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ABSTRACT

This study aims to understand the role of theairdringing about gender

learning in the Thai context, as well as to detaenfactors and conditions related to the
audience, social context, and their interactioimfluencing the learning. The study has b
done through an analysis of three theatre prochgtiegarding gender issue and how
affected gender learning of the audience.

The results of the study reveal that theatre cargtabout gender learning
the reception stage. For example, stories relat@dbtmen’s problems in Thai society w
shown to the audience, and the audience could igereeme women’s perspectives t
did not know before. However, these presentatiamddcnot lead the audience to
comprehension stage of learning by which the awdi@ould associate women’s problé
to structural gender power relations. Theatre ofige learning therefore could not reacl
goal; that is, it could not bring about a transfation of gender perspective to the audier

It can be said that theatre cannot bring aboutaastormation of gend
perspective to the audience because it does ndemtpa the audience’s existing gen
perspective, resulting in the audience’s not qaestg what the theatre performance
proposed. Moreover, the form of presentation of ttheatre cannot lead the audienc
touch or to have emotional identification with chaers presented. Therefore, the audi
merely receives message of the performance, bstrimiecomprehend nor is it transform

Apart from factors related to the theatre, factefated to the audience such
existing gender perspective, previous learningattieeexperience, education, sex, age
so forth, influence gender learning. These factmge constructed individuals’ opinio
and each individual interacts with the theatreedéhtly. Furthermore, there is an interag
between individual gender perspective and structgesnder socialisation which is
contextual factor. As a consequence, each grotgetirs, namely factors related to thea
individual factors and contextual factors, are clicagedly interrelated, and each grouy
factors does not interrelate with the learning onrte in a linear manner. It therefore cal
said that as an individual audience attends thatrethe interaction of each individ
audience with the performance is unigue. Diffeiadividual audiences then interact w
the theatre differently, resulting in differencesleéarning outcomes, and these differe
also result from the differences of each theatoelypection.
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CHAPTER|
INTRODUCTION

1.1 The significance of the problem

The emergence of social movements of various istegeoups, for
instance, the Assembly of the Poor, the NetworkPebple Living with HIV and
AIDS, the Four Regions’ Network of Slum People, &l on, mirrors that social
injustice still remains in Thai society. Pasuk Poaigt (2002: 1) stated that since 1990
there have been many people’s protests and deratioss, and a number of people’s
organisations have also emerged. In 1990 there W&egrotests and demonstrations
which increased to be 998 times in 1994 (Prapa®bteang, 1998 quoted in Pasuk
Pongpaijit, 2002: 1). Nonetheless, people’s movdamane not only represented by
those protests and demonstrations, but also irotanisation of people’s networks
guesting for their rights and social justice.

If social movements are the reflections of socmlistice remaining in
Thai society, it then could be said that the ingsststill exists as there still be a
number of social movements existing, and one o$dhis of women. As mentioned
earlier that social injustice and social movements two sides of the same coin,
women’s movement and gender imbalance or gendgquatiy are therefore opposing
one another on the same realm. In the context plilpdion development, gender
inequality has been clearly reflected in previowpuation plans to serve national
economic development. From the end of tfi& t8 the %'National Economic and
Social Development Plans, the government aime@&daae population growth. They
thought that the increase in population will resalmore resources consumption and
the degradation of resources will thereby hindetional development and lead to
poverty, and the solution is to fully control poatibn growth in every way possible
(Supawan Phlainoi & Nawarat Phlainoi, 1985: 13-Z5yen though birth control is
applicable to both women and men, practically wortek® more birth control. For
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instance, statistics showed that almost a hundeeckept of people who had undergone
sterilisation as supported by the National FamilgnRing Program were women

(Kritya Archawanitkul, 2004: 6). This is because taxplanation about pregnancy,
baby delivery, and motherhood is attached to exian about women despite the
fact that pregnancy cannot take place because wienw@lone (Bunch 1990, quoted in
Kritya Archawanitkul, 2004: 5-6). Thus, it can b&dsthat the power in deciding on

female reproduction or “reproductive rights” thatsupposed to belong to women are,
in fact, depending on men due to patriarchal geddourse.

Thesocial construction of femininity and masculinityash risen and
continually developed in Thai society. As can bens@ the past, when a baby boy
was born, book and pencil would be placed in tlaeller while for a baby girl would
be pin and threaGatheinkosetH 996 quoted in Warunee Phurisinsith, 2002: 2). This
reflects that Thai society values that men arevedemt to knowledge and education
through which men could attain public role, whilemen are attached to house works.
It thus can be seen that men’s space and womeate spe divided; that is, while men
are of public, women are of domestic or privateisTdivision of space results women
in a tying up with housekeeping, food preparingjdchearing and take caring of
husbands who are active in public raléis gender division has been established as
the truth with no doubt about men and women thrahghsocialisation process as can

be seen frontProverbs of Good Womédry Soontornphu which stated that:

“Gratify husband as the love one and be loyal witlquestions,

Do not make him angry and attend him when in bee i

Pay obeisance to him and provide him all his pesfees,

Wake up before and sleep after, prepare him watdate watching...

Good woman must be mild-mannered and do thingsately,
Memorise the good things and have a sweet tongue,

Be good in housekeeping and do not argue when lidémged,
Do not do the wrong things and try to be admiréd
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This can be seen that women are socially assignde tunder men and
must do anything to make men as well as other pesatisfied. Additionally, this
value is transferred from education system whickhé main agent in socialisation
process. For example, Dhammajariya Readings oEtheation Plan 1956, addressed
that “beside the husband no one can support women Ibettause and women must
be under husband’s contr@qWarunee Phurisinsith, 2002: 7). MoreovéLokniti

Versé’” which students are assigned to read in Thai laygokass addressed that:

“Men are like the front legs of the elephant,
Women are as the rear ones,
They then must follow their husbands’ thinking,

Just like thread attached to the pin”

This metaphor of elephant’s legs giving emphasisnen as the leaders
while women as the followers has become an unaqredtie social value in Thai
society as it has been reproduced through timesudgfr such powerful socialisation
mechanism like education system and the media,aaxlana Kaewthep (2004: 58)
mentioned that ancient images of women as “wivesthers, beautiful creatures and
objects of sexual gratification” are repetitivelgproduced into modern forms.
Although the media attempts to open up a new spacéhe new set of women’s
image as working women or Women’s Movement, arisjugstion is how much
content produced by the media will lead to undexitag about gender equality
(Kanchana Kaewthep, 2004: 58-59). While the imagavorking women” makes it
appears as if they have spaces outside their haimesdomestic ideology” is still
closely attached. The domestic ideology is thetbaeasserts that women’s place is at
home; they do not need to take important decisant still need to be protected by
men (Kanchana Kaewthep, 2004: 231-232). The evatewntich can affirm that these
images of women are still reproduced are resear@best women'’s representation in
the media. The researches found that the idealamodgvomen that is closely tied to
their traditional gender roles (Panida Hansawa@@1yp the presentation of women as
objects of sexual gratification (Jintana Ngamsinp®002; Prasit Yamsri, 2005), the

reflection of women’s oppression (Khien Nirunno?03), and the clear distinction
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between good and bad women that fits social deimibf traditional gender role
(Tantiniranat, 2005) has been recurrently produdadthermore, researches about
women'’s place in the society have been conducthdy Thentioned that the socially
constructed definition of women has excluded worfrem accessing public sphere
where they can progress working outside their hositese it is considered a space for
men. If women want to enter the public sphere, tvdlyneed to be responsible for
their roles in both the public and domestic sphé®asitorn Chaichana, 2001; Sasitorn
Siriprasertkul, 2002).

It can be seen that Thai society has socially coosd reality about
gender through various mechanism such as educsygiam and the media, resulting
in unquestionable explanation about femininity amésculinity, and this social
construction of reality has caused gender inegyalit inequality between women and
men which can be regarded as one among varioussfaymsocial injustice.
Nevertheless, there have been attempts to bringtagender equality. This can be
seen from the emergence of women’s movements rgjaimti 1979-1980. The first
organisation working on women'’s rights is “FrienafsWomen Group” (Friends of
Women Foundation at present), following by the ldsghment of “Centre for News
on Women” in 1884 (Foundation for Women at preséKtjtya Archavanitkul &
Kanokwan Tarawan, 2002: 43). Furthermore, in acadenstitutions, Women’s
Study programme was started at Chiang Mai Uniweiigit2000 and at Thammasat
University in 2001 (Virada Somsawat, 2006: 171)wadl as on the policy side that
has attempted to precipitate gender equality thrquajicy process. This can be seen
from the fact that policy regarding children andmen protection, labour protection
policy which includes female labour, and so on,ehagen officially issued.

Even though there are many interventions to raesedgr equality, the
inequality still remains. This can be seen from difénd Human Development
Report” published in 2007 by the United Nations Blepment Programme mentioned
that gender disparity created an unbalanced dewelop It obstructed women from
accessing various important rights and make thermevable (United Nations
Development Programme, 2007: 17). The vulnerabilias reflected through the risk
of Thai women getting HIV infection. One reasomlige to social perception that good

women are supposed to be sexually preserved sodbeyot have access to sex
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education with regards to HIV/AIDS prevention (MdeaSomsawat, 2006:59). It could
be said that gender inequality still remains despie works on women'’s rights of
many sectors because those works merely give emspioathe solutions of women’s
problems such as the work of Women’s Health AdvgcBoundation that merely
focuses on sexual health and reproductive rightswofmen (Woman's Health
Advocacy Foundation, 2010: 1-5) and of Friends Ydomen Foundation which
emphasises women’s understanding about their rightsrder for them to have
negotiation power (Friends for Women Foundatiorf, ®A.-3) while the root cause of
the problem is in fact the social construction eflity which establishes an
explanation about women. People then do not queshis explanation because they
perceive it as the truth, resulting in that peogée not recognise the existence of
gender inequality. Or if they recognise, they retsg it as naturally constructed, not
socially. This can be seen from the fact that geddrimination still remains even in
social policies addressing women'’s rights (Natiddaman Rights Council, 2010: 1-
7).

Hence, bringing about gender equality is difficast people in general do
not perceive that this equality is a problem. Tl that inequality between women
and men is acceptable. In addition, gender equglisiterventions in Thai society still
not yet deconstruct social values and beliefs diggrfemininity and masculinity
which is the root cause of the problem. When compgagender inequality with other
distinguished social injustice such as povertihén could be said that solving gender
inequality is relatively intricate because peopte ribt view it as a form of social
injustice while the more distinguished one like @dy remains unsolved.

Among diverse interventions to rectify gender ira@dy, namely women’s
movements, policy process regarding women'’s rigins, so forth, there is an attempt
to bring about gender learning through theatre #ithaim that gender learning would
precipitate gender equality. This can be seen ftoeinitiation of “Women in the
Moon: Women Playwrights and Directors Theatre iFaktin 2007. The festival was
the first of its kind that was organised in Thadaim this Festival, “a group of women
were composing. They shared their stories througtierk, play scripts, and
performances. Writing allowed them to express thmier world to the outside world.

It informed others about these women’s positiotheaworld and showed what kind of
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world they wished for.” (Jarunan Pantachart, 2@&)7Prior to this, gender plays have
been produced continuously as a result of the hgsisaand reinterpretation of female
characters in classical literature based on ferdastors’ perspectives. The aim of
the reanalysis and reinterpretation is to raisestpe to the society about women'’s
gender role. These plays are, for instance, BusSalbgun (1994) by Professor Dr.
Mattani Ratnin, Pimpilalai (2001) by Parichart Chwiwattanaporn, and Through
Fire and Flame (2000) and Sida-Sriraam? (2005) kgodiate Professor Pornrat
Damrhung. Various plays and performances havelsea remade so that they fit the
contemporary social context. For example, VenustyPawhich was originally
produced in 2004 and reproduced in 2008, display@nples of daily life situations
that women encounter and question back to the tyowikeether those situations are
normal.

It could be said that theatre has been utilisett@siing medium around
the globe for a long time. For instance, it wageikely used by Philippines’ People
Theatre Network in the removal of Ferdinand Mardbg former president of the
Philippines known for his dictatorship and suppi@sson civilians, from power
between December 1985 and February 1986. The Netwdrich comprised 300
community theatre groups, scattered into differmmnmunities to perform satirical
theatre that reflected problems arising from Marcdaiman rights violation. While
the government took total control of other formsmédia, public theatre was so
pervasive that the governmental power could notrobiis contents. As a result of the
movement, the Network was threatened, arrestedraadme cases, murdered. Even
though the Network was not the only component iopiess revolutionary movement,
the theatre was remarkably influential because tedlected and emphasised on
civilians’ suppression experience. The visualissioshown through the theatre
encouraged people’s collective action to fight agaitotalitarian dictatorship and
autocracy. Theatre was also performed at the fafnpublic demonstration. The
movement successfully drove Marcos into exile obréary 2%, 1986 (Erven, 1987:
57-78).

In addition, theatre is used as an educational redlao provide
information and raise awareness about HIV/AIDS gamd in order to encourage

people to change their lifestyles and behavioust tmake them vulnerable to
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infection. For instance, Malawi’'s Department of A&gitural Extension and Services
within the Ministry of Agriculture and Irrigatioreslised that the HIV epidemic was
predominantly among farmers and felt challengechise public awareness about the
issue. They thought that theatre could be utils®dn educational tool so in 2001 they
cooperated with the Centre for Advanced TrainingRaoral Development from
Germany to conduct an action research to explossiptities of using theatre to raise
awareness about HIV/AIDS. Training of Trainers wsitaps were organised to enable
the participants to conduct theatre in selectedsaie order to communicate about the
issue. The research result revealed that theatsenvesie effective compared to other
awareness-raising tools. Consequently, the MinistryAgriculture and Irrigation
established a Drama Taskforce to perform extensiwek in HIV/AIDS prevention
through theatre (Braun, 2001: 50-103).

When considering the use of theatre in learninggss, it can be argued
that theatre can be used as a learning tool tolemabception and behaviour change
among the audience. This is because learning wodess not limit itself only to
reception by which people receive information andwledge from various sources,
as not to comprehension by which people understamdneaning of information and
knowledge and thus connect all the information lamalvledge to make some kinds of
explanation logically, but learning means a tramsfition of attitudes, norms,
perceptions and behaviour (Uthai Dulyakasem, 20Q29). This argument
complements with that of Orasri Ngamwittayapong0@&0111-112) who mentioned
that learning process is an individual's procesprocedure of processing information
and knowledge in order to develop it into creatigarning. The process requires
transformation, which is considered to be the tmmeaning of learning. If
transformation has not yet occurred, it indicated the learning process is not taking
place or is happening minimally. Learning in thésse shares the same definition as
transformative learning that Jack Mezirow descrilagda process that an individual
reinterpret and making meaning out of one’s owneegmce, which will lead to
understanding and a new set of learning (Mezir@901 1).

Even though it was only recently that theatre hasnbutilised as a
learning tool about gender issues in Thailand, #tempt has been constant

throughout the last 15 years. It has been presdnved women’s standpoint about
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gender issues in Thai society. Literature reviewutliheatre and learning indicates
that theatre can be used to encourage learnings, Tha researcher is interested in
exploring the role of theatre in gender learning ivailand.

Orasri Ngamwittayapong (2006: 5-102) suggested sbatal norms and
styles of learning culture in different societyeddfs learning effectiveness. Besides,
literature review also reveals that other factarshsas theatre presentation process,
background of theatre practitioners and the audieand so on also affect learning
outcomes. Hence, the researcher attempts to fihdheurole of theatre as gender
learning channel in Thai society. The researches akeks to understand what other
factors and conditions are related to learning gemgsues through theatre. Attempts
to find out answer to this research question willlde a more extensive utilization of
theatre as a learning tool and comprehensive legribout gender, which is
significant in creating gender equality within $e&ciety.

1.2 Resear ch objectives

1.2.1 To understand the roles of theatre thatleriahrning gender issues.
1.2.2 To find out what factors and conditions r@lated to learning gender

issues through theatre.

1.3 Resear ch questions

1.3.1 What are the roles of theatre that enableieg gender issues?

1.3.2 Are theatrical factors and conditions relate learning gender
issues?

1.3.3 Are factors and conditions regarding theienak related to learning
gender issues?

1.3.4 Are contextual factors and conditions relate learning gender
issues?

1.3.5 Are interactions between theatrical, auddeacd contextual factors

and conditions related to learning gender issues?
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1.4 Operational definition

1.4.1 Theatre means a succession of events performed by characters with
purpose to make the audience understand about the presented events. The performance
takes place at a specifically organised area. Theatre in this sense refers to Western
Modern Theatre formed in the 19" Century based on the Realism philosophy and
movement and gradually developed into Anti-realism form.

1.4.2 Form of theatre refers to presentation of a play that can either be
open-ended or close-ended, realistic or non-realistic, and the audience can either
participate or have no participation in it.

1.4.3 Content of performance/play refers to the process of creating a plot
and story for a play, including selecting and analyzing issues to be selected as main
focus for the plot, and creating framework that fits well with the selection.

1.4.4 L earning refers to transformation in the way of thinking, values and
behaviour as aresult of reception and comprehension.

1.4.5 Gender refers to the attributes of femininity and masculinity as
constructed by the socio-cultural process, not of being male or female as defined by
the biological sex.

1.4.6 Gender learning refers to the comprehension that gender is the
social construction of meaning which can be deconstructed. The deconstruction of
such meaning can lead to a transformation of gender perspective and behaviour that is
connected to social relationship of both genders.

1.4.7 Factors and conditions related to the theatre refer to theatrical
components which are content of the play/performance, form of presentation and the
interaction of the two affecting gender learning.

1.4.8 Factors related to the audience refer to the components of
individual audience, namely sex, age, educational background, previous learning about

gender, theatre experience, that affect gender learning.
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1.4.9 Contextual factors and conditions refer to the components which
are social perceptions regarding gender issue andey socialisation which affect

gender learning.

1.6 Resear ch scope

Learning about gender issues nowadays is not limigslely to
understanding the dichotomy between male and fetned@ause present-day reality
indicates that gender is complex and fluid as destmated by homosexuals,
transvestites and transgenders (Yos Santasombd5: 2061). Consequently,
understanding gender issues does not only reqoaeratanding of the masculine and
feminine attributes in the social and cultural dmsiens, but also of how those
dimensions view other gender groups and transgemadgiCook & Jackson, 1999:
3).However, this research only focuses on leartiog theatre is used as a gender
learning tool in Thai society by confining to difést gender roles between men and

women in the socio-cultural dimensions.
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CHAPTER I
LITERATURE REVIEW

The study of “Theatre and Learning: A Case of Gerdsue” seeks to
find out how theatre can bring about gender legraind what factors are involved in
learning about the issue. Thus, literature reviethis chapter will focus on reviewing
knowledge related to the role of theatre in thetexinof learning, learning process and
factors that affect learning, and analysing gemateblems in Thai society. All the
knowledge will be synthesised and turn into theotb#ical framework for this

research.

2.1 Theroleof theatrein the context of learning

2.1.1 Theroleof theatrein Thai society

Theatre or any other types of performing arts é&swad as entertainment in
Thai society. Pattarawadee Puchadapirom’s res¢2@€Y: 1-20, The Entertainment
Culture in Thailand: Change in Entertainment C@ltun Bangkok Society from
1948to 1957, mentioned that Thai masked dance-d{&man), musical folk drama
(Li-kay), puppet theatre (Hun Krabok) and so on pagts of Thai entertainment.
However, they could be regarded differently. Fastamce, Ramayana in a form of
masked dance-drama contains battle implication éetvthe good and evil, which are
represented by Rama and Ravana respectively olteafgphasises the righteousness of
demigod status in the monarchy as shown througlthieacter of Rama, who is the
incarnated avatar of the Deity Vishnu Narayan. Tsibecause God stands above all
human and the sovereign is on the good side. Funtire, many of the spoken dramas
which were introduced in Thailand by King Rama dhtain social implications. For
example, Shylock, a Jewish money lender who isdyr@@d takes advantage of other
people, in Venice Vanich, King Rama VI's translatiof William Shakespeare’s play,

The Merchants of Venice, is used as a symbolic esaprtation to criticise and
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cynically look down on Chinese, who were having powver Siamese economy
during that time. Chinese were then called “JewthefEast”. Therefore, theatre is not
just a form of entertainment in Thai society a&l$o creates social definition.

Pranee Wongthet (1986: 112-)2@entioned that development of theatre
in Asia, including Thailand, can be generated thtee categories: traditional theatre,
medieval theatre, and modern theatre. Traditionaatre is usually presented in the
forms of dances, music, and locomotion to expresdifgs. Storylines are usually
taken from Indian Epics such as Ramayana and Manatash Contents are mostly
related to religious view and royalty charactersl$o focuses on the convention of a
performance as seen in puppet performances. Mddibeatre is a combination
between traditional and modern theatres such adapanese Kabuki, Chinese Opera,
Li-kay and Nang Talung (Thai shadow puppet perforoed. It can be said that
medieval theatre is the origin of modern theated firesents about earthly love and
adventurous journey of Everyman. Consequently,ttbea the Middle Age gave rise
to “popular theatre”. Because popular theatre lddo the people, it is used as a tool
for political movement as seen in plays againsti®ricolonization of India. President
Suharto of Indonesia also inserted political messam Wayang Gulit (popular
shadow puppet show) in order to control the peodjpleThailand, Nang Talung has
also been used to criticise and satirise behawbprefects, government officials, and
well-known figures in the society. Being afraidtbé criticism in Nang Talung, these
people tend to avoid corruption (Somtawil Sasisd8?4: 64-65).

