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Executive Summary

The Jockey Club “Once Under the Lion Rock™ Oral History Theatre Programme (2017-2020)
was atheatre programme funded by The Hong Kong Jockey Club Charities Trust, delivered by
Chung Ying Theatre Company. There was a research component in this Programme,
undertaken by The Open University of Hong Kong that aimed at finding out the impacts of,
and any possible insights from, producing ora history plays with the participation of retired
elderly at various community centres. The impacts were targeted both on these elderly
participants and on the audiences of the performances, including primary and secondary school
students and the wider public. The objectives of this research component include:

1. What is the possible intrapersonal and interpersonal empowerment in the elderly
participants, such as their changed perception towards life, and towards theatre?

2. What is the possible empowerment in the audience, such as their changed perception
towards the elderly participants or history of Hong Kong?

In the three-year programme, there was drama training in the first year, school touring
performancesin the second year and community and finale performancesin the third year. The
research team arranged fixed methods including questionnaires for finding out audience’s and
elderly participants’ perspectives; focus group interviews for finding out more in-depth
perspectives from audiences; and case studies for looking into in-depth conditions of elderly
participants. It was found that the Programme had positive impacts on three levels. school
students, public audiences and elderly participants. The areas of empowering impactswere also
three-fold: intrapersonal, interpersonal and behavioural. The following paragraphs give a brief
summary on the respective findings and methods, followed by an Outcome Indicator Legend
that charts out various impacts according to the quantitative findings (i.e. findings from
guestionnaires) at a glance. Please see Appendix H for the targeted Outcome Indicator
L egend*which the Programme aimed to achieve.

Firstly, 734 secondary school audience questionnaires were collected from 24 schools, and
analysed. More than 80% of these respondents gave positive answersto learning about history
(i.e. outcome indicator K2); having better perception of the elderly (A4); having meaningful
reflections after watching the performance (B3); having more confidence to overcome
challenges in life (A2); and becoming more willing to fuse into the community (A3). 953
primary school audience questionnaires were collected from 36 schools, and analysed. Around
90% of these respondents gave positive answers to learning about history (K2); learning from
the elderly and becoming more willing to understand the elderly around them (A4).

Secondly, atotal of 405 audience questionnaireswerereceived and anaysed from 5 community
performances. More than 80% of these respondents gave positive answers to learning about
history and others’ experiences (K3); having better perception of the elderly (A4); and having
meaningful reflections inspired by the performance (B3).

Thirdly, other qualitative findings including focus group interviews of audience members after
the school touring and community performances, observation of post-performance interactions

! The “Outcome Indicator Legend” (provided by Chung Ying Theatre Company and endorsed by The Hong Kong
Jockey Club Charities Trust) includes Behaviour indicators B1-3, Attitude indicators A1-4, Condition indicators
C1-2, and Knowledge indicators K1-3. The outcome indicators are referred to whenever possible al over the
report.



in school touring performances, and analysis of open-ended questions in questionnaires were
inserted in Chapter 3A wherever appropriate for triangulation. These are useful data for cross-
referencing when more in-depth understanding of the quantitative datais desired.

The general findings on various respondents of the Programme including elderly participants,
school touring performance audiences and community performance audiences are very positive.
In Chapter 3A, both students and public audiences agreed that the elderly participants were
very energetic and had put up performances which were much up-to-standard. Most audience
members regarded that the elderly participants’ stories performed were very real and
meaningful for reflection. Both student audiences and public audiences were convinced that
the life attitudes shown in the performances were inspiring. Please see Chapter 3A for detailed
analysis of the above three sets of questionnaires as well as the qualitative observations in
interviews and creative processes.

Fourthly, 164 identified pre-show questionnaires were collected from elderly participants.
Elderly participants mostly had high expectations on different areas: (a) the chance to
participate in community arts and cultural activities (88.9%); (b) opportunities to share stories
(78.1%); (c) opportunitiesto participate in social activities (86%); (d) having more confidence
in social occasions (83%); (e) higher life satisfaction (88.3%y); (f) opportunities to learn more
about theatre knowledge and skills (93.9%). The same questionnaire was distributed to the
elderly participants again after their first performance and second performance, which were the
school touring performance and community performance respectively. Among these
guestionnaires, elderly participants expressed their agreement on different areas: (a) the
increased willingness to participate in community arts and cultural activities (84.7%) (B1); (b)
the increased willingness to share stories (76.2%) (B2); (c) the increased willingness to
participate in social activities (83%) (Al); (d) having more confidence in social occasions
(81.3%) (A1, C1); (e) higher life satisfaction (91.5%) (C2); (f) improvement of theatre
knowledge and skills (92.2%) (K1).

We can seethat the elderly participants, with high expectations in the beginning, have not been
disappointed after the three-year participation in two creative experiences for performances.
Through both questionnaires and interviews, they indicated that they were more confident and
willing to engage in socia and cultura activities; and they were satisfied and pleased in the
creative processes. Please aso refer to Chapter 3A for details on the analysis of this set of
guestionnaires given to the elderly participants before the drama training, after the first
performance and then after the second performance.

Apart from the quantitative analysis of questionnaires, qualitative case studies on the elderly
participants were also conducted throughout the three-year programme. The rich descriptions
of the cases listed out in Chapter 3B have taken into account the research team members’
perspectives during the rehearsal sessions, performances and interviews; the four teaching
artists’ perspectives arising from the creative processes; and, of course, the elderly participants’
own perspectives arising from their experience of creative participation.

In a few words, in Chapter 3B, the elderly participants further expressed their menta
satisfaction after sharing their stories on stage. Such satisfaction included the possible
achievements of being able to educate the younger generation; to find a peaceful mind after
sharing some long-hidden feelings and thoughts, or somelife-long beliefs; to achieve improved
socia interactions with peers and family; to cultivate an increased passion for drama and
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theatre with proactive participation; and, after all, to find happiness. These elderly participants
were also observed, by the teaching artists and the researchers, to be highly engaged in the
devising and rehearsal processes, and highly proactivein sharing their storiesaswell ashelping
each other to cope with problems in rehearsals. In other words, the elderly participants have
experienced, on the whole, all three aspects of intrapersonal, interpersonal, and behavioural
empowerment. In short, the elderly participants found happiness, or in other words, “life
satisfaction”, from drama and theatre. Asthe cases featured different experiences of 10 elderly
participants, please read Chapter 3B for in-depth analysis embedded in the described
observations.

In conclusion, the Oral History Theatre Programme was found to be highly advantageous to
both elderly participants and their audiences. Therefore, thiskind of intergenerational service-
learning for elderly and young people, and moral education (such as the cultivation of attitudes
like respect, perseverance, and empathy) on students are to be encouraged for continued
practice. To look beyond the Programme, the researcher is interested to see how the above
impacts can be achieved through more conscious design of the creative processes, including
teaching artists’ artistic choices or directions, and their ways of facilitation.

Outcome Indicator L egend with quantitative findings and ar eas of impacts

Behaviour Indicators Attitude Indicators

Condition Indicators

Knowledge Indicators

Elderly Participants

e (B1, interpersonal & | @ (AL, intrapersona &

behavioural) interpersonal)

84.7% ae more 81.3% become more
willing to join other confident and 83% are
arts and cultura / more  willing to
socia activities in the participate in socid
community activities

e (B2, intrapersona &
behavioural)
76.2% ae more
willing to share their
stories inside and
outside the activities
and training of the
Programme

e (C1, interpersonal)
81.3% have expanded
their social network
after  joining  the
Programme

e (C2, intrapersonal)
91.5% have become
more satisfied with
therr life

e (K1, intrapersonal)
92.2% have learned new
theatrical and drama
performance skills and
knowledge on the
appreciation of the art
form from the
Programme




School Touring Performance Audience

Primary school students

e (B3, intrapersona &
behavioural)
90.4% reflect on their
own livesand aremore
willing to share their
problems and
motivated to look for
solutions

(A3, behavioura)
88.8% become more
willing to fuse into the
local community

(K2, intrapersonal)
90.4% have learned new
historicd  knowledge
about the city /
community

Secondary school students

e (B3, intrapersonal &

behavioural)

87.1% reflect on their
own livesand aremore
willing to share their
problems and
motivated to look for
solutions

(A2, intrapersonal)
91.6% become more
confident to overcome
challengesin life

(A3, behavioural)
90.7% become more
willing to fuse into the
local community

(A4, interpersonal)
83.1% have devel oped
a more postive
perception on the
elderly after seeing
their performances

(K2, intrapersonal)
90.2% have learned new
historicd  knowledge
about the city /
community

Community Performance

Audience

e (B3, intrapersona &

behavioural)

95.8% reflect on their
own livesand aremore
willing to share their
problems and
motivated to look for
solutions

(A4, interpersonal)
96.6% have devel oped
a more postive
perception on the
elderly after seeing
their performances

(K3, intrapersonal)
96.5% have learned new
historicd  knowledge
about the city /
community




Chapter 1 Background and introduction

The Chair of Oral History Society in Britain, Graham Smith (2008), noted that “oral history”
has been one of the oldest forms of recording historical events, from ancient Greek to the 18"
century. Followed by arelatively shorter period of two hundred years, with the widespread use
of the printed words and empirical research methods, professiona historians preferred to use
written evidence drawn from documents, while downplaying the significance of oral sources;
until the second half of the 20" century, historians and archivists in local history helped to
reclaim the value of using ora accounts by local people as aform of recording history (Smith,
2008). In the website of the Institute of Historical Research at the University of London, Smith
also defined television, movie and drama as applications of oral history and aswaysto promote
public history.

In the world of applied theatre, artists have been exploring various art forms to record and
present people’s lives. These forms include documentary theatre, ethnotheatre, verbatim
theatre and oral history theatre, and artists used more than 80 names to refer to different kinds
of “reality theatre” (Saldafia, 2011). These theatre forms are becoming more and more popular
in Europe, the US, Australia, Taiwan and Hong Kong, as staged performative art forms
emphasizing peoples’ factual lives (Shu, 2020).

Oral history theatre might have different purposes for different artists. For Bailey (1990), the
theatre project involved the reconstruction of the city’s recent history, with the help of written
documentary sources and oral accounts. He observed that, in oral history theatres, there should
be “aconstant striving for balance between perceived historical reality and various dimensions
of public expediency” (Bailey, 1990: 75). Claycomb (2003) found a categorization of several
forms of documentary dramain relation to oral history:

e Confessional performance: giving testimony that features the self-reflexive
presentation of subjective accounts of the recent past

e Private oral histories and testimonies: providing a platform to larger societal concerns
in the public arena

e Aestheticized documentary drama: dramatizing oral history in theform of fractured and
fragmented memories

e Socia / political contemporary documentary drama: combining interviews, trial
transcripts and multi-media materials to create a kaleldoscope of images, perspectives
and memories

This interesting categorization of ora history theatre forms suggested a mix and match of
purposes and styles, and was surely not a definite list. The genre of oral history theatre is still
developing, and Claycomb’s view could be a useful reference to artists who are committed to
thiskind of reality theatre. In thisreport, it is observed that the devised plays have displayed a
mixture of features mentioned above, such as reflexive presentations, societal concerns and
fragmented memories.

