland,whosememories and cultural history affect the shapingof the newly
immutaWe.
home.
departure
Neither
those
the
nor
arrived
of arrival are
points of
Consequently,the migrants'home identities arenot in fixity, but decreedby the way
they articulatecultural linguistic differencesencounteredin the travel. Home, in
this context, is "... dependingon the context in which it appears",communicating
the conceptof "settlement or unsettlemenf' (Trinh Minh-ha 1996:11).
The empirical senseof travel takesone from the familiar home to a strange
foreign place, about which a social imaginary is initiated beforehand,through
printed material such astourist brochures.The pre-emptiveimagination of the other
spaceaffectshow it is mappedin the actual travel. In SyedManzurul Islam's
(194),
is
the
the
travel
the 'sedentary
tourist
on
ethics
of
philosophical meditation
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traveller' who by drawing near the strangeother, confirms the strangenessof the
spatial other and re-assuresthe familiarity of home securedwithin exclusive
boundaries.The tourist leaveshome to reinforce the extant boundariesof home;
both the starting and finishing points arepre-determinedfor the tourist travels
backwardsin time and virtually stayswithin the boundariesof home. The foreign
place remainsexcluded as the strangeoutsideopposedto the home inside. The
tourist conductswhat JacqueRanci6retenns as a 'self-identical travel' in the sense
that travel is "giving it [the concept] the body in which we can 'read' it" (1994:32).
Travel becomesa metaphorthat is utilised to naturalisethe artificiality of an
abstractidea.Travel thus denotesa metaphysicalprocessto impose essenceon the
concept,which then replacesthe reality that remains invisible and unarticulated.
Ranci&reurgesfor 'non self-identical travel' that is not about locating an
interpretativebody to contain the pre-determinedconceptbut mapping the carnal
experiencethat exceedsthe conceptitsele. It is this type of travel that constitutes
diasporic space.
In non self-identical travel, one leavesthe familiar environmentand engagesin
an act of estrangingoneself. Whether travel familiarises the strangeother or
estrangesthe familiar self, dependson how travel is conductedand perceived.The
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difference of strangeplacesconfronts the original identity built on the naturalised
link to the place one comesfrom. One witnessesthe difference of other people and
becomesawareof one's own difference among others.The continuity of time and
homogeneityof spacethat makesone feel at home in a particular place is disturbed.
Travel in this mannersharpensour sensibility to feel spacein its fragmentsand time
in its discontinuity as it momentarily placesone in the intersectedtrajectory of
multiple times and spaces.Spaceis imbricated in time and time passesthrough
spaces.The normative synchronous perception of space and diachronic perception

of time is confounded.The spati07temporaldifference betweenhere and there,
home and the spatial other producedthrough travel breachesthe home-bound
identity, revealing that difference of the spatial other is essentialto the constitution
of self at home. In the self's encounterwith the other, one is "a being-for-other as
well as "a being-with-other" as "my other self' is unveiled to me ffrinlý Minh-ha
1994:23). Travel thus makes one questionthe wholenessand full presenceof a
self-containedhome and identity. It is this self/other, same/difference,
spatio-temporal dynamic operating in travel that is paradigmatic of home in

diasporic spacewhere uncannysensibility is generatedtowardsboth the past in China, the presentand the future in Taiwan all of wLh