Theatre in the third period is called modern treatt was originated
around the same time as city formation and the gemee of the middle class (Pranee
Wongthet, 1986: 112-130Modern theatre is dialogue-based and in no wiagae to
the traditional theatre. In Thailand, King Rama i¥Ithe introducer of this type of
theatre. Social implications presented in his thest works are as previously
discussed in this study. However, researches abwmtibry of modern theatre in
Thailand have indicated that theatre that was tsolgially and politically influential
were the ones produced by Luang Wijitwatakarn,i@alerly during the early period

of Field Marshall Piboonsongkram’s position asiaprminister (1938-1944).
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“Social condition during the early period of Fieldvarshall
Piboonsongkram’s administration (1938-1944) was wkmoas the
“formation of the nation” period. In order to ledthailand to becoming a
powerful nation, Field Marshall Piboonsongkram mipéed to firmly
implant the country’s “nationalism” into the Thasyzhe by using all
possible channels. He also tried to create faitthennational leader and
encourage national pride by using all forms of tmal psychology,
especially via mass suggestion as recommended agg Wijitwatakarn.
The idea is to implant political policy in the pidblby making them
believe instead of understand as well as stirrmgtenal empathy rather
than using logic... Thus, Luang Wijitwatakarn compbgéay scripts with
purpose to attract public interest and used thestra medium to pass on
nationalism ideology to the public rather than f&iog on its aesthetics
value...Regarding play stories, he used importantimpdessive historical
contents and embellished love stories for the n@diaracters...which
usually ended with tragedy to impress the audiendestorical plays
conducted by Luang Wijitwatakarn during this egplgriod successfully
aroused the audience as it had planned, partigulael play called Leuad
Supan (Blood of Supan People)” (Praornrat Buranamaas: 270-273).

From the above mentioned, it can be said that itadwts been used as an
instrument of state propaganda in order to gaiitipal benefit and for socialisation
purposes so that the public’s attitudes are formea way that will respond to state
apparatus.

On the people’s side, there was a formation of €&eisMoon Theatre
Troup to interact with their social condition. Theeindation branched from its original
Crescent Moon Group formed in 1969 by adolescemeusity students such as
Suchart Sawatsri, Wittayakorn Chiangkoon, Winai itJkkamron Kunadilok and so
on. These people were weary of Romanticism andadleeal condition in that period,
so they produced social critiques about the camditiFor instance, Wittayakorn
Chiangkoon composed a poem, In Search for the Mgamind a play script, | Just

Want to Go Out. In terms of theatre, it started wwKemron Kunadilok was a lecturer
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at Chiang Mai University. He took the students fartfield trips to allow them to
experience and learn the real life of people livimgural areas. In 1972, he produced a
play called “Rural Area Number 1" to reflect therdtship of peasants to the outside
world and performed it to the peasants. After tlaaipther play called “Rural Area
Number 2” was produced to reflect the inundationimsfestment and metropolitan
culture that flew into the rural areas and drewpbednto the city. “Rural Area
Number 3” reflected how rural people had to worKdotories and been oppressed by
their employers.

However, the liberal theatre movement ended assaltref the military
crackdown on 6 October 1976 that took away livesumiversity students and the
public alike. Social activists and theatre praotiérs dispersed into jungles and joined
the Communist Party of Thailand while some of theemt into exile abroad. Thus,
theatre’s social function started to disappearyQ@iter the release of the Order of the
Prime Minister's Office no. 66/1980 which allowethtional development partners” to
return to the city, that social activists includifmgmer members of the Crescent Moon
Theatre Troup started to get active again. At theet Kotom Areeya encouraged
theatre practitioners and social activists who pestirned from jungles to participate
in Grassroots Micro Media Project, which was latansformed to the Makhampom
Theatre Group. Makhampom uses mobile theatre tectedn significant development
issues such as the promotion of community bankystesn and cattle-buffalo bank by
rotationally performing in different rural commuet. Their development ideology at
that time was formed based on development prac#tsd attitudes that farmers were
deprived of opportunities and knowledge. Theatre wWen used as an educational
instrument to raise community’s awareness and wstaleding about the issues
(Duangkae Buaprakone, et al., 2004: 90-94).

As Makhampom has been using theatre in communigldpment, they
have called themselves a “community theatre grogpice 2009 until now.
Makhampom primarily targets children and youth rdey to enable them to identify
problematic issues within their own communities @ndduce their own community
theatres. Pradit Prasartthong, director of Makhampeentioned that “We are proud
of the community theatre project that takes parthim development of children and

youth in local communities.” (Pradit Prasartthongiterview in Sarakadee Magazine,
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2001). This is because Youth Community Theatre“teal that reflects on concerning
issues and problems within a community to give raondiscussion and sharing of
experiences. It also acts as community’s altereatigsource for entertainment.
Moreover, it enables communication within a commuaind between communities”
(Duangkae Buaprakone, et al., 2004: 131). At priedkare are many theatre groups
that use theatre in development work.

From the above mentioned, it can be said that rbelads played an
important role throughout Thai history. Howeverarademic context theatre concepts
and theories originated in Western community anu lsa traced back to the ancient

Greek period.

2.1.2 From Greek to modern theatre

In William Shakespeare’s As You Like It, there idiree that reads, “All
the world’s a stage; And all the men and women iyeptayers.” This can be
interpreted that in the Western point of view, theas an imitation of the real world
and the audience is observing the world and thelpeblence, theatre is not separated
from the lives of people in a society.

Chettana Nagawachara (1994: 131) argued that annatith civilised
culture is usually the one that withholds auspisidheatrical work. In the West,
theatrical evolution has a long history alongsidétigcal, economic, and socio-cultural
development. To study the role of Western theaine, can trace back to the ancient
Greek era. It has been commonly accepted that taekGIragedy can be referred to
as the origin of theatre. The Greek Tragedy foll@@scepts of Aristotle's Poetics as

follow:

“Tragedy is a representation of serious action viltke protagonist’s
fortune shifts from good to bad and mostly end wittgedy. The tragedy
does not necessarily result in death. It can refahe protagonist’s fall
from good fortune and comfort or his sufferingsadedy presents the
suffering of human beings to elicit pity and feesrh the audience. Such
feeling will lead to enlightenment and bring aboexaltation and

catharsis” (Yuwapa Chaisilpwattana, 2002: 129).
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The protagonist in Greek Tragedy is a Tragic Herith viragic flaw;
usually arrogant, not submissive, believes that lna the right to choose one’s own
way of life, and does not accept one’s own fatehSiesignation of the protagonist’s
characteristic is complementary with the aim ofédy. When the protagonist makes
false decision as a result of one’s own arrogamze does not give in to fate, one
cannot maintain life balance and eventually endsvith disaster. The protagonist’s
disastrous life experience will arouse pity and feam the audience as they fear that
the same thing could happen to them. The audientéen be enlightened that they
should not act so arrogantly to avoid similar ireitdfrom happening to them. This
kind of feeling reflects the Greek perspective thative a good life, one must live a
neutral and moderate life and use logic to con@ppropriateness” (Yuwapa
Chaisilpwattana, 2002: 132). The enlightenment lgdld to exaltation and catharsis.
Therefore, it can be concluded that Greek Trageyforced people’s practice of
social norm although the process was interpreteth@suler's mean to control the
mentality of its citizen so that they would beh#vemselves.

Once the social context has changed, the mindatertas well as the role
of theatre will change accordingly. Sodsai Pantunag (2006: 191-192mentioned
that after the Greek Empire has fallen and the RoBEmapire took over and reached
its most materialistically civilised era, peoplefgerception also changed. Their
admiration of simplicity and their sensitivity alslisappeared. Greek Theatre which
was full of sophisticated philosophy became borifigus, the style and role of the
Roman Theatre aimed to arouse the audience’s exaite Gladiator shows portray
scenes of people brutally attacked and torn apations. Theatrical sceneries were
extravagantly produced, for instance, the realldspf the volcanic eruption scene
and the use of high technology to transfer watéw theatres for the marine battle
scene. However, such excitement was not enougbstmond to the audience’s need
and ended up in the entire city being destroyedispn. These kinds of temporary
excitement had eventually led to the fall of thenfam Theatre as well as the Roman
Empire in the 8 Century when Christianity was powerful.

After that the role of theatre has changed accgrtbrthe social context in
each period until French Revolution in thé"1@entury has led to major social and

political change that resulted in peace becomingofean’s principal ideology.
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Furthermore, development of scientific knowledged andustrial revolution has
resulted in empirical reasons being widely use@xplanation. In social dimension,
positivism has become highly influential in explamp social phenomenon. Positivism
asserts that scientific ideology needs to be agppiecreate knowledge and social
facts. This means that knowledge and facts mugirémable by information obtained
from sense data via all five senses, namely eyes, rose, tongue, and touch.

Moreover, Charles Darwin’'s On the Origin of the 8pe which was
published around the same period also caused aactngm the ideological change.
The ideology about evolution and natural selectanspecies has brought about
guestions about the existence of God and fatethidlhas resulted in an extensive use
of scientific ideology and empirical reasons to lakp knowledge and facts
(Denduang Pumsiri, 1980: 5). This ideology alsoseauan impact on the role of
theatre. Romantic theatre which presents an idea& shat human beings dream to
escape from their daily hardship and melodramatt@eehich uses riveting scenes to
entertain the audience regardless of the logic @nttains typical characters, for
instance, the main male character is usually ardgmerson who is good looking and
courageous; the main female character is beaudind fits the ideal image of
femininity; and the delinquent character is ugly genning (Sodsai Pantumagomol,
2007: 41),were particularly popular during the wd®" Century, but got all rejected.
A new theatrical school of thought known as Realigrhich explains that “we will
learn about the actual world through observatiorisoflevelopment...and must try to
think as objectively as possible without tryingniisrepresent the reality” (Denduang
Pumsiri, 1980: 5) because theatre is life itsetfd$&i Pantumagomol, 2007: 41), was
developed. Realistic Theatre is the origin of Mod&heatre in the Western world,
which was developed towards the end of tHB @entury.

Text and presentation method of Realistic Theatiing the early period
of Modern Theatre were well-made. Realistic plagiptds comprised of five steps:
the exposition, conflict such as conflict betweatue systems presented through the
main character, complication which refers to catflithat become more complex,
climax which refers to conflicts being fully devpkd until they reach the point of
change, and resolution which refers to the comsflicking resolved. Stage setting,

props, costume, and action and movement of theacteas are all realistically
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presented. The characters act like normal peoplas,Tthe audience act as observers
who are aroused to have vicarious emotional ideatibn. The audience is made
worried about conflicts that are taking place ia fgtay and will feel relieved after the
conflicts are resolved although the resolution rigbt lead to a happy ending. It is
said that the audience will look through the fowthll, which means that they are
observing the lives of real people living in a heuall the three sides of the wall are
the back and both sides of the stage. The forthisvetle imaginary wall at the front of
the stage from where the audience can watch thiegeptation of human life.

Realistic Theatre is also known as a realisticespntation of life, which
can be generated into three more styles. Firstiralzgm emphasises precisely on the
actual circumstances of human life and is knowrthasslice of life drama. While
performing, the actors and actresses can speaftaltatinstead of forcing their voices
out in dramatic style. They can also walk, sit @tanhd naturally without worrying
whether the audience will be able to see them.if&aprops, for example, tap with
running water and real meat, are used. Naturaksagainst the fully scripted play, but
paying more attention to the tableaux of life. Heese this kind of Realistic Theatre
cannot communicate well with the audience and gaseto a new form of theatre
called simplified (or selective) realism. Simpldigor selective) realism refers to a
form of theatre that selectively presents a parhwian life or certain actions of
human being. Stage setting is the selection of esgethat can truly represent a
location. The simplest form of Realistic Theatrecaled Suggestivism. Props are
selectively limited just to represent a locatioor lhstance, only one throne is placed
to represent the entire stateroom. Acting is mogiortant for this type of theatre
(Mattani Ratnin, 2003: 191-192).

Besides the above mentioned characteristics, Redliseatre also reflects

social issues.

“In the early period, modern playwrights were sma@ned about the
social environment that sometimes “society” becémgalight of the story
instead of comprising elements or the backgroundnathe past. This
trend gave rise to literature-based sociodramdaig, pvhich attempted to

reflect the negative side of society so that it ldolead to a solution.
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Sometimes the protagonist is represented by massimerder to make
the audience understand the overall social probBleniSodsai

Pantumagomol, 2007: 17).

Although Realistic Theatre aims to change certatues system within
society, the audiences are able to learn from bhebmawf and changes that have
occurred to the characters. However, this kind hefatre is developed based on
Aristotelian poetic principles in which the audiescwatch the play from the
beginning until the end before leaving theatre. téerBrecht, a German poet,
playwright, and theatre practitioner; a very infitial figure in theatre between 1920
and 1956 who admired Marxist philosophy, arguedt tAastotle’s concept of

catharsis.

“...demolishes the audience’s intellectual power beeaif catharsis
provides emotional relief from disturbances suchpag and fear, the
audience will feel even more comfortable after \Wwatg a play. Thus
Aristotle’s dramatic style will never encourage pkeoto change the
world” (Chettana Nagawachara, 1983: 182).

Brecht found that theatres in the former periodestéd the attempt to
combine different art forms to create illusions,ieththe audience are attracted to.
However, reality is not as glorious as presentetha@atre due to class disparity and
social oppression. Therefore, theatre needs taaleeal face of the ruling class and
fight for the oppressed class by provoking the enck to analyse their own social
status and the way they are treated by the sostetigat they will make a reformation.

This is the starting point in developing TheatreSocial Action.

2.1.3 Brechtian theatre

Brecht created Epic Theatre to present the clesindtion from dramatic
focus of modern theatre. Generally, people undedsthat epic refers to an extended
narrative poem that mentions about the feats adridgry heroes. However, the word

“epik” in German that Brecht used to call his foomtheatre refers to “a narrative of
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modern literature such as novels. ConsequenthgBieEpic Theatre is not related to

the extended poem...Brecht used the word, “epllsw"point out that it is different
from the “dramatisch” style which means that th@iSeh” style does not strongly
arouse the audience, but give them time to anagsdecritique the same way as when
they read a narrative (Chettana Nagawachara, 11I98R8: Grey, 1976: 71-72). Brecht
compared the differences between Dramatic and Epéatres as shown in the table

below:

Table 2.1 Dramatic and epic theatre comparison

Characteristics of Dramatic Theatre Characteristics of Epic Theatre

Performance

Draw the audience to the stage
situation.

Demolish the audience’s capacity
for action.

The audience’s feelings are
aroused.
Experience

The audience is drawn into
something.

Deceiving suggestion.

Feelings are preserved.

The audience feels involved.

The audience empathises with the

characters.

Narrative

Limit the audience merely as
observers, but

Arouses the audience’s capacity
for action.

The audience is forced to take
decisions.

World view

The audience is set to face
something.

Urge an argument.

Feelings are aroused to the point
of recognition.

The audience is excluded and
just observing.

The audience studies the

characters.

! An adjective of epic.
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Table 2.1 Dramatic and epic theatre comparigoont.)

Characteristics of Dramatic Theatre Characteristics of Epic Theatre

Assume that we already have a
thorough understanding about

human beings.

Human beings do not change.

The audience gets excited to
know the ending

Each scene is related to another

Human beings become the

subject of our exploration.

Human beings are changeable
and keep changing all the time.
The audience pays attention to
what is currently taking place

Each scene stands alone

The audience needs to take

. combine different scenes
The story develops by itself.

together to make sense of the
entire story.
Linear development Curve development
Fixed evolution Keeps jumping
Human being is a fixed point Human being is a process
Thought determines being Social being determines thought

Feeling Reason

Source: Schumacher, 1930 quoted in Chettana Naganacl1983: 181; Grey, 1976:
72

Brecht created a new form of theatre presentatosupport the above
idea. He called it an “alienation” method while dlre practitioners call it the V-Effect
or V-Effekt in German. The “V” derived from the wihr“verfremdung” which is
similar to alienation (Gray, 1976: 67). Theatreshia earlier period focused mainly on
the realism and how to make the audience empathibethe characters’ emotion and
feelings. Brecht's alienation is to make the audéenonsciously realise that they are

watching a play. This is to keep the distance betwtae audience and the play. Thus,
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stage setting in Brechtian style is not realisTicere are no hidden stage lights and set
changes are in full view of the audience. The ditara sometimes speak to
themselves or turn to address questions directthdcaudience. Actors might be in a
form of chorus that criticises characters’ behassoioreover, there is a use of signs
to describe the story or a projection of still phgraphs onto monitor in front of the
stage. Brecht believed that this method would nthkeaudience think along instead
of becoming emotionally involved with the play. Thediences were occasionally
requested to compose the rest of the play becauesshBcould not finish it. This was
part of the alienation method in order to de-famniie the audience. Additionally,
Brecht created plots that would cause an estrangiemwed objection among the
audience as he believed that they were intellestwélo could critically contemplate.
This was reflected in his play, Mother Courage &wet Children, about a canteen
woman who traded in war zone and lost all her céiidat war but did not escape from

it. In this sense,

“the audience were provoked to think about theystdrMother Courage

and rationally analyse it. They might learn that vgabad. Nevertheless,
Mother Courage, who had to repetitively experietiee loss of all her

three children at war never learned her lessonsdahahot escape from

war. This means that the audience are more clénar Mother Courage

and theatre has taught us to become smarter. Howtevesally be smart,

we must not follow, but use logics to scrutinise tmessages that the
theatre is attempting to portray although it me#mest we need to go

against certain ideas that are presented to usét{@ia Nagawachara,
1983: 183).

Due to Brechtian Theatre’s attempt to motivateoratl self-reflection and
internal conflicts among the audience and socigumilerstanding of the word “Epic”,
Brecht came to prefer labelling his type of the@li@ectic Theatre instead.

“Brechtian Theatre is the process of unmasking.eAfteading and

watching the play script, the audience will starbe gratified, but not as
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much as to be highly stimulated or feel motivatadugh to immediately

resist the oppressive system. These theatres hassages that the
audience need to take away with them after theopmence has ended and
think them over. Brecht is against Aristotle beeabs does not want to
produce theatre that would cause emotional catha&gnerally speaking,
Brecht wants to make his audience uncomfortablencem, and

traumatised to be aware of social injustice, ooesand suppression,
and grouping for material gain. However, Brecht diot create these
issues to get sympathy. Instead, he developed Imeairical techniques to
stimulate us to use reasons to critically analyse issues and find

solutions by creating social change” (Chettana Maghara, 1983: 198).

2.1.4 Argumentsregarding Realistic theatre and Brechtian theatre

An important question for Brechtian Theatre is howch it can transform
the audience’s attitudes and perceptions thatlealtl to social change compared to
other forms of theatre. Gray (1976: 166-181) exydithat the answer to the question
lies in the audience. He provided an example ofekisbopera, La Muette de Potici,
which was performed in Brussel, Belgium in 1830 audcessfully motivated the
audience to create change that resulted in seweralutions around Europe.
However, Gray stated that in the first half of thieeteenth century, Europeans were
ready for the provocation and public demonstratibimis explanation reflects that if
the public and society is ready to move forwardy &mrms of theatre can be a
component that can motivate them to participata social movement. In addition,
Realistic Theatre that Brecht does not approvéoofinstance A Doll’'s House, a play
about women who choose to break free from the bstriacture that restricts women'’s
role as subordinate in order to live their own $ivby a Norwegian dramatist who is
one of the founders of Modern Theatre, Henrik Ib$e&ve motivated the audience to
call for women’s rights. Yet, Ibsen’s A Doll's Hoaisvas not primarily intended to
cause a social movement like in Brechtian Thedthes phenomenon indicates that
dramatic theatre can also transform the audiengetseptions the same way that
Brechtian Theatre is questioned whether it canadlgtioring about change as Brecht

intends to. Chettana Nagawachara (2007: 28) sthtdd‘the author also doubts the
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way theory is used as a base and from the autlexperience, both Brechtian
Theatre’s play scripts and presentation style caratways fulfil its purpose as
Brecht’s theory intends to”.

Consequently, theatrical style is only a factorahhto-exists in individual
and social factors that will determine whether ot a theatre can bring about change.
Nonetheless, an important thing that Brecht hasblehind is that “he could present
what he wanted to particular groups of people gcdf situations in order to achieve
specific goal for specific purposes” (Gray, 197&8) This is what made Brecht
different from other theatre practitioners, whahaligh discussed social issues, the
discussion was general and presented in geneteisstead of in specific style as in
Brechtian Theatre.

In Thailand, Brecht's plays have been produced HyaiTtheatre
practitioners between 1976 and 1986. Each of tlagspktould present Brechtian
concept and ideology differently. For example, Baman Wattanangkoon mentioned
about Mother Courage and Her Children, which wafopmed in 1986 by Dramatic
Art, Faculty of Arts, Chulalongkorn University addected by Noppamas Sirigaya as

follow:

“For human beings, war is winning and losing, samito trading which
brings both profits and loss. However, the meansgot deep enough.
Partly is because the song, which is simple in Bian style and is
supposed to be able to reach the audience easly,awanged in Bruce
Gaston’s simple style. Although the song has b&duthelody in the
popular Western style, which is what Thai listenare used to, the
singer’s outstanding performance distracted theesmae from focusing at
key messages in the lyrics. Hence, the author dambéther the audience
would understand the key message that Brecht atteiip portray about
lessons of war and Mother Courage’s behaviour. Bgroimportant factor
that makes key messages from the theatre not asalapgp as it should
have been is due to the performance of some o&dha's that could not
make the audience think along and have self-réflees Brecht aimed to.

This is because the actors have their persona sfydcting and particular
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body movements that is popular in Thai soap opev&meover, they
could not interpret and communicate key messagdseirdialogue about
war heroes and the length of war clear enough” rfawan
Wattanangkoon, 1987 quoted in Parichart Cheungwanwaporn, 2004:
256-257).

