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1992

Febroary 28 at 7:00p.m,
Bunkamura Theatre Cocoon, Tokyo

29 at 2:00p.m.

Buakamera Theatre Cocoon, Tokyo

29 at 7:00p.m.

Buakamura Theatre Cocoon, Tokyo

March 1 at 2:00p.m.
Bunkamura Theatre Cocoon, Tokyo

4 at 7:00p.m.
Nishi Ward Public Hall, Yokobama

® Prodeced by
The Japan Foundation ASEAN Culture Center
Buakamera

® Sp0ameed by

The Japan Foundation ASEAN Culture Center

Bunkamura

PAW 92 YOKOHAMA Steering Committee and

Yokobama City Nishi Ward Office (for e Yohohams perfocmunce)

O Suppocted by
The Ministey of Forcign Affairs
The Embassy of Siagapore

The Embassy of Malaysia
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Wtten by Leow Puay Tin OMalapsiad *
Artzic Ditecees+-Ong Keng Sen (Sagapoce> and

Krishen Jit (Malaysia> .
Artiszic Advisoe: -+ Kazuyoshi Kushida <Japan> '
Masic---Mark Chan egapoced
Cantonese Opeta Choccognapber-+-Joanna Wong (Sagapore
.

Japancse Teandatica of the Scrpeess e Kazuko Matsuoka Oeapendand
Katsumi Yamamoto {Jspan>

Rempab Dance Choccographer -~ Marion D'Cruz Malaysa

B

Seage Dengnerrerer J ustin Hill <Awstnalind
Lighting Designens=~Tracy Howitt <England>,
Masami Nakano (apasd, and Yusuke Okada (apand
Sound Desigace=+Kazuo Yamagishi (Japand
Seage Managerr---Kazuhiko Yamada (pasd> and
Dawn Westerhout (Sagapoee
Techaical Coordimatocs=Takashi Ogura (Jspan> and
Lim Yu-Bcng Sagppoced
*

Adainisaratos i Sagapoce-=Tay Tong (Sagapoce>
tmerpeetor === Riho Mitachi (Japand

eee

ActonLok Meng Chue Sagapoced
Claire Wong Malayniad
Loong Seng Onn (Malaysia>
Hideko Yoshida (Japand

L

Musiciana == Mark Chan Sagapoced
Sunectra Femnando Malaysia)
Lim Yu=-Beng (Sagapoce>
Koh Joo Kim (Sagapoce>
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From left vo right, Kuruyoshi Kuahida, Ong Keog Sea,
and Krisken Jit

L Sl S L

1963902 0, & Wil m JORTIINRYSL, £, &
IR KPR 7= o 7 4= T { D 2D,
WK E UTIER, MR 198sTD s K honn,

(LR AENESN), 1988 W2 O 27 202 X {M
®ELUTISH,

® 2)xeTyh

19309E 2 04, = 2 v TR PRERS MR 0% & & 5R00), 1984
EEDRINR. AN & RS, SRS A i AN O MY

B 274 T =D 2= RN, KMUT T TR

K- WROV-ANELTEI MGG KW, To?

Atk L2V =2 T RHUBL Y~ FT 2,

© PR S v vz
1929 E2 0, BOERWRLIET. 1966 7. A, N
BRR, WOATE X, MANMSPRGy syt o7 2
Amees &) R, WME, M E-FHETH D &y
ts, 198992 b Bunkamura s 7 X —2 2 — 2 N0, €
VT LM AR (@, 199V 0, "6 {0
CE2 D grbey (VT B, 19700 R), "2 20-ROUL
J (&M, 2% 08 L F,

®Ong Keng Sen

Bora in 1963, Ong studied law at the Natioaal Univer-
sity of Siagapore. While still a student at the university,
he was active as the President and Artistic Director of
the Varsity Playhouse, the wniversity’s theatre company.
His debut in directing came in 1988 with The
Childrea’s Hour (an entry in the Siagapore Drama Fesival),
Since 1988, he has been active as the Artistic Director of
TheatreWorks.

® Krishen Jit

Boro in 1939. He is Associate Professor in the History
Department of the University of Malaya, where he
teaches history and drama. In 1984, with a dancer,
movelist, and others, be founded the Five Arts Centre, a
producing body of theatre, dance, the visual arts, and
creative writing. He is widely recognized as the doyen
of Soumbeast Asian theatre as well as for his insight as a
drama critic. In his role as artistic director and pro-
ducer, he leads the Malaysian theatre world,

® Kazuyoshi Kushida

Born in 1942, After graduating from the Haiyuza Actor’s
Trainiog School, in 1966 be founded the Jiyu Gekijo
theatre company with Ren Saito (plywright), Hideo
Kanze (eod sctorf/arthwke direcwor), Makoto Sato (artiseic
direceoe), and others; in 1975, the name was changed to

03

On Theatre Jiyu Gekijo. Continuing his activities &' the
represeatative and artistic director of the above com.
pany, be has also taken on duties as the Art Director of
Bankamura’s Theatre Cocoon (since 1999, His represen:
tative works inclede Shanghai Vance King (srtistic
dicecror; firm performed ia 1979), Morto Naiteyo Frappa
(Cry some moce, Flappers) (playwright and arcimic directorn; flam
petformed in 1977), and Cousceuw, Ai no Hanran (Coss-
Cean Rebellion of love) (artisic direcroe; firm performed in
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@ \Mark Chan

Born in 1958, he is a sioger-songwriter and composer.
His momt recent albue is "China Blue.” His work is
koown for its uanique style that bleads Eastera and
Western music. He has written numerous scores for the
theatre, including those for TheatreWorks prodections
soch as Sound of 2 Vokce, The Daoce and the
Railroad, and Madame Mao's Memorics.

IOy Do K TFam FTI s Wororts
From left, Lok Meag Chee, Claire Wong,
and Loong Seag Onn
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® Lok Meng Chue,

Claire Wong, and

Loong Seng Onn
Lok Meng Chee is a veteran member of TheatreWorks.
Claire Wong and Loong Seng Onn, contemporarics at
the National University of Singapore, performed
together during their Varsity Playbouse days. Lok Meog
Chue and Claire Wong performed in the Singapore
pecformance of 3 Children in 1988 as Girl 1 and Girl 2.
It is Looag Scag Onn’s first appearance in this play.

BHAMF
Hideko Yoshida
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® Hideko Yoshida

While being actively cogaged as the leading actress of
On Theatre Jiye Gekijo, she also makes frequent appear-
ances in television and film, ber latest role being in
Owko wa Tsuraiyo: Torzjiro oo Kokubake (Tors
wmn  coafemer). Her representative works  include
Shanghai Vaoce King, Mowo Naiteyo Frapps, Cousc-
cav, Ai po Hasran, and Le Petit Prince. Amoog
the awards she has received are the Kinokeniya Theatre
Award’s Individual Prize in both 1968 and 1976, and
the prize for Best Supporting Actress at the 14th Hochi
Film Awards.

22PN DB AT I = D=2 AT
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TheatreWorks” office and rebearsal hall

which is siteased on Fort Canaing Hill.