Chung Ying Theatre Company (hereafter “Chung Ying”), one of the oldest and most
established government-funded professional theatre company in Hong Kong, has been
developing their ora history theatre in the past 12 years. They have been engaging elderly,
with the leadership of professional theatre artists, in the provision of oral accounts as well as
creation and presentation of the theatrical pieces. Therefore, to Hong Kong theatre audience,



Chung Ying is not a fresh name for staging oral history theatre. In this light, The Hong Kong
Jockey Club Charities Trust granted a funding to Chung Ying for organizing the Jockey Club
“Once Under the Lion Rock” Oral History Theatre Programme which was a three-year
progranme (May 2017 — September 2020). The Programme aimed to involve elderly in
devising and performing oral history plays.

There were 296 elderly people participating in this Programme, recruited from 8 districts:

Central and Sheung Wan (SW)
Hunghom (HH)

Kwun Tong (KT)

Lantau Island (L1)

North Point (NP)

Shamshuipo (SSP)

Shatin (ST)

Yau Tsim Mong (YTM)

These elderly (hereafter “elderly participants™), who had retired from their full-timework, were
referred by community centres in these different districts, and many of the drama activities
were held in these community centres.

Chung Ying invited four theatre artists (hereafter “teaching artists”) to join this Programme,
each leading two community groups, serving as workshop trainers, playwrights and directors.
There are three stages of performances in the whole programme, each spanning around one
year:

Stage 1 (Year 1) Drama training workshops

Stage 2 (Year 2) School touring performances (1 production per district)

Stage 3 (Year 3) Community performances (1 production per district) and cross-district
final performance (1 production, known as the “Finale”)

In the first year, the four teaching artists conducted drama training to collect useful materials
and stories from the elderly participants. In the second year, the 8 community groups brought
their performances to the schools—there were atogether 70 participating primary and
secondary schools, which made up atotal of 70 shows and atotal audience number of 14,541
students. In the third year, each community group devised their community performance to be
staged in various districts, and then selected elderly participants were to create their Finale
performance. To summarize, there were 8 school touring performances and 8 community
performances, and 1 Finale in total. The school touring performance names and their
corresponding teaching artists are shown in Figure 1.1 below:



Figurel.l Detailsof school touring performances

Community Teaching artist Play title
group

SW Isaac Siu District When Young
(iR F32)

HH Sharon Yau 123
(123)

KT Wong Chun Fai Turn
(&)

LI Isaac Siu Together We Built
(T

NP Sharon Yau 5/67
(5/167)

SSP Wong Chun Fai Tea Money
(GrRE8)

ST Michadl Ip Lost in Shing Mun River
(I TR )

YTM Michael Ip Run Along Nathan Road
(FFEME | JHREE)

In Stage 2, each community group scheduled 3-7 shows for public audiences with various
choices of performance venues. Figure 1.2 shows the community groups and the corresponding
performance venues.



Figurel.2  Detailsof community performances and finale performance
Community | Teaching artist Play title Venue
group
SW Michadl Ip Ladiesin Duet Laundry Steps, Tai
(EEK) Kwun
HH Sharon Yau What Remains Black Box Thestre,
(T&ZBd ™ 7 EEZE) | Kwai Tsing Theatre
KT Wong Chun Fai | Together Vessel 02
(FERAD
LI Isaac Siu Beyond the Mountain | External Venue of Fu
CHi-Lsh) Tung Estate
NP Sharon Yau Golden Hours The Room, Free Space,
(E4R4R) West Kowloon Cultura
District
SSP Wong Chun Fai | Beyond the Fate Vessel 03
(HJETT )
ST Michadl Ip Our Modern Decades | Cultura Activities
(FR RS ES4LY) | Hall, Shatin Town Hall
YTM Isaac Siu Along Nathan Road The Hong Kong Story
(Rl Rk REHZE ) | Galeries, The Hong
Kong Museum of
History
Finale Wong Chun Fai | Street and Alley Jockey Club
(EEEERE) Auditorium, The Hong
Kong Polytechnic
University

In these 8 community groups, 5 groups staged the performances in the districts they belonged;
3 groups staged their performances according to different contextual needs. For example, the
Shamshuipo (SSP) performance was about stories happened in the old Kai Tak airport, and so
Chung Ying chose to use Vessel 03, which had a nice view over the old airport, as the
performance venue.

Five community groups—HH, KT, LI, SSP, and ST, successfully staged their 20 shows,
attracting 1,767 audience membersin total. Among the three community groups—NP, SW and
YTM, which were forced to cancel their 18 scheduled shows due to the COVID-19 pandemic
situation, some groups were hafway in their rehearsal processes. This unfortunate decision
also applied to the cross-district Finale performance in Stage 3, which was planned to be staged
in The Jockey Club Auditorium in Hunghom, a venue geographically located at the heart of
Hong Kong. The COVID-19 situation also affected various research processes including
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observation of workshops and rehearsals, as well as processes relevant to staged performances
such as audience questionnaires, and interviews of audience members, elderly participants and
teaching artists.
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Chapter 2 Theresearch and methodologies

The research project, undertaken by The Open University of Hong Kong, was attached to the
Jockey Club “Once Under the Lion Rock™ Oral History Theatre Programme as a research
component to find out the efficacy of the Theatre Programme in terms of its effects on elderly
participants as well as on young and adult participants including student and public audiences.
The research focus was about how these participants changed their perspectives towards
themselves, others, and the community at large. Such social changes were referred to as
“empowerment” on three levels. Empowerment is conceptualized as the process where
individuals, organizations and communities gain control and mastery over theissuesthat matter
to them (Rappaport, 1987). After looking at a few empowerment constructs which are quite
similar to each other, reference is now made to empowerment frameworks such as those
derived from Perkins & Zimmerman (1995) and Rowlands (1995):

Intrapersonal empowerment: perceived competence and self-awareness, etc.

Interpersonal  empowerment: interactive with others, negotiation and resource-
mobilization skills

e Behavioura empowerment: possibilitiesin actions, for coping and changing

Intrapersonal and interpersonal empowerment can be observed through various tools in the
three-year period, and behavioural empowerment might need to be observed in alonger time
frame. Chung Ying provided the targeted Outcome Indicator Legend (see Appendix H) which
included four areas of indicators for elderly participants—behaviour indicators, attitude
indicators, condition indicators, and knowledge indicators. The Legend also included three
areas of indicators for performance audience—behaviour indicators, attitude indicators, and
knowledge indicators. The two frameworks are mutually inclusive as Perkins & Zimmerman’s
emphasizes the internal and external changes while Chung Ying’s describes different domains
of psychological aspects.

After discussion with Chung Ying, the research questions were decided to be as follows:

1. What is the possible intrapersonal and interpersona empowerment in the elderly
participants, such as their changed perception towards life, and towards theatre?

2. What is the possible empowerment in the audience, such as their changed perception
towards the elderly participants or history of Hong Kong?

To achieve the above two objectives, both quantitative and qualitative methods were deployed.
The following list charted out the various research processes with administration of data
collection and analysis [corresponding to research questions] { sampling} :

a. Pre, inter- and post-performance questionnaires: distribution of questionnairesto befilled
a different stages of dramatic involvement in the whole programme [1] {al elderly
participants}

b. Post-performance audience questionnaires: distribution and provision of questionnaires, to
be filled after school touring performances and community performances [2] {30 copies
per school touring performance and all community performance audience members}

C. Observations of elderly participants’ devising and rehearsal processes: research team’s on-
site visits, with audio and video recordings only when necessary [1] { qualitative choices
on the community groups’ potential case studies of elderly participants suggested by
corresponding teaching artists}

11



d. Observations of school touring and community performances: research team’s on-Site
visits, with video recordings of performances (by Chung Ying) [1 & 2] {all performances}

e. Post-performance focus group interviews with audience, arranged immediately after school
touring and community performances [2] {two focus groups in each district school touring
performance and one or two focus groups in each community performance}

f. Interview of teaching artists during and / or after each performance they directed, with
audio recordings [1] {all teaching artists}

g. Interview of selected elderly participants during research team’s visits to devising and
rehearsal processes and after performances, with audio recordings when necessary [1]
{ selected elderly participants suggested by teaching artists}

h. Collection and review of performance scripts when relevant [1] {al performance scripts}

Owing to the COVID-19 pandemic situation, the following processes were cancelled: post-
performance questionnaires for three community performances and the Finale performance
listed in (a) and (b); on-site observations of three community performances and the Finale
performance listed in (c) and (d); focus group interviews and interviews of teaching artistsin
three community performances and the Finale performance listed in (€) and (f). Consequently,
among the above list, only (g) and (h) could be totally completed. Items (a)-(f) were largely
completed, only without corresponding questionnaires, interviews and on-site observations.

In al audience questionnaires, a six-point Likert Scaling was used because the audience
members might prefer to finish the questionnairesin a short time, and thus aclearer preference
would be indicated as they were suggested to choose among agreeing and disagreeing (i.e. a
“forced directional response”) (Sturgis, Roberts & Smith, 2014). On the contrary, a five-point
Likert Scaling was used in elderly participants’ questionnaires as these participants should be
able to give “substantive midpoints” when necessary (Sturgis, Roberts & Smith, 2014) because
they followed through the whole programme and were given much time to finish the
guestionnaires.

All the questionnaires mentioned above are attached in Appendices A, B, C, D and E. For the
purpose of ethics, al the elderly participantsin thisresearch were asked to sign a Consent Form
and were advised that they could exit the research whenever they would like to. A copy of the
Information Sheet that laid down the benefits and risks they might encounter during the
research is attached in Appendix F, with the Consent Form in Appendix G.
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Chapter 3 Findingsand analysis

This chapter is divided into two sections: (A) questionnaires, including findings and analysis
of audience questionnaires and elderly participants’ questionnaires; and (B) case studies of
elderly participants.

In Section A, some of the important figures will be presented in tables, followed by brief
analysis. When relevant, the qualitative findings from focus group interviews or observation of
post-performance interactive sessions will be mentioned as both triangulation and additional
evidence for analysis. Direct words uttered by respondents will be put in quotation marks, with
descriptive observations in between. In Section B, the case studies will be presented in forms
of descriptive paragraphs and direct quotations, with different lengths according to the data
received and meaningful analysis derived.

A. Questionnaires
School touring performance audience questionnaires

The audience questionnaires were distributed to the participating primary schools and
secondary schools. These audience questionnaires were collected immediately after the
performances.

Secondary school audience questionnaires

734 secondary school audience questionnaires were collected from 24 schools, and analysed.
Figure 3.1 below shows the secondary school students’ age, gender, and whether or not they
have frequent contact with elderly.