While Mother Courage and Her Children could notrespnt Brecht’s
ideology, Galileo (also known as Life of Galile@yhich was performed in 1985 by
Theatre 28 and directed by Rassami Paoleungtharagl fdifferent outcomes. Brecht
wanted the audience who watched the play to haeenial conflicts whether or not
they should give in to the oppressive power fovisat or affirm their ideology and
belief in order to achieve something greater. Teaiwas presented through the story
of Galileo’s life as he chose to become submisgiviie Roman Catholic Church for
survival, but had to destroy his scientific discoee and lost faith from his believers.
When this theatre was performed in Thailand, ChattBlagawachara, a literature

specialist and an expert in Brechtian Theatre roaetl that:

“To sum up the researcher’'s analysis about thestlgperformance of
Brecht's play, the researcher believed that “Breebtld also be satisfied
with it.” A group of new generation who founded &he 28 did well in

interpreting Brecht's play and understanding ity keessages. What is
most important for admirers of Brechtian Theatrd aeople who study
Brecht's literature is that 28 Theatre Troup folemivBrecht's guideline
and did not get lost” (Chettana Nagawachara, 1988:228).

The two given examples indicate that theatricalsgnéation, which
comprises of play script interpretation, performgnand other presentation elements,
is critical factor that will influence the audierseperception the way the theatre
attempts to. However, the example presented anpesftce of Western theatre, which
has specific objectives closely tied with specifiontexts, in Thailand where
surrounding contexts are different. Thus, it is nojustifiable to judge that the Thai

theatre production team did not understand the qa&rpf the theatre. Pornsawan
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Wattanangkoon (1987 quoted in Parichart Chuengwanaporn, 2004: 258-259)

noted about the unsuccessfulness of Mother Cowadéier Children as follow:

“The difficulty in presenting Mother Courage andrkhildren in the Thai
context lies in the director's and the actors’ iptetation of the play,
which had to be in the Epic Theatre style. They toaohterpret the story
that took place in different cultural context arrd end present it to Thai
audience who are not familiar with the Roman Cath&hurch and
political and religious conflicts in that periodlthough Thais are used to
watching theatre that presents itself as a perfoceawhich fits in with
the Epic Theatre, most of them are attracted toothes that make them

feel emotionally involved. This can be considersdhe main constraint”.

Thus, it can be concluded that the audience’s sodiniral context can
affect how theatre will cause an impact on the enck. Moreover, the audience’s
experience and their familiarity with theatricaylstcan also affect theatre outcomes.
In addition, critics’ statement, “by following Brkt you will never get lost” that they
have given after watching Brecht’s play, Life ofli&®, means not getting lost in the
sense of interpretation and the presentation methbd critics gave their opinions
from theoretical point of view, which does not quaee that the theatre will
successfully provoke a new set of ideas among tiggeace that will lead to social
change.

It is possible that the limitation is a problem mfxis, which refers to
answering “how” and “why” things happened the wagyt did (Nicholson, 2005: 39).
The limitation does not mean that theatre pracigie focus only on one side, but
means that they consider both sides separatelyx@mmple using theory or ideology
as a base in order to develop practice but forgetthat both theory and practice are
theatrical components which are mutually inclus(icCullough, 1998: 3). Also,
answers to the question, “why...?” is usually given referring to theatre theory
without considering social factor, in which the eumte is a component.

Even though Brecht's theory might have some lirnote in terms of

incorporating the theory into practice and haveesalvother factors that determine its
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success in reaching the objectives, it does nattiigethat Brecht's theory cannot
bring about change. Thus, when applying Breche&sii, theatre practitioners need to
consider other surroundings factors in order taisnghat the theatre will successfully

reach its objectives.

2.1.5 From Realistic to Brechtian theatre: preliminary research results
regarding the use of theatreto enhance learning

It has been accepted both theoretically and pibtithat theatre begins
with text. Chettana Nagawachara (2007: 31) mentidhat in theatre production, the
first thing that is created is the script. In theesyp play script was categorized as a form
of literature which can be comprehended and engpadhvia reading and unnecessary
to watch in order to understand. However, playptan the modern era is different
from the conventional one because in many casesdtipt and theatrical presentation
were created simultaneously. Hence, reading thesaapt alone might not be enough
to make readers understand and empathized witthdare. Instead readers need to
try to understand the script through theatricalspreéation, which is specifically
designed for the particular theatre. Chettana Naghera (2007: 37-38) mentioned
that:

“I want to confess that after reading Nikorn Sagtarmplay script called

Insomnia, | was not impressed since it failed touae my imagination.
Nonetheless, after watching the performance, | radstit that it could

attract the audience. Most of the audience who heatehed the theatre
agreed that Insomnia is absolutely impressive. Wai is the play script
not interesting? The answer is because a playtstrgt focuses on
performance such as this might only provide a fraork or serve as an

acting manual, which is more suitable for the actoruse”.

The statement shows that play script alone mighbadhe most important
factor to make the audience understand or get ssprewith a theatre, but the script
must also be presented via a suitable method doitthesponds to the theatre’s
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purpose. Accordingly, an interaction between plegips and theatrical presentation
method is the critical factor that enables a tleettreach its objectives.

When considering the factor together with findifgsm the arguments
between Realistic and Brechtian Theatre as prelyiomentioned, we can get the
preliminary conclusion regarding the use of theatrecreate change that theatrical
presentation style cannot identify that a theatilelve able to create change. This is
because the Realistic Theatre that Brecht doespmiove of can also create change
while Brechtian Theatre might not be able to fulsl theoretical objectives. All these
statements confirm that considering theatrical gmetion style or the play script
separately is not an appropriate way. The intevadbetween both elements needs to
be considered together. Furthermore, the sociad@lltontext, the culture of theatre
watching, and the way theatre is interpreted basethe socio-cultural influence can
all affect the audience’s understanding and legrnin

2.1.6 Applieddrama/ applied theatre

Applied drama or applied theatre is another typeheftre that has not
been developed based on the dramatic style of Modibeatre, but like Brechtian
Theatre, it has a social purpose. Nicholson (2@0B0) mentioned that applied theatre
refers to dramatic activity which does not fit ihet mainstream or conventional
theatre. It aims to perform activities that woul@ teneficial to individuals,
community and the society. Applied Theatre statedecome popular during the
1990’s. However, in practice, Applied Theatre wasveloped based on radical
theatres in the 20th Century such as Theatre afid&blLeft, Theatre in Education,
and Community Theatre. These three types of theat® examples of the attempt to
integrate dramatic practices with individual andiabtransformation by aiming to use
theatre to demolish social hierarchies and divisidn terms of politics, theatre has
been used in social movements such as in civitsigiovement. The role of theatre is
to turn political issues into visualisation and g@et them as an initial platform for
discussion about the issues. One thing that guegarthe role of theatre in politics is
the emergence of Workers’ Theatre Movement, whias wart of the Workers’

Movement in 1920.
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In terms of education, theatre is influenced by tsatools of thought,
namely the European Model of Progressive Educatidnch focuses on learning by
doing, and The Pedagogy of the Oppressed by PaaleeFa Brazilian educator who
thinks that educational system in the past is “b@mkducation” in which the students
listen and memorize information that have beensfieaned to them by the teachers. In
this process, there is a hierarchy of knowledgevigess and knowledge recipients.
The knowledge recipients are powerless and redbrédeology and perspectives of
the knowledge providers, who are the powerful, i@r consciousness. This shows
that they are oppressed. Freire argued that toalibéhe oppressed, education needs to
be in the form of dialogue and the learning proce=eds to be learners-centred. Thus,
theatre in an educational context is the use ofttleal tools such as play,
improvisation, and role playing as educational kagining tools based on the schools
of thought. Community Theatre or Grassroots The#&re theatrical production
participated by community members in order to pmesesues that are significant to
people within the community such as issues thatiireg¢he community’s opinion.
Community Theatre aims to create social inclusiosh@mmunity building.

In conclusion, applied drama or applied theatra iype of theatre that
uses pedagogical process to invite learners tacjgete in the process. As mentioned
that even though applied theatre became widely knowl1990’s, it has long been
implemented.

An example of applied theatre is Theatre in Edeca(TIE), which is
performed by a professional theatre group aimingdocate or motivate perspective
transformation among the audience as planned mgubeatre as a tool. Hence, to
organise Theatre in Education, research regardmegtopics of presentation and
targeted audience needs to be conducted basedwvetopi@ental psychology and

different needs of people from different age groups

“Theatre in Education refers to theatrical worktte@l preserves general
theatrical elements although some components nbghexcluded and
employs only the simple techniques. This is for plepose of flexibility

when performing in different locations. Quality Tieeds to focus on the

quality of presentation, performance, conductiorrjp$writing, activity
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design, and professional design of all relatedttiozd elements. TIE aims
to use experience from watching theatre performasan educational
tool for the audience. In other words, TIE is alttwt motivates the
audience to raise questions and find solutionsrablpms, which is a
critical method for survival...Mostly Theatre in Eddion is a

combination between theatrical play and creativamﬂ% because
professional actors are used in the performanceaatidities are in the
creative drama style in which actor-teacher willtivette the audience to
participate in the discussion of desired topicsn&ames, the audience are
requested to participate in activities by perforgniole plays” (Parichart

Chuengwiwattanaporn, 2004:13).

In the social context, apart from learning in sdhdbeatre in Education is
used to provide knowledge to the general publicnby limiting only to youth. In
Africa, theatre is used as a channel to inform amde public awareness about
HIV/AIDS in order to transform lifestyles and bel@ws that make them vulnerable
to HIV infection. For example, in Malawi, the Depaent of Agricultural Extension
and Service, the Ministry of Agriculture and Irrigpn, realised that there is a high rate
of HIV/AIDS infection among farmers and were chafied to raise awareness about
the issue. They considered that theatre could bé as an awareness raising tool and
co-operated with Centre for Advanced Training imr&Wevelopment from Germany
to conduct an action research to explore the pitisgiim using theatre to raise public
awareness about issues concerning HIV/AIDS in 2@iring the action research,
training for trainers were provided for Agricultu@ficer so that they would be able
to produce theatre to raise awareness about thesiss certain areas, compared with
other areas where other awareness raising acsiwtiere conducted. The research
result indicated that theatre could raise publiammness about HIV/AIDS better than

other campaign activities. This is shown in 88 patcof women and 94 percent of

2 Creative Drama was developed in the United Stategevelop the participants’ skills, for instance,
their concentration, observation, imagination, tvétgt, analysis, physical and verbal communication
self-respect or positive self-recognition, reali@atof social problems, and sensitivity. Main foafs
the Creative Drama is the process, not the prodiuetrefore, this activity does not require official
audience even though the process will eventuadilg te performance.
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men, who live in the area where theatre was peddrnhaving positive attitudes
towards condoms while 81 percent of women and 66epe¢, who live outside the

area where theatre was performed, have negatiiedat about condoms. Moreover,
the questionnaire results to the question, “shddid/AIDS and related issues be
discussed with family?” showed that 91 percentedpe living in the area where the
theatre was performed think the issues should beudsed with family while 75

percent of people who live outside the area whbeatte was performed said the
issues should be discussed with family. The rebeantcomes, which indicated that
theatre is an effective awareness-raising toolghagulted in Malawian Ministry of

Agriculture and Irrigation establishing a Drama Kfasce to make use of theatre in
other awareness raising activities (Braun, 20011 G8).

Another example of Applied Drama or Applied TheasréTheatre of the
Oppressed”, which was developed by Augusto Bo8rezilian theatre director. The
name “Theatre of the Oppressed” reflects that tthesitrical form was influenced by
Paulo Freire’'s Pedagogy of the Oppressed. In thak,bBreire mentioned that the
oppressed need to liberate themselves from anysfasmoppression since it is
dehumanization. The oppression does not only dehiz@mahe oppressed but also the
oppressor. Thus, self-liberation is not the fighaiast the oppressor because once the
oppressor is removed from power, the oppressed twith into the oppressor
themselves. Therefore, the liberation is the procdmt allows the oppressed to
critically examine the oppression and understarel ¢bnsciousness of both the
oppressor and the oppressed. This understandingead to the understanding of
behaviour, perspective and ethics. Once the opgulassderstand these issues, reality
of oppression in the consciousness of the oppresgédbe transformed. The
transformation is self-liberation from being the pogssed into human. The
transformation process also liberates the oppressan being dehumanized. The
existence of the oppressor guarantees the existdrte oppressed. However, once
the oppressed regain their humanity, the oppresgedo longer exist. Consequently,
both the oppressor and the oppressed will no loegist. At this stage, learning of the
oppressed will become learning of all other citzesince everyone is basically all

learning at the same time (Freire, 1996: 25-51).
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A form of theatre for the oppressed is called Forlineatre, which was
developed in 1973 based on Boal's experience inguieatre to solve community
problems. It derived from the ideology that perdgrablems are social and political
problems. During that period, Boal focused mainty the production of political
theatres which would allow the oppressed to lileetaemselves and fight with the
oppressors. The Forum Theatre was found when leiatrih group performed in a
community in Peru. After the performance endedcall woman went up to him and
asked that he used theatre to help her solve paErpooblem. Her problem was that
her husband took her money and said that he woskl it for a new house
construction. Every time he took her money, he wdehave her a note saying that it
was a receipt for the construction materials. Haveshe was illiterate and believed
that those receipts were real. After a long penbdime, she started to wonder why
constructing a new house was so time consumingagkeld her neighbours to read the
notes that her husband left. That was when shedfouh that the notes were actually
love letters that he had written for other womed #re money that her husband took
from her was spent on his mistress. After listenimghe story, Boal told her that he
could not solve the problem for her, but he couldate a role play and ask the
audience how they would solve the same problenmef/ twere in her shoes. The
audience proposed many solutions and the actofsrperd accordingly, but Boal
noticed that a woman was not satisfied with anyhef proposed solutions. He then
asked her opinion and performed according to hewmenendation, but she was still
not satisfied. Thus, Boal asked that she perforrie role of the woman who
experienced the problem and show what she thoughldibe the best solution for the
problem. As a result of this incident, Boal creakedum Theatre (Boal, 1995: 1-9),
which is performed by professional actors who getaurole play of problematic
situations and present them to community membeyseople who participate in the
activity. After the performance reaches a point rehthe protagonist needs to make a
decision or handle a situation, the performancd & paused to ask what the
audience think would be the best solution for thebfem or the situation and the
actors would act accordingly. In some cases, thdieaoe who are experiencing
personal problems will be asked to participatehim tole play that imitates their real

situations. This is because Boal believes thatansformations of society, everyone is
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a protagonist (Boal, 1979: 120-156). By proposinfytsons and participating in the
role play, the audience is rehearsing problem-sghsituations so that they would
foresee or understand the outcomes of the probtdwng which is shown though the
reaction from other actors or the audience’s owprowisation in the given role.

Boal called this method, “Rehearsal of Reality” @88dl979: 120-156) and
called his spectator, “spect-actor” which referghe audience who gain experience
through their performance or from doing in ordeffitwl solutions themselves. This
would cause internalisation which would lead to thedience’s learning and
transformation. The process is equal to self-libeng Okagbu, 1998: 39).

An example of the use of Forum Theatre to bringudbchange is
discussed in Ahmad Khatoonabadi’'s (1994) Ph.D. arede entitled Systemic
Communication and Performance: A Humanist Learmpiproach to Agricultural
Extension and Rural Development. The research predehow Forum Theatre was
used as a guideline for community and agricultdetelopment for farmers in Iran
and Australia. The research revealed similar resalboth countries. Forum Theatre
was used as a tool that turned farmers into aethrs work towards community and
agricultural development via their interaction. Tihgeraction took place during their
attempt to find solutions for situations presenitedhe theatre and led to collective
action and solutions for the problematic situatidfrm®m the research result, it can be
concluded that Forum Theatre turned farmers’ relpassive audience into actors who
control their own development direction (Khatoordib&994: 294-309).

Boal’s theatrical style was used directly and aidept to enhance learning
and bring about change, particularly in the socaitext where people are oppressed
by the state power and socio-economic structures fiipe of theatre was used in the
social movement by the Philippines’ People Theblgavork to drive the Philippines’
former President, Ferdinand Marcos, who was known His dictatorship and
suppression of the civilians, out of power betwBegember 1985 and February 1986.
The Philippines’ People Theatre Network compris@@ 8ommunity theatre groups,
which scattered into different communities to parfdheatre that reflected problems
which arose as a result of Marcos’s suppressiovefEr1987: 57-78). Even though the
Network was not the only group that took part iogle’s revolutionary movement,

the theatre was eminently influential because tpesgsented and reinforced the
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Filipino civilians’ suppression experience into uwadisation. During public
demonstration, theatre was performed at the ffoimé. movement successfully drove
Marcos into exile on February 251986.

After the incident, the Philippines’ People TheatMetwork was
transformed into Philippines Educational Theatredksation — PETA, which focuses
on enhancing the learning process rather than mpeafoce. This is why PETA’s
theatre practitioners call themselves ATER, whithnds for Artists, Teachers,
Organisers, and Researchers. Even today PETA lisastive in using theatre to
enhance learning and raising public awareness (E2@01: 14-52). It can be said that
PETA’s self-definition as ATER, which is comprisetithe word “teachers”, reflects
their intention in enhancing learning for the andie. Also the theatre practitioners
need to act as researchers themselves while attgrmpt enhance learning. Hence,
apart from being actors and organisers, they adsal no perform the role of learning
facilitators since their use of knowledge is a #igant element that can create

learning for the audience.

2.1.7 Theatre and learning

After considering the learning process frameworkhiclhr Uthai
Dulyakasem (2005: 199) explained that learning du#sonly refer to reception, but
reception is the starting point of the entire psscthat would lead to comprehension
and transformation in terms of attitudes and peroep values, ideology and
behaviour, it can be concluded that theatres thatewpreviously mentioned can
enhance learning.

However, a question raised is what factors anditiond are related to the
use of theatre to enhance learning. Answer in tesfmiheatrical factor is reflected
through the argument between Realistic Theatre Brethtian Theatre that by
analyzing the script and the presentation methodsegmrate elements, it cannot
present the role of theatre in transformation. His® includes the role of theatre as a
tool to enhance learning. Script and the presematethod need to be considered as
elements or factors that interact with one anotfikis statement is complement with
what Keyssar (1996: 1-18) mentioned about Femirtigtatre that in the past feminist

theatre practitioners believed that Brechtian Tieeat suitable for creating feminist
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consciousness. There was a period when feministholi accept Realistic Theatre
because it was developed based on the patriarchalindnt ideology which
marginalized women. However, the feminist moveneatised that Realistic Theatre
could be suitable to present feminism since ihesrepresentation of everyday life that
general people can experience and understand (Rdifi86: 35-48). In addition, this
type of theatre does not distance theatre fronatltkence. Thus, the theatrical world
and the audience’s world is the same one which nitadasier for the audience to
receive feminist social and political messages. iEog) evidences indicated that
Feminist Theatre both in Europe and the United eStgiroduced Brechtian and
Realistic Theatres in even proportion. Also, thees a creation of Feminist Theatre
in a new realism which combined the realistic pnéstgon method of the Realistic
Theatre with an aspect of Brechtian dialectic (6ays1996: 5).

Although there is no absolute answer regarding wkype of theatre can
enhance learning better, the literature review shtivat factors and conditions that
affect learning through theatre include: 1) intéacof text and presentation methods
such as conclusions from the argument between $Reallheatre and Brechtian
Theatre and findings of the Feminist Theatre 2f#jgesocio-cultural context such as
theatre that drove President Marcos out of poweud, the social and political contexts
at the time as major supporting factors that mdie daudience felt related to the
situation presented. Thus, the theatre influenbedatidience’s perspective and led to
social change. Similar situation applies to an apir Belgium which motivated
collective action from the public that also ledstacial movement. This is because the
political context at that time already preparedBedgian citizens to get ready to move
towards social change 3) socio-cultural contexansther learning factor. When the
same theatre is interpreted differently by prodsiGad audience who have different
contextual background, the outcomes will also Wedint as in the case of Brechtian

Theatres performed in Germany and in Thailand.

2.1.8 Resear chesrelated to theatre and learning in the Thai society
In the past, researches that study the role oftrhesnd its relation to
learning mostly aimed to proof the hypothesis thaatrical activities such as creative

drama, role play and so on are helpful for child gouth development. For instance
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Poranee Kururattana's (1992) research entitled,fofeing Art and Child
Development, found that children’s experienceseaiganced by their participation in
different activities such as art, movement and toreadrama. Creative drama and
acting activities aim to enhance children’s expese through their performances
which allow them to present their abilities and iwduality. Creative drama is
different from theatre in a way that theatre fosuge the audience and what they will
achieve from watching the performance while perfamoes aim to enhance children’s
imagination skills which are crucial for their démement. Imagination does not only
refer to creative thinking in art, but also reféssthe ability to link stories that are
related to ones’ daily lives, be they family isswestheir surroundings. Imagination
can only take place when children have more expee® which can be enhanced by
their participation in acting. Besides, movemerd apeech are also significant. Even
though some acting activities are non-verbal, tmexst at least have some movement.
The movement will make the children understandniiamagement and positioning of
their own bodies, which will lead to personalityvdepment. In terms of verbal
activities, the children will learn how to use wsrdnd language that are related to
communication and learn about self-presentatiooutpin verbal usage.