Astached is their small theatre, the Black Box.
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® TheatreWorks

Composed of Malays, Chinese, and Indians, the
multicthnic nation Siagapore boasts four official lan-
guages: Malay, Mandarin, Tamil, and English. Histori-
cally, because theatre was also performed in Malay,
Maodarin, and Tamil, it was difficolt o get beyond
cthaic boundaries. In the eighties, however, attempts to
overcome those boundaries were made, led by Kuo
Paokun (cerrently Artiwic Director and playwright of the
Practice Thestre Easemble) and others. TheatreWorks is
the first Eoglish-language professional theatre company
1o have emerged during this period. Founded in 1985 by
actors Lim Kay Toag and Lim Siauw Chong. and stage
designer Justin Hill, it bas continued to produce experi-
mental works; the troupe is recogaized for their refresh.
ing interpretations. Currcotly, they enjoy one of the
highest andicace rates in Singapore. True to Singapore’s
melticthnic and cosmopolitan character, the members
of the production saff and cast include people of
Chinese, Malay, and Indian descent, as well as those
from Australia and Eagland.

The company has a wide repertoire, ranging from
Broadway musicals to the Japancse Kindai nogaku
shu CCollection of Modera Nod Py b\ Yukio Mishima;
however, it is especially recogaired for its origimal
pieces that keenly reflect contemporary Singapore.
Their 1988 musical "Beauty World,” the first made-in-
Singapore original musical, caused a sensation.

In recent years, aside from inviting artistic directors
from Malaysia, the Philippines, and Indonesia to put on
their own plays, the troupe has also organized a
"Writers' Laboratory,” its goal being to murture new
playwrights. (Refer 10 p. 23 regarding the “Writens' Labora:
woey.”)
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TheotreWorks' Repertoire

1985

"Be My Seshi Tonight” (Adapted from “Goose Pimples™
by Mike Leigh)

“Paradise Heights” (Adapted from “Glengarry Glen
Ross™ by David Manset)

“Love and Belacan™ by Michael Chiang

“Fanshen The Story of Change in an Oppressed
Village in China” by David Hare

1986
“Not Afraid To Remember™ by Kim Ramakrishnan
“Rashomon” by Rywnosuke Akutagawa
“Diary of a Madman" by Nikolai Gogol and "The
Maids™ by Jean Gener
“Ash and Shadowless™ by Chua Tre Wei
“The Window" by Frank Marcus

1987

“"Kindai nogaku shu (Collection of Modern Nob Plays) * by
Yukio Mishima

“Army Dare” by Michacl Chisng

“Elepbant Man™ by Bernard Pomcrance

“Dreamkeepers” (“Aveaue of Drcam” and “Second
Chance”) by Elyse Nass

198%
“Beasty World"” by Michael Chiang and Dick Lee
“3 Children™ by Leow Puay Tin

1989

“Miss Julie™ by Augest Strindberg

“"Mixed Sigoals™ by Michael Chiang

“Metamorphosis A Bimare Nightmare Comes
Alive™ by Steven Berkoff

“To My Heart With Smiles An Eochanting Story of
a Timeless Romance™ (Based oo the book of the
same title by Woog Moh Keed)

“Safe Sex™ (“As If He Hears™ by Chay Yew and "Jackson
on a Jauat™ by Eleanor Wong)

1990

“The Dance and the Railroad” and “The Sound of a
Voice™ by David Hwang

“M. Butterefly™ by David Hwang

“Long Green Socks”™ by Wiloa Woong

“The Retrospective A Festival of Singaporean Plays
1960~ 1990™

1991
“Fried Rice Paradise” by Dick Lee
"Trojan Women™ by Furipedes
“Trip to the South™ by Tony Perez
“"Orone” by Arifin C. Noer
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At a press coaference on November 28, 1991.
From left, Karoyoshi Kushida, Hideko Yoahida, and Ong Keng Sen.
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Creating 3 Children

The playwright Lleow Peoy Tia wos bora in Molocco, Moloysio in
1954, She mojored ia English literoture ot Moloyo University and
received o moster's degree from the University of Howoll, where she
studied playwrighting for two yeors, beginaing in 1985, J Chiddren
woi written while she wos of the University of Howeii.

The origins of 3 Children go back to a monologue called
Tikam- Tikam: and the Grandmother Said, which Leow
Poay Tin created and performed in 1981.  This play,
which I directed, had no script.  During the rehearsals,
which lasted twelve weeks, Poay Tin simply talked about
herself, relating such matters as how her pareats’ genera-
tion emigrated 1o Malscca from China and how it guides
the world of her contemporaries and herself today. More
than 2 huadred stories varying in leogth from a single
phrase to storics that ook five minutes to recount were
created in this manner. The performance was unusual.
The members of the audience were given dictionaries and
asked to choose words at random. Puay Tin chose stories
triggered by the memories evoked by those words.
Gamelan music accompanied the performance. Numbers
were assigned to various melodies and meters, and the
numbers were then chosen at random by means of darts.
What emerged from this process was not a linear narra-
tive, but rather a story abounding in images.

Tikam- Tikam provided the basis for 5 Children in the
sense that the later also abounds in images and anecdotes
illuminating the life of the people residing on Kappan
Road in Malacca, where Puay Tin was born. Although 3
Children, unlike Tikam-:Tikam, bad a script, it oo
demanded that the actors retrace their childhood, as Puay
Tin had done in Tikam: Tikam. The scenes in the script
overlapped with the actors’ personal expericnces. This
process continued for two months; the dialogue was finally
added in the third month. In July 1988 3 Children was
prodeced by my troupe, Five Arts Centre, at the Experi-
mental Theatre at Malaya University.

Krishen Jit
L

It all began in June 1988 when our troupe TheatreWorks
was performing the musical Beawry World at the Sin-
gapore Arts Festival. After the final performance, Krishen
Jit came 10 see me. He scemed extremely excited about the
show, the first musical ever originally created and
produced in Singapore. We talked about the possibility of
having TheatreWorks and the Five Arts Centre produce
something jointly.

In July, I received a telephone call from Krishen inviting
me to see a performance of Leow Puay Tin's play
Children. Puay Tin, who had performed a monologue by
Stella Kon called Emily of Emerald Hill in Singapore,
had already made a name for herself in our country as an
actor. After sccing the two plays (3 Children was an =

double-bill with Two Grandmotbers), Krishen and I ralked
well into the night. Both of us were excited about
Children's possibilities, although the play was too short
and we nceded to establish a connection to Singapore
itself. In any event, Krishen immediately contacted Puay
Tin, who agreed to revise the script.

The actors in Singapore began rehearsals.  Although
Krishen and I both served as directors, we managed to
strike a balance that avoided confusing the actors. A
powerful meeting between different creative spirits and
visions occurred. It represented the finest essence of
co-directing. Onc thing, though, was clearly understood: §
Children bad to well up from the actors” own imagination.
The directors role was to draw out the latent ability of the
actors, serving as a catalyst enabling the actors to confront
themselves, as the actors, together with the directors,
created the world of the three children. The entire
process was generated by physical experiences and memo-
rics rather than rationality. The introduction of clements
of Cantonese opera and eichi into the play also made the
actors’ rehearsals exwremely rigorous.

In November 1988 the new version of 3 Children made its
debut at the Drama Centre in Singapore. It was hailed as
the vanguard of a new movement in Singapore theatre.