Figure3.1  Secondary student audience count: age, gender, and contact with elderly

Age Freguency (%)
6-12 years old 114 (16.1)
13-24 yearsold 592 (83.9)

Gender Freguency (%)
Mae 325 (46)
Female 382 (54)

Usual contact with elderly Freguency (%)
No 212 (32.2)
Yes 447 (67.8)

All the questions below are understood to be the perceptions after watching the performance
(RPN EEE 2RI E=Z). A sample of the questionnaire is attached as Appendix A. Figures
3.2, 3.3 and 3.4 show the figures for Questions 1, 2 and 3 correspondingly.
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Figure3.2

Responsesto Question 1 on “Hong Kong history and life experience”

About Hong Kong
history and life
experience
(R AR S AT
PNES L)

Strongly
Disagree

Strongly
Agree

1 2

| 3

| 4

6

Fregquency (%)

Total
percentage
for positive
answers
(4-6)

My knowledge on
Hong Kong
history has been
deepened
(Fze 1 &
JRE S RaER)

6(0.8) |11 (L5)

55 (7.5)

152 (20.9)

250 (34.3)

255 (35)

90.2%

The content of this
performance  is
meaningful

(AR EIRA

7 ==
BFE

3(04) |11(L5)

45 (6.1)

143 (19.5)

218 (29.8)

312 (42.6)

91.9%

Elderly’s personal
experience fills in
the gaps in Hong
Kong history
(F%WIA%«
(S
E@~%\%ﬁﬂﬁﬁ)

70) 6 (0.8)

49 (6.7)

137 (18.8)

234 (32.1)

296 (40.6)

91.5%

| have learned
about the Lion
Rock Spirits,
namely
perseverance,
diligence,
generosity  etc.
through the
elderly’s personal
stories
(FERAIE
R A £ L
T o B B
# o BE - RE

)

5(0.7) |13(L8)

49 (6.7)

168 (23.1)

245 (33.7)

246 (33.9)

90.7%
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on myself after
watching  other
people’s stories
(& Fl Bl A HY &K
% SRR

CHYAES)

have reflected | 7 (1) 16 (2.2) | 71(9.7) [ 167 (22.9) | 231 (31.6) | 238(32.6) | 87.1%

A great percentage of audience members (87.1-91.9%), after watching the performance,
indicated agreement to having learned more about Hong Kong history (K2), with regard to sub-
guestions 1a and 1c. In addition, 1b, 1d and le are sub-questions indirectly asking if students
have reflected on themsel ves by making sense of the story, particularly regarding to the elderly
participants’ experiences (B3)2. These students agreed that the performances featured
meaningful experiences of the elderly participants (1b & 1c), which they affirmatively regarded
as Hong Kong history (1a & 1c). After such viewing experience, they reflected and learned
about the Lion Rock Sprits through the elderly participants’ stories (1d & 1e). Such positive
feedback to the questions about enriching knowledge in history should be regarded as students’
acceptance of thiskind of theatre form, i.e. the “oral history theatre”.

The following quote from a school post-performance focus group interview is a piece of
evidence for relevant elaboration:

“The life experiences exhibited by the elderly were very valuable. Therefore, we should find
more opportunities to chat with the elderly.” (School touring performance focus group
interview after watching the Lantau Island performance) (K2, A3)

2 The outcome indicator(s) in brackets, i.e. B1-3, A1-4, C1-2, and K1-3, are all over the whole report for easy
reference of achievementsin empowerment of both elderly and younger participants. Please refer to the Outcome
Indicator Legend in Appendix H.
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Figure3.3

Responses to Question 2 on “Perceptions towards the elderly”

About elderly:
(BT &#)

Strongly
Disagree

Strongly
Agree

1

2

| 3

| 4

6

Frequency (%)

Total
percentage
for positive
answers
(4-6)

The elderly’s
stories are vibrant

(BB ISR

)

6(0.9)

5(0.7)

41 (5.6)

111 (15.2)

230 (31.5)

337 (46.2)

92.9%

The elderly’s
performance  is
energetic
(REHVEDRA
& 17)

5(0.7)

70

31 (4.2)

101 (13.8)

193 (26.4)

394 (53.9)

94.1%

The
acting
standard
(BEHIHEFEE
k)

elderly’s
is up-to-

4(0.6)

10 (1.4)

36 (5)

110 (15.1)

259 (35.6)

308 (32.4)

83.1%

The elderly’s
stories  inspired
me on how to cope
with  difficulties
and how to treat
others
(RENHESK
2 5] Th] 6+ PR e B
W FIRF A\ Y
HYREE)

5(0.7)

6(0.9)

44 (6)

143 (19.6)

248 (33.9)

285 (39)

92.5%

| have learned the
importance of
teamwork and
devotion through
the elderly’s
performance

(RHEAVETSTR
2 51 (8] BrS iR
I ARIRETE)

4(0.5)

10 (1.4)

37 (5.0)

128 (17.5)

228 (31.2)

324 (44.3)

93%

A great percentage of audience members (83.1-94.1%), after watching the performance,
indicated agreement to devel oping more positive impressionstowards elderly participants (A4),
including the vibrant stories they told in sub-question 2a, their energetic conditionsin 2b, their
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performing qualitiesin 2c, and the positive messagesin their storiesin 2d and 2e. Sub-questions
2d and 2e are directly asking if students have reflected on themselves by making sense of the
story, more specifically regarding elderly participants’ experiences in dealing with difficulties,
getting along with people, teamwork, and devotion (B3). Sub-question 2d is specifically
referring to students’ perceived confidence in overcoming challengesin life (A2). The positive
responses to this question have clearly demonstrated the improved intergenerational
relationship between young people and the elderly, from the substantial appreciation of the
elderly participants’ performance. The greatest percentage of positive responses (94.1%) was
seen from sub-question 2b, suggesting that students were rather surprised by the elderly
participants’ abundant energy which seemed to be contradictory to their age. The lowest
percentage of positive responses (83.1%) was seen from sub-question 2c, suggesting that
students were possibly comparing the elderly participants’ performing skills with that of the
professionals.

For triangulation, let’s see what students mentioned in a post-performance interview:

“The elderly looked very energetic, which did not match the usual impression of them—being
gloomy and helpless.” The story inspired the students to be more active and yet patient when
facing challenge. “The episodes were very real and showed that people tended to help and care
about each other.” For example, an episode about finding an elderly person who lost the way
made them think that they should care more about elderly. (School touring performance focus
group interview after watching the Shatin performance) (A4)

Figure3.4  Responses to Question 3 on “Inspirations from the performance and
interactive session”
Inspirations from | Strongly Strongly
the performance | Disagree Agree
and interactive | 1 2 (3 [ 4 |5 6
session: Frequency (%) Total
CEEEEH 7= percentage for
I IRITELES) positive
answers (4-6)
| will learn to be | 4 (0.6) 9(1.3) |48(6.8) | 142(20.1) | 237 (33.5) | 268 (37.9) | 91.5%

hel pful,
persevering and
live my life to the

fullest as the
elderly did
(RESERH

W A
B~ PR -
RE A EES)
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| am willing to
learn more about
and care for
elderly around me

(RS2 TR
B L S B RE)

3(0.4)

6(0.9)

50 (7)

138 (19.4)

235 (33)

280 (39.3)

91.7%

| am willing to
learn more about
and participate in
local / Hong Kong
affairs

(FRBEE 2 T AR
SHURIGIE AN
£1)

3(0.4)

10 (1.4)

53 (7.5)

179 (25.3)

219 (30.9)

244 (34.5)

90.7%

I am willing to
share my fedlings
and difficulties
with others

(FREEE AR A 7>
FZHCHIEBE K

5(0.7)

12 (1.7)

47 (6.6)

172 (24.2)

235 (33.1)

239 (33.7)

91%

I am more
confident in
facing challenges
inlife

(FEAHE LA
HCOW AN ERERE
FIHEEK)

5(0.7)

9(1.3)

46 (6.5)

152 (21.4)

229 (32.2)

270 (38)

91.6%

Again, agreat percentage of audience members (91.5% in 3a), after watching the performance,
indicated agreement to having self-reflection (B3) by making sense of the story told, especialy
regarding elderly’s readiness to help each other, solve problems and deal with life seriously.
Also, great percentages of audience members (91.7% in 3b and 90.7% in 3c) indicated that they
were more willing to understand and care about elderly around them and they were morewilling
to engage in the community (A3). 91% in 3d and 91.6% in 3e indicated that they were more
willing to share their problems with others (B3) and that they were more confident in facing
challenges in life (A2) respectively. Such positive feedback shows that the performance was
not only well received by the students, but also conveyed meaningful messages which
encouraged them to view Hong Kong history, elderly people, and themselves in a new
perspective, and ultimately, see things in a different light and approach life differently. The
high percentages could be interpreted as successful influences brought by the performances and
subsequent interactive sessions.

To triangulate, the following paragraph records a focus group interview in a secondary school
to show how the outcome indicators are achieved qualitatively:
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Students were interested in watching elderly’s changes throughout different stages of life, such
as changes in body conditions, work and retirement. The ways elderly dealt with these changes
(such as learning how to use a computer) inspired a student to reflect on his experience of
transiting from primary school to secondary school, and realize it was not that scary, or that the
changes brought by the experience of different assessment achievements could be more easily
adapted. (School touring performance focus group interview after watching the Kwun Tong
performance) (B3, A2)
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Primary school audience questionnaires

953 primary school audience questionnaires were collected from 36 schools, and analysed.
Figure 3.5 shows the students’ age, gender, and how frequently they have contact with elderly.
According to the figure, about 30% of the primary students are in close contact with elderly at

home.

Figure3.5 Primary student audience count: age, gender, and contact with elderly
Average age 10.14 years old
Gender Frequency (%)

Male 446 (48.7)
Female 470 (51.3)
Usual contact with elderly Fregquency (%)

“I live with my grandparents.”

No 621 (67.7)
Yes 296 (32.3)
“I meet my grandparents...”

...every day 252 (28.1)
...every week 196 (21.9)
...every month 101 (11.3)
...every 3 months 51 (5.7)
...every 6 months 87 (9.7)
...every 12 months 111 (12.4)
Others 98 (10.9)
“I get in touch with elderly apart

from my family members.”

No 666 (74)
Yes 234 (26)

All the questions below are understood to be the perceptions after watching the performance
(BB E BRI 1Y EZ). A sample of the questionnaire is attached as Appendix B. Figures

3.6, 3.7 and 3.8 show the figures for Questions 1, 2 and 3 correspondingly.

Figure3.6  Responses to Question 1 on “Enhancement of Hong Kong historical

knowledge”
| havelearned | Strongly Strongly
more  about | Disagree Agree
Hong Kong |1 2 3 4 5 6
history Frequency (%) Total
through this percentage
performance for positive
(REFERGE answers (4-6)
=T EH %R |19 19 (2) 52 (5.5) | 154 (16.4) | 232 (24.7) | 462 (49.3) | 90.4%
AFE )
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Overal, 90.4% indicated that they agreed they have learned more about the history of Hong
Kong, among which 49.3% indicated “strongly agree”. It suggests that students were ready to
receive the plays as stories that introduced Hong Kong history.

The following observation, as a triangulating piece, shows how students were attracted by a
performance:

The primary students asked a lot of questions about life experience in the old days. Students
expressed that they have heard similar details from elderly around them, but not as impressive
and clear as what was shown in the performance. (Post-school touring performance interactive
session with the Kwun Tong community group)

Figure3.7  Responses to Question 2 on “Learning from the elderly”
| have found | Strongly Strongly
something Disagree Agree
worth 1 2 3 4 5 6
learning from | Frequency (%) Total
the  ederly percentage
through this for positive
performance answers (4-6)
(REIFEIEE | 192 21(2.3) [50(5.4) |138(14.9) | 208 (22.4) | 493 (53.1) | 90.4%
HREHEAL
EUDARIER SR
2)

90.4% indicated that they agreed there are certain aspects of the elderly participants which are
worth learning, among which 53.1% indicated “strongly agree”. Students |earnt about how the
elderly participants handled their problemsin the past and agreed with their solutions. Therefore,
we can defer that they have developed a positive attitude towards the elderly (A4).