Furthermore, outcomes of Parichart Chuengwiwattamap (2005)
research, The Use of Creative Drama for LearnereBDpment, showed that theatre
can be used as a learning methodology to help devearners’ physical, intellectual,
mental and emotional states. It also helps leatioehave better interaction with other
people in the society and the outside world. Tagearch aimed to use creative drama
to develop learners’ thinking skills and teachieghniques for performing arts in the
basic curriculum (2004). The research defined crealrama as the use of role play to
present the actors’ imagination and creativity with secure atmosphere with no
intention to present it to the public, but focusesnly on the process of activities. The
research result revealed that learners’ thinkinldsskere improved.

In terms of theatrical activities used for speciievelopment purposes,
Sujittra Kaewseenuan’s (2002) research entitledgkalrie’s Influence upon Building
Self-Esteem for Child Abuse Victims, tried using@ative drama to build self-esteem
for nineteen child abuse victims, who were goingtigh recovery and reintegration
process at the Centre for the Protection of Chiigh®8 (CPCR). Outcomes of the
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monitoring and evaluation of child abuse victimslfsesteem level, both prior to and
after participating in the creative drama, revedleat prior to their participation, the
children had low self-esteem, but after their pgvation, the children’s self-esteem
level had increased. They became more extrovert camdident in sharing their
opinions. The children mentioned that they gainedfidence after realising that their
voices were heard and accepted by others. Theyd algb control their emotions
better and were calmer than before because thesefaked, proud of themselves and
were happy. Nonetheless, the researcher mentidregdthiere was no confirmation
whether such positive transformation would be soatde. Also in cases of children
who have been severely abused, participation ircithative drama was not enough to
cause any changes. This indicates that backgrofirideoaudience or people who
participate in the theatrical process affects legroutcomes. Although the researches
about theatre that were previously mentioned wereamout theatrical plays, they
represented different kinds of theatre used in ttloedh process or activities to
encourage learning for people participated in tteegss. Research regarding the use
of theatre for perspective and behavioural tramsé&tion is presented in Marisa
Seankulsirisak’'s (1989), Strategies in Using Theato Persuade Cleanliness
Preservation and Environment Protection: A Spec(iase of Theatre entitled,
Adventure of the Magic Eyes in Filthy City. The easch used an action research to
conduct a theatre, Adventure of the Magic Eyes ilthy City, for children aged
between six and twelve years old to get their faelband reaction. The research
results showed that the theatre could convince dhiédren to transform their
behaviours for environmental protection such asltiywing their desire to be in the
same team as the Magic Eyes and their disguskeddittiness. They also transformed
from being ignorance towards dirtiness to becontmelpful in rubbish collection. The
researcher argued that the theatre could persuseaudience to transform their
behaviour because it delivered the key messageighraction instead of words or
written message. Information presented in actioomfallowed the children to see
what happened and compared their actions to thibde aharacters. These elements
support attitude reinforcement by convincing theiance to have the same attitude,
reinforcing the audience’s existing attitudes amtcpptions that complement with the
ones presented in the theatre, or enabling andgtithange from negative to positive.
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Chulakorn Masatienwong’s (2000), A Study of thedess and the Results
of Grassroots Micro-media Project for Human andi&ddevelopment in Different
Regions: A Case Study of Makhampom Theatre Groamagher research that studies
the role of theatre as a learning tool. The reseapplored about the production
process and the presentation of Malai Mongkol bykiManpom Theatre Group in
different schools all around the country for sixteeunds in 1996. The theatre
presented about Monk Malai who travelled to heliieet the sufferers and people
who received the results of their good deeds invéreaand combined it with
information about HIV/AIDS to raise awareness abdHINV prevention. The theatre
successfully achieved its objectives in raising &halience’s awareness about the
severity of HIV/AIDS. The audience also recommendeltitions to the problem such
as self-protection methods and campaigns to raibbcpawareness about HIV/AIDS.

In the study, the researcher collected data thralggervation, both in a
participatory and non-participatory way and intews with members of Makhampom
Theatre Group. They also followed Makhampom tortiperformance venues and
asked the audience to fill in questionnaires atitery finished watching plays. Key
guestions asked the audience to identify the plaracter that they pitied the most,
their achievement from watching the play, and theasommendations for HIV/AIDS
solution.

However, these questions are about receptionegaoting. The audience’s
awareness of the HIV/AIDS problem and its soluttonld be from their past learning,
prior to watching the theatre. In the discussiontio¢ research outcomes, the
researcher mentioned that Malai Mongkol could enbkathe audience’s learning
process, but did not analyse the audience’s tramsfiion that occurs as a result of
learning.

In terms of theatre production, the researcher emtesl Makhampom
Theatre Group’s production process such as thegarehes on Tri Poom (a literature
about three worlds composed during Sukhothai pgribtV/AIDS, play script
writing, rehearsal, and so on. However, the re$earonly reported about the
production process by explaining what happened bhod it happened without
guestioning why Makhampom selected Monk Malai @&adbre of the story, and why

the storyline and the scripts were presented thet, vand so on. These kinds of
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questions would bring answers about Makhampom Tédatoup’s ideology used in
selecting stories and their presentation methodearning design which lead to
successful or unsuccessful achievement of therthediectives. Thus, the researcher
failed to present how the theatre has influenceaffected the audience.

What makes the research interesting is the recomatiem that a theatre
needs to be adjusted in order to fit into the caltgontext of each region where the
theatre is performed. This indicates that the awaditss surrounding context affects
their learning. Thus, for a theatre to successfuilfil its goals, surrounding contexts
and backgrounds of the audience need to be carédikien into account.

Another research, which shows that theatre is tattfe tool to enhance
learning, is Sirin Jaitiang’s (2005), NGO'’s Li-kaf: Case of Makhampom Theatre
Group. Even though Makhampom Theatre Group usesd#@ional Thai performance
as Li-kay, they apply the modern theatre technitpretheir performance. Li-kay
performances that the researcher focused on werd gblitics such as the one called
“Street Reservation”, which aimed to encourage thalience to consider the
relocation of Thammasat University from Tha PracharRangsit. The researcher

concluded that:

“Makhampom’s Li-kay performances believe in the pownd capacity of
acting that it can arouse and warn the society,raddce the severity of
problems to be “discussed” by adjusting the messagk presentation
method so that it fits the targeted audience amdureonsciously make
them feel involved and have empathy. Although thenes problem is
discussed and presented by other forms of perfgrraits, Li-kay makes
it easier for the audience to receive the messagk aouses their
emotions. Makhampom’s Li-kay allows the audienceet@ress their
opinions as well as relief stress about the prgssaues, while at the
same time provokes them to take actions to creat®lschange’(Sirin
Jaitiang, 2005: 138-139).

The above conclusion is overstated since the relseadid not explore

whether or not the audience had any perspectivebahdvioural transformation as a
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result of watching the play. In addition, the resbalid not aim to investigate whether
Li-kay could encourage learning. It only studiee ttole of Makhampom Theatre
Group as a Community of Practice based on Etienm®gaf’'s concept. Also the
researcher works as a volunteer for Makhampom, hgo a@bove conclusion was
presented from a point of view of someone who 1$ phthe group and admires and
has faith in the Group’s work.

However, the research’s presentation of Li-kay aso@ that could
influence the audience’s learning is interesting.mentioned that Makhampom
Theatre Group adjusted their techniques and largdiag each performance to fit
different groups of audience. This reveals thatahdience’s differences, which refer
to their background and social status, can affhet gresentation method. On the
contrary, the audience’s background is relatetieéa ability to learn from the theatre.

Moreover, Nungruthai Tanaprachum’s (2006) reseatitled Student’s
Participation in Educational Theatre as Part offthai Children Awareness Project: A
Case of Pibulwes Kindergarten, Bangkok, which esgddMaya: The Art and Cultural
Institute for Development’s use of theatre as amcational tool to raise awareness of
elementary school students about the negative teffet sweets, soft drinks and
snacks. The theatre aimed to transform the studeotssumption behaviour. The
theatre presentation process started with a “wagstnwilnich used fun activities as an
icebreaker to get the children acquainted and wredl Then during the performance,
theatre characters raised questions to the childreh asked them to help finding
solutions to situations being presented. Afterttieatre ended, learning enhancement

process was conducted through the use of activilies activities

“started with the learning facilitator persuadeddsints to re-identify
problem and cause of the problem regarding the tivegaffects of

sweets, soft drinks and snacks and raised questiaisas “what methods
will you use to limit your consumption of those sks?” Students were
asked to individually explore their problems themnt their ideas into
pictures and write down descriptions under thettyes...after finished
drawing, student representatives were asked tepresd explain their

drawings to the rest of the students...then studest® encouraged to
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take part in the conclusion and final assessmetedibtheir memory and
comprehension of the problem and its solution@llungruthai
Tanaprachup2006: 73).

From the above mentioned process, the researched fihat theatre could
transform children’s perspectives, which is belaevéo lead to behavioural
transformation. However, the researcher suggestat further research should be
conducted to find out whether or not theatre cdly fureate transformative learning.
This indicates that the researcher cannot assarthbatre which is performed to the
audience only once can lead to transformative legriThis ideology is presented in
the researcher’s recommendation that “schools dhpettiodically organise activities
that encourage students’ participation in order renforce their awareness”
(Nungruthai Tanaprachum, 2006: 128).

Even though it cannot be fully confirmed that thheancourage learning,
this research indicates that a critical factorléarning through theatre is that theatre
needs to encourage the audience’s participatiotmagothey do not passively receive
the messages being presented, but become activeneedwho think along and
critically analyse the messages that they havawedafter the performance ended.

By looking at the overview of this research regagdiheatre and learning
in the Thai society, it can be found that this agsh is to proof the researchers’ belief
that theatre can be used as an effective learrong Thus, this research is not
presented from the critical perspective. The retefindings indicate that: 1) defining
target audience and analyse their learning nasurerucial for designing theatre to
encourage learning such as in the theatre entifegenture of the Magic Eyes in
Filthy City 2) understanding the audience’s soaiitral context is a major
component in designing a theatre that will leactdience’s learning as reflected in
theatres and Li-kay performed by Makhampom The@taup 3) enabling audience’s
participation both during and after the performanak assist them to achieve better
learning such as in the case of “Thai Children Aemass Project”.
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2.2 Learning process and factor sinfluencing lear ning

Learning process does not only refer to receptiom,also comprehension
and transformation of attitudes, values, ideologg &ehaviour. When considering
learning process as an ideological and behavidtaasformation process, it is found
that learners’ critical self-reflection upon theivn ideology and behaviour is a
necessary condition for learning. The critical geffection is discussed in Jack
Mezirow’s Transformative Learning Theory, which wedroduced in 1978. This
theory defines transformative learning as a refdionaof meaning perspectives,
which is the assumption that a person uses tgprgeexperiences. The reformation of
meaning perspectives will lead to a formation ofidfeand opinions that can be
proofed whether they are correct and more apprigptiean they previously have been
which will be used as a guideline for new reformatiprocess. In details, the
Transformation Theory focuses on learning in orttemegotiate or balance inner
thoughts and transform perspectives regarding tedgessuesvalues, feelings and
learners’ self-definition so that learners can woantheir lives to be socially
responsible and can make clear decision. In otledsy this kind of learning aims at
awakening which can occur by critically aware oé@nown and others’ assumptions
and expectations before assessing the relevanceeifterpretation. It can also be
mentioned that transformative learning is learnecsitical self-reflection of
perspectives and belief, which resulted from tpast experience, in order to evaluate
whether or not they are appropriate or can set theen If the result shows that those
perspectives and belief are inappropriate or casebtthem free, learners need to
adjust their existing conceptual framework or depeh new one before accessing
another transformative learning (Mezirow, 2000: 3B designing critical self-
reflection process in order to reach perspectiaasformation, it is necessary that
learners investigate sources of their existing gegsBve and beliefs by raising
guestions such as “why did | think so?”;"Where tgkt this perception from and how
did it happen to me?”;"Is this perspective an oateaf the social value that has been
defined for us?” and so on. Then monitor the conseges of such perspective and
beliefs by raising questions such as “what will pep if | still hold on to these

perspective and beliefs?”; “Will | be able to camft with new situations by having
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these perspective and beliefs?” and so on (Crart6a2: 149).In transformative
learning, it is also important to share experiensiih others through dialogues in
order to reflect and evaluate the appropriatenéssaoers’ perspectives and beliefs,
which will lead to judgment, conclusion finding farnew set of clear insights, and a
creation of new transformative learning procesepiRewho organise learning need to
be able to encourage learners’ critical self-refte; which will lead to awakening
and transformation as previously mentioned (Mezjrb980: 360).

Adult learning has several factors or componentd #iffect learning.
Merriam and Caffarella (1999: 387-404) mentioneat tinree components which are
related to learning include the learner, the cardexi process. The learner component
refers to the learner’s past experience, whicleiated to age since people who are
older have more experiences. Moreover, age iseeldb learning psychology
including brains’ learning capacity. The contextcsmprised of two dimensions,
namely interactive and structural dimensions. batBve dimension explains that
learning occurs as a result of learners’ interactioth surrounding contexts while
structural dimension refers to race, social clgesder and cultural diversity. It can be
assumed that learners from a more culturally deverciety can accept more diversity
compared to those who come from a less diverseetyodPower and oppression
structure, under which individuals live affect thigarning. The process is comprised
of two parts including speed and meaningfulnesge8pefers to the amount of time
used to examine and respond to a subject. Oldgrigedll have slower response. In
terms of meaningfulness, individuals will learn abahat they find meaningful.

Moreover, Cranton (1992: 56-62) mentioned thatiiallials’ experiences,
philosophies, values and autonomy affect theirniegr Individuals’ experiences
affect ones’ learning because experiences are vemieractions and thoughts
collected within each person, which influence orcpption and understanding of the
surrounding world. They also lead to individual€libf, the way people interpret
different phenomenon and the kind of knowledge thay achieve. Thus, experience
is a foundation in the learning process. This isabese individuals use their own
experiences in adapting, changing, and creatingnmgaand new values. Past
experiences or previous learning that individuagehwill facilitate their new learning

because they already have existing knowledge. imgef transformative learning,
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which is based on critical analysis and questionigndividuals’ belief, it is a
guestioning of individuals’ past experiences inaywr herefore, individuals’ different
experiences will result in different learning outoes. However, experiences can also
obstruct learning (Merriam & Caffarella, 1999: 39AQ)a way that individuals have
defined and given values to certain stories throtggir past experiences until they
become static knowledge and belief, which makekfficult to pursue new learning,
or new learning might not take place at all. Mommvindividuals’ or learners’
experiences also implies ages. This means thalead have lived long have many
experiences about different issues, which mightltes their knowledge and beliefs
becoming static as previously mentioned. Consetyesitl people might experience
more learning difficulty compared to young people.

In terms of philosophy, Cranton (1992: 56-62) mamgid that it refers to a
set of principles that individuals use to direce tivay they live their lives. As
individuals have different life principles, they livhave different learning. When
considering those principles, we can consider aiffe components under “learners’
philosophical framework”, which comprises of infhees that affect individuals’
philosophy including 1) Epistemic influences refey learners’ definition of
knowledge or their perspectives towards it, fortanse the way they define
knowledge as black and white and right and wromdhaw they define knowledge as
relative and changeable. These different defingtioor perspectives result in
individuals’ use of different principles to livedin lives and understand the world, 2)
Sociocultural influences refer to power and socwhtion, including differences
between each individual due to race, gender andireulThese differences result in
individuals having different identity and socialaton, 3) Psychic influences refers to
past events, especially painful experience thatseduan impact on the way an
individual lives one’s life and one’s behaviourpseésent. Interaction between all the
three influences results in individuals definingeithlife principles and their life
principles or philosophies affect their learningdon, 1992: 56-62).

Value system is another factor that affects legynihrefers to principles,
goals and individuals’ or social standard that hasn practiced and accepted and
looks at what an individual wishes for. The valystem is similar to philosophy or it

can also be regarded as a part of individualshiegroutcomes. Individuals’ different
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existing values can also affect their learning ontes differently, for instance people
who are good followers and do not raise questionthé people in power will have
different learning outcomes compared to those wihoat believe in the authority.

Individuals can define their own objectives or feag ambitions. When
individuals are determined and find the necesditearning, their learning experience
will be different from those with no determinatiand who do not find the necessity
of learning. In addition, Merriam and Coffarell2@@B: 394) mentioned that reasons or
learning inspirations might not derive from indivals’ internal needs, but from
tension between individuals and social context. &ample, medical personnel are
required to learn new technologies so that thegivecmodern knowledge, or new
community management system requires that commuomgtybers learn to live in the
new system.

In the adaptation of learning theories to orgafesening process through
mediums, for example organising learning in museuratk and Dierking (2000: 10-
141) found that various factors and conditionscffearning. They asserted that any
kinds of learning is a series of contexts, whichangethat learning does not occur
separately in different parts as in scientific tedies. Instead, it is an integration of
organic experience in the actual world. Moreoveayiing is an outcome of ongoing
dialogue between individuals and physical and soaditural world in which
individuals live. Based on this concept and expe@ein encouraging learning in
museums in free-choice learning style, Falk andking have created the “Contextual
Model of Learning”. The model is created basedhmitlea that learning is the result
of an interaction and integration between persompalysical and socio-cultural
contexts that pass over time. The personal, phyar@hsocio-cultural contexts are not
constant, therefore when time goes by, the thragegts will also change accordingly.

Regarding individual context, Falk and Dierking kExped that human
beings will draw themselves to learning when they ia appropriate environment,
involved with meaningful activities, live withoutoncern and fear, have learning
choices and can control the learning experienchowit being forced, and when the
learning challenge goes along with their existikglss Moreover, learning is not
merely about facts and different schools of thoubht learning, particularly the one

from inner force is related to human’s emotionglenences and conditions. Learning
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new things is also related to past experiencehiegrbecause human create new
knowledge from prior knowledge. Prior knowledge sloet only refer to lessons from
past success or failure, but also different matetieat are fuels for new learning.

Apart from the components, human’'s learning can imeterms of
individuals and as a community because individaa¢és members of community and
society. Thus, human’s learning is related to thkucal and historical context where
it takes place. Furthermore, the media that am®sgnding learners such as television,
movie, newspaper, book, museum, the Internet anohsare components that affect
learning. These medium create socio-cultural disodpetween the media and its
users. When analyzing the components mentioned eabibvcan be argued that
knowledge that derived from human’s learning isretiabecause learning does not
take place in non-linear form. As human beingsiesmmething directly from a source
and the learning does not take place in a vacuwneswithout surrounding contexts,
it indicates that human can learn from story ominarrative form that exists in the
socio-cultural context. All this is the learnerst®-cultural context.

In terms of physical context, Falk and Dierking m@med that human
beings need to live among physical surrounding#) lmterms of nature such as trees,
soil, air and so on, and in terms of built envir@mh such as houses, offices,
department stores, and so on. This explains whit bavironment affects human
beings’ learning. For instance, if a learning s@sss organised in a building or
classroom where learners are not used to, feetumseor excluded, learning will be
difficult.

To sum up, individual learning is dependent on sdviactors which are

related to individuals and social context/ struetas follow:

Individual Factors

1. Providing meaning to the knowledge such as givikgdf answers
about what is right or wrong or thinking that knedgje is alterable

2. The value system that an individual believes in.

3. Past experience or knowledge

4. Social class

5. Nationality/ Race
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6. Gender
7. Age

8. Learning objectives

Contextual/ Structural factors

1. socio-cultural values and framework

2. oppression and power structure

3. socio-cultural learning mechanisms such as fantiyy media and

educational system

Socio-cultural context of learning factors and dbods are related to
individual factors because the individual factams socialized under the socio-cultural
context. Hence, the socio-cultural context influsmdhe way individuals perceive
ones’ surroundings as well as controls values tteg believe in, for example if the
society worships power, then individuals have tewgleto do the same. In addition,
socio-cultural structure determines social clas$ defines race. Meanwhile, race is
also related to social class, for instance Thaiespcegards certain ethnic groups who
live in the plateaus as having lower social statuspared to the metropolitan middle
class. This results in those ethnic groups’ idgriging oppressed and their ability to
access knowledge is different from the metropolitaitidle class. Gender is also
turned into a social class issue by the socio-ailtprocess, for example, women’s
subordination to men and their distinct socialugdtom men result in women having
different life experience from men. Besides, leagnambition is related to learners’
contexts as previously mentioned. Therefore, it lbarargued that learning factors at
individual level and in the socio-cultural contexe not separated from each other.
Rather, they interact and affect learning.

Moreover, learning design is a prominent factort taffects learning
efficiency such as learning in a museum where techiral and interior designs and
display influence learning experience. For transfmive learning, an example of
learning design is described in Stephen Brookfsehshalyzing the Influence of Media
on Learners’ Perspectives, which starts from eraging learners to analyse their own

autobiography. The analysis requires learners &byaa how they obtained their own
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vision and perspective. The media, particularlgveion, is used as a component to
create vision and perspective. Then learners aygested to decode messages printed
in the news or generated by the media by analyminderlying messages of the
pictures, symbols, or phrases. After that, theyeh@vanalyse contents by looking at
structures of the stories as presented in the nmettlacompare them. The decoding
and content analysis will enable learners to realisw meanings are created by the
media. Lastly, learners need to construct their ¢@tavision program. During this
step, learners will realise that during program ag@ment, only certain information is
selected for presentation while the rest is exaudearners will then understand that
what is presented by the media is solely selecséetsf not all. The selected facts
influence learners’ perspective and vision. At thant, learners will have a critical
self-reflection that the media only produce partfactts which result in their
guestioning about their own perspective and vigBmookfield, 1990: 235-250). This
kind of questioning can also lead to a new opematvbich results in the learners not
believing in facts presented in the media with@iging any questions.