Ong Keng Sen
L

Siace then, the creative exchonge between TheotreWorks ond Five
Arts Contre hos continued, with Ong Keng Sea dicacting for the Five
Arts Centre, ond Krishen Jat dicecting for TheotreWorks.

In Aprdl 1991 TheotreWork's most recent musicol, Fried Rico
Porodise, wos performed in Singopore. It wos written ond com-
pored by Dick Lee ond directed by Ong Keng Sen. Members of the
Jopon Foundotion ASEAN Colture Conter and Bunkomuro went to
Singopore with Kozvyoshi Kushida, the Art Director of Bunkomuro
Theotre Cocoon ond Artistic Director of On Theotre Jiyw Gekijo.
After Kushido sow his first ploy in Singopore. be ond Ong engoaged
in o lively discussion obout their respective theotre enviroaments.
On the finol doy of Kushida's visit 10 Singopore, Krishen Jit rushed
from Kuola Lumpur 10 porticipote in the discussion. An ideo wos
presented for 0 Joponese oclor 10 be included in the comt when 3
Chitdren wos parformed in Jopon. Asd 30, Mideko Yoshido joined
the production.

I am not especially involved in cultural exchange; I just put
on plays. My job as Art Director at Bunkamura has given
me an opportunity to meet a variety of people and under-
take different kinds of work. The position bhas also
cnabled me to interact like this with directors from
Singapore and Malaysia. The frequency of such opportu-
nities has been an unexpected delight for me. There is
plenty of opportunity to sce Furopean and American
musicals in Japan. Although traditional theatre and dance
from other parts of Asia are also performed here, works
that express the problems facing young Asians are hard w0
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find. And so, frankly speaking, my knowledge of this area
was limited. It was like hearing tantalizing rumors at the
school drama club that the club at the school nearby was
doing something really interesting. 1 felt the urge to
rediscover the Asian sensibilities, identity, and originality
hidden in the recesses of my heart after having been
baptised and raised in the Western theatre tradition. 1
think that explains why I created my own theatre troupe
and bave participated in the small-theatre movement. It
scems to me that encounters are beginning to take place
because people are forming friendships and working with
people they find interesting, and not because of a sense of
duty about becoming involved in Asia. But unlike in
Singapore and Malaysia, where people from different
ethnic backgrounds live together, we lack experience in
cross-culteral interaction. Since people from a very broad
range of cultural backgrounds are involved in 5 Children,
I expect that we will experience some confusion about how
1o accept others and assert our own views.
Kozuyoshi Kushida,

at & press conference on November 28, 1991,

My first travel experience in Asia was a visit 1o China
twelve years ago while making the film Tempyo no Iraka
(The roof tiles of the Tempyo Era). 1 was astonished that such
a radically different culture existed only three hours away
from Japan in a place where people looked the same as
Japanese people. During my trip, | saw a play performed
by a small theatre group in Yangzhou. 1 did not know
whether it was a comedy or tragedy, but I saw many people
who fit my image of audiences in the Asakusa district of
Tokyo long ago. Since the audience was laughing, I
figured that the play was a comedy. It seemed very
dynamic, I thought, musing that there weren't any come-
dies like it in Japan. The idea suddenly occurred to
produce something with other Asians. I wanted to study in
China, and asked the relevant organizations, but back then
projects of that nature were out of the question for ordi-
nary people. I thought that all the members of the Jiyu
Gekijo, not just myself, should travel in Asia, which would
cntail a great deal of money. Whenever I was on television,
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or was interviewed for the newspapers, | asked for some-
body 1o serve as a sponsor, to no avail, and I came to the
conclusion that I would have to accumulate the money
myself,

Consequently, when the subject of 3 Children came up, |
jemped at the opportunity. Twelve years after my experi-
ence in China, my chance finally arrived. It is extremely
interesting to think that individuals that just happened to
be born in Singapore, Malaysia, and Japan can create
something together. 1 do not kaow what will happen, but
I am looking forward to the experience.

Hideko Yoshida,

M a press conference 0o November 28, 1991

As you know, Singapore is an extremely cosmopolitan
place, and when members of my geaeration go to the
theatre they choose Western plays. As a child, I used to see
Chinese opera, which was performed in the streets, but it
is not very popular nowadays., 3 Children is like an
archacological excavation. Through it, we bave delved into
the unconscious of the inhabitants of Singapore and dug up
various memories sleeping there. In my own case, | recall
as a child being led by the hand by my mother to see
Chinese opera performed in the streets and taking my own
stool. Virtually all the members of TheatreWorks are in
their tweaties and thirties, Our parents” generation came
from mainland China, and 3 Children provides a way for
us to understand our world.

The "3" in 8 Children could sigaify the three countries
participating in the production Singapore, Malaysia,
and Japan. It could also suggest the three directors:
Krishen Jit from Malaysia, Kazuyoshi Kushida from Japan,
and mysclf from Singapore. In Japan, however, this magic
number is transformed into four, as a result of including
Hideko Yoshida as a fourth child. The four children,
Krishen, Kushida-san, and I are about to begin a journey
into the unknown.
Ong Keng Sen,

AL & press conference oa November 28, 1991
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3 Children

Introduction

The play is set in Malacca (Melaka in Malsy), the
ancient city of Malaysia. The city overlooking the
Straits of Malacca flowrished when the powerful
Malacca Kingdom was founded. Its position as the
most major trading port in Southeast Asia linking
Fast and West contributed to its prosperity. Build.
ings dating from respective periods of Portuguese,
Dutch, and British rule are scattered around the
center of the city, providing a glimpse of the
warbulent history of the city.

Malacca has another face: marrow back strects
lined with small, old houses, which form a
marked contrast o the powerful images left
behind by the Western powers. One of the streets
overflowing with shops of every description is
Kappan Road, where Leow Puay Tin, the author
of 3 Children, was born and raised. The home
of Malaysians of Chinese descent, the road boasts
numerous blacksmith shops, hence, “the black-
smith alley.” As 3 Children shows, the people
living there, who possess a varicty of occupations
and destinies, have a tough life.

$ Children depicts two women and a man, scem-
ingly two sisters and a brother, who are overcome
by a vague uncasiness and guilt. Seeking the roots
behind their feelings, they take a “psychic trek,”
in Krishen Jit's words, back to their childhood.
The children's journcy moves freely in time and
space, vividly reawakening forgotten memories of
things that happeacd on Kappan Road in the
1960s. In the spirit of British children whose
countrymen ruled Malaysia, they recount biuer-
sweet memorics, pretending. for instance, to cat
bacon, for the first time, under the North Star,
which they had never seen before. Other memo-
ries include the childish recollection of bed
wetting, an experience familiar 10 everybody. In
the process, the charming contours of the people
of Kappan Road gradually ke shape. As the
jumble of fragmentary anecdotes accumulates,
spectators begin to feel that they have known the
inhabitants of Kappan Road for a loag time,

The journey of the three children is also a spiri-
twal trek on the part of the playwright Leow Puay
Tin. Some of the anecdotal parts are drawn from
her own experience; other parts are fictional or
came from what she heard as a small child. Leow
Puay Tin says, “The fact was the encounter with
the working people’s mute drive for life, how they
sallied forth into a world as imperfect and want-
ing as they (as we alwo) are. The fiction comes from
the illusion of speaking for them, interpreting
them for people who will never mect them.”
Krishen Jit relates in detail the process by which