are mutually constituted.
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Travel in the diasporic context is non self-identical for it doesnot seekto
confirm the steadfaststatusof the home/landin a fixed time and place. Travel
signals a time out of the presenttime and space.In this spatio-temporal
distanciation,De Certeauwhilst quoting Levi-Strausspoignantly writes aboutthe
paradox of travel and asks:
What doestravel ultimately produceif it is not, by a sort of reversal,"an
exploration of the desertedplacesof my memory," the return to nearby
exoticism by way of a detour through distant places,and the "discovery"
of relics and legends...? (1988: 107)
This is travel of the most basic kind. It activatesthe temporary evacuationfrom the
home to accessthe strange(and also familiar) other place outside here and now.
Travel acknowledgesin somewhereelsewhat lacks here/thereinsteadof
confirming the full presenceof a self-containedhome in either past or present,there
lack,
is
home
here.
Via
travel
to
the
connective
a
strategic
measure
map
as
or
uncannyfor travel revealsthe lack in both the past homelandin China and the
home
future.
in
Taiwan,
in
Travel exceedsthe
Taiwan
the.
the
present
present
and
limit of the boundedhome, where one departsto enter a foreign place (in a distant
from
departing
The
distance
the
turns the
one
where
re-inscribes
point.
past)
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familiar home in the presentstrange,meanwhile rendersthe strangeplace familiar.
Both placesareput in perspectivetemporally and spatially via travelling and the
original identities of eachplace are transfigured.
The travels of the diasporic Taiwanesedo not lead to a return to an originary
home that is lost forever, but rather engendera disruption of the essentialist
home/landbound to a certain time and place. The individual, as well as the
collective identity delivered in the narrativesof home, unfolds as the diasporic
subject travels;but this trip is never completelyabandonedoi-finished. Thus, each
narrativeof home in the diasporic contextis ajourney that dealswith homesickness.
But the home here has an assumedidentity whose full presenceis always indented
by the spatial other located in different spatio-temporalcoordinates.The diasporic
Taiwaneseare not identified with the home/landeither here or there, in the past of
China, or the presentin Taiwan. They are rather constitutedwhilst travelling in
between,during the journey where they encounterdifferencesof the spatial other.
Home is in processin diasporic spaceand homecomingis forever delayedbecause
the nearbyis alwayssoughtvia a detour of the distant placeslike the past homeland
ftiture
or
utopia. Travel carves an alternative geography of home as an act of

dwelling. In moving through various placesand times whose differencesare
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considered,travel becomesthe way to inhabit home in diasporic spacewhere
identity is constantlymediated in shifting moments and movements.

Homing in travelling
For the Taiwaneserepresentedin contemporarytheatre,homecomingis woven
into their experienceof dislocation mediatedby nostalgia for the homelandand
anxiety for the home in the present.Travel is a recurrentmotif in such homecoming
stories.In the 'nostalgia series', the Mainlander Taiwanese,Jiang took a
his
ideal love but in returning to the
be
trip
to
the
to
past
metaphorical
united with
present,he found his love lost forever. In the 'quasi-history series', the Taiwanese
actorstook a time trip into feudal Chinesehistory and the theatrical distortion of
first ChineseEmpire affectedthe formulation of the collective identity amongthe
Taiwaneseactorsin the present.In the 'cross-talk series' and 'city series', the
refugeeand migrant's travel causesdislocation and informs the dialectics between
homes,placesand identities. The trope of travel was explored in stories about the
temporaryshelterof war-time refugees,the return to the hometown in China and
between
China, Taiwan, and other overseasChinese
socio-cultural networking
communities.The refugeeslost their homesof safety and foundation; new homesin
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the relocation site were like a temporarygatheringpoint that lacked homely
beginning
disappearing
in
From
the
to the last knock-down of
the
substance.
girl
homesin the earthquake,Part I in the 'cross-talk series' introduced the
disappearancenot only of the Chinesecross-talktradition but also of the home
boundedto a fixed place. The disappearingChinesetradition, a securehome and a
groundedidentity had resonancein the ambiguouspresenceof the Taiwanese
beef-showhostsand the Chinesecross-talkmasters.The cross-talk masters
connotingthe Chinesecultural origin were constantlyinvoked yet also disappearing
as their stagepresencewas disfigured by the corporeality of the Taiwanesehosts
who faked them.
In Part 11,the missing master from China was imitated in appearanceor
demeanoursby the Taiwanesehosts.The authority of the Chinesemasterwas
downgradedas gambler and ftirther questionedin Part III when the masterwas
nearly identified as one of the low-class beef-showhosts.The episodesin Part Il
reinforced the thematic disappearanceof home. In a Taiwanesevillage, the home
for the relocatedMainlanders from China was characterisedby clashing regional
differences.The homesin both China andTaiwan were enlisted in a nationalist
agenda.Part III presentedthe loss of authenticChinesephilosophy as appropriated
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by local difference and the thematic disappearanceof home was conveyedvia the
beef-showrestaurant,which in allusion to Taiwan, faced a crisis of immediate
destructionthat was however indefinitely postponed.
I have suggestedthat in engagingin the other spaceof China (representedby
Chinesecultural tradition and philosophy), the Taiwanesefind the home construct
is not substantiatedhere or there and it is disappearingin both places.Taiwan's
future was castin dangerand uncertainty in the 'cross-talk series'. The desolate
statusof Taiwan as a safehome was explored through everydaydetails in the 'eity
series' that posedtwo questions:what is Taiwan and what is living in Taiwan like?
The answers,seeminglysuggestedin the titles of eachplay in this series,were
shockingly pessimistic as they gave the impressionthat Taipei (Taiwan) was an
leave
fought
to
to
where
whether
stay,
empty city
people were not sure
or
and
survive. A certain rejection of Taiwan as the home and the centreof belonging was
distinct. The mood of anxiety and frustration continued throughout the series,
provoking the symbolic escapeof the Taipeinese.The city was reviewed from a
broad perspectiveasTaiwan, China and overseasChinesecommunities engaged

