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1. Introduction (I H &)

“Game Theatre”, a newly invented form of theatre in the contemporary era,
replaces “the passive appreciation” of traditional theatre with playful and immersive
interaction to improve artistic communication, expression and perception. It is
different from traditional theatre where the audience comes in only to hear what
professional theatre makers say. Instead, It invites them to take charge of creating
meaning. Therefore game theatre has no passive audience — participants become
players. A series of interactive games are designed and given to players to start
between them competitions/collaborations of creativity. Players play with rules, their
fellow players and themselves generating theatrical moments unconsciously. The
meanings of this piece are finally decided by their deeds and choices in game, which
gives birth to a “play”. An example | am working on is a piece about advertisement.
Players become “ad makers” playing games of making and promoting ad to explore
how to manipulate public preference by twisting the information of a product.
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As | grew up receiving such an education that overemphasizes utility, efficiency
and purpose, | am eager to see how this“learn through play” method can make a
difference to the education that children receive. It’s inspired by children’s gameplay
and believes that sincere performing and self-motivated learning surface while
children play games with no strict constraints and compulsory tasks. Besides,
generally speaking, game is playful and theatre is communicative. Combining their
power, game theatre can bring people together by inviting them to play together and
then speak to each other, whoever they are and wherever they come from.
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2. Research Questions Hf % |n) /3t

A. Are the fundamental rationales of “Game Theatre” feasible? (XX il ft) 3 A Jif
PRS2 ) - Summer 1 Research

B.Is this new method of theatre education suitable to be admitted into classroom of
young students? If so, how? (I xRK il AT LA B 2I06F 175 A xR 280 2
2 gnRALL, ZEAM? O - Summer 2 In-field Application

3. Literature Review X RHRZEIA

Concerning the relationship between theatre and gameplay, Karl Groos (1901)
argues that the imaginative play of children is the source of theatrical drama. “Game
theatre” , however, is a term defined differently by different practitioners. Sam
Haddow in his “Precarious Spectatorship: Theatre and Image in an age of
emergencies”(2019), names a form of theatre with similar elements as “theatrical
rigged games” in which participants are more manipulated towards the ending
producers prepared beforehand.
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To evaluate whether game theatre is a good tool of theatre education for young
people, it is worthwhile to look into Jean Piaget’s “Play, Dreams and Imitation in
Childhood”(1945) in which he considers “practice, symbol and rule” as three key
elements of gameplay. Children’s playing with these elements with their imagination
resembles with adult dramatists’ playing with action, representation and
communication of theatre art. Practice game, symbolic games, game with rules, and
game of creation, as he claims, triggers training of children’s motor-sensory ability,
imagination, adaption and social interaction.
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A. Research Questions: Can game theatre work as a form of theatre? If so,
can/how can it be used for theatre education in classroom for young children?
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B. Sample Population T 70FEA

Phase-one research (“does game theatre work?”) is expected to be
conducted with Chinese high school students (15-18 years old) from ideally artistic
backgrounds (preferably theatre or other performative arts). Expressive and
cooperative, they are invited to work out the ideal effect of game theatre as
participants are equipped with basic skills of and interest in arts.
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Phase-two research (“does game theatre work with young people in
classroom?”) goes on with the children from phase one who presumably have
mastered the rationales of game theatre to create ensemble game theatre pieces.

P Bt QIR R RI BB PN AD eSS TE &
TR RN G, RORMATTRZ O 2 B4R T Ui xR I 14 2 A% Ji7 2 R0 6] 4
Tike MATT o BEAR AR T AR AR I i o
C. Research Environment 70335

The whole research takes place ideally in a workshop studio (preferably in a
school) or a big class room that is spatially convertable. In this research
environment, comfortable space for physical movements, good lighting, good
ventilation, and necessary resources for theatre making are necessary.
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The research is QUALITATIVE and will be mainly conducted in the form of
WORKSHOP as theatre making and gameplay ask for a lot physical, spiritual and
intellectual engagement in open space.

Concerning data collection, pre-/post-workshop interviews, group thoughts
sharing, questionnaires and one-to-one dialogue cooperate with the qualitative
nature of our research. That this method counts mostly on subjective reflection
might constitute difficulties for data collecting and analysing. Besides, there is
possibilities of raising ethical issues as game theatre requires post-activity
reflection on participant’s in-game performances. Abuse of the power of theatre
to force people to do self-censoring, self-suspecting and self-criticizing should be
avoided.
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For the whole research, access to a suitable workshop space is required as well
as necessary materials (props, costumes, lights, instruments, books&pens etc) to
construct theatrical and educational environments. It asks for a long-term good
relationship between researchers and relevant institutions, teachers, parents, and
students.
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Phase-one Research(experimental workshops) : (5 weeks)