1

the play came into being in “Creating 3 Child-
ren’ (p.7 of this program),

In the second part of the play, the children’s
journey moves toward the heart of the mauer.
Whenever they happen upon something, they
draw necar what they arc sceking. (Is it a place or &
paychological suare?) In the end, lht)‘ arrive at an
cmpty space. They ask themselves what the mean-
ing of the journcy was, and whether it had chang-
ed them, “Maybe it is already clear that nothing
makes a difference. But this trek nudges them
towards another day.” (Leow Puay Tin)

But we cannot help perceiving that an aura of
death underlies this play, despite its haviog been
written with a light touch. Perhaps 3 Children
is a requicm written in honor of the people of
Kappan Road by Puay Tin, who grew up in the
back streets of Malacca far from upper-class soci-
ety, attended Malay University, studied at the
University of Hawaii, and now makes her way in
the world as a playwright, actress, and journalist.
Yuki Minegishi
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Synopsis

Please note that the actwal performance may dilfer shighaly.

® Characters (in order of appearance)
Girl 2

Giel )

Boy

Norrotor

° Po;n 1 7

The performers introduce themselves to the avdience in
the guise of children. Their movements, sitting in a line
and stretching and contracting their torsos diagonally left
and right, are inspired by the Islamic performing art
called rumpub or saman from the Aceh region of North
Sumatra in Indonesia.

2.

The three children, two sisters and a brother, journcy
together into the jungle riding on horses in a manner
echoing Cantonese opera. They are scarching for some-
thing such as a temple or a house on a hill, or a well
of sweet water to cleanse themselves. Something is chasing
after them. A horrifying creature? The three frantically
flee. They ride to the top of a hill, where they come to a
cliff, below which is a river. What awaits the children
when they leap into the river?

3.

The narrator talks about the three children. She tells how
they grew up on Kappan Road in the town of Malacca.
There were blacksmiths, coffin makers, owners of opium
dens, gangsters, drunks, gamblers, orphans, widows,
wife-beaters, and daughter-in-law beaters. People of every
kind were living there. When the three grew up, they felt
an urge to return o Kappan Road.

1.

The children learn a lesson while in school cbout how Mrs.
Loee boked fishcokes ond left them in the cupboord. Mrs.
Lee's children, Ah Chong ond Mei Ling, were both very
hungry. They snatched some fishcokes in her obsence.
What naughty children! But Mrs. Lee loved them just the
some.

5.

Riding on bicycles, the children pretend to be the “Famous
Five™ (from Faid. Blywoa's English children’s novels), They act
out Julian and Dick and George and Anne and their dog,
Timothy, who are playing by a campfire, cating sausages,
bacon, and bread, and drinking ginger ale under the

'3 V Ghi

North Star. But what is bacon? Where is the North Star?
(Ncither bacom nor the North Swar exist o Kappan Road...)

0.

A girl went to the wine shop with her grandmother to look
for her drunk fother. She noeded her fother to sign her
school report cord. After screaming at the girl ond saying
that he could not sign o report cord thot hed such bad
morks, be signed it anyway and threw it on the floor.

‘.

The grandmother teaches Girl 1 to pray.

3.

The boy dreamed about swimming in © green pool. There
were foceloss woter bobies made of flour floating in the
pool. When ho owokened, his mother soid, “go ond poss
woterl™ (go ond pee),

9.

The boy tells stories to his audience. The first story is cbout
a king ond his three doughters. The third daughter liked to
GO 1o the 0o neor the costle and poss waler there. The
second story is obou! Son Moo. He wos named Son Moo
("Theee Holr™) because he had only three stronds of hair. He
wos a very lazy boy who was constantly flying kites, so his
fother wos olways scolding him. One day the kite that Son
Moo wos flying got tangled with an enemy plone, bringing
the plone down. This instontly made San Mao o hero. The
commandor gave him his doughter to morry. But Sen Meo
couldn’t write, 50 he couldn’t sign his name on his letters.
He decided 1o put ink on his three stronds of hair and
stomp them on poper. The third story tells how once upon
o time there wos o jungle, ond in thot jungle there wos o
river in which there floated o sampan (fishing boat), and
in.the sompon, there wos food. The boy happily climbed
into the sompon. However, the food had been left there
for the decd...

10.

Cotching the children fighting, their mother tells o bedtime
story. There was once o man nomed Ah Ter (Piggy). He
got into o fight with his sonvin-low Tuo Pui (Ferse),
Becouse they fought oll the woy from their house to
Koppon Road, people came out of their houses to wotch
them. Tuo Pui: "Who soid | slept with your wife! She is my
mother-in-law!”, Ah Ter:"Lioel If you con sleep with my
wife, | con sleep with yours!™

11.

Girl 2, feeling that she is the strongest, is riding far ahead

UG ERBOINTRATHRIINIRASRICHOERIN S TRB G A OITRTTESRY )G, M0k



** 2 XDBOSLHREEN>TLOEVULBLESSNT /53 EDDED S UROH—DORELU LB\,

By BYILLE, PEREALRYALT, WLEITT, T
b, EORSBEIANDRR GO,

10.

DL TVIFRESEOHNLAT, BRAAREINIC
AUBELT(REILSE, ¥OR. 7= bo—(FKHEV)
BHYVELE, 7= Fo=RRADRF P 7 -TAC¥7")
CERBELLILS, 2ARESSEN 2/ F) 2 TY2E R
PUELAUNSOBVLELDTTSS, HELE WSRO HET
AL P27 TATBL>DADNNT7 ERELELAT,
BYUASLE/ RONRDOBUUL oBAN/; 7= o=
RO/ BRYRONNTZEBIALS RE>TERDN
NZ7ERE>TUVVALS,

plc2i2, N -BHOCLEATUT, FATARANITST
Lid, DED2 AL BRI 5, M2 X0,
e l., RS Ll TS,

12.

SR FREBDEEDLS AN ETHLEN > DB TY,
BER, LISALFANVILLEL, BFRLYISLLOT
THH, CARDORABERSUERPEIZLILL, TH. R
SRAZLELIAL 2> T RS 1DT, @k ENL(
P EXFLOERBLAANCRABE S FATRSTL
TuILe, B(ER>TATHRERH>AFER, FAYE
BRYBLEFZ A IAKEBVLITY, "BOTEBRLS, 69
Foboo & L RARRRINTY, FEQ, TRERLDOD
T, BVIZ, BEOHIOMAIEATLL,

l:;.
PluiE, LARDPEHTROTIH(BERI——1K14D

14

REREBOILEDONE DL HICTCE V4 7 Feim
HEOMIIINLHTVD, ML L Piciz, Bk
HETOEYL L WD L2 RVERS W2, LSANLR
SANCLD, LRREON, L2 ANORKWII 10D X

RE ALRREIDUANGTDS SHURCLD, KL

PO LAALL UL LHMBLTINTS, ot TIN ‘
AN D, TLHIZD L, PR -N, AALIRES? L’.?» 5

&

AuTiraobheaio?
I4.