.

frequent and intenseinteractions due to familial connections,businessnetworks
differently
by
backgrounds.
Taipei
the old and
was
common
evaluated
and
cultural
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the young generations.The old generationhad sPlit identifications with different
placesas a consequenceof Taiwan's colonial and migration history. The young
peoplewere reluctant in committing to Taiwanbecauseof its unstablepolitics, high
crime rates,polluted air and other social problems.
Throughout the series,the city was under constantthreat of destruction
through phenomenasuch aswar and arson.The governmentmalfilrictioned and the
police failed to maintain social order. If the motivation of escapein this serieswas
first about the uncertain political statusof Taiwan under China's threatening
nationalism, it changedas the underprivileged classrevolted againstthe
authority-in-charge,revealing internal division in Taiwan.All the destructive
actionsled the Taiwaneseto escapenowhereelsebut to return and explore further in
presentTaiwan.The escapecreateda distancefrom the familiar home in present
Taipei (Taiwan),which was then renderedstrange.In the 'city series', the diasporic
Taiwanesestruggledwith the familial bond with relatives in China and memory of
the past homelandthere, troubled relationship with Japanesecolonisation and the
failed
in
living
in
feel
They
to
a
anxiety of
metropolis.
grounded the city, which was

no ideal home.The final escapeoffered them a way out of the chaotic presentand an
for
future
important
journey
better
The
in this series
the
of
aspiration
a
city.
most
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was the final escapethat also led them back to Taipei 'again'to conduct another
round of investigation into its internal socio-cultural complexity.
By describing the city in its vulnerable condition, the city seriessomehow
produceda senseof theseTaiwaneseliving outside the very place they occupied.In
their movement around and out of the city, theseTaiwanesefound nowhereto rest
and could not identify any roots. In this series,eachpart beganwith the escapethat
concludedthe previous part. The Taiwanesehenceseemedforever trappedin a
never-endingescape,doomedto travel in order to engagewith the city once again.
Moving away from the city becamethe only way to accessa city that hasbeen
changingall the time in various individual journeys. One thing remainedunchanged:
the unsustainableidentity of Taipei (Taiwan) as a fixed and safehome. Travelling
activatedby escapebrought out more storiesthat interrogatedthe complex layered
constitution of the Taiwanese.The Taiwanesetravelled betweenthe home in the
future (that would becomethe presentin the next in the series)and the home in the
present (that soon turned into the past). Between here and there, now and then, the

TaiwaneseencounteredpresentTaiwan in various dimensionsof difference that
disruptedthe totalising home identity.
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Coda
Taiwan is an immigrant society where China is the abodeof ancestorsfor most
people. Cultural heritage from the past is conveyedin the Chinesenessinternal to,
for instance,the Beijing Operaaesthetics.The different socio-political history from
China has enabledTaiwan, a location of culture of an essentiallydiasporic nature. I
have arguedthat Taiwaneseidentity is prescribedby cultural hybridity in
contingencywith Chineseheritage as demonstratedin my analysisof modem
Beijing Opera.Taiwaneseidentity is negotiatedin a diasporic spacethat defies the
homogenousnational spaceand originary culture such as implicated in Chinese
cultural tradition. Not only is this spaceof Chinesenationalism refuted. The
constructionof a holistic national spaceof Taiwan is also problematisedin terms of
the ambiguousnature of both theatrical performanceand the narration of nation.
This totalising spaceis fracturedby thc.intemal conflicts of the multi-ethnic
Taiwanesecommunity.The stability of suchabstractnational spaceis also unsettled
by the spatio-temporallimit of theatrical performance,i. e. its immediacy which
constantlycancelsout the validity of the good old past that housesthe nationalist
belonging. Thus, the self-containedidentity of national spacedoesnot sustain
outside the theatrical here and now.
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Due to the open-endedambivalentnature of signification in theatrical
performanceand nationalist narrative, theatreas well asnation cannot effectively
remain in a closedtime and space.This is especiallypoignant to the narrativesof
home in the diasporic context where the subjectof migration and its corollary of
dislocation is taken up in ChaptersFour and Five. Throughout this thesis,various
ideasof home have been fleshed out, subvertedand re-inscribed. In the confluence
home
of self,
and nation, Taiwaneseidentity has been articulated contentiously.
Home as a place of excluding difference, as cultural origin and territorial core was