Phase-two Research(ensemble production): (1 weeks)
Data Analysis and Report Writing: (1 weeks)



Laidlaw Summer 1 Research (Summer 2020) 5% 2020 & #HT 7%

1. About research workshops <1 78 L{E

Phase-one research consists of five progressive workshops exploring the interrelations
between game and theatre/performance art. The research, from the perspective of structuralism,
takes ‘interactivity’ as the very most fundamental make-up of game art and ‘performability,
representation, and communication’ as those of performance art. Therefore, the workshops look
into the chemical reactions between interactivity and performability, interactivity and
representation, and interactivity and communication.
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The first discourse (two classes) categorize game into four types by different interactions they
entail: practical game, symbolic game, game of rules, and game of creation. Given that
performing is a subset of play, students are encouraged to experiment with interactions of games
to see if performability can be generated out of interactivity (or performability, in one way, is
interactivity?).
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The second discourse (two classes) turns to another categorization of games that hinges on the
inner logic of gameplay (interactions): competition, chance, simulation, and ritual. Compared to
the first discourse, it goes deeper to discuss, as far as a game work (or generally interactive art
work) is concerned, what requires and supports specific interactions of games by analogy with
what requires and supports the performability of a performance art piece - representation.
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The last discourse (one class), based on that the students have acquired considerable
knowledge and insight of interactivity and are capable of independently making their own game
theatre piece, invites them to unfold how game theatre communicate with its participants. Firstly
they shall learn and then apply the post-modern philosophical methodology - deconstruction - to
this experimental form of art. Then introduced to them - an inevitable topic in performance art -
are three ways of engaging that | metaphorically compare to ‘in, half-in, and out of water’: the
immersive and empathetic, the conscious and metadiscursive, and the distant and alienating. By
practice they are to behold their different effects. This discourse aims to finally prepare them to
make evocative and provocative game theatre pieces of their own.

BJA MR (A TAREY)D , 8“2 Qe B AR X T A A S RE L A RIR A B 7 A0 R



ST SE R O BT INE 7 IX AN SRt 2 b, 5] AT 14 R T SRR B R an e 5 B
S HETWRB) . 5 M0ATHZ 2 SRR R A7 X — R BRI 207 000 I R H 38
JElH . SR AREEARATI R - XA EAR AN AT ) — MR - =M ARG TS
i IR AR “IRAEKT, K, MLER B . BILER, A8 IREEHITEH
PERHE R, BEE AR o I ZR S Al AT 2 AR = A ZARAL A TT AR RCR . IX AR
AR 2% H 2 LR AT U HE A B VE REFTEI NI . R NIRE HIAAT] B O B SRR o

The final week, the phase-two, leaves the stage to students to address on the topics that
interest them with their own game theatre pieces based on all they have learned from the past
five weeks. Topics will be agreed upon by everyone and production will be done before class
which is only for students’ showcases of their works. Workshop facilitators will be assigned
respectively to students’ groups as consultants to tackle any potential problems and observer to
behold the whole creation process for the sake of the research. After the display is done,
students are guided to compile criteria of assessing game theatre according to which they are to
assess, criticize, and redo their works.
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Engaging participants physically, intellectually, creatively, and collectively, each workshop
lasting 3-4 hours starts with warm-up activities and after necessary knowledge and practical
samples shown by teachers gives a lot leeway to students to create and play. It is paramount to
make sure their real understanding of the ideas of game theatre by stimulating them to
experiment with, work out, and display their own pieces in every workshop. Every workshop ends
with a collective discussion of and reflection on learning process and outcomes.
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2. Workshop syllabus T AF 35 K40
Phase-one: & —Fr Bt
Week 1 : Interactivity and Performability: Practice Game and Symbolic Game
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Week 2 : Interactivity and Performability: Game with Rules and Game of Creation
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Week 3 : Interactivity and Representation: Competition and Chance
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Week 4 : Interactivity and Representation: Simulation and Ritual
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Week 5 : Interactivity and Communication: Deconstruction and ‘in, half-in and out of water’
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Week 6 : Final showcases
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(1) Preparing workshop: work out weekly workshop plan - discuss it with research team -
discuss it with research supervisors - finalize workshop plan - hold workshop
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(2) Holding workshop: warm up - main content - devise & display - reflect & discuss
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(3) Data processing: collect data (workshop plans, recordings of workshop process, recordings
of students’ working process & works, recordings of final discussion) - write weekly reflective
report - write the final report
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4. Participants RS 5%

Researcher: Xiaolou Feng
W ik
Workshop facilitators: Xiaolou Feng, Yihan Wang
TAEG M. S, 2R
Data recorder:
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Students:
Z 5.

5. Location W 704 A5
6. Timelines W 5T [A]

7. Necessities Hf 77 0 B % YR