SADFRLBOREN, BULHoAERAEVELT. KE
HTHIIZLTVLT, SUAS0ARDP K CEBONR
WMELLSLITLLITH PHFR AL LORHRENS
BOTOVIIZRULTY, LT, REMALFRLEL)IC
mTTLEIVILY,

15.

AARRO S GIES D, (T TERT, LU EAIT-TA
THLEUS SRS, EI ORI RS, WML A
RALDIIHT,

16.

EALSHYBELTVILA PALLER2LHNEDIL
AoV RAL, REL=REVAHALLDIHTRIZL
BT W2 Y, HIRUNBRSENEVIDTHA
L2756, BATSHTRS 02 RALDS

17.

BINSEBCDEAR A F 2y 2R 8LaANRULEHD
REGATVT, BB, ZHLELILBUBBANDEIALC
RETR, KASCHRFCEBITIOLIMELTVEILE
R Fzy PR F¥ARE=AHFAT, BFHNIAZHLISE
AVELA R Fxy20RLEBREN>TUVWT, XOAX
FERLTUVLLE. KOASBREMYEC(DIE, N Fx
22BVDL=REBREAST, MENILILE, ¥0EXR

BOR7 =) HRARTIOTY, RARNTNIRE. 7
= )RR Fxy20GBNELIDATVILSE, 7=



of the others. The other two try frantically to carch up with
her but their horses are 0o tired. They decide to rest.
12,
This is the story of the children’s grondmother when she
was much younger. She clrecdy hod five children. She
decided to put her sixth child in o convent as the fomily
was oo poor. But the convent would only toke crphons so
the mother sold her boby to Ah Piem Chim ("Opiem Aunty”)
for five dollors. When the husbond come home lote that
night and found out whot hod hoppend, he told his wife
that they had to bring the boby bock, However, the wife
said, "1 hove spent the angpow [monetory present in o red
eavelope) thot Ah Piem Chim had given me. ™ The husbond
did not say another word, nor did he eot his supper. And
for o long time ofter thot, he did not touch his wife.

13.

Girl 1 dreams of riding past rubber trees. On cach tree,
there is a mask of a god’s face. The faces are very peaceful.
Windbells are singing in the night. It is very tranquil. She
conjures the age when the gods were powerful. There was
a father god and a mother god. She was their daughter,
their treasure. Suddenly she arrives and sees her father and
mother, brothers and sisters and her grandmother all
are there to welcome her. She has finally come home. But
something is strange. It's 50 dark in the house. Where is
everyone? Gone without her?

The three children and their fomily are about to leave their

2( ).

house for good. They are leaving the grandmother behind.
The grondmother gives Girl 1 the paintings of their people
to take with her. Boy objects, saying that the paintings ore
rubbish and should be left behind. But Girl 1 forces him to
push the wheel-barrow corrying the pointings. Boy tokes
revenge by throwing the pointings down the cliff.

15.

The three children wake up from their sleep. They see a
path ahead and are about to resume their journcy. But the
sun suddenly sets again and darkness descends upon them.

106.

Two old women ond o mon ore tolking amongst them-
selves. “You must be very coreful when you go to the
toilet. Sometimes you con shit o lot of different things.
Once o woman had o stomochoche and when she went to
the toilet, she shitted o baby!™

17.

Peng Chek ("Undle Peng”), o dirty old man, lived next door
to the three children. He liked Guiness Stout. He had three
sons and eighteen grondchildren. Every evening, Peng
Chek would come ond sit in o big rattan chair ond tolk to
their grandmother. Peng Chek hod o room that he rented
out only to women. Each time o woman come to rent the
room, he would go into the room with her and lock the
door. His second son’s wife, Ah Lin, would then go and
peep. Peng Chek would catch her and beot her. When Ah
Lin died of concer, Peng Chek, pretending to be grief-
stricken, come to their grondmother. Grondmother gave

him four dollars so thot he could buy himself some Guiness
Stout on the day of Ah Lin's funeral.

18.

A Molay woman went 1o a beauty porlour on Koppon
Road with her husband. In those days, they connected
wires to o plug ond ron electricity through them in order
to perm hair. On this particulor day, the Maley woman
wos occidentolly electrocuted while her hair wos being
done. The hoirdressers stuffed her body in o bag ond
threw it into the river.

19.

The children are in the jungle. They suspect they are being
followed. Their anxicty grows and their horses will not
move. As the sounds grow louder, their horses jerk into
motion and they flee in confusion. Suddenly they hear
Mother's voice saying, “Children! It's only a dream!” But
when she is told that it is all 100 real, their mother in the
dream waves the children goodbye, saying, “See you, see
you." Girl 1 finds the solution to their troubles by playing
a game. Their Kappan Road mother appears, saying,
“Children, it's time to sleep!”
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Mother tells aonother bedtime story. There wos once o
villoge thief nomed Ton Chek (‘Uscle Ton'). Although he
stole from the villagers, the villogers forgave him because
his fomily was the poorest in the villoge. One doy, his
relatives tied him 1o o tree ond knocked out his eyes.
Having become blind, Ton Chek stayed in his house all
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Ride, ride, ride, ride, ride
Into the jongle

Ride, ride, ride

Looking for a somethiog
Ride, ride, ride..

On my horse, my faith
Ride, ride, ride..

Two sisters and a brother
Ride, ride, ride..

Riding in the pogle

Ride, ride, ride..

Away from the pan

lato the something

Ride, ride, ride..

Oa my horse, my faith
Ride, ride, ride, ride, ride.
Ride, ride, ride, ride, ride..
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2ay. To help his wife with the chores, he boiled rotten yom

o feed the pig. but because the yom wos not well-cooked,
e pig choked ond died. Ton Chek was then forced to sell
%3 two sons 1o the opero troupe in the next village. The
*wo children could not endure the hord troining ond they
often tried to escope bock to their home, but each time
they returned they were sent bock,

21.

The three children re-enoct on opera. For 18 yeors o
woman waits for her werrior husbond to return from the
wors. The husband returns, but becouse he hos eged, the
woman refuses to cdmit that he is her husband. “Do you
think you have no wrinkles or grey hoir? Go look in the
mirror.” 7l don't have o mirror.” “Fill a basin with woter
ond look closely.” After seeing hor reflection in the water,
the womon says, "Are you reolly my husband? Show me o
somple of your writing.”..."My husbond!™

22,

The husband (Boy) moves to embrace his wife (Girl 1), but
she runs away from him. He pursues her. She stabs him
with a kaife. Girl 2 appears and the two girls ride away in
laughter. The journcy turns into a nightmare. Suddenly the
boy appears, yelling: “Sisters, where are you going?”

® Port 2

l.

The narrator appears to introduce the story of Ang Tau
Mui ("Red Bean Sinter™), a Kappan Road child prostitute.
Oi, oi, Ang Tau Mui, there is a joke. From Kappan Road,
the bride was married without flowers in her hair!”

2.

Every doy ofter school, Ang Tau Mui sold her fovours in
the guise of selling red becn soup. One day, she suddenly
stopped selling red bean soup, ond the children did not see
her for mony doys. When they asked Mother when Ang
Tan Mui was coming back, she told them thot Ang Tou Mui
wos deod.

3.