In conclusion, learning design needs to bring abthet process that
enables learners to critically analyse their formleology and belief and leads to the
production of new set of ideas. Learners’ critisalf-reflection will occur through a

dialogue that allows them to analyse their own perve and belief.

2.3 Gender construction in Thai society

On 21 June 2004, Wallop Tangkananurak, former ofeir of the
legislature’'s Committee on Women, the Elderly anouti issued a letter to the
Director of the Office of National Buddhism to rexgti that it reconsider the restriction
that prohibited women to worship relics because. Mabiabrat Pongpanich, former
Khon Kaen senator, was not allowed to worship LBraldha’s holy relics at Doi
Suthep and Doi Tung due to her sex. All women wextepermitted to worship relics
while the restriction was omitted to men. Rabialh@ught that the restriction was a
representation of sexual discrimination against erand opposed to Article 30 of
the Constitution of the Kingdom of Thailand, S.B4R (1997).
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The letter from the Senate has caused a tremersmiesl impact, which
resulted in Doi Suthep Buddha Relics Foundatiordisgnout an invitation to priests
and Lanna (northern Thai) philosophers for thentipipation in a discussion forum
about the issue, organised on 9 July 2004.1t wataeed that restriction on women'’s
access to the holy relics’ storage building is tmehe belief that women and their
belongings such as lingerie will break magic spetistained in the holy relics. Also,
the restriction was part of Lanna’s long tradititmat has been passed on from
generation after generation and a way to show otspehe holy relics in Lanna style
that people from other regions need to follow. Agesm the explanation, a severe
impact is reflected in Northern people’s retaliatiagainst Rabiabrat as they thought
that she disrespected the holy relics, for exarapteajor demonstration, a discussion
forum organised at Phra That Haripunchai Templéumpoon on 11 July 2005, a
prohibition on her entrance to Chiang Rai, andeuitsial in Chiang Mai. Eventually,
Rabiabrat and the Committee on Women, the Eldextl¥outh under the Thai Senate
had to apologize to Northern people. However, thees still a petition, which
requested for Rabiabrat’s resignation from the &ena

The question raised is what Thai society learnsnfrinis case since
Rabiabrat eventually lost to Thai “social norms dmelief” that does not allow
guestions, for example how the social norms angfoekere developed, under which
ideology, and how they affect people, especiallyngq, to be raised. Thus, the social
norms and belief have become “absolute truth” thagryone in the society has to
accept without questioning. When a question isethisgainst the “social norms and
belief”, the person in doubt will be punished byciab process the same way that
Rabiabrat has experienced.

Rabiabrat’s action was at risk of being retaliasgtte it was against the
ingrained belief. Moreover, the action only referte Constitutional Rights without
considering about local context. However, the waapiRrat was strongly retaliated
reflects that general acceptance of the restricsfovomen not to get near holy relics
because women are dirty is the acceptance that wtaee subordinate status in the
Thai society, or that women’s subordinate statudriee” or regarded as “normal”.
This also includes the acceptance that the way woare “defined” by society is

acceptable. An example of how women are defineshavn in Wantanee Wasikasin
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and Sunee Hemaprasit's research (1998: (8)-(11hjchwstated that Thai people
expect their daughters to be responsible for haldelWwork more than their sons.
Moreover, daughters are expected to take careeif garents during old age. As
wives, women should be respectful and leave thésid@emaking to their husbands,
support their husbands’ career progress, and atloeipthusbands’ sexual desire when
in need. These defined perceptions put women ubardinate status.

The guestion raised is “what” makes women’s sulnatgi status becomes
actualized in the society. Napaporn Hawanont (2@0462) explained that a society
where gender inequality exists is a social systaled “patriarchy”.

“The system created an ideology that makes peopllee society believes
that men are more superior than women by creatiles  regulations and
social standards that support such belief. Foaitst, the make-belief that
women’s biological structure to get pregnant andivde baby gives
women’s natural mother instinct to raise their @¢hiyet makes them
sensitive, emotional and weak. On the contraryjetpdas created the
make-belief that men have stable emotion and stbaaly. This ideology
has led to work division for men and women. Rukegjulations, value,
and beliefs are created to support the ideologyr iRstance, the
identification that women’s major role in the famit to take care of the
household and child-rearing while other works thia outside the house
are subordinate. Men are responsible for other svarkiside the house
that are not related to child-rearing and housewbhe classification that
women’s sphere is attached to main responsibibtytalkke care of the
household and childcare while men work outsidehea public sphere
allows men to receive more life opportunities comegato women; for
example, the opportunity to experience severagtghwutside the house, to
receive news and information, to work, and to ascggnificant life-
sustaining resources. Men’s world is the big wideld/outside the house
that provides them income work, status, freedond apportunity to
progress and build life stability. Women’s worldaishome to take care of

the house, raise the baby, and support their hdsbdrnis kind of social
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system makes women responsible to their privagesglifhome and to have

limited opportunity to enter the public sphere”.

It can be said that femininity and masculinity #ine products of social
construction of reality under the patriarchal syst@he social construction of reality
emphasises that the biological sex differences riahte different social status
between men and women. This implies that socigladiy between men and women
are natural because biological sex is assigned &aturea However, feminist
movements, which fought for women’s rights and gerebuality in Western society
during the 1960’s, explained that social dispabgtween men and women is not an
outcome of biological sex differences. Insteads itelated to gender, which means
that femininity and masculinity are socially comsted. However, the social
construction does not lead to gender equality betmreen and women because it is
constructed based on the patriarchal or male damhsystem which functions through
social institutes, economy and politics (Warunegdihsit, 2002: 4-5).

The socially constructed definition of femininithat makes women
subordinate has allowed knowledge and social fiactse produced under patriarchal
vision. On the contrary, facts about women andrtkeowledge are kept in private
sphere and left “silent” since they cannot paraitépin providing knowledge and facts
about their society. Although women provide knowjedbout both the natural and
social world through their experience and worldvi¢veir knowledge is considered as
the outside science (Harding, 1998: 106). Consdtyyeimowledge and all facts are
still produced under the patriarchy, which is theroduction of femininity to ensure
that social awareness regarding the issue remiansame. The reproduction reflects
the media’s role as stated by Kanchana Kaewtheg), €2005: 265) that:

“...there are several problems related to women & risal world, for

example, violence against women, abortion, ineguaktween men and
women, and so on, but the media choose to turm kied eyes to these
problems. In terms of prostitution or rape, the rmethoose to present
only some angles of the issues. In television seriews, or commercials,

the media choose to “create” an image that evemgmamrking women
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“femininity/ women’s roles/ family life” are mordagnificant than “being
professionalists / their public lives”. The medisicreated an image that
although some women are given opportunities to warkhe public

sphere, they are merely “insignificant extras” oren’s subordinates”.

In conclusion, major gender problem in the Thaiietycis the belief that
gender differences between men and women are “ogdlhatural” even though the
differences were socially constructed under theerdaiminated patriarchy which

restricts women's role and make their status subate.

2.4 Theatre and learning gender issues: theor etical framework

From the literature review about theatre, learrsng gender issues, a

theoretical framework can be created as follow.

2.4.1 L earning outcome

Crucial gender problem in Thai society is the ataepe of women’s
submissive status caused by the social construofisaality about men and women.
Hence, learning objective about gender is to makenkers understand that gender is
socially constructed under the patriarchal politmanstruction of meaning and such
meaning can be deconstructed. The deconstructitrecocially constructed meaning

will lead to transformation of gender perspectine dehavioural change.

2.4.2 Factor sinfluencing gender learning
From the literature review, it can be concludedt tmajor factors that
influence gender learning are learners, socio-ralltaontext and learning design
which interact with one another. This research @qd theatre as a learning tool.
Therefore, learning design refers to theatre desighlearners are the audience.
2.4.2.1Theatre factors
Literature review about theatre and learning andigiéng
modification-based learning shows a shared priedipat learners need to have inner

dialogue that will lead to critical self-reflectioidence, it can be concluded that
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theatre factors that lead to learning include: 1di@nce analysis for theatre
production; 2) theatre practitioners’ combinatidntleeory and praxis that results in
the interaction between text and theatrical pregemt, which when considering
together with modification-based learning theosfers to learning design that has to
lead to the learners’ inner dialogue and critiedf-eeflection; 3) a process that makes
the audience active through participation and diaéoexchange. Dialogue can take
place in two manners: an outer dialogue betweeratitience and theatre or among
the audience themselves, or there might not beoamngr dialogue at all; instead it
might be an inner dialogue between the audiendd’'siad new beliefs after watching
the play.

2.4.2.2 Audience factors

The literature review reveals that an individual&arning
factors include: 1) providing meaning to the knadge such as giving fixed answers
about what is right or wrong, or thinking that krledge is alterable; in this sense
refers to giving a changeable or unchangeableitiefirto gender, 2) the value system
that an individual believes in, which in this caséers to their beliefs in gender value,
3) past experience or knowledge, which in this cafers to past learning about
gender issues, 4) social class, 5) race, 6) geffleaage, and 8) learning objectives/
expectations.

2.4.2.3 Contextual factors

Contextual factors that can be concluded fromditae review
include: 1) socio-cultural values and framework,oppression and power structure,
and 3) socio-cultural learning mechanisms sucthasrtedia and educational system.
When considering all factors in the gender dimamsib can be identified that
contextual factors that affect learning about gensues are 1) value system/ social
ideology on gender, 2) gender structure and opjaregscluding hostility and rebel),

and 3) gender mainstreaming via the media and &doneasystem.

2.4.3 Theoretical framework
The three factors listed above are not distingfivetparated from one

another. Instead, they interact and affect on geladning through theatre. All the
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learning factors and the purpose of learning canillistrated in a theoretical
framework as follow:

How gender is defined; gender—
value in which the audience
believe in; former learning abou
gender; gender, social class anfd
race of the audience, and their
purpose of learning

Content
A 4
l inner Critical
interaction | 5| Audience | dialogug ref?gcft-ion »| Transformation
! .
Form of
Presentation

Social ideologies regarding
gender, gender power structure
(including oppression and
resistance), social norms about
gender (education system, the
media, etc.)

Figure 2.1 Theoretical framework

The above theoretical framework shows that factivas lead to learning
transformation are comprised of three differentarhe initial part is the interaction
between plot and the presentation method. The piasen could be in the form of
outer dialogue in order to draw the audience’s Ivenment. The second part is the
audience and the last part is the social conteattithrelated to gender. All the three
factors do not affect the audience’s learning epee in a linear from. Instead, each
part interacts with one another. If the interactiesults in the audience having inner
dialogue and critical self-reflection about theie@onceived notions about gender and

realising that their former belief is problematieey will transform. However, if they
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do not have critical self-reflection, they will gniteceive the message that the theatre
is trying to present or might have better comprsien but not enough to reach the

point where they will transform.
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CHAPTER 111
RESEARCH METHODOLOGY

This chapter will present the research methodoledych uses to answer
the research questions. It consists of the reseggphoach and the research design.
The research design is composed of four elemetigshvare the research strategy, the
conceptual framework, the subjects of the studythadiata collection and analysis.

3.1 Research approach

The paradigm to seek knowledge can be divided twim parts.1) The
“positivism” paradigm believes that the knowledged &he truth must be able to
investigate and indicate by the empirical evidethe is the attribute of objectivit)
The “anti-positivism” paradigm believes that theownedge and the truth are
constructed by interpretation related to subjettivaf the interpreter. Both major
paradigms have therefore led to the rise of tweaesh approaches, which are the
guantitative approach rooting from the positivismargadigm, and the qualitative
approach rooting from the anti-positivigaradigm(Davidson & Tolich, 1999: 26).

The quantitative research is the research thataglthe social
phenomenon through the numerical expression. Tihesapproach believes that the
numerical expression can pisely present through the hard data operasimce the
data can be counted and measured. In contrastjuthl¢ative research aims to make
understanding on the social phenomenon throughae&pbn and interpretation
(Davidson & Tolich, 1999: 28-29). In summary, ihdae said that the quantitative and
qualitative research are different in two major emsions, which arthe philosophical
foundation for how the world works and the modedafa analysis and interpretation
(Uthai Dulyakasen2002: 59; that is,

L In this case means the data that can create treeicamumeric form
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“In the part related to one’s views of the worlde tquantitative research
seizes the concept of positivism which means thahimgs in the world
already have it own pattewhile the qualitative research seizes the
concept of phenomenology, which does not beliea¢ & things already
have pattern but being dynamic... The quantitatigeaech will not rather
interest in the dimension of being human becauseséd “physical
science’concept while the qualitative research intends mtorebeing
human since the research of social phenomena setflaeehuman as the
actor... In aspect of the conceptual framework, thangtative research
pays less attention to the history dimension wherdae qualitative
research pays more attention to historical dimemsidhe quantitative
research always focuses on applying the reseastlit i@ generalisation
while the qualitative research concentrates ondiéep understanding in
the subject of the study but will not apply theuleso generalisation The
guantitative research uses the statistical anatgsttiod but the qualitative
research uses the analysis -callgerpretive Understanding...The
guantitative research provides definition of thetadanalysis result
according to the calculation outcome where as thalitqtive research
provides definition of the analysis result accogdin social context and

the culture of research informants(Uthai Dulyakasem2002:59-60).

This research seeks to the answer of the theatteleamning creation,
which is to study in depth in the social phenoméma related to human, social
context and culture. This research therefore ukes philosophy and qualitative
research approach as the research means.

3.2 Research design

Punch (2005: 142) stated that research desigreisi¢isigning of overall
plan which consists of 4 elements that are strategyceptual framework, the subject

of the study (who or what will be studied) and totb be used for collecting and
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analyzing empirical materials. By the researchepatfunctions to link the research
guestion with the information to be used to answer question. Therefore, the

research pattern must be relate and correspoie teesearch questions.

3.2.1 Resear ch strategy

Since this research needs to answer the guestiethamthe theatre can
create gender learning and what are the factorscanditions in which the theatre
could create gender learning in Thai's social ceintghich is the research in specific
issue, the research therefore select the stratetheaase study assisting to in-depth
investigate the truth and knowledge for interespgdgtnomenon which occurs in
specific context or bounded systé@ngart Naiyapa005: 355). The wordcasé&
refers the phenomenon occurring in the specificceodrnwhich could be individual,
organization, country, specific role of the subjactl etc(Punch, 2005: 144). For this
research, thécasé€ is the theatre creating gender learning which isnpimena in
specific context, not the theatre creating learnifigother issues and not creating
gender learning by using other tools. For this saashe case study is the proper
strategy to answer this research question.

However, the case study can be both single casty shat studies the
internalcase and multiple case study that studies acrees ca comparative case. The
multiple case study intend to make understandirgjrofiarities, differences and cause
of diversity of each case leading to constructcsgpeexplanation of how diversity is
patterned (Ragin, 1994: 111-112). This explanagiays attention to complexity and
its context that lead to create understanavhgleness of the case stu@@unch, 2005:
144).

There is more than one theatre that creates géealging in Thai society
and each is different. However, the differences @imdrsity are in the same category.
Thereforethe researcher selects the multiple case studyhesstrategy to make
understanding on each specific theatre and to nuakkerstanding similarities and
differences in specific context of each theatreexplain the wholeness of theatre

linking to create gender learning in Thai’s sociahtext.
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3.2.2 Conceptual framework

The conceptual framework of this research refersthte theoretical
framework from the literature review in chapBermHowever, when considering gender
learning through the theatre of the viewers in T$@giety, | found that one factor,
which is not conforming to the nature to view tleedtre, is the intention or the
anticipation to learrifhe audiences, viewing the theatre in the issuegaider
learning, do not intend to learn about gender waade. Most of the audiences in Thai
society always go to see the theatre goers bedassthe theatre goers, not the theme
of theatre. Therefore, this factor is irrelevanthis researctBesides, the audiences in
Thai society always are Thai people in the middés< who graduates or studies in
university. Therefore, the nationalities, classtdacand educational level are the
constant variables. The learning factor in the péraudiences then consists of: 1)
giving the definition of gender whether the defomt can be change?) the adhering
value system of gend8) the former learning of gendéy the gender of audiencg}p
age. Therefore, the conceptual framework on thsgaech will be as the following

picture:
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How gender is defined; gender—
value in which the audience
believe in; former learning abou
gender; gender, social class and
race of the audience, and their
purpose of learning

Content
\4

l inner Crslet|lfcal

- - M d'l - .

interaction | »| Audience | dialogue| o ,| Transformation
! .

Form of

Presentation

Social ideologies regarding

gender, gender power structure

(including oppression and

resistance), social norms abouit

gender (education system, th
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Figure 3.1 Conceptual framework

3.2.3 Subject of the study

To answer the research question, the researchesctegl three
performances differ in the details of content amel form of presentation to study in
comparison. As statad the introduction, theatre of gender issue haie known
among Thai audience from 1994 to present. Whenidernsg the content and the
form of the theatre, the theatre can be divided ititree group3he first one
emphasises the reinterpretation of female chasaateclassical Thai literatures from
today women’s perspectives. For example, Bussaim faq Pimpilalai from Khun
Chang Khun Pan, and Sida from Ramayana. The semmnds an adaptation of well-

known western feminist plays into Thai context. Thad one is the Thai originals
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based on the real situations of Thai women. Asreseguence, the researcher chose
one theatre piece from each category in order tapewe learning results brought
about by these three different forms and contéftiss could help identify form and
content of the theatre suitable for gender learniMgreover, each chosen theatre
piece took place in not much different period afdi by which could be assumed that
situations of women and social context of thesedlpieces were not much different.
The comparison of these three theatre pieces ellefore be done under the same
context, resulting in a clear distinction in terafdearning results precipitated by each
theatre piece.

For the first category, the researcher chose Sigtar$? written and
directed by Associate Professor Pornrat Damrhurgglyzed in 2005. This production
was part of a research project titled “Revisionarg Old Story” in which classical
stories were reinterpreted and presented in a @droontemporary theatre combining
traditional elements with the modern ones. For dbeond category, the researcher
chose Eve Ensler's The Vagina Monologues translatetl directed by Bhanbhassa
Dhuptien, produced in 2007 as a part of “Womenha Moon Theatre Festival”
aiming to voice women'’s perspectives through theseyf female theatre practioners
and dramatists. This production was presentedfamma of simplified realism. For the
third category, Venus Party, a physical theatreetham situations in everyday life of
Thai women devised and directed by Sineenart Kpginaas chosen. This production
was presented in the 2008’s “Bangkok Theatre Falstiv

These three performances were produced in almessdime period of
time. It therefore could assume that the sociatexdrrelated to gender issue of the
three performances were not much different. Moreaveould be said that the three
selected pieces of work could be representativabeimodern Thai theatre as most
theatre in Thailand are of these three categowbgh arethe contemporary theatre
that combine the tradition Thai theatrical elemenmith the modern one, a translation
or adaptation of western play, and the performait&dext created from current

situations.
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3.2.4 Data collection and data analysis

Data collection is the basis for answering the aege objectives. To

answer the first objective, the answer has to stetewhether theatre can bring about

gender learnindQuestioning therefore intends to obtain the infdroma about the

learning of the audience, which could be eitherepéion, comprehension, or

transformation. Questions and informants are asgmited in the table below.

Table 3.1 Questions, informants and data collection methadsariswer the first

objective

Stage of

learning

Questions Informants

M ethods

Reception

Comprehension

Transformation

-What is the main issue of the  Audiences
performance?
-What do you think about the issue
presented? Why?

-Is the issue presented Audiences
(differencednequalities between
men and womera normal thing in
the society? Why?
- Did the performance address the
causes of gender
differences/inequality? How?
-What do you think about gender
differences/inequality the
performance addressed?

-Have you ever known before aboAudiences
gender inequality and its causes ?
-If never known, what do you think

when knowing?

Interview

Interview

Interview
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Table 3.1 Questions, informants and data collection methadsriswer the first

objective (cont.)

Stage of _
_ Questions Informants Methods
learning

Transformation -Do you gain any new thinking Audiences Interview
from attending the performance?
What
-Does the performance make you
any changes in gender
differences/inequality? How?
- If there is any change in inking,
whether it results in your

behaviour? How?

To answer the second objective, the answer hasate the factors and
conditions related to gender learning, which cardiveded into four groups: 1) the
factors and conditions of the thea2)efactors and conditions of the audiences 3)
factors and conditionsn the context 4) the interactions of all factonsl @onditions.
Questions and sources of data can be summarideticagngs.

To answer the question on factors and conditiontheftheatre, the key
informants are theatre directors, who can be reghats a learning provider in the
context of learning. Therefore, the idea of leagnilesign belongs to theidowever,
the audiences might also provide information tonsrsto this question because they
are the learners who can reflect whether the legrdesign effects on learning. Thus,
doing so is the way to recheck the information witle information from theatre

directors.
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Table 3.2 Questions, informants and data collection methodsléntify factors and

conditions related to the theatre

Questions Informants Methods
-What are the playtext and the form of Playtext Playtext
presentation like, and how it relates to stages of analysis

gender learning?

- Do the playtext and the form of presentation Audiences Interview
make you und to convey? How?

- What is the intention in producing and Director In dept
directing this performance? interview
- What are the playtext and the form of

presentation like? Why so?

- What is the process to identify the playtext

and the form of presentation?

To answer the question on factors and conditiolzga® to audiences, the
key informants are the audiences as they are redas the learners in the context of

learning.

Table 3.3 Questions, informants and data collection methodslentify factors and

conditions related to the audiences

Questions Informants Methods
-sex Audiences In depth
-age when attending the theatre interview

-education
-How is the relation among family members?

What are the roles of mother and father?
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Table 3.3 Questions, informants and data collection methodslentify factors and

conditions related to the audiences (cont.)

Questions Informants Methods
-How were you brought up, your education, Audiences In depth
growing process, and socialisation? interview

-What are your opinions or beliefs about
femininity and masculinity?