problematisedin the diasporic context where the figure of travel introduced a
spatial other. Hence,home was defined in the confrontational instancewith the
differenceof spatial other,an elsewherewhosestrangenessis causedby the distance
from here and now. Taiwaneseidentity is prescribedby the spatio-temporal
disruption betweenthe Chinesepast and the presentin Taiwan as a result of the
migration history. Suchdisruption is evidencedin ChaptersFour and Five wherethe
mapping of home for the Taiwanesewas examinedin the dialectical relationship
betweenhere and elsewhere.The spaceof China in the past and its cultural history
was decomposedand re-configured in presentTaiwan. Also, anotherfacet of
Taiwan was posedasdifferent from its presentcondition. The past in China and the
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in
Taiwanese
Taiwan
the
are
always
are not securelygrounded
changing;
present
either there or here. Home in diasporic spaceis mappedin displacement,explored
in the trope of travel that addressesboth migrational movement and its subsequent
dis/relocation.I have investigatedthe notions of uncannyhome and non
self-identical travel in the diasporic context, and their connectionthrough
constitutive lack. Travel to the other spaceservesto point to the constitutive lack
in
both
here
In
the
there.
the
series,
and
past China
over
nostalgia and quasi-history
was re-situatedas a constitutive lack in presentTaiwan, whose statusasthe desired
home that provided security and identity was problematisedin the cross-talk and
city series.The diasporic Taiwanesehad nostalgiafor the pasthomelandthat had no
due
in
the
to historical and cultural
present
ontological essenceand was an absence
alienation.Their appropriationof nostalgiaaffectedthe configuration of the present
home.
Besidesthe meaningof movementand dislocation, travel also denotesa spatial
in
different
identities
brought
in
that
placesand
positioned contingence
practice
with Taiwan. In the 'city series', the application of Chinesenational identity was
imaged
in
Taiwan
(overseas)
Chinese
Meanwhile,
was
as a
communities.
resisted
virtual city where life was in the shadowof a constýntthreat of destruction.The
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signification of Taiwan asthe safehome with a stablebinding identity was emptied
out. The Taiwaneseabandonedthe presenthome through actual or metaphorical
actions(emigrating overseas,imagining a virtual war and symbolic escape).Having
left the presenthome, they have not reachedanotherhome of ontological security.
What awaitedthem at the other end was anotherescapefrom the city, the next trip
into the sameyet different city. There was no return to the old home where identity
was disfigured, as travel introduced more andmore difference inside the Taiwanese
community. Here, home insteadof being a boundedplace to housea singular
identity via excluding difference signals an act of dwelling, homing in travelling as
a spatial practice of mapping homesin different placesand times. Travel discloses
the carnal experienceof home rather than the reification of a boundedhome or the
by
in
The
replacement
such
carnal
conceptual
of one
place another.
experience the
immigrant and emigrant stories expoupdshow the Taiwanesemap various places
and times in their lived experience.It also illustrates how classand generationwork
as indexesof difference that unsettlethe coherenceof the Taiwaneseidentity. Not
able to be rooted in either the past in China or the presentin Taiwan, the diasporic
Taiwaneseare homed in-between,in the very processof travelling. Home as
constitutedin travelling is not a place of homogeneity;it is pursuedin the
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spatio-temporaldialectics betweenhere and elsewhere,which prohibits the closure
of identification that is endlesslydeferredin difference.
Ontology privileges the notion of home asbeing here in a singular possession
like my home, not accessibleto the diasporicTaiwanesewho are refusedboth the
past homelandand the presenthome to return to since both are changedfrom the
original. The Taiwanesetravel without anticipating a fixed point of arrival,
acknowledgingthe necessityof departurefrom the past homelandas well as from
the presenthome. I have deployedthe notion of travel to map home in diasporic
space,asit provides a way of encounterwith the spatial other and a coming to terms
with otherly difference.The poetics of diasporicspaceentail an alternativemapping
of homevia travel that pertainsto a re-siting of bordersbetweenhere and elsewhere.
The elsewhereis not an ontological substitutefor herebut a spatial other markedby
its exteriority and alterity. In this thesis,this spatial other appearedin fonns
including the distant hornelandin China,the unified ChineseEmpire, its history and
cultural traditions like Beijing Opera and cross-talk,and finally Taipei in its future.
In this work, the past, the future or the spatial other, and their inassimilable
difference are recognisedas constitutive of the presentover here. The recognition
locate
forgetting
the
to
the strangeother in the
used
of othernessrequires
protocols
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topographyof the familiar time-spaceof the presentlocality. Travelling betweenthe
do
feel
home
diasporic
belonging
Taiwanese
to
the
the
a
as a
past,
not
presentand
given, nor is the desireof inhabiting either the past homelandor the presenthome
cancelledout. Rather,the feeling of dislocation generatesa trip of homecomingthat
surpassesthe fixed bordersof pre-determinedhomes. Such travel includes
in
between
leave
diasporic
Home
those
who come, stay,
and return.
encounters
is
space a complex dwelling practice composed of various patterns of movement