The parrator reappears to tell about the child who was
given away, who was really Ah Kim, the aunt of the three
children. The “Famous Five” went on many adventures
while the three children of Kappan Road continued to play
in the back streets, When night came, they dreamt the
dreams that children usually dream of but which adults
forget.

4.

Ah Kim wos spoilt by her foster mother, Ah Piem Chim.
After Ah Piem Chim's death, she morried o toxi driver.
However, even morricge did not settle her. She told her
reol mother, the children’s grondmother, that her husbond
beat her, thot he didn’t give her ony living expenses, ond
1o pleose lend her some money. When her mother accused
her son-in-low of not supporting his wife, he told her thot
he gave her 200 dollors o month but thot she spent it oll
on gombling. In onger, the mother told Ah Kim that she

10 CDG

belonged to onother fomily , thot she wos even marre.
ond that she had no claim on this family. Ah Kim, who ho
debt-collectors chosing ofter her, begged her mother,
saying that this wos the lost time.

5.

The three children are waiting in line in front of a door.
Suddenly, Girl 2 notices that Girl 1 is not wearing any
shoes. Saying that she cannot enter unless she has shoes on,
Girl 2 rushes with Boy to a nearby shop to look for size
195 shoes for Girl 1. The shop carries all sizes but 195,
After much arguing, Girl 2 decides that it is better to wear
shoes that are 100 small than too large, so they return with
size 193 shoes. The shoes are too small. While biterly
blaming cach other for buying shoes that do not fir, they
suddenly realize that everyone is bare-foot. The door
opens. Despite Girl 1's resistance, the children enter.

0.

It scems to be the children’s house. They hear their
mother’s voice while they are hesitating at the entrance.
“Death has already taken place. Get on your knees to enter
the house. It is our custom to cater on your kaces if you
bave been late.” The children enter...

‘.

Girl 2 and Boy emerge from a narrow tunnel into what
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sppears to be a hospital. They encounter a woman who has
ried to commit suicide.

-~
j——
.

Girl 2 and Boy again emerge from a narrow tunnel to enter
s hospital. Another woman is necaring death, She says, "I
was alone for a long time. | remembered so many things to
tell you. But now, all’s too late. I shall die a public death
and be a completed story 1o be told. That's my punish-
ment.” Then the woman dies.

().

The children’s grandfather hears cbout his dying daughter,
Ah Kim. He tolls his wife thot they must go see her but the
wife says, "She is not our doughter. She is Ah Piem Chim's
doughter. | gave her away a long time ago.”

10.

I'he grandfather talks about going 1o Ah Kim's dismal and
desolate funeral,

Ah Kim's husbond buys o cheop lot in the cemetery. When
they corry her coffin over to the lot ofter the funerol,
someone else’s coffin is clrecdy buried there. The husbond
goes to the town's monostery 1o enquire and finds out thot
lot number 142 is open, 10 they decide to bury the coffin
there. However, there is not enough soil to cover the
coffin, and it is left exposed. Hearing from Girl 1 that the
coffin hod been loft exposed, the grandmother reclises
that she hos done o terrible thing.

12

Ab Kim has turned into a ghost in an opera performed by

21

the children. She refuses to return to the underworld. The
gatekeeper of the underworld forces her back and locks
the door. Suddenly, 2 woman appears and begs to see her
children. Ah Kim symphathizes with her, and together,
they plead her case to the gatekeeper. The gatekeeper,
fearing the Judge, is reluctant to let the good mother in,
but is seduced into doing so. The good mother cannot find
her children. Suddenly, strange sounds are heard. Is it the
Judge approaching? The good mother and Ab Kim run to
plead their cases before the Judge. The gatekeeper runs
after them.

13.

They run and run, turning into the two sisters and the
brother. They arrive at a strange house and enter it. "We
live here, don't we?” There is nobody inside. Suddenly,
there are many people outside beating on drums and
screaming. They have even begun 1o break the windows.
The children’s fear deepens. They, however, resolutely
continue their journcy. “Oh hunt the hunt, hunt the bunt...
looking for a house on a hill..a well of sweet water...we
dreamt and woken..hunted and hidden in scarch of a
something..."”

11.

The children enter a new space, the final space. It is an
empty space, devoid of objects or people. The Judge is not
there cither. “Who shall I fear now? Who will punish me,
who will forgive me, will we remain forever guilty? Ob
horror!” They attempt to play a game, make-believing that
they are judges. “Tell me all the bad things you bave done,
heard, and seen!™ But it is no use.."Shall we ead the
journcy here, or shall we choose to go further?”
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Theatre in Our Generation

Ong Keng Sen(.\n-u»( Dhrecwor, Thestre Weoeks)

a"\JShn Hl“(h-uhdﬂ Dvrecroe /Suage Devigner. TheatreWorks)

Singapore and Japan

Kczuyoshi KushidO(An Ditector, Beakamurs Thestre Cocoon/Artistie Direcsor, On Theatre Jiyw Gekijpo>

Ong =****As Art Director of Theatre Cocoon, how
» you combine your work there with your activi
ties at On Theatre Jiye Gekijo?

Kushido s+ Well, it has only been three years
since Theatre Cocoon opened, so it's been taking
up most of my time and energy. Personally, 1'd
like to do some more experimental productions in
smaller venues, maybe once a year or so, rather
than all the time in a large.scale theatre like the

Cocoon.

Hilleesses Yes, it's very important to have various
types of venues. That prevents you from getting
stercotyped.

Kushidarr**=l was very touched when I visited your
theatre, the Black Box, in Singapore this past
April because we also started out in a theatre
similar to that one (the Jiyu Gekijo in Roppongi,
Tokyo). I think that what we learned there is a
great motivating force today, so I really value
places like that.

Ong = That's also one of our concerns. As our
activities develop, we have more and more infra-
structure to deal with, leading to our spirit of
experimentation declining because of other pres-
sures, such as the struggle o keep the company
afloat, for example.

Kushidas+++**ln our group too, each year our prob-
lems of making a living grow more serious, as the
company gets bigger and the members now have
children to take care of. We really have to exercise
our ingenuity in order not to get crushed. At the
same time, the number of young theatre groups
whose main concern is the size of the avdience or
how much publicity they get is increasing as
Japan's economy develops. 1 feel quite apprehen-
sive about that, and feel that, as people who come
from a gencration that was very poor, it is really
up to us to keep the old spirit going.

Onges**=* 1 guess that's happening all over the
world. Most theatre companies start with high
ideals, but no money. By the time you have a large
company, you become afraid of losing audiences if
you do anything experimental, and you become
caught in your own trap. As one way o remedy
that sitwation, we began the Writers' Laboratory
program this March.

Thirteen up-and.coming young playwrights
meet once 2 week to co-write plays and to critique
each other’s works. We sometimes invite foreign
playwrights as well. We bhave public readings
where different plays are worked on by the

23

The Black Box

writers and actors every night for a week. Then,
also bearing in mind the comments of the audi.
cnce, the playwrights redraft their work. The
whole idea is to see a play actually being perform.
od and to see it as a process of development. This
will culminate in April next year with twelve of
the best plays being performed for three weeks.
By doing this, we hope not only 1o examine new
problems and new styles, but also to raise the level
of Singaporean playwriting as a whole. If you
affiliate yourself only with one group and just
continue to do your own thing. it starts to become
“incestwous.” This leads to complacency, which
then turns into boredom after a while.