Perhaps the following direct quotations from the open-ended part of Question 2 (taken from
one primary school) serves as an interesting triangulation to explain what is “worth learning”:

A (Never give up)

TG ETEREE RN THY | (“Nothing is impossible!™)
YT HEESEI% S (Cherish the opportunity to learn)
frffTei - TIPS o BN AR - ACREELLE | (They said: “If we cannot
remove the hill, we build aroad around it. If we cannot build aroad around it, we find
another way out. If we cannot find away out, our attitude changes”)

o EFw IJEFE > B | S(#EH (The ederly people know what’s meant by
“live till old, learn till old”)

o HFINEEANTEHAT (Don’t get beat up by challenges)

e 3 (The eagernessto learn)

e Al (Determination)

e  EXF (Perseverance)

o JEHEEEE (Very optimistic)

21



St S

o fE{SREHLVAIA (Have acaring heart)

o N[ EE (Not afraid of challenges)

o RE/NRHEZHES - WMELF 423 (The elderly people did not have the
chance to study, we must learn well and study hard)

Figure3.8 Responses to Question 3 on “Willingness to understand the elderly”
| am willing | Strongly Strongly
to learn more | Disagree Agree
about elderly | 1 2 3 4 5 6
aound  me | Frequency (%) Total
after percentage for
watching this positive
performance answers (4-6)
(REIEEFE | 27 (3) 25(2.7) |50(55) |151(16.5) |195(21.3) | 467 (51) | 88.8%
BE TS
BEIEH)

On the whole, 88.8% indicated that they were willing to learn more about elderly around them,
among which 51% indicated “strongly agree”. This is also a clear indication of developing a
positive attitude towards elderly (A4).

Indeed, it is rather difficult to find out, especially in primary school students, sophisticated
attitude changes such as becoming more confident to overcome challenges in life (A2) and
becoming more willing to blend into the local community (A3). But we suggest that if students
have a greater willingness to learn more about elderly around them, it is an attitudina step
towards reaching out into the community (A3), because they need to take the initiative to reach
out and talk to elderly, hopefully also beyond their family contacts.

The overall high percentages of positive feedback received from this questionnaire, especially
responsesfor Questions 2 & 3 about the elderly participants, isan important indicator for young
people’s changed perception towards elderly around them. We hope that the children can reach
out to elderly around them especially those who have close contact with elderly (see Figure
3.5).

Again, let us read some direct quotations from the open-ended part of Question 3 (taken from
two primary schools), as arather warm ending to this section:

o WMTHEEINAERE (I would like to know about elderly’s daily life)

o EH A EREIE (Elderly had made contributions)

° MM HYEE = (Because they need more care and love from us)

o H[DIFEZLELD HIHYHEE (1 would like to listen to more old stories)

o R B REAIE MY A s B S Y (Because | want to know how they were living
in the past)

o IEEEEIPEERUZE E W NERABEES (1 deeply sympathized with the
elderly when they were belittled in the performance)

22




o HWEZAFMITNGHELARES - FTLAEMFIAZEE 7254 (I hope
elderly were not saddened by not being educated when they were young)
o HNREKRATERFZEANEH (Because elderly need company)
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Community performance audience questionnaires

There were atogether 8 community performances from 8 community groups and 1 cross-
district Finale performance planned. 5 of the community performances were completed. The
remaining 3 community performances and Finale performance were cancelled because of the
COVID-19 pandemic situation.

All guestionnaires were collected from audiences in 5 public community performances, i.e.
Our Modern Decades ( ( FAMAYEEZEF () ), What Remains ( (& 28 T~ T (/&) ),
Beyond the Mountain ( {Jifi-LLi#}) ), Beyond the Fate ( {#JE{7T) ), and Together ( {[E]#F
A\.) ), created by elderly participants from 5 community groups.

There were totally 405 questionnaires received. A sample of the questionnaire is attached as
Appendix C. As Question 1 was added by Chung Ying to evauate the artistic quality of the
production, it is out of the scope of this research.

The demographic of the respondents in this questionnaire has a characteristic feature about
their occupations (over three questions): 56.4-57.6% retirees, 12.4-13.6% students, 8.2-8.9%
education practitioners, 5.4-5.8% socia workers, 4.1-4.5% thesatre practitioners and 11.1-11.9%
of other occupations.

Anaysis over Question 2

Question 2 was about the audiences’ reflections on Hong Kong history and life experience ([¢

PO AR IR SR A K FE).

In this question, audience members are satisfied in general. Over 96% of the audience members
ranked score 4, 5 and 6 (see Figure 3.9). Although there were some variances in mean scores
between genders, different age groups, groups with different education levels, and those with
different occupations, there were no statistically significant differences. As aresult, the mean
scores were generally higher than 5 in Question 2.

Figure3.9  Responsesto Question 2 on “Hong Kong history and life experience”

About Hong Kong | Strongly Strongly

history and life | Disagree Agree

experience: 1 2 |3 | 4 |5 6

(REH> 75 4507 ST | Percentage Total

AL percentage
for positive
answers (4-6)

My knowledge on | 0.5% 0.3% | 2.8% 15.9% 42.7% 37.9% 96.5%

Hong Kong

history has been

deepened

(FhnzE 7 HE A

FE SRR ERR)
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The content of this | 0.3% 0.3% | 1.0% 9.1% 38.7% 50.6% 98.4%

performance s
meaningful

(REINEIRA

,§\ é%a

Elderly’s personal | 0.3% 0.5% | 0.8% 10.7% 41.5% 46.3% 98.5%

experience fills in
the gaps in Hong
Kong history
(F%Eml)\%“
B RS
E’\J—%émﬁﬁ)

| have learned | 0.3% 0.5% | 2.3% 11.6% 37.5% 47.8% 96.9%

about the Lion
Rock Spirits,

namely
perseverance,
diligence,
generosity  etc.
through the
elderly’s personal
stories

G5 E 2
oRe T B A T L

ERREL
% W Faf
%)

| havereflected on | 0.3% 1.3% | 15% 15.3% 36.7% 44.9% 96.9%

myself after
watching  other
people’s stories

(% F Y &
iE o ﬁa}i/u
CHYAEE)

A substantial number of people (96.5-98.5%) agreed that they have learned about the history
of Hong Kong as well as the life experiences of elderly participants displayed in the
performance. Audience agreed that (2a) they had increased knowledge about the history of
Hong Kong (K 2), because (2¢) the personal experience of elderly added some detailstoit (K2),
while (2d) learning about the Lion Rock Spirits which included perseverance, diligence,
generosity, etc.; and in this way, (2e) they reflected on themselves; and finally realizing that
(2b) the content of the dramawas very meaningful (B3). In aword, the results were very, very
positive. Comparing with the feedback given by school students, the community performance
audience seemed to be even more receptive to the art form of oral history theatre. Part of the
reasons could be the composition of the audience members: 56.4-57.6% were retirees and 5.4-
5.8% were social workers. These people were particularly empathetic with the elderly
participants and they could be much more responsive to the stories and experiences depicted
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in the performances, possibly because they share common memory with the elderly participants.
This shows that the performances can attract audiences who are with similar background with
the actors, and those who wish to share, reminiscent and compare common experiences with
their peers. If thisistrue, the elderly audiences might be delighted to find self-recognition or a
sense of rapport from their peer group. A post-performance focus group interview gives
triangulation of such self-recognition and even witness in the following way:

“The personal experiences and feelings of the elderly showed the real conditions of 1930s and
1940s. Such information was of historical meanings and value. The sad endings were
meaningful as life was filled with happiness and sadness.” (Community performance focus
group interview after the Hunghom performance) (K3, B3)

Analysis over Question 3

This question was about the audiences’ perceptions on the elderly participants (&8> £E).

In these responses, audience members aso ranked very high scores in general. Over 96% of
the audience members ranked score 4, 5 and 6 (see Figure 3.10). Although there were some
variances in mean scores between genders, different age groups, groups with different
education levels, and those with different occupations, there were no statistically significant
differences. As aresult, the mean scores were generally higher than 5 in Question 3.

Figure3.10 Responses to Question 3 on “Perceptions towards the elderly”

About the elderly: | Strongly Strongly
()i=E)) Disagree Agree

1 2 (3 [ 4 |5 6

Percentage

Tota
percentage
for positive
answers (4-6)

The elderly’s
stories are vibrant

(AR
)

0.3%

0.3%

2.8%

12.4%

42.7%

41.6%

96.7%

The elderly’s
performance s
energetic
(REIVEDRA
&)

0%

0.3%

3.1%

7.8%

36.6%

52.2%

96.6%

The elderly’s
acting is up-to-
standard
(REMHEFSHE
7K3F)

0%

0.6%

2.8%

15.4%

43.6%

37.7%

96.7%
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The elderly’s | 0% 0.6% | 2.5% 13.6% 40.7% 42.6% 96.9%

stories  inspired
me on how to cope
with  difficulties
and how to treat
others

(BREIVBESK
S i S R e
W AEF N2
FYRERE)

| have learned the | 0% 0.8% | 2.5% 8.7% 39.0% 48.9% 96.6%

importance of
teamwork and
devotion through
the elderly’s
performance

(BEAVETSTR
B2 5 B R AT
237195 ARYRERE)

People generally agreed that they have developed positive attitudes towards the elderly
participants (A4). Audience members reckoned that (3a) the elderly’s stories were very
impressive, and (3b) their performance was very energetic, not to mention that (3c) their acting
skills were up-to-standard; having said that, the audience also agreed that (3e) their
performance inspired them to learn about team spirits and devotion; and (3d) their stories
inspired them to learn how to cope with challenges and how to treat others. Such views were
recorded regardless of gender, age, education levels, and occupations. Theresults were positive.

This time let us triangulate the above data with an analysis of the responses from the open-
ended part of Question 3, which allowed the respondents to express their feelings and views
freely towards the elderly participants. After discussing with Chung Ying, the open-ended sub-
guestion 3f is worth further analysis as it corresponds to the important outcome A4 that is
identified in the Outcome Indicator Legend (Appendix H).

The audience members’ written comments were classified into 15 categories according to the
literal meanings of the comments. For example, comments that contain phrases like

“impressive (FJEEFER)”, “professional ({RELZE)”, “engaging ({5 A)”, “clear articulation
(R ) ete. are categorized as “up-to-standard”; and comments that contain phrases like
“full of energy (F57EJ)” or “lively (}5 22 4= Hfj)” are categorized under “energetic” (see Figure

3.11).

Figure3.11 Qualitative findings on audiences’ comments towards the elderly
participants

Comments category Freqguency Percentage (%)
Up-to-standard 37 9.1
Committed 17 4.2
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Energetic 12 3.0
Learning from the elderly 8 2.0
Good memory 7 17
Sharing and cooperation 5 1.2
Contagious 4 1.0
Kindness 3 0.7
Appreciates continuous learning spirit 3 0.7
Increased self-confidence 2 0.5
Empathy 2 0.5
Friendship 1 0.2
Not expressive enough 1 0.2
Serious towards the performance 1 0.2

It is clear that most of the comments were supportive—in a way, the elderly participants’
performance was regarded as “professional” or up to a good standard, given all the limitations
they had. Similar to what the school students expressed, the elderly participants’ high level of
energy amazed them. The comment “committed” is probably an admiration from these
respondents. Except the comment “not expressive enough” from a single person, all of the other
comments are positive.

Analysis over Question 4

Question 4 focused on how the performance inspired the audience (G2 (&5 H B FRAVELES).