betweenpast and present,the home and its spatial other, the dialectics of which
implies the lack of a fixed home of homogeneouscomposition that carriesa given
identity. Travel is a processof purging the familiar content of the home/land and its
original fabrication of exclusive culture and identity. In re-siting the borders
betweenpast, and present,here and elsewhere,the movement of travel is not
diverted
disrupts
line
but
to
that
a
continuous
coherent
a
one
reducible
and
from
in
difference
time
one point
space,
spatio-temporal orders;
criss-crossing
and

to anotheris brought out. Travel is the very way the subject inhabits home and
identity in diasporic space.
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Endnotes

1In 1960sAmerica, minimalist theoristslike Michael Fried and ClementGreenberg
were in searchof
the 'essence'of art. This echoedback to Artaud's searchof theatrein its pure essencevia a total
rejection of n-timeticimitation, traditional narration and characterisation.In Fried's argumentative
claims, "theatre and theatricality are at war today" and "[a]rt degeneratesas it approachesthe
condition of theatre" (1969:139,141), he expressesdisdain for the notion of theatricality as it is
foregroundedin the reception conditions of theatre,which are neverthelessessentialto its existence.
Theatricality openstheatreup to the gazeand interpretationof the other, the spectatorand hencein
Fried's view, is disruptive to the self-contained,absorbedart work in the modernist project.
2 Though scholars(Marvin Carlson 1998 and Philip Auslander 1994 for example)read Hral's
'theatricality' in the 1982 article (originally publishedin Modem Drama, here quoted from the
reprint in Murray's Mimesis, masochism,& mime) in opposition to performance.Fdral disagreeswith
such opposition, clarifying her view that "any performanceremainsnecessarilyinscribed in
theatricality"(2002a:5).
3 By

stressing on the 'carnal experience', Ranciere's anti-metaphysical notion of travel emphasizes
the process, i. e. the journey and the face-to-face encounters on the road. The carnal experience
reveals the difference of self among others; hence, it destroys self's wishfiil thinking of seeing others
as the same. Rejecting ungrounded and pre-emptive imagination about other places and people,
travel here highlights how home/identity bound to a fixed time and place is unsettled by the
difference of the spatial other. This mapping between here and there is "the human way Of making
flesh with words and sense with flesW' (Ranciere: 30).
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Appendix One

Chronology of Chinese Dynasties

The Origins of Chinese Civilisation
Xia
Shang
Western Zhou
Eastern Zhou (The Spring & Autumn
Period and the Warring States)
The First Empire
Qin
Han
Three Kingdoms
West & East Jin
Southern and Northern Dynasties
The Second Empire
Sui
Tang
Northern & Southern Song
Yuan (Mongol)
Ming
The Late Imperial China
Qing (Manchu)