Kushido **** I am very envious that you're able to
spend so moch time in just preparing for the
cruption and also that you can count on interested
people getting together for that type of activity. In
Japan, it might look as though Japanese theatre is
very advanced, but at the same time I think we
have forgotten a great deal of the concepts that we
started with.

Although there are a lot of theatre companies
in Japan, all the companies bave their own play-
wrights with them and they shut themselves up in
their own little shells. There are hardly any cases
where directors from different companies discuss
issues with each other, let alone holding discus.
sions between Japanese and Singaporean direc-
tors! Actually, we're in the midst of accepting
applications for a playwright's award at the
Cocoon. So far, more than 200 scripts have been
sent in far exceeding what we expected
30 it's rather overwhelming. The idea is to award
a prize to a play not just because of literary merit
but o try 10 see what mew directions we can

V @ Ghildren,
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explore, what new possibilities we can look at
We get five directors to cach choose a play, which
will then be performed next year. Previously,
sere had been no horizontal ties between play-
wrights, and we're hoping that this will be a step
sowards more interaction.

Hillesssns] first came 1o Singapore about ten years
sz0. Keng Sen was still a student and we were
both members of an amatcur English theatre
company. The English theatre company was like a
relic from the colonial days, but it was the only
ae doing theatre regularly. Many of the current
TheatreWorks members were also part of this
company, and our frustration used 10 build doing
smateur theatre. We thought, “why don't we make
wr own 'Singaporean’ theatre company?” And
thus, TheatreWorks was founded five years later.
Ihat's when we found out that Singaporeans were
sctually extremely thirsty to see Singaporean thea-
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theatre and thought about how it should exist, but
we are now really recogaizing the shortage of
writers. For one thing, in the past there was a
problem of censorship. However, we're quite
lucky because we're now at a time when cvery-
body in Singapore realizes the need for good
Asian theatre. Even in regard to censorship, for
example, the authorities have been letting us be
more experimental and do things that were previ-
ously prohibited, such as the nudity that was
allowed for the first time in Singaporean history
in “M. Botwerfly.” It wasn't such a sensational
thing but..we've been given permission to take
our first step towards progress, and now we must
make sure that the literary components that go
along with progress accompany us in the future.

Ongerr+»*What has the theatre movement in Japan
been like in the last twenty or thirty years?

Kushida****»* That's a very difficult question to
answer, and cach person has his or her own
perspective, so what 1 say does not necessarily
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represent the Japanese as a whole. The twenty
vears since 1 graduated form the actors” training
swchool and started the theatre company have
witnessed 2 tarning point in Japanese theatre. The
soe common factor binding all of us in theatre
who started around the same time is that we all
sged together; we could not be detached from the
various problems that accompanied economic
growth. When we were young. political events
and problems were something close to our hearts,
wo we often debated issues and felt the need to
communicate with cach other. Perbaps we wasted
s lot of time, but at least we were trying to speak
to others, to the outside world. Today, we have
entered an cra when those same kinds of nceds
are not felt for various reasons, one of which may
be disappointment. People have lost issues to
debate about because we've entered a so-called
peacefol” cra whatever the true meaning of
peace may be. Under its influcnce, there is now a
trend in theatre 1o look only inward.

Ong****=*1n a sense, our problems in Singapore are
quite different. As Justin mentioned earlier,
because of censorship, it wasn't possible to discuss
issues publicly. We were very oppressed politi-
cally, so we're tnlking about a very different
sitwation from what Kushida-san talked about
carlicr, about debates between the young. The
Singaporcans are just not accustomed to express.
ing themselves,

Hilllssssee I think that most artists produce their best
work when they're young and hungey, when they're
poor and thirsty for whatever it is they don’t have.
So in that sense, Singapore is in a good sitvation
(laughrer), We're hungey for good theatre, theatre
that will stimulate us intellecrually. We're thirsty
to express intellectually what happens in our lives.
But now, one of the side-effects of rapid economic
growth in Asia has been a change in the audience.
Now that they have become middle-class, petit-
bourgeois, they're no longer interested in educat-
ing themselves, which means that we bave to
educate them....It's crazy.

Kushidor»=»+ It's the same in Japan. In the past,
when the social sitvation was such that people
didn’t go 10 the theatre often, it was easy to focus
our efforts on getting them to come. Now, that's
not such a problem because going to the theatre
has become "fashionable.” The problem is getting
1o the true essence. It's casy to appeal o people
that don't go to the theatre, to urge them to come.
But it's extremely difficolt to make a point, to
make your position understood by an audicnce
that is already there laughing and applauding.

Hills*==*In Singapore, not even the most wonderful
performances get a standing ovation. Audiences
are more concerned about how to get their car out
of the parking lot before the others, so they can’t
really be bothered to appland. At our perfor-
mances at the Black Box, if you ask for their
opinion of the performances, we get comments
that are completely unrelated, such as the scats are
100 bard and their rear ends bure, etc. (laughrer)
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Ong'r**** Japanese theatre is technically very
advanced, but I think that the essence of theatre
lies more in onc person trying (0 communicate

something to another, so I'm afraid that because of
the fancy sets, lighting, and costumes, the audi-
ence becomes more and more detached from that
essence. | think that the moments of pure theatri-
cal magic lies in simplicity... How do you feel
about this, Kushida-san?

Kushidos+++++ | think that originally, stage technol-
ogy was developed as a means to an end. But when
people started making this a profession in itself,
the means became the goal, which leads to what
you were just pointing out. When the Broadway
show “Peter Pan™ was performed in Japan, all you
could think about was, “How arc they making the
actor fly?™. I think that every actor has this hidden
desire, this dream of being able to fly. But an
actor's job is not actually to fly, but 10 make the
avdience imagine that you're flying. Once the
technology to make actors acrvally fly is deve-
loped, the world of images ceases to exist. It was
probably very exciting when that Kind of technolo-
gy was first developed, but once technology starts
to have a life of its own, the original encrgy
becomes lost.

For me, the means to an end doesn’t really
matter. It could be the motion of a hand or a fully
automated crane. You just have to choose the most
cffective way for what you want 10 communicate.
It is important to decipher whether the method
you're using is stimulating the imagination of the
audience or whether it has become merely a ool
in itself. When a person points in a certain
direction and says, “That way,” dogs and cats look
directly at the finger, whereas human beings look
in the direction in which the finger is pointing.
Likewise, our work cannot be such that all of the
audience is looking at our fingers.

Hilll+==* Perbaps we're locky that, compared to
Japan, theatrical facilities in Singapore are not so
advanced (laughrer). We're always complaining about
it, but maybe it's what's forcing us 10 be more imagina-
tive,

Kushidar*****Y'es, and I think that what supports us
today is what we learned from those days. Talking
to each other like this, I'm realizing that on the
one hand, we have so much in common; yet, on
the other band, if I change my perspective a lintde
bit, there are so many differences as well. I'm
really looking forward to discovering those simi-
larities and differences in the process of working
together.