Audience members ranked high scoresin general. Over 95% of the audience members ranked
score4, 5and 6 (see Figure 3.12). Although there were some variances in mean scores between
genders, different age groups, groups with different education levels, and those with different
occupations, there were no statistically significant differences. As a result, the mean scores
were generaly higher than 5 in Question 4.
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Figure3.12 Responses to Question 4 on “Inspirations from the performance”

Inspirations  from  the
performance

(A2 (&5 L T BV RLE)

Strongly
Disagree

Strongly
Agree

1

2

|3

| 4

|5

6

Percentage

Total
percentage
for positive
answers (4-6)

0.6%

1.4%

12.4%

46.3%

39.3%

98%

I will learn to be helpful, | 0%
persevering and live my
life to the fullest as the
elderly did
(REEEHREIHF
HAREDR ~ ik AEE
LRSS

| am willing to learn more | 0.3% 33% | 2.0% |95% 41.5% 46.5% 97.5%

about and care for elderly
around me

(RS T KBS
BENRE)

| am willing to learn more | 0.3% 0% 25% | 13.4% | 44.7% 39.1% 97.2%

about and participate in
local / Hong Kong affairs

(R 2 T A1 B
&/ BV E)

| am willing to share my | 0% 03% |42% |181% |45.2% 32.5% 95.8%

feelings and difficulties
with others

(HEEAH A TZECS
FY SR 2 i s2)

| am more confident in | 0.3% 03% |2.8% |13.5% |43.8% 39.3% 96.6%

facing challengesin life
(EEABOHEEHCH
N4 FERZAIHER)

People generally agreed that they have been inspired by the performance (B3). They reckoned
that (4a) they |earned the spirits of the elderly such asbeing helpful to each other, being resilient
when solving problems, dealing with life serioudly etc.; (4b) they were willing to know more
about elderly around them; (4c) they were willing to know more about and even participate in
local or Hong Kong affairs; (4d) they were willing to share their problems and feelings with
others; and (4e) they felt more confident in dealing with their own life and overcoming
challenges. These views were shared by audiences regardless of gender, age, education levels,
and occupations. The results were positive.

The post-performance focus group interview brings forward such qualitative perspective: such
oral history theatre was meaningful because the stories about emigration were a common
experience of Hong Kong people, and that let us reflect on the choices in life and about the
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Lion Rock Spirits of Hong Kong people. (Community performance focus group interview after
watching the Lantau Island performance) (K3, B3)

There is one observation that we would like to highlight: how the respondents got the show
information. Most of them got the information from friends (25.7%), community centre staff
(20.7%) and Chung Ying’s Facebook (10.6%). In other words, within these community
performance audience members, more than half of them (57%) came to see the show because
they were either friends or relatives of the elderly participants, or that they were fans of Chung
Ying’s oral history theatres. To conclude the positive results as seen in the community
performance questionnaires, we can seethat Chung Ying has devel oped acommunity of friends
and support groups for the elderly participants, and they felt fulfilled while watching these
performances, probably with some useful reflections. This expanded community of elderly in
the audiences became fans, and possibly participants later, of or in oral history theatre; they
were much willing to watch their peers perform, and identified with their mental and physical
needs. Thisgivesastrong hint at the fact that the elderly participants have expanded their social
network (C1). In thisway, the oral history theatre does not only promote historical knowledge
among the younger generations, it also promotes peer group learning, influence and support
among the elderly community.
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Questionnaires for elderly participants

In order to find out the Programme’s impact on the elderly participants, we tracked their
perspectives towards the Programme before, during and after their involvement in the drama
experiences. They were asked to fill in three questionnaires—one before they received any
dramatraining from the Programme (i.e. before workshop training and devising for the school
touring performance), one after their first performance (i.e. the school touring performance)
and then the last questionnaire after their second performance (i.e. the community
performance).

The quantitative figures here could be well triangulated with Chapter 3B Case Studies for
qualitative details. It will be useful for doing cross-references between the two sections.

Perspectives before drama experience

164 identified pre-drama questionnaires were collected. Figure 3.13 shows the demographic
data of these elderly participants.

Figure3.13 Demographic data of the elderly participants collected at pre-drama stage

Gender Freguency (%)
Male 42 (25.6)
Female 122 (74.4)

Age Freguency (%)
51-60 years old 14 (8.6)
61-70 years old 89 (54.9)
71-80 years old 43 (26.5)
81-90 years old 14 (8.6)
Above 90 years old 2(1.2)

Education level Freguency (%)
Primary education or lower 50 (30.9)
Secondary education 76 (46.9)
Tertiary education 30 (18.5)
Master or above 6 (3.7)

Occupation before retirement Freguency (%)
Industrial / Finance/ Admin / Logistics 53 (40.5)
Retail 10 (7.6)
Government official 6 (4.6)
Professionals (Accountant, Lawyer, Engineer, 23 (17.6)
Medical, Teacher, Social Worker)

Others 39 (29.8)

Experience in drama Freguency (%)
Lessthan 1 year 66 (40.7)
1-2years 32 (19.8)
3-5years 41 (25.3)
6 years or more 23 (14.2)
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In this questionnaire, Questions 1-4 are for triangul ation and checking purposes (see Appendix
D for the questionnaire). As the respondents are elderly and might not be familiar with filling
out questionnaires, these questions also serve as a warm-up exercise before they come to the
more important Question 5, with which our major analysis stays, i.e. elderly participants’
expectations towards this Oral History Theatre Programme. As this questionnaire was
completed by the elderly participants before they had experienced any drama activitiesin this
Programme, the perspectives collected in Question 5 could only be their expectations towards
the Programme. Statistical figures are shown in Figure 3.14.

Figure3.14 Elderly participants’ expectations on the Oral History Theatre Programme
(beforetraining)

Expectations on the Ora | Strongly Strongly

History Theatre | Disagree Agree

Programme; 1 2 E | 4 S

([28 A £ B 1 4t JFE 52 8% | Frequency (%) Total

BIETERYHHEE) percentage
for positive
answers (4-6)

| canjoin community arts | 1 (0.6) 3(1.8) 14 (8.6) |53(32.5) | 92(56.4) 88.9%
and cultural activities
(Fpefn 2 Bt @
g f o LIEED)

| can share my stories | 1 (0.6) 7(43) |28(17.0) | 49(29.9) | 79(482) | 78.1%
(FEEH > = H CaVEL
=)

| canjoin social activities | 0 (0) 4(24) |19(11.6) | 52(3L7) | 89 (54.3) |86%
(FRpESy 2 Bl A& E))

| can be more confident | 1 (0.6) 1(0.6) 25(15.7) | 55(34.6) | 77 (48.9) 83%
in socia occasions

(EtRSGEH - IKEE
HIEL AT R E (S)

| feel more satisfied with | 1 (0.6) 0(0) 18 (11) 67 (41.1) | 77 (47.2) 88.3%
my life

(Faef ¥ H C Ay &
RUETE N E)

My theatre knowledge | O (0) 1(0.6) 9(5.5) 38(23.2) | 116(70.7) | 93.9%
and theatrical skills will
be enhanced and

improved
(FeRES & 5 Z B A
HIFRELRZTT)

It isobviousthat elderly participants mostly have high expectations on different areas: (5a) the
chanceto participate in community arts and cultural activities (agree and strongly agree 88.9%);
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(5b) opportunities to share their stories (78.1%); (5c) opportunities to participate in social
activities (86%); (5d) having more confidence in social occasions (83%); (5€) higher life
satisfaction (88.3%); (5f) opportunities to learn more about theatre knowledge and skills
(93.9%).

One point that is worth noticing: nearly 20% of the elderly participants stayed neutral in
answering Question 5b, which is about their expectations on sharing their stories, as many of
them stated that “I can share my happiness and unhappiness with my family and friends”
(Question 3b, 23.3%) and “my voice is being heard by others” (Question 4b, 36.6%). To the
elderly participants, they expected that only their families and friends might be interested in
listening to them, while they cannot see their stories being interesting to others.

Perspectives during the drama experience

Another questionnaire was given to elderly participants after their first performance at schools
(see Appendix E). In this questionnaire, wordings have been revised as elderly participants had
already started the drama training and completed their first performance, yet, the objective of
the questions remained the same. There were 149 identified questionnaires. Figure 3.15 shows
the respondents’ perspectives analysed from the collected data.
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Figure3.15 Elderly participants’ perceptions on the Oral History Theatre Programme
(after their first performance)

Perceptions on the Ord
History Theatre
Programme:
(8 7> £ B 1t R S 18R )
ST EIHVRR)

Strongly
Disagree

Strongly
Agree

1

2

5

Fregquency (%)

Total
percentage for
positive
answers (4-6)

| am more willing to join
community arts and
cultural activities
(FeELDART R E 2 B4t
LRSS RS S R I U))

1(0.7)

2(1.3)

11 (7.4)

88 (59.1)

47 (31.5)

90.6%

| am more willing to share
my stories
(FLELIATEEE 2= H
CHVHE)

1(0.7)

3(2.0)

25 (16.8)

75 (50.3)

45 (30.2)

80.5%

| am more willing to join
social activities

(Febb DU s i 2 B 1t
A EE))

1(0.7)

1(L7)

18 (12.1)

91 (61.1)

38 (25.5)

86.6%

| feel more confident in
social occasions

(ARG > WEED
AT RE 13)

0 (0)

3(2.0)

26 (17.4)

83 (55.7)

36 (24.2)

79.9%

| feel more satisfied with
my life through joining this
Programme

(s 0HE) - B H
CHIATEREE IWE)

1(0.7)

2(1.3)

13(8.7)

85 (57.0)

48 (32.2)

89.2%

My theatre knowledge and
theatrical skills are
enhanced and improved
after joining this
Programme
(IBEXEE) - REE
T BB RIS T)

0 (0)

0(0)

5 (3.4)

58 (38.9)

86 (57.7)

96.6%

In this question, it is obvious that elderly participants were satisfied in different areas. Let us
list out the percentages from high to low: (5f) improvement of theatre knowledge and skills
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(agree and strongly agree 96.6%) (K1); (5a) the increased willingness to participate in
community arts and cultural activities (90.6%) (B1); (5€) higher life satisfaction (89.2%) (C2);
(5¢) theincreased willingnessto participate in social activities (86.6%) (C1); (5b) theincreased
willingness to share their stories (80.5%) (B2); and (5d) having more confidence in social
occasions (79.9%) (Al). In other words, all the outcome indicators on Appendix H regarding
the elderly participants were met, mostly with high percentages. This descending order of
percentages can be made sense of when we take into account the respondents’ conscious mind:
having been consciously involved in theatrical and arts activities for one whole year gave them
arich sense of being exposed to theatre and arts, and thus cultural activities. Such fulfilling
experience actually, and less conscioudly, gave them a sense of satisfaction, in terms of social
encounters and sharing. The least consciously impressive areawas confidence, of course, when
they had great sense of achievements on one hand and yet remembered there were quite alot
of challenges in the performance training and practice.

Among these figures, the mean scores in al situations fly high, and exceeded the pre-
intervention, i.e. pre-drama percentages as shown in Figure 3.16, except for (5d):
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Figure3.16 Comparison of elderly participants’ expectations (before training) and

per ceptions (after their first performance) on the Programme

Pre-intervention Interim percentage
percentage (elderly participants’
(elderly participants’ perceptions during the
expectations before the Programme)
Programme)

5a 88.9% 90.6% (1)
5b 78.1% 80.5% (1)
5¢C 86% 86.6% (1)
5d 83% 79.9% (1)
5e 88.3% 89.2% (1)
5f 93.9% 96.6% (1)

The possible reason for the fallen percentage recorded in (5d) “being more confident in social
occasions” might be, as stated above, owing to the increased challenges they faced during the
theatre activities which required al sorts of skills. These skills could be especially demanding
for the elderly participants such as management of energetic games, memorizing lines and
movements, or focusing attention on interacting with others. Please read Cases 10 and 2 in
Chapter 3B for possible difficulties arose in the rehearsal process. The playwrights and
directors in the Programme have observed relevant pressures elderly participants experienced
and their efforts to fulfil the requirements and thus in some cases, the directors appropriately
allocated work load and roles among the actors, so that some elderly participants did express
high confidence in the creative processes. Please read Chapter 3B for these expressions.

