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PECULIAR FEATURES OF THE SMALL THEATRES ACTIVITY
IN BEIJING AS EXEMPLIFIED BY THE FRINGE PENGHAO THEATRE

The purpose of the article is to outline the creative and organizational principles of the activity of Penghao
Theatre, the first private theatre in Beijing. The methodology of the study comprises historical, comparative and bio-
graphical methods. The scientific novelty of the research is the fact that it is the first time in Ukraine, when the history
of the emergence of small form theatres on Chinese stage has been highlighted, the activity of small drama theatres (pe-
culiar features, fields of work, repertoire policy, economic basis) in China have been studied, as exemplified by
Penghao Theatre. Conclusions. Historical reasons for the theatre emergence, economic and socio-political conditions of
its foundation are highlighted. The primary fields of the theatre’s activity, its creative orientation, repertoire policy and
the main difficulties faced by the private theatre in Beijing are described.
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Ane Yao, acnipanm xagedpu meamposnascmsa Kuiscokoeo nayionanvhozo ynisepcumemy meampy, KiHO i
menebavenns im. I. K. Kapnenxa-Kapozo

OcobsmBocTi gisipHOCTI Masnx Teatpis Ilekiny Ha npukiani ekcnepuMenTaabsHoro tearpy "'Ilenxao™

MeTa aocigKeHHs] — OKPECIUTH TBOPUO-OpraHi3amiiHi NPUHIMIK TisuibHOCTI TeaTpy "'Tlenxao™ — mepioro
npuBatHoro tearpy llekiny. MeTomosorisi 10C/IiPKeHHS BKIIIOYa€e B cede iCTOPHYHMHN, KOMIIapaTUBHUI Ta OiorpadivHi
merou. HaykoBa HOBU3HA JIOCIHI/PKEHHS TOJISITAE€ B TOMY, IO BIepile B YKpaiHi BUCBITIICHO iCTOPIF0 BUHUKHEHH:I
TeaTpiB Manux (HOPM HA KHMTAMCBKIM CIeHI, JOCTIHKEHO MisUIBHICTh MalliX ApaMaTHYHUX TeaTpiB (0COOIUBOCTI,
HAMPSAMKKA POOOTH, perepTyapHa MOJITHKA, eKoHoMidHa Oasa) Kurato Ha mpukiani teatpy 'Tlernxao”. BucHOBKHM:
BuCBITII€HO 1CTOPUYHI NMPUYUHU BUHUKHEHHS TeaTpy, €KOHOMIYHI Ta COLIaJTbHO-MONITHYHI YMOBH HOrO 3acCHYBaHHS.
OxapakTepr30BaHO OCHOBHI HAINpsIMU JIiSUILHOCTI TeaTpy, HOro TBOpUy CIPSIMOBAHICTh, peNepTyapHy MOJITHKY Ta OC-
HOBHI TPYZIHOLII, 3 SIKUMH CTUKA€ThCsl IpUBaTHUM Teatp B [ekiHi.

Koarwuosi ciioBa: tearp "l[lenxao”, nekiHchkuii npuBatHuid Teatp, Ban CsH.

Anw Yao, acnupanm xagedpvr meamposedenus Kuesckoeo HAYUOHATbHO2O YHUBEPCUMEMAa meampa, KUHO U
menesuoenus um. M. K. Kapnenxo-Kapozo

Oco0eHHOCTH AesITeTbHOCTH MAJBIX TeaTpoB [leknHa Ha MpuMepe 3KcNepUMeHTAILHOro Teatpa “'Tlenxao™