- Why and how do you think and believe that
way?

-Does the theatre make you change in belief
related to being women and being men? How?
- Have you experienced or learned about
femininity and masculinity before attending the
theatre? How?

- Do you think your sex affect your
understanding on social relation between sexes?

How?

To answer the question on factors and conditionste® context, the
principle sources of information are the acadenoicuthents that have been analysed
the contextual issue that relating to the gendeniag.

Table 3.4 Questions, sources of data and data collectionhadst to identify

contextual factors

_ Sour ces of
Questions Methods
data

- What is the gender ideology in Thai societyDocument Document

- How is gender issue in the media? such as analysis
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To answer the question of whether the factors amaditions of the
theatre, the audiences and the context are iraggereln bring about gender learning, it
can be done through the analysis of each grougabdfs and conditions.

For data analysis, it will be the analysis to ustend 1) whether the
theatre can bring about gender learning to theemoegis, and at what level 2) the
interactions of each factor resulting in genderresy of the audiences. This is to
analyse the audiencderm and content of the theatre and the procegtetdify them
factors related to social context, and other factetated. The analysis will be divided
into two parts. The first part is to analyse eaelfgrmance in order to illustrate its
specific context. The second part will then to cangpsimilarities and differences of
each performance, which includes learning of thdiemces and factors affect the
learning. As learning outcomes could be receptomprehension or transformation,
the analysis will therefore illustrate the interantof factors which results in different
level of learning. All the analyses aim to identife role of theatre in bringing about

gender learning, and what factors and conditioke part in the learning process.
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CHAPTER IV
THEATRE OF GENDER ISSUE

Theatre of gender issue in Thailand originated ftbm works of female
theatre scholars who gave importance to womeniggslrhose scholars were such as
Professor Dr.Mattani Ratnin of Thammasat Univeraibose works gave emphasis to
a reinterpretation and reanalysis of female leadohgracters in classical Thai
literatures, for instance, Busba-Unakarn, a repmégation of a classical literature
Inao, Rama-Sida, a reinterpretation of Sida, ailgatemale character of Ramayana.
These theatre pieces were produced between 1993-198ewise, Associate
Professor Pornrat Damrhung of Chulalongkorn Unieneinterpreted Sida in her
Through Fire and Flame produced in 2000, as welPaspilalai of Thammasat
University’s scholar Parichart Jungwiwattanaporn which Pimpilalai, a leading
female character of a classical literature Khunr@hldhun Pan, was reinterpreted and
produced as a theatre piece in 2001. It can betbaidfrom past to present, many
pieces of theatre of gender issue emphasising wsmegerspectives have been
continuously produced by theatre scholars. Nowadingsatre of gender issue is not
limited itself within merely the realm of intelle@l and scholar. This can be seen
from the emergence of “Women in the Moon Theatrsti#al” in 2007, in which
female theatre practitioners and dramatists fromerde independent theatre troupes
took part.

Considering contents and forms of theatre of gendsue, it can be
classified into 3 groups. The first one emphasiges reinterpretation of female
characters in classical Thai literatures from todaynen’s perspectives as mentioned
earlier. The second one is an adaptation of wedlakn western feminist plays into
Thai context. The third one is the Thai originaéséd on the real situations of Thai
women. As a consequence, the researcher choséeaieet piece from each category
in order to compare learning results brought albyuthese three different forms and

contents. This could help identify form and contehthe theatre suitable for gender
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learning. Moreover, each chosen theatre piece ptade in not much different period

of time, by which could be assumed that situatiohsvomen and social context of
these three pieces were not much different. Thepeoison of these three theatre
pieces will therefore be done under the same contesulting in a clear distinction in

terms of learning results precipitated by eachttiegaiece.

For the first category, the researcher chose Sigtar$? written and
directed by Associate Professor Pornrat Damrhurgglyzed in 2005. This production
was part of a research project titled “Revisionarg Old Story” in which classical
stories were reinterpreted and presented in a @droontemporary theatre combining
traditional elements with the modern ones. For dbeond category, the researcher
chose Eve Ensler's The Vagina Monologues translatetl directed by Bhanbhassa
Dhuptien, produced in 2007 as a part of “Womenhe Moon Theatre Festival”
aiming to voice women'’s perspectives through theseyf female theatre practioners
and dramatists. This production was presentedfamma of simplified realism. For the
third category, Venus Party, a physical theatreetham situations in everyday life of
Thai women devised and directed by Sineenart Kpgravas choosen. This
production was presented in the 2008’s “BangkokafiteeFestival”.

This chapter will focus on the analysis of formsl amontents or texts of
these three theatre productions, with the aim fotpmut the intention of each piece
and its possibilities in bringing about a transfation of gender perspectives to its

audiences.

4.1 Sida-Sriram?: revisioning an old story

Pornrat Damrhung (2010: 17), the director of thesfgrmance stated in
her article “Sida tells us (women) our stories” extettfrom research report of

“Revisioning an Old Story 4: Sida-Sriram?” that:

“Sida-Sriram? is an experimental theatre througlclvithe director tries
to utilise western knowledge in dramatic interpiieta and theatre

directing in telling a myth of Ramayana or a stafy Rama... The
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researcher wants to create another play basedigmlth story with the

conditions that this new story must be of Sida’'sspectives”.

It can be said that the director’'s above idea iBni@ with the concept of
“Fictional Revisionism” which refers to a retellimf an old story with substantial
alterations in character or context. This retellmigns to revise aspects shown or
implied in the old story, which will lead the audges to view the story in a different
way. The in line between this concept and the thrécidea could be seen through the
name of the research project “Revisioning an Oldn8t in which the
researcher/director wanted the revision to takeeplamong her audiences (Pornrat
Damrhung, 2010: 25); that is, in Ramayana or aystbRama, Sida was entitled to be
a woman who can always keep virtue even in the wtgation. She is clever and
always ready for everything. Her virtue is widelyokvn and accepted... It is an ideal
image of woman (Pornrat Damrhung, 2006: 1-2) whike director viewed that this
ideal image is simply a myth constructed by Thailiety whereas Sida also has an
ordinary part like any other women (Pornrat Damdyu@006: 9). The director
therefore wanted to retell a story of Sida “in orteat the Thai society could look at
this character more profoundly, and this re-looKl wead to a revision of the
character... The audiences will therefore understaeddeal image and open up their
minds to accepting diverse roles, strengths andsxeEwomen in society at the same
time” (Pornrat Damrhung, 2006: 2). In the revispyncess, the director started from

“collecting information from different versions dfdian and south-east
Asian Ramayana in order to develop a contemporkaytgxt that could
stimulate the audiences to think about themselaesamalyze the roles of
women in the Thai context. The researcher chodelt@ story of Sida
which is an ideal image of women in many Asian ¢oas in order to
reflect differences and similarities of this ideahge in different societies.
This ideal image has an influence on thinking, tades and the
socialization of women of today. After that, thdlected information will
be analyzed for a creation of a playtext that pressenother image of

women... in order to raise an understanding in “valeé women in
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society” in a form that can communicate with conpenary audiences and
can make the audiences understand the ideal inogge¢her with diverse

roles, strengths and needs of women” (Pornrat Dangh2006: 2).

In developing the playtext, the director deconsdeddhe character of Sida
from a study of different versions of Ramayana, eswbnstructed Sida together with
stories of today’s women. Information of today’s me&n was collected through
interview sessions with 25 women of different casgeages and backgrounds. This is
to find out that how ideal values of women suchsprged in Ramayana impact
women of today. The director also studied imformatfrom current situations and
then compared it to the life of Sida. For examplkEng left since born is compared to
lives of street children, getting married with Rarmacompared to marriage with the
unknown or internet matchmaking, being abductedompared to being away from
loved ones, bringing up children by herself is cangol to today’s single mother, and
so on (Pornrat Damrhung, 2006: 31). Through thiegss:

“the researcher had an idea to plot the story dik&ructure of women’s
magazine. The introduction will introduce a chagaaif today’s woman
who wants to find Sida, an ancient woman in a aasditerature. This
character will bring the audiences through layérspace and time to meet
with many Sidas who tell their different storieswdfich each Sida wants it
to be an endpoint. This play then starts with mdifferent endpoints of
different Sidas. All the stories will be weaved the today’s woman
character, and this weaving will help the audiertoesonnect present and
past. The audiences will find the real Sida andnléeom her life, the life
that the majority of people have never heard orendlrought about and
related to their lives before” (Pornrat Damrhun@Q@: 84).

Through the mentioned process, the director contptiee“Parallel Plots”

as following.
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Table 4.1Parallel Plots of Sida-Sriram?
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Deconstruction of Sida’s Life

Current situations: Local and Global
Levels

Diversified birth and being left by
parents, being burieg> left with gods

Choosing husband=> might,

righteousness, a rival

Standard image=> standard women,
ideal women and binary opposition,
circle, keeping women in a circle in
order to protect them? Or judge, or
choose, constructintpe right and the
wrong / white and black

Abduction of Sida

Suffering from forced separation,

Local: underground children, street
children, children not raised by parents
Global: child prostitute, human
trafficking

Local: marry with the haves, the goods,
and strangers VBve, understanding,
knowing each other

Global: internet chosen bride
Local-Global: good womarvVS bad
woman

Anti-all stereotypes,both men and
women, presented in commercial mass

media in particular

Interpreting abduction
Local: Men’s attitudes towards women

thinking about committing suicide whenGlobal: Questioning abduction, forced

reuniting with Rama, Rama gives her
freedom. Sida’s choices

Walking through fire and flame

- to purify

- a never gone stain

- being put to death, being expelled

- raising children by herself

- sons gone to war and being caught

separation, women'’s lost of loved ones
in war, plague, lost of family members
Interpreting walking through fire and
flame

Local/Global: question of trust, moral
support when suffered, being a couple-
being friends between women and men,
walking through fire and flame-a never
ending suffering: being a mother without

marriage
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Table 4.1Parallel Plots of Sida-Sriranf@ont.)

_ ) _ Current situations: Local and Global
Deconstruction of Sida’s Life
Levels

Many different endings—choose Interpreting fighting, a war that all men
Sida transforms herself into a demon indied and women are left in suffering,
order to fight with the power of the greatransforming into angry demaalobal:
demon, a never ending fighting, separation from husbands caused by war,
separating from Rama bothlocal---global: women who lost
their children and husbands in the
southern unrest, women left behind after

war

Source: Pornrat Damrhung, 2010: 21

The above parallel plots were developed to be geair@laytext with
dramatic structure as following.
Prologue

1. Five women sit in a giant iron-skeletoned box. eee wears a
veil.

2. Narrator talks to the audiences about “RamayanaGiteat Epic”
and a story of Sida who is an ideal woman and idééed for
Rama. However, the narrator says that a story o0& 8 in fact
much less told. Her life seems to be mysteriouSidh can have a
say, a story of Ramayana might be altered.

3. When the narrator finishes, the five women startincover their
faces. Their eyes are still closed. They start tventheir bodies
slowly. The movement is a mixture between traddiohhai dance
and the modern one. Their hands spread over thdbedron the
floor. Then they pose their gestures of traditioflahi dance, and

speak.
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“The day Ravana died is the last day of my life. aWithe war
ends, Rama gains back his honour. But he and | deee far
away from each other, like we have never known figefdt is a

marriage life without trust.”

“| died despite living. Abduction is honourlesshbdcome an object
of stealing. | am forced by power and seen as af@oysexual

pleasure.”

“When Rama gave me and my children a death sentemge
relation was broken up. | will have a new life onllgr my

children.”

“I died since when | was thrown into the ocean byown parents.

Who are my parents? Why is there no one love me?”

“Women are always left with dreadful things. WheavRna and
his family collapsed, there was another war, argtesmter demon
with 1000 faces and unbreakable might. Rama, tagher and all
men had gone to the war. They all died. Some wseptsaway by
the wind. Rama was shot to death. No man is lefeall am

angry!”

The five Sidas start to wear a mask of a femaleateand fight
with the 1000 faced demon performed by three malecers. On the
backdrop behind is a shadow of the demon whichugihddisappears. In
the silence there is a soft reciting nursery rhyare] then the narrator

starts to say.

“If today Sida can tell us Ramayana story, we ¥t that the end
of her life is relatively interesting. The life 8ida has been told as

a legend of ideal woman. No matter how Ramayana,dmehour
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of Rama still exists. If Sida has a chance tousllabout her life,

what would she tell? The old story has already lekeh’

Part 2, women in hell, spa and beauty (a short comedy)sda, many

women are talking about “Sida Universe”, a competibf Sida stories.

“Sida Universe Competition! The winner will receigduxurious paradise
house worth 10 billions baht. Please don’t hesitateend us your story.
Well, this year’s rule is strange. Everyone hasead one’s own story.
Whose story is most similar to that of Sida will jfagblished and filmed.

Wow! | wonder who will be the most perfect woman!”

“The selection procedure is so interesting. All tempetitors will vote
among themselves for the most virtuous, righteouskeeautiful woman of

the three worlds.”

Women in spa are all physically imperfect. Theyk talbout their
imperfection that causes them not to compete Wighperfect Sida. They then have to
come to this scorching spa, a hellish spa, unlika $/ho is living happily in heaven.

By the end of this scene, a beautiful woman narda 8omes in.

Sida: Could this spa wash a long-haired wig?
Receptionist: We do everything to make women baduti
Sida: Then please reset this wig. | also would tikget my traditional Thai

costume dry-cleaned, and my ornaments polisheavé ko use them in
a couple of days.

Receptionist: The costume is very gorgeous. Igéahantique one?

Sida: It's a fake one, imitating the antique.

Woman: Are you on business, or for Sida competitid®o you have some
interesting stories? If you have one similar tolifeeof Sida, you might
win Sida Universe. You are very beautiful, and weuld like to

nominate you.
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Sida: Thank you very much. | have various stoifizg. people just choose to
hear what they want to hear though there are mtrer stories.

Receptionist: Please sign here, so it's not confusihen you collect them. Is your
name really Sida?

Sida: Yes.

Woman: My goodness! Sida must be in heaven. Howldcehe be here?
Possibly be a fake one like those costume and wig!

Sida: Right! This is one of the stories. There stit many for you to hear
and think about. Sida might be in hell, just likeuy Who knows?

This scene ends with a coming of a woman who want®minate herself

for Sida Universe. She asks spa women where shé bguhe old story of Sida.

Part 3

1. Ancient story-heavenly birth: Shiva assigns Laksh@niborn to be
Sida, and Vishnu to be Rama. This scene is presd¢hteugh a
dance of Lakshami and movements of 5 shadow pumbessda.
Vishnu is also presented through shadow puppéagaatic puppet.
By the end of the scene, 5 shadows of Sida getemahd unite to
be one shadow of a baby. It is a birth of Sidahwat relic of
classical Thai music: She is fine-looking, unliker moyal demon
lineage. She shouts “extinct the demons” for thneees, but her
parents do not hear.

2. Orphans-lives in the underground: Big-sized shaddwhild-like
puppet is on the backdrop. Five actors performinghidren rise
up from underneath. Classical Thai music is perémhwith a relic:
The princess is like fire aflaming and smoulderitng demon
kingdom. She must be hurled into a river otherviige kingdom
will be obliterated.
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Part 4

1. My parents left me: Actors performing undergrouridldren are
murmuring while rising up from underneath: Who lef¢, who are
parents, who are sibling?

Child 1: You don’t understand what lives buried ergtound
means.

Child 2: You don’t understand how lives left by @ats, thrown
into river, or left beside a mountain of garbage ar

Child 3: You don’'t understand how children who liweith
strangers or foster parents feel.

Child 1: Lives underground, lives in the darkness la/es in a
black box. Though the box is made of gold, livethiere
are still in the darkness.

Child 2: We have no education.

Child 3: Running away from home to seek for thdupoe is the
way to make our lives better.

By the end of the scene, 2 well-dressed women éonighey look

very kind to the children, and offer the childremvay of having a

better life. But in fact, they are recruiting thieldren for factories

and sex trade.

2. Journey: On the backdrop, a campaign of wife ordgtinrough the
internet is advertised. Three actresses perfornhireg brides walk
slowly with suitcases in their hands. They talk @bmarriage and
opportunities in lives. The first bride talks abautdecision of
women to marry with strangers because they hope lihes will
be better. The second bride, not beautiful, maraedtalian guy
and thinks that she is very lucky. The third brtdéks about her
perfect wedding ceremony. But in the end she wadebeby her
husband and he left her while she was pregnant.

3. Sida Universe Competition. Three women from spasatection
committees of the competition. Sida walks in. There¢
committees blame her as she would disturb the congme They
say Sida should stay in her place. But Sida sagtsstie is the same
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person as Samanakha (a female demon symbolisirigasgmtable
woman) and all women are imperfect. Women couldbbéh
victims and hunters.

4. Single mother: 2 characters of female teenagergdonThey talk
about their difficulties of their mothers in brimgi them up. They
think their mothers are the real Sida.

5. Abduction: 2 men push a big yellow DHL-like parael A girl
rises up from within the parcel. A man in black @in and drags
her back and forth. Sida comes in and says: As &@e don't
perceive women as objects, pets for cuddling wiestirfg alone,
or as ornaments of men’s honour, abduction andirsgeaill never
happen. Abduction of Sida is not the first casedddtion, stealing
and borrowing might don’t cause any damages. Ndemakeing
damaged or not, or gain more, women are neverthal@sasked to
speak out... A lot of women have been abducted foersé times.
But a case of Sida is different. She doesn't Igiteffortlessly. A
case of Sida is about honour and integrity of mgs.a fighting
game of men. They fight in order to tell themselirest they are of
the great importance.

6. Question (to Rama about Sida): An actor perfornitagna reveals
his feeling of love and relation with Sida. He feguilty for her.
However, many female characters hearing Rama’s svard still
angry. They reject his apology and point a gunite. h

7. Walking through fire and flame-a struggling: Mangnfale
characters scream and strain the leash like beingre. The
conversation of this scene is on “war in women’adsi’ which no
one wants to hear. It's all about being raped amgmant, lost of
children, separation, and so on. What women havade with is
like women are walking through fire and flame, d®ihg burnt till

they have to transform themselves to be a devil.
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Epilogue

“A story of Sida is in everywhere. After the greear, a greater awaits.
After an evil demon fells, another demon appeatbe@atdge of the world.
It has more than thousand faces and thousand h@&faleen don’t wage
the war, but they always lose their loved ones bseaof war. They
become victims or survivals, and have to suffemfi@ fight for power and

prosperity of men, which is out of the realm of wenis understanding.”

“There are many children unwanted. There are maplams living in the
underground. Some might be lucky, having good dpdres in lives.

But some are not.”

“We have to love, understand and honour our hushaBdt the question
is that they will love, understand and honour usat Or they just see us
as a regular prostitute. When we grow old, woukdyttake care of us? Or
they just think it's only us who must take carelledm. Women are taught
to be nice and caring. What about men? How haweliben taught? What
about you? How would you teach your brothers andgr yons? Tell them
to wait for an ideal woman, or tell them to lookegl into the lives of

women, like the life of Sida, and dare enough toept the way women

are.

Ending: The narrator speaks directly to the audiences.

“Women of today have many concerns which are morgortant than

trying to be a good woman and taking care of hudbdhere are many
women questing for justice. Many of them work fdhers. They have
roles, duties and responsibilities. They know wheytare. Thet are good
friends, good wives, and good mothers. What womere hare far more
than beauty. Women can be life’s partners, suppmrtkeaders, and

followers. They love and want to be loved in retufhey are sincere and
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need to receive sincerity. Women are not dull. Tiwveyt to be protected,
and can protect you. What about you? Ask yourselviesther you are

worthwhile enough for women.”

It can be seen th#te parallel plots resulted in the inncontinuity the
situations in the play. The structure of the plagswtherefore fragmented like a

collage. This form of structure would make the audes:

“feel like opening women’s magazine in which diversections with
different stories located incontinuously. Some is®mwere presented in
text while some were through photographs. Some wérthe past and
some were of the future. Sida-Sriram? was therafpen-ended with no
major conflict and purpose of the main charagker in traditional plotted
drama. It aimed to tell stories of diverse literagiportraying the lives of
Sida together with real current situations of wontkat the audiences
could comprehend from their everyday life encount€Pornrat
Damrhung, 2010: 22).

As a consequence, form of presentation of thisysteas formulated
differently from traditional forms of theatre indar to serve this distinctive parallel
plots and structure. This theatre production wasth

“a combination between modern spoken drama ang-gting theatre. It
was also inserted by dance drama with contempoiamy of dance
combining traditional and modern forms. This theaiiece then included
dance with music and relic, and modern spoken dravith another part
portraying lives of today’s women symbolising Sidahe modern world.
It can be said that this form of presentation wegvdance and text
together was more or less surreal and styliseduginehe acting form was
realistic, but other elements such as dance, mavesmmusic and relic,
led this story to be understood from story-tellagpect, not from action...

It was composed by different forms of story-tellirigr instance, a story
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told through different spaces and times. The researalso used music,
dance, shadow puppet, and slide plates to diffettentne atmospheres of
the past and the present. All these components fth@dsequence of the
story not linear like those of the audiences’ faamity” (Pornrat
Damrhung, 2006: 97-99).