Perspectives after the drama experience

To compare, one more questionnaire was given to elderly participants after their second
performance experience—the community performance. Since only 5 community groups
successfully staged their performances, the number of identified questionnaires collected was
59. Perspectives were shown in Figure 3.17.
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Figure3.17 Elderly participants’ perceptions on the Oral History Theatre Programme
(after their second perfor mance)

Perceptions on the Ora
History Theatre Programme:
(BRI S B RE S ST
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Strongly
Disagree
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1
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positive
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0(0)
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34 (57.6)

16 (27.1)

84.7%

| am more willing to share
my stories
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I ER)

ZHC

0(0)

1(1.7)

12 (20.3)

32 (54.2)

13 (22.0)

76.2%

| am more willing to join
social activities
(FREEPARTEE FEE 2 Bl1t 52
JEH))

0(0)

1(L7)

8 (13.6)

32 (54.2)

17 (28.8)

83%

| feel more confident in
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(G EE > IEELUAT
FREVE(E)

0(0)

1(1.7)

7 (11.9)

33 (55.9)

15 (25.4)

81.3%

| feel more satisfied with my
life through joining this
Programme
(&mERET) > REEC
F A BN B I )

0(0)

0(0)

4 (6.8)

36 (61.0)

18 (30.5)

91.5%

My thestre knowledge and
theatrical skills are enhanced
and improved after joining
this Programme
(CUBETOES) > RBG T
B EBI R TT)

0(0)

0(0)

3(5.1)

23 (38.0)

32 (54.2)

92.2%

In this question, it is obvious that elderly participants expressed agreement on different areas:
(5f) improvement of theatre knowledge and skills (agree and strongly agree 92.2%) (K1); (5€)
higher life satisfaction (91.5%) (C1); (5a) theincreased willingnessto participatein community
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arts and cultura activities (84.7%) (B1); (5c¢) the increased willingness to participate in social
activities (83%) (C2); (5d) having more confidencein social occasions (81.3%) (A1); and (5b)
the increased willingness to share their stories (76.2%) (B2).

The mean scores for (5a) “increased willingness to participate in community arts and cultural
activities”, (5b) “increased willingness to share their stories”, (5¢) “increased willingness to
participate in social activities” and (5f) “improved theatrical knowledge and skills” have al
dropped as compared to the interim stage (i.e. after their first performance), except for (5d)
“having more confidence in social occasions” and (5¢) “higher life satisfaction”, which have
risen, as shown in Figure 3.18.
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Figure3.18 Comparison of elderly participants’ perceptions (after their first
performance and second performance) on the Programme

Interim percentage Post-intervention
(elderly participants’ percentage
perceptions during the | (elderly participants’
Programme) perceptions after the
Programme)
5a 90.6% (1) 84.7% (])
5b 80.5% (1) 76.2% ()
5¢c 86.6% (1) 83% ()
5d 79.9% () 81.3% (1)
5e 89.2% (1) 91.5% (1)
5f 96.6% (1) 92.2% (|)

This comparison might reflect that their continual experience in drama activities have helped
(5d) restore their confidence and (5€) improve their life satisfaction (see Chapter 3B for
triangulation of thisimportant message); but on the other hand, the dropped percentages shown
in (5a), (5b), (5c) and (5f) are rather obviously influenced by the fluctuating social situationin
Hong Kong since June 2019 and COVID-19 pandemic situation since January 2020, which
may incur adrop in willingnessto participate in different activities, especially social activities.
Therefore, for (5f), it isreasonable for the participants to fedl less fulfilling because there was,
on one hand, utterly less chances for them to go to the workshops and learn about theatre, and
on the other hand, there were huge demands from directors on theatrical expressions as the
rehearsals entered final stageswhiletherehearsal arrangements wereinfluenced by the difficult
situations. Again, a rise of percentage was seen in (5¢) “life satisfaction” after the whole
programme, even higher than the elderly participants’ expectations before the Programme (see
Figure 3.16); thisis a strong indication of elderly participants’ overall impression on how they
could be benefitted from creating and performing oral history theatre. It is glad to see that in
the post-intervention stage, the percentage of (5d) “feel more confident” is higher than that in
the interim stage; this might be the elderly participants’ another concluding view towards the
whol e programme because this percentage has once dropped after the interim stage (see Figure
3.16). All the cases in Chapter 3B display such life satisfaction in detail, and many cases also
show the elderly participants’ increased confidence.

39



B. Casestudies

In order to find out greater details of how elderly participants were empowered intrapersonally,
interpersonally and socially, the research team visited the devising sessions, rehearsal sessions
and performances, and interviewed the teaching artists. During the interviews, each teaching
artist gave information about what he / she observed as empowering to his/ her community
group. With reference to such information, the research team pursued relevant elderly
participants in rehearsal sessions and conducted interviews. Such pursuit of cases, when
relevant, was conducted again when elderly participants continued to participate in their second
performances. Therefore, the following descriptions of the cases have taken into account the
research team members’ observation in the rehearsal sessions, performances and interviews,
all teaching artists’ perspectives arising from the creative processes, and, of course, the elderly
participants’ own perspectives arising from their experience of creative participation. The
scripted and performed plays and Chung Ying project team’s perspectives also served as
sources of study when appropriate. These different perspectives were triangulated to provide
more objective views towards what had happened in the creative processes and beyond. In the
cases below, pseudonyms are used to prevent exposing the elderly participants’ identities. The
guestions inside brackets embedded in the descriptions were the questions asked by the
contextual interviewer. Wherever appropriate, there are outcome indicators in brackets
following the relevant descriptions to show the kind / area of empowerment accordingly, but
qualitative findings like this might not necessarily be categorized under the outcome indicators
in Appendix H, and is preferred to be described as a theme. Therefore, the impact and
empowerment in each case study is listed out as thematic impact and categorised impact.

Indeed, all of the cases below are chosen to be listed here because the research team regards
that there might be some tacit knowledge (Schon, 1987), i.e. knowledgethat isimplicit and not
easy to be articulated, to be inferred after reading the described scenarios. In many cases, we
tried to categorize such empowered conditions as C2 (higher life satisfaction) for convenience
sake. Of course, the readers are welcome to add indicators from Appendix H to the categorized
impact list should they feel appropriate, but the thematic impact in italics might give the readers
some hint on the general transformation that impressed the research team, in the form of two
parts—the first part a subjective one—phrase insight on the case; and the second part a more
objective one—line summarized description of the respective elderly participant’s experience.

Case 1: Tony

Age: 75

Gender: Mae

Community Group: Shamshuipo (SSP)

Thematic impact: Performance for self-assurance and educating the young—Tony gained
much confidence through the training of acting and expressive skills as well as his recognized
mission of educating the young people through oral history theatre.

Categorized impact: B1, Al, C1, C2, K1
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Tony was aretired staff member of the Water Supplies Department. He remembered that when
he was young, he nearly decided to be a policeman. But then his uncle told him that the police
was heavily corrupted. It was back in the 1960s when the Independent Commission Against
Corruption was not established yet. Tony, aguy with integrity, thus changed his mind, although
later he found that there was al so corruption in the Water Supplies Department when he worked
there. The school touring performance staged by the Shamshuipo group was inspired by his
story. The play was named Tea Money ( {%5$€) )— the money you would give an officer to
bribe him/ her into giving you priority or letting you gain advantages over others. Indeed, Tony
played the main character, who experienced a journey of struggling to be a policeman or not.

When asked about the value of oral history theatre in an interview, Tony answered without
hesitation, “Nowadays young people are too well protected and they should know more about
the hardship of people in the old days!” Tony was glad that, in the post-performanceinteractive
session, most students said it was not okay to give tea money; and thus he found such theatre
to be quite educational, and at least many students realized that these things actually happened
in the past (C2).

Personally, Tony found alot of fun in this Programme, including the give-and-take team spirit,
and also realized that professional production was a serious process (A1, K1). Besides|earning
more about arts, Tony found that he has gained skills on building better relationships, and he
has learnt more about himself such as his performance skills by asking othersfor opinions. He
trusted his teammates and accepted their comments (C1). “Now I want to spend more time on

drama training, as it is both interesting and challenging.” Tony confidently said in the interview
(BY).

In the community performance Beyond the Fate ( {7/ & {7 ) ), Tony played two English-
speaking roles: a Greek tourist who was forbidden to bring his pet onto the aeroplane, and a
foreign car park security guard. In an interview, Tony frankly said that he became much more
confident now in expressing his feelings, even when he has to speak English in public. In the
old days, he was too timid to “speak loudly” and would just “respond briefly when being asked
to”. Now, he was able to elaborate his views, and found that he had broadened his vision
through listening to others’ comments (Al). In the training, he was introduced to different
people’s stories, and became more knowledgeable. After playing the role of foreign security
guard, he admired people who worked at the airport because they were required to speak good
English. He was proud of himself for speaking fluent English in the performance with
appropriate emotions as required by the director (C2).

Case 2: Suki

Age 74

Gender: Female

Community Group: Yau Tssim Mong (YTM)

Thematic impact: Be empower ed as the empowering—Suki got the power to both help her peers
and educate the young as she found that theatre makes people happy.

Categorized impact: B1, B2, A1, C2, K1
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“I am glad that I speak better now!” Suki smiled, “I can now talk in the right rhythm, as I used
to talk too fast because I am a very impatient person.” (A1) This showed how drama helped
with building up social skills. Suki said as she followed the dialogues in the script, she had to
use appropriate rhythm while she rehearsed and performed (K1). Besides, Suki also found it
fulfilling to share with the students the hardship she had as a young girl. She re-enacted her
experience on helping her mother to sell vegetables at the wet market from day to night while
being chased by police. This episode became the skeletal storyline for the school touring
performance staged by Yau Tsim Mong group Run Along Nathan Road ( { #FFEIE 1 2
B-) ). In her interview, Suki mentioned that her last line in the performance impressed her
most, “Life would be good if I hadn’t been chased for such a long distance” (%1 5-F L4518 71,
6t - REE2%4F). She knew that life cannot be taken for granted to be great as she had a hard
life when she was young, but she can now make up for what had been missed through drama,
or at least find a peaceful mind through reminiscence. Suki said “I want to continue [doing
drama] as it brings me happiness.” (C2) Similar to Tony (Case 1), Suki developed her own
mission in the Programme—to educate the young. When she was asked by a student in the
post-performance interactive session, “why did you work at the vegetable stall instead of going
to school?”, Suki knew that children, nowadays, were not aware of the hard life in the past and
they lived in their “comfort zone” as they were being taken care of so well (B2).

In the devising and rehearsal sessions, Suki took an “extra role” as an assistant to the director.
She encouraged the less capable elderly participants to do the improvisation exercise by
volunteering herself first (K1). She was glad that she could be an actor on stage, sharing her
enthusiasm and stories and exerting influence to her audience and other elderly participants
(B1, B2).

Case 3: Yolanda

Age: 78
Gender: Female
Community Group: Shamshuipo (SSP)

Thematic impact: Love and courage in drama—Yolanda felt the warmth of the theatre group
as a family and thus was keen to further her exploration in drama.