Lenp uccaeqoBaHus — ONPEICIUTh TBOPUSCKUE MPUHIIMITB AeATENbHOCTH TeaTpa '[leHxao" — mepBoro gyacr-
Horo teatpa [lekuna. MeTomo10rusi MCCIeIOBaHKs BKIIIOUAET B ce0sl MCTOPHUECKHUI, KOMIApaTHBHBIA U OHOorpaduueckie
Meronsl. HaydHasi HOBH3HA McCIIeIOBaHMS 3aKIFOYAETCsl B TOM, UTO BIEPBBIC B YKpanHE OTPaKeHA UCTOPHST BO3HUKHOBE-
HUSI TEATPOB MaibIX (hOpPM HA KUTAHCKOW CLICHE, MCCIIeN0BaHa IEITEbHOCTh MaJIbIX JpaMarndeckux teatpoB Kuras (oco-
OCHHOCTH, HaNpaBJIeHMs paboThl, perepTyapHast MOJIMTHKA, SKOHOMHYecKast 6asa) Ha mpumepe Teatpa "Tlerxao”. BoIBoAbI:
OcBel1ieHpl UCTOPHYECKUE IPUUMHBI BOBHUKHOBEHUS TeaTpa, SKOHOMHYECKHE U COLMATBHO-TIOMMTHYECKUE YCIIOBHS €ro OC-
HoBaHMs. OXapaKTepr30BaHbl OCHOBHBIE HATIPABIICHUS ESTEILHOCTH T€aTpa, €ro TBOpUECKasl HAIPABICHHOCTb, PerepTyap-
Hasl TIOJTUTHKA U OCHOBHBIE TPYIHOCTH, C KOTOPBIMHU CTAJIKMBAETCs YaCTHBIN Teatp B IlexuHe.

KiroueBbie cioBa: Teatp "[lenxao”, mekuHckmii yacTHBIN Teatp, Ban Can.

The urgency of the research. The activity of small form theatres that occurred in China in the early
2000s was aimed at reforming Chinese theatre system, which had been developing for centuries in the course
of the drama theatre existence. The drama theatre of China is increasingly becoming the subject of European
historians’ and theatre theorists’ studies, but the activity of small theatres hasn’t been appropriately studied
yet. However, specifying the main directions and principles of the existence of small theatres in China (polit-
ical, socio-economic, and artistic ones) is necessary for understanding the contemporary Chinese theatrical
process. The mentioned above determines the urgency of the chosen topic.

Analysis of recent studies and publications. The activities of the first private theatre in Beijing, Penghao
Theatre, as well as the activities of other small form theatres, were not considered by Ukrainian theatre studies.

The activity of Penghao Theatre as regards the socio-cultural life in China was considered by
N. Demido [1], Chinese researchers prefer the analysis of a particular performance [11], without highlighting
the big picture of the theatre activity.

The goal of the research is to highlight the creative and organizational principles of the activities of
the first private theatre in Beijing, that is, Penghao Theatre.
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Statement of basic materials. Private theatres, which are usually small form theatres, are considered
to be a relatively new phenomenon in China. This is due to the fact that this form of theatre hasn’t worked at
all for sixty years. The small form theatre reinforced its existence in China in the early 1920s, becoming a
"left" movement of the dramatic theatre (the so-called “spoken drama™), which actively developed at that
time. Thus, in the 1920s, new theatre companies that propagated the ways of reforming the performing art in
China appeared: first of all, they suggested focusing on small dramatic forms and the work of amateur com-
panies. For example, Chen Dabei, who is considered to be the founder of the "small theatre™ in China,
thought that it was necessary to differentiate professional and amateur theatres, emphasizing that the ama-
teurism taught performers to be self-sufficing.

Meanwhile, amateur theatre companies started to occur one after another. They were founded by
faculty members and students at universities of Beijing, Quinghua, Yanjing, Jiaotong, and at women’s edu-
cational institutions, which usually could play a couple of performances without rehearsals.

In May 1921, Wang Youyou, Shen Yanbing, Ouyang Yueqin, Chen Dabei, Xiong Foxi and other
theatre personalities founded the Minzhong Theatre Company in Shanghai, emphasizing in every possible
way the need for creating "their theatre; the theater that would suit them", and opposed "copying and imitat-
ing others" [3, 180]. Members of the company suggested creating a new system of working on the perfor-
mance, performance technique, directing school; denied the manner of performance that followed the
example of previous performances or borrowed ideas from them.

In 1927, the Institute of the Study of Art of Nango was established in Shanghai. The program of the
institute was based on the principles of teaching in a private school, including absence of state support and
financial help of entrepreneurs; collaboration with faculty and students; independent training of the personnel
so that in the future they could meet the requirements of the age and become genuinely educated masters.
Based on this program, "Decisive action, starting with the private" became the motto of the theatre. In order
to implement its program, the institute purposefully founded a 50-seat "small art theatre" [3].