2200-221 BC
2200-1750 BC
1750-1040 BC
1100-771 BC
771-221 BC (771 to 475 BC and 475-221 BC)
221 BC-AD 589
221-206 BC
206 BC-AD 220
220-280
265-420
420-589
589-1644
589-618
618-907
960-1279
1279-1368
1368-1644
1644-1911
1839-1842: The Opium War (the Anglo-Chinese War) was
the most humiliating defeat China ever suffered. In the early
nineteenth century, the British-owned East India Company
shipped tons of opium into Canton to trade for goods and tea.
Consequently, China was filled with drug addicts. In 1839,
Chinese authorities confiscated and burned the opium. In
response the British occupied positions around Canton. In
the following war, China was defeated by Britain's superior
technology. Unequal treaties were signed with Britain, and
other foreign powers; it was a time of unprecedented
degradation for China.
1850-1864: The Taiping Rebellion is a regional revolt
against the Manchus. During the mid-nineteenth century,
China had problems of droughts and floods. Economic
tensions, defeats by the West, and anti-Manchu sentiments
combined to produce widespread unrest, especially in the
south.
1911: Manchurian Qing was overthrown by the Nationalist
revolution. Kuomintang (Nationalist Party, KMT) first under
Sun Yat-san and then Chiang Kai-shek fought to unify China
and get rid of warlords.
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Appendix Two

Taiwan Chronology

Year(s)

Event(s)
.
*Information adaptedfrom the website of the GovernmentInformation Office of Taiwan
(Xvýgio. goy.tw)
*Originally, Taiwan was settled by people of Malay-Polynesian descent. During the
Pre 1600
subsequentsettlementby the Dutch and the waves of Han-Chinesesettlers,the aborigines
retreatedto the hills and mountains.
*When Portuguesenavigators first came upon Taiwan, they exclaimed 'Ilha Formosa'
around
(beautiful island),which becameits namefor the next four centuries.
1590
1624-1662 *The Dutch arrived and occupied southern Taiwan. Around 1626, the Spanish occupied
northernTaiwanbut were oustedby the Dutch around 1641.
*The Dutch were defeatedby ChengCheng-kung,a loyalist of the Ming Dynasty,who wason
1662
the run from the newly establishedQing Dynasty.The last remnantof the Ming Dynastywas
Icrushedby the Qing troops around 1683.
The Qing Dynasty declaredTaiwanto be a 'province' of China.
1887
1895-1945 1894-TbeJapanesedefeatedthe ManchurianQing in the first Sino-Japanese
War,and Taiwan
was cededto Japanunder the Treaty of Shimonoseki.
1937-1945:The secondSino-Japanese
War after which Taiwan was returnedto the Chiang
Kai-shekNationalists(of the KMT, Kuoniintang Party) in China.
1945-1949 The ChineseCivil War after which Taiwanwas separatedfrom China. The Nationalists
announcedrule over Taiwan in 1949when Martial Law was imposed.
1947(228 Incident)-Thefirst Nationalist troopssent to Taiwanwere undisciplined.High
inflation, shortagesof daily necessities,unequaltreatmentby the Nationalists,and unchecked
profiteering angeredTaiwanesenatives.The tensionexplodedon the 28th February1947.
Crowdsrioted acrossthe island, seizingpolice stations,arms,and radio stationsand killing a
numberof mainlanders.Thousandsof peoplewho had demandedgovernmentreforms were
arrestedand executed.
The governmentpromoted'CombativeLiterature', which was anticommunistin nature.
1956
Taiwanwithdrew from the United Nations.The KNIT governmentfaceda hugeiaentity crisis
1971
within Taiwanesesociety.
The argumentof 'ShiangtuWenxue', the grass-rootsliterature,sprangup, advocatingthat the
1976
literaturework shift the previous focus on nostalgiafor motherlandChina to local immediate
reality in Taiwan.
1987
Martial Law was lifted; civilian contactsbetweenTaiwan and the mainland were officially
allowed.
The first Presidentialelection announcedthe independentsovereigntyof Taiwan. President
1996
Lee Teng-hui of the KMT won the election.The 'mother-languageeducationprogram' was
L:!!
J
mp ante .
The DPP (DemocraticProgressiveParty) becamethe ruling power and Chen Shui-bian,the
2000
first presidentrepresentingthe DPR
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