Categorized impact: B1, B2, A1, C2

Yolanda said, “I pass down the good values when I was doing the play. You know happiness
cannot be taken for granted.” Yolanda thought her experience was meaningful for students, as
it taught them life can be difficult sometimes. (C2) In the school touring performance of
Shamshuipo group—Tea Money ( { 45§%) ), there was a scene where everybody pointed at a
bucket, using their right index finger, while they queued up for water. Only Y olanda used her
left finger. The teaching artist, Wong Chun Fai, told this episode in an interview, as he knew
Y olandahad lost her right finger when she was young, he adjusted the stage movement to avoid
embarrassing her. Yolanda explained that she was teased of losing her finger in the past. “But
[in the drama troupe] you’ll be understood. We are a family. We care about each other and
always back up for each other. With the support from these ‘family members’, you can now do
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what you dared not do before! (A1) (What did you learn?) How to live your lifel Now | know
| can still accomplish something (C2). Next time | hope the play could be about my stories!”
Y olanda proudly proclaimed (B1, B2).

Case 4: Kenny

Age: 60

Gender: Male

Community Group: Hunghom (HH)

Thematic impact: Devising stories for experience sharing—Kenny was not afraid to tell his
secrets, and became a keen listener of others’ stories.

Categorized impact: B1, B2, C2, K1

In the school touring performance 123 ( (123) ), there was an episode where a boy was
knocked down by a car. The actor who played the boy was Kenny. The teaching artist, Sharon
Yau, remembered that Kenny complained the monologue about this episode was “too short”,
“not as interesting as others”, and “it failed to fully uncover my inner feelings”. Kenny thus
edited the piece, lengthened it and included what he really wanted to say from the bottom of
hisheart (B2). During an interview, Kenny admitted that the episode was a direct re-enactment
of what had happened when he was in primary three—being nearly knocked down by a car
during his half-an-hour journey to school. “The event was hidden in my heart for a few decades,
and I had to spit it out now [in the play]! (C2) (Why didn’t you tell your parentsthen?) Because
my mom and dad would be furious; they would beat me regardless of my explanation.” Kenny
added, “I like drama as I can become different people, of different ages through drama. I am
happy with our team because when we are able to do what the director asked us to, we know
that we are still very capable” (C2). Kenny then talked about his aching leg, “My right leg
cannot walk; just 50% function left, but | felt relaxed when | came here for the rehearsals. | can
forget about my aching leg and learn something new. I want to hear others’ experiences.” No
wonder, Kenny was as good a listener as astory-teller (B1, K1).

Case 5: Maria

Age: 72

Gender: Female

Community Group: Central and Sheung Wan (SW)

Thematic impact: Drama for repentance and self-expression—Maria experienced that the
theatre was a place for powerful expressions, for soothing the heart, for voicing out beliefs,
and for making friends.

Categorized impact: B2, Al, C1, C2, K1

In the school touring performance by Central and Sheung Wan group, District When Young
( (fisch E3R) ), Mariatalked about her experience of looking after her family business —
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anewspaper stall. Asthe elder sister, Maria had to look after the newspaper stall. Two years
later, she was exempted from the duty and allowed to go to school because her younger sister
was old enough to take over the job. Maria entered a prestigious school and met some nice,
rich friends there. One day on the street, accompanied by her schoolmates, Maria saw her
younger sister and deliberately turned ablind eyeto her sister, pretending not to see her. During
the devising process, the teaching artist, Isaac Siu, asked Maria about her view towards her
younger sister’s contribution to the family. At first, Maria said she did not have much feelings
about that because she had a very thin relationship with her sister; and since her sister was not
good at school there was no big difference even if she had the chance to study. Hearing this,
Isaac suggested to further develop the story from the younger sister’s perspective. Strangely,
Maria didn’t agree. However, as the rehearsals continued, she began to revise some lines in the
elder sister’s monologue, such as “As my sister helped with the business, I got a chance to go
to school”, “I’'m indebted to her”, or, later, “It was totally her contribution”. During an
interview, Maria said, “I felt guilty for pretending not to see my younger sister. [ was afraid to
be found out that I came from a newsstand family. This event had burdened my heart for many
years. This knot has finally been opened, dug out. I feel much relieved!” (B2, C2) She claimed
that she was very much involved in writing this episode. Isaac also observed that Maria was
interested in playwriting and she actually gave advice to an actor who played the samerole (i.e.
the elder sister) in another cast (K1).

Michael Ip was the teaching artist of Maria’s second performance, i.e. the community
performance Ladiesin Duet ( {ZAHX) ), which described the social roles of women in the old
days. He noted that Maria wasn’t married, as she decided to devote herself to education. In the
playscript, Maria was a very devoted teacher who did not want to get married. She was a
perfectionist who did not want to compromise. She loved her job: “I’m married to it.” In the
play, this proactive teacher initiated a lot of projects in school. These are Maria’s ending lines:
“As a teacher, I moralize; | teach; and | solve bewilderment. Thisis my vocation. | wish to be
a little lamp that points out the way. | teach with my words, and also my acts—being a life

example. I do this because I love my students.” This was the powerful self-expression from
Maria (B2, C2).

During the rehearsal, Maria also acted as a helpful assistant. She reminded others to focus,
helped taking notes, demonstrated lines and even took up another actor’s difficult part (A1,
K1); yet Maria reminded us that her greatest achievement in this Programme was making
friends with other elderly participants (C1).

Case 6: Byron

Age: 68

Gender: Male

Community Group: Central and Sheung Wan (SW)

Thematic impact: Oral history theatre as a historical record—Byron recognized the value of
this theatre art form and enjoyed to educate through his performance.

Categorized impact: B2, C2
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Isaac Siu, the teaching artist for this group, said he was emotionally moved by Byron’s episode
in the Central and Sheung Wan school touring performance, District When Young ( { fith 5
_FIR) ). It was about a young man’s grateful moment: Byron was first refused by his father to
go to England for further education, but after negotiating with his family again and with his
mother’s support, his father finally agreed to give him a chance and offered him awatch as a
present. In order to express gratitude towards his wise father, he named him “the third master”,
after the other two teachers who inspired him. Byron was the most educated among the elderly
participants. He first finished his engineering bachelor degree in the University of Hong Kong
before heading to Imperial College London to complete his second degree. The confident
Byron indicated that he had already got some knowledge about drama before participating in
this Programme. His comment for oral history theatre was that it recorded what happened for
the younger generations to see; and thus it gave him the motivation to participate. In addition
to that, he noted, “I hope to upgrade my ‘idol image’ among my children—they could learn
from it and respect me, I succeeded because I pursued what I wanted persistently.” (B2, C2)

Case 7: Yoyo

Age: 77

Gender: Female

Community Group: Central and Sheung Wan (SW)

Thematic impact: The empowered woman on stage—Yoyo showed the grace of a woman from
broken marriage who moved on with strength.

Categorized impact: C2

In reality, Yoyo’s ex-husband had quite alot of extra-marital affairs with women who worked
in his restaurant. One woman had given birth to a child for him and he just openly enjoyed his
affairs, Yoyo was offended and decided to leave her husband. In another interview with
Michael, the teaching artist, he reported that Yoyo’s ex-husband arranged her to live in an old
and broken apartment in Sai Ying Pun.

In the community performance— Ladiesin Duet ( {Z4&#X) ), Y oyo talked about her admiration
for this ex-husband, how she treated him well, and gave him the support he needed when he
faced challenges in his career. But the play only gave a slight touch on the broken marriage;
this showed how much Y oyo has put aside her sorrow and hatred, and avoided to badmouth
her ex-husband. She just chose to talk more about the strength of a woman starting a new life.
This choice matched Yoyo’s belief, “I want to tell the audience that as a woman, you need to
protect yourself, both mentally and economically. Y ou put down your sadness and move on.
There is no use complaining or falling apart when aman does not love you anymore.” (C2)

Case 8: Pamdla

Age: 60

Gender: Female
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Community Group: Yau Tsim Mong (Y TM)

Thematic impact: Be professional!—Pamela |earned to contribute to the educational value of
oral history theatre and to develop the right attitude for theatre production.

Categorized impact: B2, C2, K1

In the community performance Along Nathan Road ( { & AR HZIHE ) ), the six-year-old
Pamela unwillingly broke her Donald Duck money pot to get money for food. In the devising
room, Pamela was willing to share this painful anecdote, because she thought this piece of
history was valuable to the young generation nowadays. Obviously, she shared the same view
with Tony (Case 1), Suki (Case 2), and Byron (Case 6) on educating the young by means of
oral history theatre (B2, C2).

During her participation, Pamela exercised the professional attitude of an actor—putting her
personal problems aside when working in the group. During the devising session of her own
story, Pamelawas found with tearing eyes since her mother had passed away few days ago, but
she insisted to attend the rehearsal as she knew she had to rehearse for her part. To avoid
affecting the devising exercise, she put aside her feelings and maintain a professional attitude
in rehearsals (K1).

Case 9: Anna

Age: 67

Gender: Female

Community Group: Lantau Island (L1)

Thematic impact: Be courageous in theatre—Anna gone through the process of sharing her
brave story and expressing theatrically by opening herself up.

Categorized impact: A1, C2, K1

In the community performance Beyond the Mountain ( {fii-r-LLI%4}) ), Anna was a good
housewife who followed all her husband’s advice and tried to learn all the skills a good wife
should have such as cooking. She migrated with her daughter to Canada in 1989 because of
Hong Kong’s handover to China. Although she was scared, she tried hard to cope with lifein
Canada with only her daughter by her side. They survived and her daughter grew up healthily
and graduated from university. With much hardship during the years, she did not complain
about anything.

And this was Anna—silently enduring hardship without complaint. According to Anna, she
used to be too timid to express herself in front of others before joining the Programme, but she
experienced drastic changes throughout the training. Isaac Siu, the teaching artist, mentioned
that Anna sat at a corner reading her own lines silently at first. Later, she opened up and talked
to others. (A1) Astime went by, she was confident to ask for help, lift up her voice and extend
her body while acting. (K1) Anna said, “I am becoming bolder and more daring. In the past, |
used not to be so rough. (Why this change?) After telling my stories openly, | have nothing to
hide now. I am relieved.” (C2)
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Case 10: Shirley
Age 70

Gender: Female
Community Group: Shamshuipo (SSP)

Thematic impact: Human care—Shirley no longer felt lonely when she was warmly helped in
the rehearsal process of telling her story with great hardship.

Categorized impact: Al, C1, C2

Shirley said she used to be grumpy. Her teammates said that Shirley changed alot because she
learned to communicate with them and listen to their opinions. In the rehearsal for the
community performance Beyond the Fate ( {#f & 77) ), Shirley was requested to sing a
section of a song, but she could not sing in tune even after the teaching artist’s repetitive
instructions. During the break, afew fellow actors came round and gave her advice on how to
manage the accurate tune. She kept on learning bit by bit repeatedly and patiently. She reckoned
that this was quite different from her past (A1, C2).

Shirley’s story contributed a large part in Beyond the Fate: her husband died early and she lost
her job because the factory was suddenly relocated to China. In order to raise her child, she
went to America, worked there for eight years with alot of hardship. Despite such unfortunate
experience, Shirley managed to reorganise her thoughts and feelings through this play, and
shared these stories with her peer actors and audiences (C1, C2).

Brief conclusion on case studies

There are quite afew repetitive patterns (Stake, 1995) seen in these ten case studies which are
worth summarising. These are the common views, feelings and experiences pointed out here
and there in the cases.

At least four cases mentioned the educationa value of ora history theatre—as the younger
generation today may not know about the hardship in lifein the past, it isimportant to let them
know how people survived, lived, helped each other out and solved problems. Elderly
participants made it their “mission” to put up the oral history plays, especially for the younger
generation to learn, and they persistently shared their stories and improved their performances.
This shows an self-empowerment process which covers intrapersonal (bearing a mission),
interpersonal (communicating with younger audiences) and behavioural aspects (trying to
enhance the performances).