The movement of small theatres lasted until the end of the 1920s (Beijing Small Theatre" under the
direction of Yu Shangyuan and Xiong Foxi was one of the last small theatres that were founded in autumn of
1929). However, in the early 1930s, the activities of these theatres stopped completely.

Since PRC was founded, the art and culture in China have been fully governed by the state. This explains
the total prevalence of state-owned theatre companies over private ones that had existed for many years.

The next stage of small private theatres began in the 1990s. During this period, first of all, due to the
governmental policy of reform and openness, the first theatre studios began to appear (for example, Lin
Zhaohua Theatre Studio, Tian Qinxin Theatre Studio, Meng Jinghui Theatre Studio)®.

Economic reforms required industrial civilization, democratization and market relations, as well as
changes at the cultural level. In general, Chinese traditional culture was considered incompatible with politi-
cal, economic and cultural aspects of modernization. Thus, Chinese intellectuals’ first reaction to reforms
resulted in searching for an answer to the following question: how should traditional values be changed, in
order to meet the requirements of cultural modernization better. "Modernization of culture means the for-
mation of a new culture that absorbs the gains of other cultures and is compatible with modern society. Mod-
ernization of economic and social life, modernization of "people™ and modernization of culture are integral
components of modernization. They are interrelated, interactive and irreplaceable” [10].

Cultural modernization highlighted new discussion trails in Chinese culture (globalization and local-
ization, cosmopolitanism and national identity, etc.). Based on this discussion, at the beginning of the 21st
century, a new kind of culture has been formed in China, which is neither a renaissance of traditional culture
nor a copy of Western values. This new Chinese culture tries to combine traditions and modernity, emphasiz-
ing both national identity and universal values [12].

The painful processes of modernization also take place in Chinese theatre. Thus, in the 1990s, the pe-
riod of the "dramatic crisis" led to the parallel development of three main genres, including: the "main melo-
dy", which was supported by the state, the fringe theatre (mostly trying to imitate Western theatre), and the
commercial theatre (created and supported by private producers) [13, 179].

In the 2000s, when the preparation for the Olympic Games in Beijing, the International City of Culture,
was started, the number of tours of foreign theatres increased significantly, the demand for foreign directors in-
creased on the one hand, and, on the other hand, private theatres started to appear in the capital, including Theatre
No. 9 (2004), Myriads of Stars Theatre (2009), Xin Chuan Experimental Company (2008) and others. At this time
Penghao was founded. It reinforced the reputation of the theatre specializing in experimental productions.

Penghao Theatre was founded in 2009, although it was officially registered a year earlier. The name
of the theater is translated as "a small straw hat"; sao is "straw" in Chinese. This symbol is written and pro-
nounced in the same way as the "grass" that sounds like the name of the theatre since penghao is a kind of
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grass as well. The name of the theatre is also a metaphor borrowed from the verse of Thai poet Li Bo (701-
763): in the literature, "peng hao" is used to refer to the "insignificant, poor, simple person.”

The occurrence of the theatre was encouraged by the relative weakening of state control over the cul-
tural sphere and the subjective personal factor, that is, the efforts of its founder and art director Wang Xiang,
who claimed: "The theatre is a spiritual food, today there is a lot of material food, and there is little spiritual
food. We have to change the situation by ourselves” [2].

Wang Xiang, being the founder of his theatre, had never worked in the theatre. While studying in the
late 1970s at the Military Medical University, he tried himself as an amateur theatre actor. But he chose a
dentist career, getting a position at the Naval General Hospital. In the 1990s, when private entrepreneurship
started to overgrow, Wang Xiang established one of the first private dental clinics. This experience (first of
all, the bureaucratic and economic ones) was useful when Wang created Penghao.

Wang Xiang explains the reasons for creating the theatre as follows: "The main challenges faced by
China today are the democratization and modernization of society (two processes that are still unresolved),
the premature impact of a free market economy and the cult of money. All these types of problems that de-
stroy the art, imagination, and intellect of Chinese people. By creating Penghao Theatre, | aimed at interrupt-
ing this intellectual regress"”. Another reason for creating the theatre, as Wang Xiang claims, is the lack of a
sufficient number of venues for artists and spectators since a Chinese director often has to wait for a year or
more to be able to create a performance [5].

