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Abstract 

 

Trace the origin of Shakespeare’s lost play Cardenio, and comment on Hakka Opera 

Betrayal. Lewis Theobald claimed that his Double Falsehood was adapted from 

William Shakespeare and John Fletcher’s lost play Cardenio. Hakka Opera Betrayal 

(Taipei 2014) is inspired by Shakespeare’s Lost Play Cardenio and is staged by Zom-

Hsing Hakka Opera Troupe. The Hakka performance script takes reference from 

Betrayal, the Chinese translation by Ching-Hsi Perng and Chen Feng, inspired from 

Cardenio in English written by Stephen Greenblatt and Charles Mee. Hakka Opera 

Betrayal, performed in Hakka language and played by Hakka music, features 

Taiwan’s local culture and presented by Hakka Opera, similar to the stylization of 

Chinese Jingju. I argue that, while theatrical mobility may exist in different 

adaptations, glocalization can integrate translocal cultures and theatrical performing 

methods. The issues of culture, sex, marriage, betrayal, madness and interculturality 

are explored in cultural mobility by referring to the locals in Shakespeare’s other 

plays. By tracing the trademark of Shakespeare’s authenticity, the intertextuality of 

Shakespeare’s Cardenio and Greenblatt & Mee’s adaptation are explored. In a 

comparison, Shakespeare & Fletcher’s Cardenio focuses on the homoerotic male 

friendship echoing Miguel de Cervantes’ Don Quixode; while the Hakka Opera 

Betrayal emphasizes brotherhood, filial piety, loyalty, and heterosexual love. 
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INTRODUCTION: 

 

Transnational Performance, Identity and Mobility in Asia 

 

IRIS H. TUAN AND IVY I-CHU CHANG 

 

This book investigates the representative international performances in the age of 

globalization from the vantage view of emerging dialogues on transnationalism, and 

intercultural politics of difference. This book consists of nine chapters. Each chapter 

explores the intriguing performance(s) in Asia, either of Asian or Asian American 

cultural heritages. 

 

In Chapter One, Ivy I-chu Chang investigates how Contemporary Legend Theater’s 

Hip-hop jingju in 108 Heroes of Water Margin I and II, adaptations from a Chinese 

classical, attracts young audiences, creating a cultural phenomenon. Chang probes 

into crucial questions: interweaving hip-hop and “Chinese Wind” (zhongguo feng) 

into an eclectic concert-like performance, will the Chinese or Taiwanese audience’s 

encounter with the Chinese signs and images that have been mixed with western pop 

music and Japanese Ukiyo-i (wooden painting) costumes give them a sense of déjà 

disparu and reengage them in a cultural past that has never been and yet to come? 

Will the performance outflank the pace with a subject always on the point of 

disappearing or emerging? Will the replication machine appealing to Asian market 

produce the signs of the real and short-circuit the vicissitude?  

 

In Chapter Two, Iris Hsin-chun Tuan traces the origin of Shakespeare and John 

Fletcher’s lost play Cardenio, from Miguel de Cervantes’ Don Quixode, Lewis 

Theobald’s Double Falsehood, RSC version, and toStephen Greenblatt & Charles 

Mee’s adaptation, and then comments on Hakka Opera Betrayal. Betrayal (Taipei 

2014), which has been inspired by Shakespeare’s Cardenioand staged by Zom-Hsing 

Hakka Opera Troupe. Hakka Opera Betrayal, performed in Hakka language and 

played by Hakka music, features Taiwan’s local culture and is presented by Hakka 

Operasimilar to the stylization of Chinese Jingju. Tuan argues that while theatrical 

mobility may exist in different adaptations, glocalization can integrate translocal 

cultures and theatrical performing methods. The issues of culture, sex, marriage, 

betrayal, madness and interculturality are explored in cultural mobility by referring to 
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the locals in Shakespeare’s plays. By tracing the trademark of Shakespeare’s 

authenticity, the intertextuality between Shakespeare’s Cardenio and Greenblatt & 

Mee’s adaptation are explored. In a comparison, Shakespeare & Fletcher’s Cardenio 

focuses on the homoerotic male friendship echoing Miguel de Cervantes’ Don 

Quixode; while the Hakka Opera Betrayal emphasizes brotherhood, filial piety, 

loyalty, and heterosexual love. 

 

In Chapter Three, William Huizhu Sun, a theater scholar and playwright, exemplifies 

his methodology and experience in developing theater pedagogy for Chinese 

elementary and secondary schools. Since 2014, Sun and his team of Shanghai Theatre 

Academy have taught in dozens of schools, using Les Miserables as an etude series 

for the School Drama Curriculum. They found that a new paradigm of theatre 

pedagogy via collective imitation for all schools is more likely implemented in China 

than in the west, using some western classics seen by the Chinese as universally 

appealing. 

 

In Chapter Four, Tsu-Chung Su explores Schechner’s “play” or his rendering of the 

mythopoetic and fantastic ritual display. Schechner has extensively written on the 

Ramlila of Ramnagar, a thirty-one-day folk festival enacting the life of Rama at 

Ramnagar—a city across the Ganga river from the Hindu spiritual capital Varanasi. 