With the mentioned deconstruction and reconstraoctwocesses, the
director then named her production as “postmodéeatte” (Pornrat Damrhung,
2010: 20). Lehmann (2006: 1-14) stated that posemotheatre movement started in
1970s as a consequence of “crisis of drama”. Taini the era of modern theatre,
theatre was influenced by Aristotle’s the Poetinswhich essences of theatrical
aspects were given to unities of place, time anidracin theatre production, playtext
was of the major importance, and the text wasrnedr sequences. The audience of
this kind of theatre was merely to be spectatorsenbng and witnessing situations
taking place. However, Lehmann viewed that thisnfaf theatre, a historical model
of theatre, was time-bound, and could not resporahtl interact with changing social
situations. This thinking was influenced by soplhénomena of the postmodern world
in which boundaries of things were starting to h&red. The world orders did not
exist as explained in the grand narratives of tloelem. There have also been many
“realities” emerging here and there. The grandaiaes were to be denied. Modern
forms of theatre were also questioned. Postmodhesatite then does not give emphasis
to the well-made text, but to experimental prooaflstext construction, for example,
text is constructed through actors’ improvisatiSome productions only have a loose
structure of playtext, and the audiences will bated to engage in the process of text
construction. Theatre of this process is theretaléed “contemporary experimental”
or “contemporary alternative” by which the audieneéll be demanded to construct
the meaning of the theatre themselves.

The postmodern characteristics of Sida-Sriram?beareen from its non-
linear plot as addressed earlier. Moreover, italprplots of was constructed from

actors’ collaborative creation, as Pornrat Damrh{2@j.0: 20) stated that:
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“I wanted all the actresses to participate in thestruction of stories, and
bring their attitudes and experiences into the lfnalots composition...

The playtext resulted from workshop with the agesswas divided into
many parts, and each part employed its own spmit necessarily
connected to one another”.

Although Sida-Sriram? did not demand the audierepdrticipate in
playtext construction as such, it did not offeredinite one single answer. What it did
is to challenge the audiences’ attitudes on gebgersking them that “should we hold
on to the existing sets of values and expectatiadbs@ld we possibly find other
aspects of values and virtues of today’s womermgdstible, what kinds of values and
virtues should they have? And to whom these vadmesvirtues are for, themselves or
others?” (Pornrat Damrhung, 2006: 99).

From the above mentioned, it could be seen thadlitleetor aimed for the
audiences to revise their existing attitude in otdehave a new better one regarding
the relation between the idealistic image of Sidd a myth about women socially and
culturally constructed. In so doing, the direct@ed postmodern approach in the
theatre process, in which a deconstruction of fdestory and a reconstruction of a
new one were practiced. The result of this apprdaca non-linear structured and
collage-like playtext which is one of the charaistizs of postmodern theatre.

Nevertheless, postmodern theatre demands its awgdienconstruct the
meaning of the theatre themselves, and each indiligudiences might construct the
meaning differently. This demand could probablyaheobstacle for some audiences to
understand and appreciate the theatre as the THerees are familiar with a linear
structured drama. Furthermore, attending the thaatnot an intellectual activity, but
entertaining, while appreciating Sida-Sriram? sedmsbe intellectual-like as it
demands the audiences to rethink and revise theastireg attitudes. In the other
words, it demands the audience to deconstruct &xsting believes and reconstruct
the new ones. Therefore, the audiences who aretossitending a well-made drama
with clear starting and ending points might not enstand this kind of theatre, which
means that they could not reach the goal of thattbeConsidering Sida-Sriram? as

theatre for gender learning aiming at audiencesigformation of gender perspectives,
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it could be said that Sida-Sriram? might cannatdpabout learning. This is because
as the audiences could not understand the stayretteption which is the first stage
of learning process does not take place. This mehas comprehension and

transformation stages will not take place as well.

lllustration 4.1 The combination of traditional and modern formstafatre of Sida-

Sriram?

lllustration 4.2 The finalé of Sida-Sriram?
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4.2 The Vagina Monologues: the body politics

Bhanbhassa Dhuptien, the director of the Thai wvarsf The Vagina
Monologues said that she is not a feminist. Theaea&he chose to direct this play for
“Women in the Moon Theatre Festival’ was that shd been familiar with it since
when she was studying in USA. She chose it bedadisevith the festival's purpose,
to voice women'’s voices through the theatre. lermteting the play, she said “I just
put myself into it, and looked at it from my owrastipoint, and explored how myself
as a woman felt” (Bhanbhassa Dhuptien, Interview).

Despite the director did not have her own femiagtnda in directing and
presenting this play, the original playtext of Ewesler has it. Ensler intended to bring

up the unspoken word “vagina” to be the subje¢hefplay. She stated that:

‘I say it because I'm not supposed to say it. | #apecause it's an
invisible word-a word that stirs up anxiety, awkaess, contempt, and
disgust. | say it because | believe that what we'tdeay we don't see,
acknowledge, or remember. What we don’t say becomescret, and
secret often create shame and fear and myths. it $¥®cause | want to
someday feel comfortable saying it, and not ashaamebguilty... | say
“vagina” because | have read the statistics, andihiags are happening to
women'’s vaginas everywhere: 500,000 women are rapexy year in the
United States; 100 milion women have been gewitatutilated
worldwide; and the list goes on and on. | say “magibecause | want
these bad things to stop... And as more women sayvird, saying it
becomes less of a big deal; it becomes part oflanguage, part of our
lives. Our vaginas become integrated and respeatetl sacred. They
become part of our bodies, connected to our mifdsdling our spirits.
And the shame leaves and the violation stops, lsecaaginas are visible
and real, and they are connected to powerful, wagina-talking women”

(Ensler, 1998: xx-xxiv).
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What Ensler stated above indicates the concegbady politics” which is
one of the streams of feminism aiming to fight agathe patriarchal objectification of
female body resulting in violation against femat&ly such as rape and any forms of
sexual abuse, female sterilisation, and so forths Toncept therefore emphasises
women’s power, authority and control over their olwwdies. The practices of this
concept are such as the denial of a socially coctstd perfect female body by
unshaving underarm hair, a fight for reproductinggnts, and so on. Thus, when using
this concept to as a lens to view The Vagina Mogwés, it can be said that Ensler
used the body politics to fight with violation tlatening women; that is, while the
word “vagina” and stories related are unspeakablaigly, Ensler chose this word
and its related stories to be spoken out throughtth in order to liberate women’s
bodies from being controlled and to celebrate wdmpower over their own bodies.
In the playtext development process, Ensler inésved about 200 women from
different groups in society and used the informafrom the interview to compose the
playtext. The Vagina Monologues first performedNew York in 1996, and this
performance resulted in a broadly social dialognewmmen and violation against
women, and when it reperformed again and againanyncountries around the globe
it eventually developed to be the V-Bathe day to against violation against women
which has become a part of international women’senwents.

However, when The vagina Monologues came to Shamgli@&hina it was
not allowed to perform though it had been advedltesed the tickets had been sold out.
This is because Shanghai government viewed that ghrformance was not yet
mature. Looking through this phenomenon, it coudd daid that the control over
female bodies still remains, and it reveals tha$ ferformance contains feminist
political ideology within itself. Therefore, whem was performed in Thailand, the
feminist political agenda was delivered to the ande automatically even though the
director did not identify herself as feminist.

The director said that she only picked some stofies the original
playtext fitting in the Thai context to translatedaperform in Thailand. There are 4

stories in the Thai version. The first one is ak@man whose husband wants her to

V refers to vagina, violence and victory.



Fac. of Grad. Studies, Mahidol Univ. Ph.D. (Population Educa}ib85

shave her vagina hair, and she does as he wantseudg she feels hurt when having
sexual intercourse she then does not shave anysra.consequence her husband
does not have sex with her and goes for an affigir another woman. She then brings
her husband to consult with a marital therapisstees thinks that his need is unusual.
Surprisingly the marital therapist tells her toldal what he wants because, as the
marital therapist explains, a couple should compseneach other. She then shaves
again and even though she sacrifices for him, he duameone else anyway. The
second one is of an old woman who has never hagakéxfilment. This unfulfilment
causes her to have a strange dream in which whesbkeas sexually roused it will be
flood in her vagina and the water will flow out tviinpleasant smell. This causes all
men to deny her. The third one is of a young womtaom when she was a little girl
her mother told her not to tough her own vaginal #rat has caused her to believe
that her vagina is an ugly and unpleasant organviigina was also being hurt by her
friend, and after that she was raped by her fathigiend. All these have caused her
feel bad with her own vagina. When she was a tearstge met with a lesbian woman
and had a wonderful sexual affair, she turned & ¢®od with her vagina and has
developed her identity as a woman who loves a worfiae fourth one is of a woman
who was raped by a group of soldiers violentlyvéis the worst experience in her life,
and she now is still apprehensive. In telling gty she thinks that she could recover
her mind from it, but while she is telling it seetmst this worst experience is still
shadowing over her. The playtexts of the four stare as follow. It is noted that the
following playtext is the original of Ensler chosky the Thai director (Ensler, 1998:
9-75).

Story 1: Hair

You cannot love a vagina unless you love hair. Mpagple do not love
hair. My first and only husband hated hair. He stwdas cluttered and dirty. He made
me shave my vagina. It looked puffy and exposed l&eada little girl. This excited
him. When he made love to me, my vagina felt thg ewéeard must feel. It felt good
to rub it, and painful. Like scratching a mosqubite. It felt like it was on fire. There
were screaming red bumps. | refused to shave ihaghen my husband had an affair.

When we went to marital therapy, he said he screaredind because | wouldn’t
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please him sexually. | wouldn’t shave my vaginae Therapist had a thick German
accent and gasped between sentences to show hathgmphe asked me why | didn’t
want to please my husband. | told her | thoughtas weird. | felt little when my hair
was gone down there, and | couldn’t help talkingaibaby voice, and the skin got
irritated and even calamine lotion wouldn’t help 8he told me marriage was a
compromise. | asked her if shaving my vagina waittgp him from screwing around.

| asked her if she’d had many cases like this leefShe said that questions diluted the
process. | needed to jump in. She was sure it vg@®d beginning.

This time, when we got home, he got to shave mymaadt was like a
therapy bonus prize. He clipped it a few times, #mete was a little blood in the
bathtub. He didn't even notice it, ‘cause he washappy shaving me. Then, later,
when my husband was pressing against me, | coeldnfe spiky sharpness sticking
into me, my naked puffy vagina. There was no ptaiac There was no fluff.

| realised then that hair is there for a reasaitie leaf around the flower,
the lawn around the house. You have to love hawrder to love the vagina. You
can’t pick the parts you want. And besides, my hnsbnever stopped screwing
around.

Story 2: The flood

Down there? | haven’t been down there since 19%8.if\nhad nothing to
do with Eisenhower. No, no, it's a cellar down thelt's very damp, clammy. You
don’t want to go down there. Trust me. You'd geksiSuffocating. Very nauseating.
The smell of the clamminess and the mildew and yherg. Whew! Smell
unbearable. Gets in your clothes.

No, there was no accident down there. It didn'iblgo or catch on fire or
anything. It wasn’t so dramatic. | mean... wellv@emind. No. Never mind. | can't
talk to you about this. What's a smart girl likeuygoing around talking to old ladies
about their down-theres for? We didn’t do this kioida thing when | was a girl.
What? Jesus, okay.

There was this boy, Andy Leftkov. He was cute-wkelhought so. And
tall, like me, and | really liked him. He asked mé for a date in his car. ...

| can't tell you this. | can’t do this, talk abodbwn there. You just know

it's there. Like the cellar. There're rumbles dottxere sometimes. You can hear the
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pipes, and things get caught there, little aninais things, and it gets wet, and

sometimes people have to come and plug up the .l€tkerwise, the door stays

closed. You forget about it. | mean, it's part lo¢ thouse, but you don’t see it or think
about it. It has to be there, though, ‘cause eWenyse needs a cellar. Otherwise the
bedroom would be in the basement.

Oh, Andy, Andy Leftkov. Right. Andy was very goaabking. He was a
catch. That's what we called it in my day. We waréhis car, a new white Chevy
BelAir. | remember thinking that my legs were tomd for the seat. | have long legs.
They were bumping up against the dashboard. | a@srg at my big kneecaps when
he just kissed me in this surprisingly “Take meclytrol like they do in the movies”
kind of way. And | got excited, so excited, and/iwhere was a flood down there. |
couldn’t control it. It was like this force of pass, this river of life just flooded out of
me, right through my panties, right onto the cat £f his new white Chevy BelAir. It
wasn’t pee and it was smelly-well, frankly, | ditnéally smell anything at all, but he
said, Andy said, that it smelled like sour milk ahdias staining his car seat. | was “a
stinky weird girl,” he said. | wanted to explaimathhis kiss had caught me off guard,
that | wasn’t normally like this. | tried to wipke flood up with my dress. It was new
yellow primrose dress and it looked so ugly wita flood on it. Andy drove me home
and he never, never said another word and when dwgtoand closed his car door, |
closed the whole store. Locked it. Never openedfminess again. | dated some after
that, but the idea of flooding made me too nervbusver even got close again.

| used to have dreams, crazy dreams. Oh, they meydoWhy? Burt
Reynolds. | don’t know why. He never did much foe im, but in my drams... it was
always Burt. It was always the same general dré&eid be out. Burt and I. It was
some restaurant like the kind you see in Atlantity,Gall big with chandeliers and
stuff and thousands of waiters with vests on. Bwotld give me this orchid corsage.
I'd pin it on my blazer. We'd laugh. Eat shrimp &tal. Huge shrimp, fabulous
shrimp. We’d laugh more. We were very happy togetliken he’d look me into my
eyes and pull me to him in the middle of the restatiand, just as he was about to
kiss me, the room would start to shake, pigeonslaviiy out from under the table-I
don’'t know what those pigeons were doing there-ttedflood would come straight

from down there. It would pour out of me. It woyddur and pour. There would be
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fish inside it, and little boats, and the wholetaesant would fill with water, and Burt

would be standing knee-deep in my flood, lookingrildy disappointed in me that I'd

done it again, horrified as he watched his frief2san Martin and the like, swim past
us in their tuxedos and evening gowns.

| don’t have those dreams anymore. Not since thek hway just about
everything connected with down there. Moved out dkerus, the tubes, the whole
works. The doctor thought he was being funny. Hi e if you don’t use it, you lose
it. But really | found out it was cancer. Everythiaround it had to go. Who needs it,
anyway? Right? Highly overrated. I've done othengds. | love the dog shows. | sell
antiques.

What would it wear? What kind of question is thétAat would it wear? |
would wear a big sign:

“Closed Due to Flooding.”

What would it say? | told you. It's not like thdt's not like a person who
speaks. | stopped being a thing that talked a tong ago. It's a place. A place you
don’t go. It's closed up, under the house. It's dawere. You happy? You made me
talk-you got it out of me. You got an old lady @ikt about her down-there. You feel
better now? (Turns away; turns back.)

You know, actually, you're the first person | evalked to about this, and

| feel a little better.

Story 3: The little coochi snorcher that could

Memory: Five Years Old

My mama tells me in a scary, loud, life-threatenimgice to stop
scratching my coochi snorcher. | become terriffeat t've scratched it off down there.
I do not touch myself again, even in the bath. lafmaid of the water getting in and
filling me up so | explode. | put Band-Aids over mmgochi snorcher to cover the hole,
but they fall off in the water. | imagine a stopparbathtub plug up there to prevent
things from entering me. | sleep with three paifshappy heart-patterned cotton
underpants underneath my snap-ap pajamas. | stiit t@ touch myself, but | don't.

Memory: Seven Years Old
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Edgar Montane, who is ten, gets angry at me andhmsime with all his
might between my legs. | feel like he breaks myrergelf. | limp home. | can’t pee.
My mama asks me what’'s wrong with my coochi snarchad when | tell her what
Edgar did to me she yells at me and says nevezttariyone touch me down there
again. | try to explain he didn’t touch it, Mamag, punched it.

Memory: Nine Years Olds

| play on the bed, bouncing and falling, and impalecoochi snorcher on
the bedpost. | make high-pitched screamy noisetscibrae straight from my coochi
snorcher’s mouth. | get taken to the hospital dney saw it up down there from where
it's been torn apart.

Memory: Ten Years Old

I’'m at my father's house and he’s having a partgtaps. Everyone’s
drinking. I'm playing alone in the basement and krying on my new white cotton
bra and panties that my father’s girlfriend gave ®addenly my father’s best friend,
this big man Alfred, comes up from behind and puoilg new underpants down and
stick shis big hard penis into my coochi snorchescream. | kick. I try to fight him
off, but he already gets it in. My father’s thehen and he has a gun and there’s a loud
horrible noise and then there’s blood all over édfrand me, lots of blood. I'm sure
my coochi snorcher is finally falling out. Alfred paralysed for life and mama doesn’t
let me see my father for seven years.

Memory: Twelve Years Old

My cochi snorcher is a very bad place, a place ai,pnastiness,
punching, invasion, and blood. It’s a site for naigh. It's a bad-luck zone. | imagine a
freeway between my legs and, girl, | am travelligging far away from here.

Memory: Thirteen Years Old

There’s this gorgeous twenty-four-year-old womarour neighbourhood
and | star at her all the time. One day she invitesinto her car. She asks me if | like
to kiss boys, and | tell her | do not like that.efihshe says she wants to show me
something, and she leans over and kisses me $p @ofthe lips with her lips and then
puts her tongue in my mouth. Wow. She asks mevéint to come over to her house,
and then she kisses me again and tells me to teldgel it, to let our tongues feel it.

She asks my mama if | can spend a night and my erethielighted that such a
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beautiful, successful woman has taken an intenestd. I'm scared and O can’t wait.
Her apartment’s fantastic. She’s got a hooked tip.tthe seventies: the beads, the
fluffy pillows, the mood lights. | decide right treethat | want to be a secretary like
her when | grow up. She makes a vodka for herselftaen she asks what | want to
drink. | say the same as she’s drinking and she shg doesn’t think my mama would
like me drinking vodka. | say she probably wouldike me kissing girls, either, and
the pretty lady makes me a drink. Then she chamngeshis chocolate satin teddy.
She’s so beautiful. | always thought bulldaggersenggly. | say, “You look great,”
and she says, “So do you.” | say, “But | only hates white cotton bra and
underpants.” Then she dresses me, slowly, in anetim teddy. It's lavender like the
first soft days of spring. The alcohol has gonentp head and I'm loose and ready.
There’s a picture over her bed of a naked black aomith a huge afro. She gently
and slowly lays me out on the bed and just ourd®dibbing makes me come. Then
she does everything to me and my coochi snorclarithlways thought was nasty
before, and wow, I'm so hot, so wild. She says, tl¥y@agina, untouched by man,
smells so nice, so fresh, wish | could keep that feeever.” | get crazy wild and then
the phone rings and of course it's my mama. I'messhlie knows; she catches me at
everything. I'm breathing so heavy and | try to mstmal when | get on the phone and
she asks me, “What’'s wrong with you, have you besming?” | say, “No, Mama,
exercising.” Then she tells the beautiful secretarynake sure I’'m not around boys
and the lady tells her, “Trust me, there're no baysund here.” Afterward the
gorgeous lady teaches me everything about my caadricher. She makes me play
with myself in front of her and she teaches mettadl different ways to give myself
pleasure so I'll never need to rely on a man. & tforning | am worried that I've
become a butch because I'm so in love with her.|&hghs, but | never see her again.
Now people say that it was a kind of rape. | waly dhirteen and she was twenty-
four. Well, | say, if it was a rape, it was a gaaghe then, a rape that turned my sorry-

ass coochi snorcher into a kind of heaven.

Story 4: My Vagina was my Village
My vagina was green, water soft pink fields, cowong sun resting

sweet boyfriend touching lightly with soft piecelddnd straw.
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There is something between my legs. | do not kndvatwt is. | do not
know where it is. | do not touch. Not now. Not argnen Not since.

My vagina was chatty, can’t wait, so much, so ms@ying, words talking,
can’t quit trying, can’t quit saying, oh yes, olsye

Not since | dream there’s a dead animal sewn innddvere with thick
black fishing line. And the bad dead there aninmaéls cannot be removed. And its
throat is slit and it bleeds through all my summhesses.

My vagina singing all girl songs, all goat bellsiging songs, all wild
autumn field songs, vagina songs, vagina home songs

Not since the soldiers put a long thick rifle iressiche. So cold, the steel rod
cancelling my heart. Don’'t know whether they’re mgpito fire it or shove it through
my spinning brain. Six of them, monstrous doctoithwlack masks shoving bottles
up me too. There were sticks, and the end of arbroo

My vagina swimming river water, clean spilling watever sun-baked
stones over stone clit, clit stones over and over.

Not since | heard the skin tear and made lemoneshreg sounds, not
since a piece of my vagina came off in my handar @f the lip, now one side of the
lip is completely gone.

My vagina. A live wet water village. My vagina nmpmetown. Not since
they took turns for seven days smelling like faeaed smoked meat, they left their
dirty sperm inside me. | became a river of poisod pus and all the crops died, and
the fish.

My vagina a live wet water village. They invaded Butchered it and
burned it down. | do not touch now. Do not visilivie someplace else now. | don’t
know where that is.

About the form of presentation, this performances wext-based, and the
actresses performed the four characters of the dtmuires by each character told her
story to audience. Each actress told the storyf @snias her own. This means that
acting style of this performance was realistic. ldger, the performance did not give
any importance to realistic set and other thedtalaments. On set there was only one

chair for the actress to sit and tell the storthmaudience. Thus, it can be said that the
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form of this performance was “simplified realisni’should be noted here that in any
realistic theatre, the audience is always placedarmsobserver of the story and

characters. But for this performance, as the chardalked to the audience directly,

the audience then became a listener of the chasaaigt just being an observer like in

other realistic theatre. As a consequence, thesaadis position is in between being
an observer and a dialogue partner of the chagdtecan be said that the audience
was involved in the stories of the characters bgda direct listener and interact with

the characters while the stories were being told.