Wang Xiang invested about 1,200,000 yuans ($ 175,000) in the project [8, p. 123]. This money was spent
on rent and reconstruction of the traditional yard on Dongmanhua Hutong, which became Penghao Theatre. Aver-
age annual theatre budget is 200 thousand dollars, and the cost of production is 4-8 thousand dollars [6].

After receiving all the necessary permits and checks by the District Culture Committee, Beijing City
Bureau of Culture and Ministry of Culture, the theatre operates in dual mode: it creates its performances and
provides its venues for rent. Penghao is registered as a commercial enterprise (therefore, high commercial
taxes are paid), also, the commitment to sell cheap tickets ($ 8-24) was undertaken by Wang Xiang, so, he is
forced to cover a part of the expenses from his funds. However, according to the creative director of the thea-
tre, Liang Dangdang, the financial capabilities of the founder of the theatre are also limited (for example, he
was already forced to sell one of his own houses and give another one as a pledge), so, this way of financing
the theatre "can’t be considered as the right way of management. However, — Liang Dangdang continues, — it
is impossible to imagine commercially viable productions in such a small theatre as ours, since what we do
here can, in fact, be stable only with the support of the state sector" [6].

The theatre and its art director don’t have any problems with cooperation with individual state agencies, but
insist on their status as a "popular" and non-governmental institution, stating that their theatre is an artistically non-
profit mission. Governmental support is also evident in the form of grants for the theatre for arranging educational
seminars and theatre festivals since engaging in such state theatre programs requires much more funding. Another
reason for the involvement of private theatres, Penghao, in particular, in various theatrical forums, is the existence of
their programs, while such projects must be approved at the governmental level at state theatres.

Despite the state support (not all theatre organizations in China can boast of them, by the way),
Wang Xiang criticizes the authorities for refusing to support non-governmental cultural and artistic initia-
tives. In 2013, he developed the project of eight recommendations, Wang’s Eight Elements, in which he re-
quired the status of a nonprofit organization for private theatres, encouraging of social contributions to
society and legislation that guarantees the direct state financial support of art, clear cultural program, accel-
erating the pace of political reform.

At the same time, the artistic director emphasizes the artistic mission of the theatre: "Penghao is not just a
venue for the performance. Of course, we create a productive space, but in fact, it’s not the production | focus on.
The dramatic art has already been recognized as an influential form of art in Beijing; providing functional space
ensures that this recognition will continue. But now we need to use the power of the theatre to draw attention to
the problems. The plays that we put on stage emphasize humanism and aesthetic component” [7].

The theatre is located in the area of Nangluouxiang, which is considered to be the cluster of various
cafes and shops aimed at the younger generation.

Penghao can host 80 spectators, has a terrace and two additional rooms for performances. The small
hall and stage are arranged in such a way that seats for spectators can be moved and rearranged depending on
the production. Simple technical equipment and the minimal set of scenery are used for performances. A
separate ticket hall is not provided, tickets are sold at the stand in the lobby.

The theatre describes itself as "the first popular, nonprofit small theatre in Beijing."

Following its program, the theatre chose to work with an average spectator. This policy is imple-
mented in the whole practice of management, programming, and even theatre arrangement. The theatre holds
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a variety of festivals, workshops, and literary events. There is a large cafe that, according to the founder of
the theatre, should become an integral part of the theatre space as a place where viewers and creators of the
performance have an opportunity to express their thoughts on what they saw on stage. Free tickets (usually
sponsored by the state) are one of the forms of attracting spectators [11, 222].

60% of the theatre repertoire are drama performances, 40% are choreographic, musical and literary
productions. Penghao often produces outputs by foreign authors performed by Chinese and foreign actors.
Plays are performed in Chinese and foreign languages; the translation problem is solved using subtitles. The
theatre annually shows over 240 performances. If we analyze the repertoire of Penghao in recent years
(2013-2017), the policy and direction of the activity of the theatre are revealed.