Su interrogates the impact of the Ramnagar Ramlila on Schechner and critically 

examines his formulation of performance theory as a case of intercultural border-

crossings and encounters. Finally Su intends to look into the complex 

interrelationships between lila and mela, and between religious rituals and 

performances in everyday life. He argues that Schechner’s original and insightful 

writings on the Ramlila of Ramnagar have helped re-define the parameters of 

contemporary performance. 

 

In Chapter Five, Yasushi Nagata explores not only the history but also the ‘geography’ 

of Asian theatre. When looking at the hotly debated topic of intercultural theatre and 

its performances from the 1970s, Nagata proclaims that we cannot discount the 

cultural sensibilities of each region of Asia where the theatre was produced. We must 

also acknowledge the processes of encounters, negotiations, or even conflicts between 

theatrical cultures in Asia. In addition, theatre productions have been recognized as 

problematic not only due to their aesthetics, but also due to the cultural and social 

identities of their practitioners and spectators. Yasushi Nagata tries to expand the 

effects of Asian ‘places’ as exhibited by these intercultural experiments and to rethink 

the crossroads between theatre studies and geography. In this chapter, Nagata chooses 
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the production Taiwan no, Haiiro no Ushi ga Senobi wo Shita Toki, (When a 

Taiwanese Grey Cow Stretched in English, hereinafter referred to as Taiwan no Ushi.), 

written by Yukichi Matsumoto and produced by the theatre company Ishinha in 2010, 

as his case study. Nagata argues that the play not only depicted Asian geography in 

the story but actually presented the performance on a small island, Inujima in Seto 

Island Sea, prospecting a new conception of theatre production. 

 

In Chapter Six, Esther Kim Lee discusses the production of Yi Sang Counts to Ten. 

The play, written by Korean American playwright Sung Rno, was directed by 

American director Lee Breuer and produced in Seoul, Korea in 1998. Sung Rno 

presents a surrealistic play inspired by translations of the poems by Yi Sang, a Korean 

surrealist poet who died in 1937. The production was heralded as a meaningful 

coming together of three experimental artists of different generations and 

backgrounds. From Korean American’s perspective, Lee examines the production in 

the context of Korean as well as transnational avant-garde theatre, where Sung Rno 

creates a theatrical imagination of modern Korea through linguistic and visual poetry 

onstage. Lee’s paper examines Rno’s Yi Sang Counts to Thirteen as a study of how 

modern Korean diaspora is made legible through transnational avant-garde theatre 

with a focus on what is excluded from that legibility. Lee claims that the play should 

be understood as an exploration of how Yi Sang’s literary world can be represented 

onstage with characters who are inspired by Yi Sang but created with Rno’s 

imagination. Lee points out the Korean American perspective was absent in the 

critical reception in Korea. She offers an analysis of the play as an attempt to close 

that gap. 

 

In Chapter Seven, Yoshiko Fukushima discusses the Japanese leading 

playwright/director/actor Noda Hideki’s play of the macabre, The Bee. The play was 

co-written by the Irish playwright Colin Teevan, inspired by the Japanese novelist 

Tsutsui Yasutaka’s short story. Its English version was premiered at Soho Theatre, 

London, in 2006 by Noda with British actors, and the all-Japanese cast version at 

Theatre Tram, Tokyo in 2007, and in 2012, and the play made a world tour. Noda’s 

intercultural performance examines memories, history and the cruelty of human 

beings, using the light, playful and fast-paced theatrical style, atypical of Japanese 

theatre. Fukushima investigates how Noda uses techniques of interculturalization to 

explore transnational issues and questions why his play still preserves the “very 

Japanese” elements as described by the audiences overseas.  

 

In Chapter Eight, Kanta Kochhar-Lindgren investigates what she provisionally calls 
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“translocal intimacies” in relation to 21st-century transnational South Asian disability 

theatres. Collective forms of art-making, especially in the projects that cut across 

national, socio-cultural, and artistic boundaries, often generate a politics of practiced 

intimacy that can lead to new states of belonging-within-and-across-differences. 

These emergent practices rely on that activation of artistic exploration and production 

that engenders dynamic, shifting, and tenuous encounters with ones’ many selves, 

fellow performers, and the expanded community partners and audiences. Arts-making 

amplifies factors of social and cultural vulnerability and belongingness. 

 

In Chapter Nine, John B. Weinsteinuses the examples of Chinese and Chinese-

American competitors in ladies’ figure skating in the 1990s to notice that they used 

Oriental cultural elements in winning World Championship. He defines the cultures 

reflected drew from multiple regions within those considered the “Orient” are both 

Near Eastern in the European conception, and Far Eastern in the American 

conception. He points out that Non-Western cultures in figure skating performances 

did not lead to greater presence until 1995 World Champion Chen Lu of China and 

1996 World Champion Michelle Kwan of the United States engaged in cultural 

portrayals beyond pure Euro-American movement and visual images. Weinstein 

comments that the two women’s figure skating choreography still drew a lot from 

Oriental performance which are intermediated by western dance forms, and their 

performances were only “in character” within cultural portrayal limits. That is, their 

artistic scores in the performances were still controlled by technical elements due to 

the particular figure ice-skating technical requirements and level limit. 

 

This book Transnational Performance, Identity, Mobility in Asia explores the 

interesting and prominent performance in the hope to inspire the readers to think 

about the emergent transnational theatrical hybridity which reflects diverse aesthetics 

of memory, identities, and cultural mobility practices through translocal boundaries. 

 

 