Anyway, I'm truly grateful that we were led o
cach other through the bard work of various
people. When you're a child, you become friends
with someone who, for some reason, draws your
attention, and you talk and talk about everything
you know or don’t know I really hope that
we can connect in that same way. Thank you for
an cnjoyable time.

At the Japan Toundation ASTAN Celtere Center, Tokyo, on
November 28, 190>
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The Practice of Theatre in S

Ong Keng Sen

In the sixties, Singaporcans were consciously
trying o forge a new expression, breaking away
from colonial ties. This is especially evident from
the work of Goh Poh Seng and Lim Chor Pee,
among others. The carly Singaporcan plays by
these two men were essentially influenced by
Cantonese melodrama and Western naturalistic
theatre.  The latwter included such writers as
Beckett, Ibsen, Chekhov, and John Osborae. The
pull of Cantonese melodrama was particularly
strong: this permeated deeply as could be seen
from the themes of family and filial peity. Even
then, indigenous theatre reflected two worlds: the
West and the East. This can be traced to present
day theatre.

This ecarly optimism soon petered off and the late
sixties and seventies were mostly dominated by
expatriate theatre.
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LR~ RDUNEDTOY 2L
The various programs of Siagapore theatre

=

In the cightics, the concern for identity was not
confined to a small core of individuals. Many
theatre companies have as their mission statement
the promotion of Singaporcan expression through
their own plays. TheatreWorks, the Necessary
Stage, and the Third Stage are some examples.
The fervour in the theatre coincided with a
pationalistic fervour in the late cighties when the
Singaporcans were beginning to develop a
national pride. The time was right unlike the
false start in the sixties. The Singaporean play
was here to stay.

The adaptation of the Western play was the tenta-
tive step taken by some companics. For example,
some productions taken up by TheatreWorks
include Samseng and the Chettiar’s Daughter
(adapted from Brecht's Threepeany Opers), and Nurse
Angamuthu’s Romance (adapeed from Peter Nichol's
Nuvional Heatih) The adapted play soon showed
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s deficiencies. It was essentially a grafted work
which was stilted and ultimately led 1o dissatisfy-
=g gencralizations of Singaporcan socicty based
oo the Western experience. However, it was a
secessary  experiment  which  was  eventually
counteracted by the emergence of three talented
playwrights, Stella Kon, Kvo Paokun, and Mi.
chael Chiang.

Kuo's piece The Coffin is Too Big for the Hole
198%) and Stella Kon's Emily of Emerald Hill
1984) paved the way for Singaporcan monodrama
and its subsequent presence in Singaporean thea-
tre. Coffin and Emily were the first Singaporean
plays performed overseas in Hong Kong and
Edinburgh respectively. Kuo's Coffin dealt with
tradition in a changing world which was efficient,
sameless, and cold; Kon's Fmily concentrated on
the life of 3 Peranakan (of Malay and Chinese blood)
woman and a gentler, warmer age and culture.
Boeh picces delved into memory and nostalgia; the
past and wradition were viewed warmly and posi-
tively as anchors to one's existence.

Michael Chiang's Beauty World (195%) took Sin-
gapore by storm. It placed Singaporean sterco-
tpes and sitvations on stage and unashamedly
established Singlish (slang for Singaporean Eaglish) as
wr communicative language. This happened at a
time when the Singapore Broadcasting Corpora-
©on was insistent on the use of received pronunci-
22500 (the standard British pronunciation) over the air.
Based on Cantonese melodrama and the Broadway
mesical, this musical, depicting Singapore’s caba-
ret world of the sixties, was another foray into
rose-tinted nostalgia and it touched the hearts of
many Singaporeans who left the theatre humming
the memorable songs penned by Dick Lee. The
three plays all broke through the sophisticated
vencer of the Singaporean avdicnce, and put them
in touch with a world they had left behind.

The power of memory and nostalgia is demon-
strated in other pieces as well. These were picces
which affected audiences and brought them into
contact with the very soul and heart of the Sin-
gaporean experience: modernity and sophistica-
tion which is skin.deep, and a subconsious desire
for the past, memory, and tradition. Experimenta-
tion in traditional Asian aesthetics within a con-
temporary framework has been a major direction
of Singaporcan theatre. This trend is particularly
evident in the works of Asia in Research Circus,
In Confercnce of the Birds (1991) the story was
told through puppetry and mask; imaginative and
full of life, it called on the audicnce to suspend its
disbelicf and enter into the world of the birds.
The complicity between the audience and the
performer was typical of the Asian performing
arts. Asia in Research Circus’ strong westerniza-
tion was in the French influcace of complicity and
joive de vivee amongst the actors with hints of
commedia dell arce. What is interesting however
is that the Asian quality of the picce scemed to
bave been seen through western cyes, with its
strong sense of the exotic. This tension of the
Asian and Western influcnce is still unresolved,
which makes for exciting observation of the Sin-
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gaporean theatre.

Through the late eightics, there were conscious
cxperiments to break the proscenium arch, which
bhad dominated Singaporecan theatre through the
last three decades. These experiments culminated
in 1991; Trojan Woman by TheatreWorks was
set in a quarry, while Coaference by Asia in
Rescarch Circus was set in a disused warchouse.
Actually, as far back as the sixtics, there had been
proposals to use warchouses as theatres by Goh
Poh Seog. but it was only in 1991 that this was
achieved. TheatreWorks' Alter Are bad the
audience moving from point to point on Fort
Canning Hill and from outdoors to indoors.

These are based on the concept of "happenings,”
where the auvdience is absolutely vital and it
becomes a secondary performer, as watchable as
the performers. Performance art also bas a role
in breaking the rigidity of theatre within a theatre
in Singapore. Historically, performance art began
as agitprop theatre. It brought performance out
of the stronghold of the elite by spilling out into
the streets and public arcas. Especially interesting
was Tang Da Weu's performance piece The
Tiger’s Whip in Chinatown in October 1991, It
was reminiscent of medicine men peddling their
wares with a dash of acrobatics and magic, as in
the old days. This was particularly appropriate as
the piece was about the availability of tiger
penises in Chinese medicinal halls in Singapore
despite  world  wildlife conservation treaties.
Chinatown was an important veaue it was a
target audience who would believe in the efficacy
of such a consumption and the medicinal halls
were in the immediate vicinity.

These outdoor productions and performance art
have a link with traditional street theatre in the
immediacy and casualness of the audience-
performer relationship.  Whether or not Sin-
gaporean theatre will move further in the direc-
tion of street theatre along the lines of the Bread
and Puppet Theatre in New York is left o be
seen. What is certain is that there is abundant red
tape whenever an outdoor production takes place
and the theatre of spontancous marches and dem-
onstration seems far away.

It is still carly 1o predict what will happen in the
ninctics. One is that theatre audiences may be in
danger of becoming too insular. The audience is
now making demands and this right belongs to
them. However, market demands may begin to
push out work which the audicnce feels is beyond
their Singaporean experience. Coupled with the
audience becoming more selective, this could be a
real danger. Theatre companies have to bold onto
their integrity and continue to push frontiers.
Two, with a new coascrvatism happening in
Singapore after the election results in August
1991, onc wonders what will happen to the alter-
native theatre which was beginning (o grow.
Would market demands force this to become
more peripheral than it already is ?
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