Over the specified period, the theatre has had almost the same number of performances by Chinese
(23) and foreign (25) playwrights (mostly modern ones), produced by Chinese (33) and foreign (15) direc-
tors. It’s noteworthy that foreign directors have never worked on Chinese drama. For comparison, the Chi-
nese Folk Arts Theatre (the top-ranked state drama theatre of China) produced 68 plays based on Chinese
drama and only 28 plays based on foreign drama over the same period.

While working on foreign drama (most often it’s French (5), American (4), South American (3) and
Norwegian (3) drama), the theatre rarely turns to acknowledged works. Exceptions are the puppet show
"Romeo and Juliet" by W. Shakespeare, "My Poor Marat" by A. Arbuzov and "Love’s Comedy" by H. Ibsen.

The genre repertoire range of the theatre in 2013-2017 is presented by dramatic (40), plastic (6),
puppet (1) and opera performances (1).

As of 2017, 600 theatre performances were watched by about 300 thousand spectators.

The Beijing Foreign Community interacts closely with the theatre. Penghao creates many interna-
tional projects, including: the conceptual performance "The Phenomenon: Hedda Gabler" (as part of the pro-
ject "lbsen in China", together with the Department of Culture of the Embassy of Norway), the play "The
Pelican" by A. Strindberg and the non-mainstream play "Two Fredericks" by Swedish director Matthias Laf-
foli, the one-man production "Revel’s World of Shakespeare™ by American playwright, director, actor Joseph
Graves, "You and I", "Invisible Bridge", "40 Years of Silence" by French mime Philip Bizo. A creative
group "Beijing IMPOV" (working in the genre of the stand-up comedy) created by the foreign actors per-
forms in Penghao every month [1, 112].

Arranging festivals is one of the most critical activities of the theatre, which gives an opportunity to
expand the influence on the cultural and social life of the capital. Penghao is known as the organizer of theat-
rical events of the city (Youth Review of Performances of Dongcheng District, 2010), national (Theater Ex-
change of Beijing and Shanghai) and international scale (Beijing International Festival Monodrama).

The theatre holds about 100 cultural events annually, participates in charity projects, serves as a
launching pad for novice authors, stage managers and actors, and implements plans for theatre education.
Among other things, these are the lectures and master classes of recognized directors and playwrights of the
present, providing a stage for daring theatrical experiments, student projects of the theatre academy, located
near the theatre. In this way, Penghao tries to break the persistent stereotypes of artistic thinking and percep-
tion in China.

Among the problems faced by Penghao Theatre, one can distinguish the insufficient interest of Chi-
nese audience in the genre of spoken drama in general, the control over the theatrical process by censorship
bodies, the lack of financial support by the state and public funds on a permanent basis, a small venue, exper-
imental orientation of creative projects, offering a complex artistic form of perception, limiting the influence
of Penghao on the gross audience and, accordingly, its role in the socio-cultural life of the capital. For exam-
ple, in 2016, the owner of the theatre building delivered an ultimatum: they had to either buy the premises for
$ 6 million or leave it. As the art director of the theatre mentioned, over the past year, he spent more time
looking for additional funding than for creative aspects of work. Wang Xiang considers the financial prob-
lem to be the social one: "Penghao is among the minorities of minorities in the highly commercial and mate-
rialistic society of China. Fundraising for art and culture is a very new concept" [9].

Conclusion. Usually one of the critical features of an independent theatre is distancing from the state
system and market. In the case of Penghao Theatre, this feature requires some reservations, since both the
theatre and its art director don’t see problems in cooperation with certain governmental agencies, but they
strongly insist on the status of a "popular" and non-state institution. The theatre is located near the vital tour-
ist center of Beijing. It describes itself as an artistically nonprofit mission.

The peculiar feature of the first private theatre Penghao in Beijing is their productions, while other private
companies only rent venues out for the performances that conform with their vision of Chinese performing art.

The main areas of activity of Penghao Theatre are performances, educational and charitable projects,
festival movement.
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The most significant part of the repertoire of the theatre is based on contemporary foreign drama. The prem-
ises and theatre financing limit the stage practice of the theatre. One of the main problems of the theatre is the lack of
a correct (taking into account the economic aspect) interaction of the state and the private theatre.

Notes

LIt is noteworthy that the first theatre studios were created by the directors, who were considered to be repre-
sentatives of the avant-garde movement of Chinese spoken drama.
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