Another common phenomenon is elderly participants finding mental peace after sharing their
stories on stage. Such important sharing ranged from soothing the heart about their life-long
hardship, exposing a little secret, releasing a long-suppressed guilty feeling, reaffirming an
important choice in life, to voicing out a life-long vocation. As the word “mental” might
suggest, such mind work is rather unconscious to elderly participants. The desire to find some
mental “coherence” (i.e. comfortable connections among life experiences) in one’s existence
arises when one is getting old because he /she has an unconscious wish to avoid thinking that
his’her life has come to an end; as a result, some people will put together an album of
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photographs of important events, write a biography or talk about the story of their life
(Quinodoz, 2008). In this Programme, our elderly participants took the theatrical approach of
re-enacting their life on stage. The thematic impacts written here, when including such
unconscious mental states, are subjective observations with more objective evidence described
in the case narratives. This part of empowerment is obviously more intrapersonal.

Other common experiences include the more consciously observed improvements by elderly
participants themselves, such as enhanced communication and expressive skills, increased
confidence, enlarged circle of friends etc. Such empowerment is more interpersonal. Lastly,
the increased fond of theatre and arts is also al-roundly intrapersonal, interpersona and
behavioural. To describe the complicated feelings of such increased |ove towards theatre, some
elderly participants used a simple expression—they were “happy” after doing drama
(intrapersonal impact). This led to their continual support in the Programme or greater degree
of involvement such as taking up roles of playwrights or rehearsal assistants (behavioural
impact). Their love for the production group by calling it a “family” reflects that they are
interpersonally engaged.

Let ustriangulate the case studies with the quantitative percentage figures in Chapter 3A. The
percentages in sub-questions (5a), (5b) and (5¢) reflected interpersonal empowerment and
those in sub-questions (5d), (5e€) and (5f) reflected intrapersonal empowerment (see the
guestionnaire in Appendix E). After the second performance, i.e. after the whole programme,
the percentage figures that reflected intrapersonal empowerment ranged from 81.3-91.5% and
those reflecting interpersonal empowerment ranged from 76.2-84.7% (see Chapter 3A).
Comparing two sets of figures, it is observed that there was a greater intrapersonal
empowerment than interpersonal empowerment. It might be rather interesting when we try to
understand the triangulated implication by paying attention to the above case studies: it is of
course important to have fulfilment in improved interpersonal relationships, but comparing to
the intrapersonal domain of theatrical empowerment, the latter seems to have a bigger weight
or a deeper impression, especially when we note that quite a number of elderly participants
indicated, directly or indirectly, that they were happy in theatre and would like to continue with
the pursuit or further exploration. If such happinessisanother way of naming “life satisfaction”
as an impact, it explained why the figures in (5€) have gone higher and higher, not just after
the first but also after the second performance (see Chapter 3A). From such cross-reference
between the questionnaire figures and the case studies observation, we can see that the theatre
experience has directly caused, in elderly participants, mental fulfilment (intrapersonal
empowerment), and then further led to improved socia relationship (interpersonal
empowerment) and continuous involvement in drama (behavioural empowerment).
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Chapter 4  Conclusion and looking forward

In anutshell, the general findings on various respondents, including elderly participants, school
touring performance audiences and community performance audiences, concerning the
Programme were very positive. In Chapter 3A, both student audience and public audience
agreed that the elderly participants were very energetic and had put up performances which
were beyond their expectations. Most audience members, including those of the community
performance, regarded the elderly participants’ stories to be real and reflective. Both student
audience and public audience were convinced that the life attitudes shown in the performances
were inspiring: how people in the past had endured hardship and solved problems; how they
handled uncertainties in life; and how they helped one another. The audiences were also
amazed that the elderly participants had such good memories and were so committed to the
performing tasks. In other words, these audiences, regardless whether they are from schools or
the wider community, have experienced rather significant intrapersonal empowerment,
especialy interms of self-reflection; aswell asinterpersonal empowerment, especially interms
of changed perspectives towards the elderly.

If we look at the findings above with reference to the requirements specified in the Hong Kong
officia curriculum document, we can see that when students indicated positively changed
perception towards the elderly on stage, such findings agree with the objectivein the document
about Moral Civic Education:

Schools could promote Moral and Civic Education through nurturing in their
students the nine priority values and attitudes: "Perseverance”, "Respect for Others’,
"Responsibility”, "Nationa Identity”, "Commitment”, "Integrity", "Care for
Others’, "Law-abidingness" and "Empathy".

(Hong Kong Education Bureau website)

In Chapter 3A, we al so seethat the el derly participants, with high expectationsin the beginning,
have not been disappointed after the three-year participation in two creative experiences for
performances. They told the research team, through both questionnaires and interviews, that
they were more confident and willing to engage in social and cultural activities; and they were
satisfied and pleased in the creative processes. They were seen to be highly engaged in the
devising and rehearsal processes, and highly proactivein sharing their storiesaswell ashelping
each other to cope with problems in rehearsals. In Chapter 3B, the elderly participants further
expressed their mental satisfaction after sharing their stories on stage. Such satisfaction
included the possible achievements of being able to educate the younger generation with a
sense of mission; to find a peaceful mind after looking back at their own life-long hardship, or
sharing some long-hidden feelings and thoughts, or somelife-long beliefs; to achieve improved
socia interactions with peers and family; and to cultivate an increased passion for drama and
theatre with their proactive participation. In other words, the elderly participants have
experienced, on the whole, all three aspects of intrapersonal, interpersonal and behavioural
empowerment; they felt happy in doing drama and theatre. Although the questionnaire figures
after the two performances have dlightly dropped because of the adversary effects of social
movement and COVID-19 which first prevented the elderly participants to come to the
rehearsals, and might later influenced their mental states; it should be noted that there was a
continuous rise of the percentage figure that reflected life satisfaction, i.e. happiness gained
from the theatre activities.
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To conclude, the power of theatre has been obviously seen particularly on elderly participants:
they felt happy, peaceful, and internally fulfilled after experiencing drama and theatre. This
intrapersonal empowerment directly led to their behavioural empowerment when they got
immersed in the creative process and then proactively sought for more involvement as
playwrights or rehearsal assistants. Again, the heartfelt involvement in staged drama led to
interpersonal empowerment when they perceived the performance group as family or a group
of beneficial peers, or when they deeply recognized with the mission of educating their younger
audiences, especially when they can see their audiences’ reactions in the performance space.
Such variousforms of empowerment, or transformations, of elderly participants open up agreat
topic to look into: how oral history thestre, as aform of applied thestre, can achieve its social
mission of transforming the elderly and younger generations?

Brown & Henkin (2012) noted that intergenerational service-learning can provide benefits to
both young and old people and is essential for developing intergenerational rapport, which is
crucial to creating mentally healthy communities in the 21st century. Such intergenerational
service-learning is actually two-way in this Oral History Theatre Programme—while the
students were learning from the elderly’s stories, the elderly participants were also enjoying
the service arranged by Chung Y ing and the community centres, in which they learned various
things in the Theatre Programme. Andreoletti & Howard (2018) argued in their research that
younger adults can benefit by being more socially engaged with older members of their
communities while developing a more realistic picture of the lives of older adults; such social
engagement may, in return, increase feelings of being able to transcend personal interests to
provide care and concern, which is an important component of successful aging in elderly.

During the research process, there was a commonly heard argument on the definition of history
in the shared stories: it is agreed that the stories of elderly can be representative of the lifestyle
of certain period and reflective of nowadays values; yet, are these pieces of history legitimate?

From two focus group interviews of the community performance audiences, we noted that there
were different opinions towards how staged ora history should be perceived. In the Shatin
community performance focus group, some audience members said history should record
something bigger or more socialy contextualized while some argued personal experiences
should also be considered as a kind of historical record because they were real. In the Lantau
Island community performance focus group, some audience members said history should be
something about the majority of people, while some said personal histories were close and real.

If such “historical” knowledge is worth being delivered through theatrical arts, an important
guestion should be asked: how should such information be presented on stage? In this
Programme, Chung Y ing chose to use elderly participants as actors on stage, so that the elderly
participants could re-enact their own past lives. This arrangement surely contributed to the
“reality” mentioned by the audience because the actors brought and presented their persona
stories onstage, re-enacting the same emotions that they had had years ago. The acting with
shaky hands and trembling voices and even with less professional acting skills redefined
aesthetics in the piece (see above and aso Chapter 3A). Besides the use of actors, the next
issueisthe scripts. For example, how should the playwright choose and rewrite these persond
experiences to meet artistic needs?

Knowing that the concepts of “history” and “reality” are very important in the production of
oral history theatre, we might not neglect the next part of the term—*theatre”. As a performing
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art form, ora history theatre should always take care of audience’s expectations. What if a
story is worth telling the audience, yet, it is not dramatic or entertaining enough? A special
attention should be given to the balance between artistic pursuits, audience expectations on
both art and history, and participants’ empowerment. The last issue has been discussed
throughout all the chapters in this report, in terms of its achievements. Perhaps the next
discussion, or study, should be about how such empowerment could be achieved in terms of
the various decision-making considerations in the creative process?

To visualize, there are three major stakeholdersin an ora history theatre project:

Elderly

participants

In this report, we looked at how audiences responded to the performances, and what elderly
participants experienced, but the theatre artists, including al the professional parties in the
theatre company, are aso of pivotal importance. Without their initiation, organisation, artistic
leadership and intervention, there would not be any performance. Therefore, theteaching artists
(and the administrative personnel) could be the focus of next investigation, because they have
harnessed the major artistic directions including playwriting and directing. The balance
between the artistic and communal aspects will be a continuous pursuit in the future
development of oral history theatre in Hong Kong.
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Appendix B Primary school touring performance questionnaire
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Appendix C A sample of the community perfor mance questionnaire
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Appendix D Questionnairefor elder participants (before drama experience)
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Appendix E Questionnairefor elder participants (during and after drama experience)
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Appendix F Information Sheet for elderly participants
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Appendix G Consent Form for elderly participants
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Appendix H: Outcome Indicator L egend

Behaviour AttitudeIndicators | Condition Knowledge

Indicators Indicators Indicators

Elderly Participants

e (B1)60%of the | e (A1) 80% of the e (C1) 80% has e (K1) 90% has
participants are participants expanded their learned new
more willing to become more socia network theatrical and
join other arts confident and after joining the drama
and culture/ willing to Programme performance skills
social activitiesin participatein and knowledge on
the community social activities the appreciation of

* (C2) 80% has the art form from
become more the Programme

e (B2) 70% of the satisfied with their
participants are life
more willing to
share their stories
inside and outside
the activities and
training of the
Programme

Touring Performance Audience (with interaction sessions)

e (B3)50%of the | e (A2)65% of the o (K2) 75% has
participants participants learned new
reflect on their become more historical
own livesand are confident to knowledge about
more willing to overcome the city /
share their challengesinlife community
problems and
motivated to look
for solutions * (A3)50%of the

participants
become more
willing to fuse into
the local
community

Community Perfor mance Audience

e (A4) 80% of the e (K3)80% has

audience has learned new
developed amore historical
positive perception knowledge about
on the elderly after the city /
seeing their community
performances

69



	JCOH Report Cover Final Design
	Research Report (Final) with Cover
	JCOH Report Cover Final Design
	Research Report (Final)