As the audience was involved in the stories of ¢haracters, he or she
could easily feel and touch the internal conditidrthe characters which could lead to
the understanding of violation against women. Havewhen comparing with
Brecht's theory, it could be said that this perfarmmoe could not lead the audience to
any changes as the performance did not pose arstigue for the audience to think.
Nonetheless, as discussed earlier that Brecht@ryhiéself could not guarantee that
the audience would change as the theory aimeleit tould not assume that any not-
Brechtian performances could not change the audierthinking. Let alone the fact
that A Doll's House which is a realistic drama abaktivate its audience to move for
women’s rights in Europe.

Another important theatrical component put onto cewn in order to
assess the audience’s learning is the issue oemoot the theatre, and for this case is
the concept of body politics presented through steries of “vagina”. For Thai
audience, hearing the word vagina might make heher uncomfortable as talking
about vagina or even about sex publicly is still that of normal. If so, learning will
not take place as the audience might reject to, kdach means that the audience will
not receive what the performance wants to delitHawever, considering that The
Vagina Monologues has brought about the V-Day nagonally, it then could be said
that this performance can bring about learning. édeer, when considering that the
concept of body politics gives emphasis to wom@awer over their own bodies, it is
understandable that why a lot of women over thddwoould liberate themselves after
attending this performance. Hence, it could be mssuthat when it performs in

Thailand, learning will take place among femaleiande better than male.
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lllustration 4.4 Final scene of The Vagina Monologues

4.3 Venus Party: when the body speaks

Venus Party is ghysical theatre which is the theatre that usesybod
gesture to communicate the story without wdddschochoriti (2009: 9-11) stated that

though the theatre that use body language to coneatenthe story such as mime or
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Commedia dell’arte have been long time existing,the physical theatre as a type of
theatre with specific characters as those menti@me is different. For instance,
physical theatre is one of theatrical forms thatiagt the domination of mainstream
theatre that uses words to convey the messagéabeves that words cannot convey
the deceive and delude meaning while the body aodements can create better
authenticity. Beside, physical theatre also rejebes form of realistic performance
according to Stanislavski’'s concept that the pemngrs reach to the characters by
using the magic “if". This means that when the perfers perform they would assume
themselves as if they were the characters in adwereate the real presentation of
those character3he rejection of the “magic if” leads to the seekwf forms or new
ways of performance, and the physical theatre ésafrthem based on the concept that
lets the performers free to imagine about the neafopmance through body
movements and symbolic gesture. By the overalupgstphysical theatre contains the
following characteristics.

1. Giving importance to the performer as the creatdr tloe
performance more than the interpreter.

2. Aiming at the collective working methods.

3. The practice and method used in practicing, noanéir the new
creating works or those created from the playteit,use the body
as a tool.

4. The performers and the audiences have a dialectelation
between each other.

5. The sense of play arises from the improvisatior@htionship

among performers themselves, and performers win tbles.

It could be said that physical theatre is the tieethtat uses the performers’
bodies to present symbolic meaning. It is the tieetttat uses body to present the
symbolic meaning of human life that lives in theciab and cultural context.
Moreover, the creation of sound and the elemenscehe and costumes also contain
symbolical meaning. As the performing method isggeaated, physical theatre then

demands the audience’s interpretation, which mésatghe audience must understand
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the world created by the theatre and needs to bawaional involvement with the
theatre in order understand the message that tfampance intends to deliver.

In Venus Party the set did not define where it waas] there was no
theatrical property. The audience would only seeelor four big square frames that
could change the position. The performance opevidtdthe performer's movement
by raising their hands to reach for something, themoved on to the main story
consisted of three acts. The first act was abdat aoman who tried so hard not to
eat as she desperately wanted to be slender. Shéohiight with her hungriness
sufferingly. She tried not to open the refrigerabot lastly she could not stand. She
finally opened it and ate the food happily. This was presented in a comedy style in
that the performer used her body to suggest thbt figith the gravity of the
refrigerator, and this made the audience to laBgisides, this fat woman also wanted
to marry just like any other women. This part wé gresented through the use of
the performer’s gesture and movements to suggigtafor the wedding bouquet that
the bride threw to all the girls who wanted to be hext to get married.

The second act was about a working woman who wasiswled by male
colleagues. She was teased by those men who dristedl her chaiThere was also a
small scene in this act in which a group of womemeaabout to be harassed. But once
the women turned to fight, no one could harass tHgma third act was about a man
and a woman with the rope tying around their neéoggether. These two were wife
and husband with no interaction to each other. &/ilehusband was watching
television, the wife was ironing his shirt. Theeeno theatrical device to represent
television or iron. The action presented through uke of the performers’ gesture to
suggest the existence on those two thikglsen the wife wanted to change the
television channel, the husband did not agree. Bbtthem sit and sleep separately,
but when the husband moved, the wife was pullethbyrope on her attached to the
neck of the husband.

The performance ended with the movements that padiermer back to
be the neutral characters, and each characterestepp of the big square frame, the
same frame as seen in the beginning of the perforendt should be stated here that
there was the use of stage lighting to create ttopgy mood of each situation

presented.
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The intention of the director of Venus Part wadtimg up the situations
women had to face with in their everyday lives peak out publicly in order to
guestion the audience whether these situationssithations perceived by society as
normal, are really normal? The process to devdiepptot was to bring up women'’s
issues from everyday life situations such as newthe newspaper to discuss with
performers in order to find out the conclusion dw tcontent and the form of
presentation of the theatfBhe content and the form did not come from theystoat
had been set for the performers to take the rélesfrom the improvisation proves
between the director and the performers in ordefirid out the proper form and
content. However, the form of physical theatre watected because the director
viewed that “word” had some limitations in commuation process. Furthermore, the
director had been trained in the non-realistic sth@hysical theatre was therefore the
answer for this tasiSineenart Kateprapai, Intervigw

It can be seen that Venus Party was characterigeghisical theatre

theory in the aspects of creative collaborationveen the director and the performers
the use of body and movementgxaggerated performing styflee use of symbolic

elements, and so on. However, physical theatteeisdrm of theatre that demands the
audience to interpret the world constructed by tiveatre, and this could be an
obstacle for the audience who is familiar with g@nventional theatre that has a
concrete story and dialogue. Besides, as the dsbgdcthe performance were the
everyday life situations that the audience mightalveady familiar with, it could be
guestioned that whether the audience would be tab&ep over this familiarity to a
new understanding, as well as to question thatlvenghe audience could interpret the
symbolic gestures of the performers. If not, thdiaoce then would not gain any new
insights, which means that the learning did noetakaceFor physical theatre, the
audience is demanded to decode what the theatsemise which might be slightly

difficult for general Thai audience.
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lllustration 4.6 Venus Party scene 2



Pasakorn Intoo-Marn Theatre of @enlssue / 98

lllustration 4.7 Venus Party scene 3

4.4 \Women'’s theatre, women in the theatre

As stated above, it can be seen that the thre&réiseaf women'’s issues by
the three female directors were different in foramsl contents. For the forms, they
have some significant differences; that is, TheiNadvonologues is text-based like
any other conventional theatres even though then fof presentation is simplified
realistic, while Srida-Sriram? is a postmodern tfeedenying the conventional text-
based but using the deconstruction and reconstrugiiocesses to develop the plot.
Even more, Venus Party rejects the use of wordubeis bodies and movements of the
performers to tell the story. These differencestbemand the audience to perceive
them differently. This can be summarised as theviohg table.
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Table 4.2The demand towards the audience

Theatre The Vagina Srida-Sriram? Venus Party
Monologues
Content Violation against  The ideal image of Are situations

women takes place women created by women facing
because women do the society is in fact with in everyday
not have power and another myth, not life that seem to
authority over their reality of women. be normal really
own bodies. Do we still wantto normal?

be in that myth?

Form Simplified realism Postmodern theatre Physical theatre
giving importance with a newly refusing text but
to text and realistic created plot using gesture and

acting, but cutting resulting from the movements to
technical elements deconstruction of tell the story,

off except clear the old text, with  including the use

simple lighting. elements of modernof symbols and
spoken drama lighting to create
together with artistic

dance, shadow, dimensions.
music, including
the use of symbols

and lighting.

When considering those three theatres as the teatool, it could be said
that these three theatres would bring about diftelesarning outcomes to the audience
as they were designed differently. The next chapiktrconsider whether these three

theatres have brought about different learningauts, and how the differences are.
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CHAPTER YV
THEATRE AND GENDER LEARNING

This chapter will illustrate gender learning of theudience. The
information used is from the interview of 18 indiual audiences. Among these, some
of the audiences attended more than one performdncexplaining theatre and
gender learning, the overall picture of learningcomes will be presented first, then

followed by the learning outcomes of each perforoean

5.1 Gender learning through theatre

Gender learning of the audiences of three theathésh are Sida-Sriram?,
The Vagina Monologues and Venus Party were divesene audiences attending
more than one performance had different learninigaoues for each performance.

The learning outcomes taking place could be cliass#s follows.

5.1.1 Under stand, but not very clear
Sadud attended Sida-Sriram? while he was a foueér yuniversity

student. He said that:

“I know that it was talking about women, about Sitl&now that she’s
Rama’s wife. It seems to me that the performancetedato raise some
guestions. It talked about women and criticised ethimg about
femininity such as beauty contest. But if askingethler | understood the
whole story or not, and how each of scenes conddoteach other, | did
not know much by that time For example, the narrator, why did she have
to be tied up with a chair. There were many girlsoveould possibly be

Sida being locked in a cage. That picture made isr@ayed, what was it
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and for what? | was so dismayed by the picture neefoe. | tried to
understand, tried to view it as a story but | didmiow what the story was
trying to convey. | tried to connect those piecésperformance, but |

couldn’t. So | lost”.

Darunee is another person who did not understamg@éhformance. Differ

from Sadud, she went to Venus Party and talkedtabthat:

“It was difficult. | admit that | didn’t understand\fter the performance |
talked with my friends that it was not like the feemance | had seen
before. | was so dismayed. After that | tried tarsd from the internet
about the physical theatre, and found that it ésttieatre that uses gestures
to deliver the message, and the audience havetdoiet the story for
themselves. Just like it leaves the room for thdience to think. I

discussed with friends later on about it”.

Similarly to Darunee, Chutiporn who went to see WerfParty with her

talked about this performance that:

“l didn’t understand. It was abstract. | didn't kmdow to interpret it.
People interpreted it in many different ways, anduld argue when
discussing together. | just want to know what fhesformance wanted to
say. It was not a performance of one story linehdtl many pieces of
stories which caused me wonder that how they welsted. So | was
dismayed. It seems to me that it wanted to say that in ttet p@men had
to be at home. They were not strong, inferior, andposed to be mild-

mannered, while men went out to explore the w@lmnething like that”.

5.1.2 Already known
Wittaya is a friend of Darunee and Chutiporn. He same different views

aboutVenus Party as he said that:
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“I think it was about women, suppression on wonieseems that women
were inferior. It was about women fighting with ithewn needs, about
equality between sexes. Like in the performanceetineas a woman who
might be better at work than her male colleagues, Her chair, her
position, was being stolen by men... | think it wa®at women’s voices,
that women had rights to get what they dreamedTbey should have a
voice in family matters, not just being demandedthsir husband. Men
didn’t have to be the front legs of the elephard momen didn’'t have to
be the rear ones anymore. Men shouldn’t be theetsamt being at higher
positions all the time... Our society is just like aththe performance
presented. But | think for some matters men shatilt be the leaders
because women are more emotional. They're alwaystienal. Men

should be the leaders at work. | think women ametww not likely to

make any decisions. Men are more likely to daredfmision making. But
as being couple, men and women should listen to awether... The

performance was actually to reveal how the socgggty

Natee is another one attending Venus Party. Inopigsion the issues

presented in the performance were something péaplelready known.

“They were situations women had to face with inirtteveryday life,

facing with their own selves, at work, in family...h& way the

performance presented was quite direct to the ptimevealed how the
society was. At the beginning of the performanchat to put some
attempt to interpret it because it had no spokemdwb had to adjust
myself because it was not presented through wadrtad to interpret it
from acting, sound and lighting in order to undanst the direction of the
performance. It was a live theatre, not like teden drama... But it was
not difficult to understand. It was what | had knohefore”.
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Warunya went to Venus Party and could understandt withwanted to
present easily. However, she viewed that everyat kmown the issues presented

already.

“It was not difficult to understand, and was vepgstacular... It told us the
perspectives of women who faced with the situatiBesng a beautiful
woman was not always good, married also. Womendé&ace with these.
It reflected that any women sooner or later hadfdoce with these
situations. It's like women must face with the iéfit time in some
periods of their lives, may be at work or in maggdife... But the reality is
tougher than those presented in the performaraechime, murder, rape.
If these issues were presented, what had beempeesea the performance
might seem to be so simple. Reality is much woksgway, the situations
presented are something which any women have d@bgitggo face with.
Not everyone was or would be raped of course, lbpe rrepresents
violation against women better... | have known wihatresented already.
It's not the thing that makes us angry when beoid anymore. We're so

familiar with it, too familiar to have any quest®about it”.

5.1.3 Sowhat?
Sadud attended Sida-Sriram? But not understand iiwvanted to say. He

also attended Venus Party. He said about it that:

“I know it was talking about women but I, as wedl my friends watching
this performance, had a question that this issilienseded to be talked
about? It's been discussed for ages through maagreis and mediums.
Too much already. To me, when the issue was firasgnted through
theatre it made me think a lot. But as time goneibyidn’t raise any
guestions anymore. | understood it clearly... Whhite was the way it
presented, the form. But for the content, no. Ad tssues, women wanted
to be slender, as such, we had known already. Wk bleen told by

television programme for a long time”.
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Niorn is another one who questioned Venus Partyt. & question is

different from the one of Sadud.

“After the performance | thought to myself “thenat®” How could | as a
woman direct my own life? How could | manage a#l iroblems? It's just
like telling me what the problems are again andraddut it didn’t give
me any clues for going through it. How could I livgy life in this society?
The performance just told me that there were mamplpms, gender
inequality. | was so upset because it didn't leaa ton find the way out.
Problems, then what? Nothing’s new, just like thfzsuiliar stories in the
newspaper, women are victims again and again. Erorqmance just
presented the information, but didn’t do anythiagtimulate the audience
to think, to analyse how we should live our livégen it told us to come
out of the cage. But how? It didn’'t give any cludesy we could come

out”.

Siriporn didn't see Venus Party but she went toaSsdiram? and had

some questions as Niorn and Sadud had for Venug. Par

“It wasn’'t new. | didn’t feel anything. If askingolw much it had impact on
me, no. Asking if I had known it before, yes. Thbughad come across
some philosophy and discourse about women, | digielt anything from

attending this performance. To me it asked theemadi bluntly that, “hey,
have you ever thought that once you're born as mavoyou’ll certainly

be a sexual object? Or as being a woman you has@rtender to the man.
Look at Sida! Oh, she is so suffered. She then away.”... To me it

forced us right at the beginning to think that Sidauld make some
decisions. But in that decision | didn’t see amglisation of the character...
| think they wanted to experiment. They then pldtaf elements into the

performance, shadow, actors running in and ouerfoRmance that too
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much emphasises the form of presentation will exadiyt dehumanise the
characters. Self and identity of the characterseptaces by spectacle of
the form. And in the end the characters will saynsthing to us like

they’re giving a speech”.

5.1.4 New insights from the never seen

Worawut attended The Vagina Monologues. Though dlé dlightly
uncomfortable when hearing the word “vagina” at beginning, he said that this
performance made him understand the internal condif the woman better.

“In our society, women are expected to be as tluegodefines. They
cannot express their thinking that much. The characin this

performance were expressing the thoughts that womnaered to express
but could not do so in real life. For example, s&sue. In the society,
women could not express their thoughts becausedhegxpected not to
express, as well as they themselves want to bgpested. Like “We're a
woman. We have to be mild-mannered and behave pyop¥e have to

limit ourselves within social expectations othemvige will be casted as
the not-good.” In fact they might have some deejasire. | think that all

women want to socially deform. But they just caait it. Other people,
men, or even themselves, have set the code of cofmuthem... I'd had

this understanding before, and this performance ema@ understand
better, understand that it's true as | thoughtut & course | couldn'’t feel
as the women did. | just had a better understandimg) got to know
something | didn’t know before”.

For Charuwan, she went &da-Sriram? and said that this performance
was quite interesting in terms of a bringing upmaimen’s perspective, Sida’s in this
case, to present through the theatre, and thip@etrge was that she had never known

before.
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“What | felt first was that I'd never known this @esct before. A story
telling of Ramayana in the past was from men’s pertve. A story teller
was a man. But this performance, to me, it waspaside down. This was
my first thinking when watching it. This performanevas a telling of
Ramayana from women’s perspective. If Sida couldtkee story, she
would tell this way. The interesting of the perf@amece was of this point...
The tile also told that the story was of Sida. like Sida wanted a chance
to have a say. Women wanted to say... People alteygyht that Sida
was not that good. Not good in men’s aspect becahsewas at the
beginning with Rama and then with Ravana. In faetwas abused. If she
could choose, she might choose nothing, not wiyoae at all. But she
couldn’t choose. Everything that happened to hes wane by other
people while she couldn’t do anything she wantedhé could have a say,
she might say that why | had to stay with the hermhy?... Or if it was
us, we are the people of the modern time, we nilghk that if some day
women insist not to do this and that, what'll bgo@ning? If it could be
so, something might be changed”.

Dararat is another one who has a new aspect amuen from attending

Sida-Sriram? which is not much different from Gham. She said that:

“I understand that the performance wanted to pptina character of Sida.
In the literature Sida is the character that wasiterd. We've learnt about
her from the literature since when we were youhgt her story has been
told as we knew, never been changed. But if som&i#g can have a say,
or if she is living in our time, will we ask her Wwoshe feel2. The
performance reflected that if one day Sida coaldeha say or can express
what she feels, or can do things more than sheewpected in the context
of male domination, if she stands up for hersedfyhwould she be?2 I
remember that the performance didn’t lead the anedid¢o conclude that
women are important, or understand women'’s thinkinggas open-ended

that each audience can think further in many dffierways. To me, it
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made me rethink the life of Sida, of women. Anywdifferent audience
might think differently. For me, | found it's strge because it was talking
about girls in karaoke bar, a beauty contest, amkkedl these today’s
phenomena could with Sida’s life... In the endihkithat no matter where
and when Sida is, in the literature or in today’srid, there’re some
similarities. | felt good when watching this perfmnce. It'll be nice if
Sida could have a say. It's like we've learned sihing new. We might
never think about it before, or overlook it... lade me hear another voice,
the voice that we’ve never heard before. It madeferéthat Sida is real,

and she is actually us all”.

Jira went to Venus Party. Though many people vievikdt this
performance did not propose anything new, he thih&s

“It was about women’s problems in today’s socidtg. never thought
about it. Might be because | never paid any atentit might be a kind of
normal thing in the society. But when | watchedstlperformance, |
thought it might be a problem. For example, in seene that two guys
were talking about women’s body, well, if my frienthlked about this
issue or if this talk was in my everyday life cotitd would think that it's
normal. But when it was in the theatre, | realighdt it's not good.
There’re some situations I've never heard befdke in the scene of a
working woman in which her chair was stolen. | niigave known from
women’s magazine of twenty years ago, but neveaghothat it's still
existing... It should be the intention of the dicedo pick up many things
that we might overlook to make us realise. For edamthe wedding
scene. We know that many girls want to win the viregldhouquet. But in
the performance this wanting seemed to be a degper#’s like the coin
has two sides. Usually we see it from one side. iBute see it from
another side we might know it more. What we pereis customary

might be not if we look closer. We might find sotmat different”.
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For Nut, he was satisfied with the performance tagortrayed aspects

about women not much presented in the theatre defor

“I liked it because there’re not many performanedsliressing women’s
issues. The message they sent to the audienceomelgas. It reflected
social system in which women are dominated by meguosver. It

encouraged women to realise that they can fight wiale domination... It
gave me some aspects I've never known before ttikeaspect of women
and house works, women and marriage life, womentlamdbody... things
like that. So to me it was very interesting. Andenhthey presented it
visually, it made me think that women could liberdhemselves from
male domination. They can protect themselves amd faght in the

workplace or when they’re abused. They can agaiest's power”.

5.1.5 Synchronising with our gender standpoint

Sudathip watched The Vagina Monologues and feltrexpated very
much. However, the performance did not bring alamy learning to her as gender
issue presented in the performance synchronisédhsit existing gender standpoint.

“The Vagina Monologues was a drama about women diiterse gender
perspectives. The content was quite profound. Huygience of the story
started from shallow and developed to the profooné. It gradually
brought us to investigate a seem-to-be shallow lpnobof women’s
everyday life to the root cause of the problem Wwhi@s the control over
an untainted nature of women that devalued womesef. The
performance was trying to reflect the male domoratnechanism, and at
the same time to reveal the real potentials of warlfewe didn’t look as
women through the eyes of men, we would realisé witamen were not
inferior than persons of other gender... The perforce was so
impressive. | would say that it synchronised wit oavn thinking. This is
because | have a background in feminist and Taloggphy emphasising
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femininity and state of being a mother. It thenndicchange. It's like a

friend who sings along with me”.

Jira is another one who admired this performartdeowever affected him
not different from as affected Sudathip, as he:said

“l liked it so much because it was so sentimeriait for the issue of
women'’s problem | don’t remember that much. Thstfatory, if I'm not
wrong, was about a housewife. The second one bh@st @ woman who
had water flow from her body. I'm not sure whetltewas about sexual
desire. But the third and the fourth ones were nmadeinderstand women
who’d been sexually violated. | was so shaking, anderstood the lesbian
better. It made me realise that there are a latahen victimised in this
kind of situation. They must be very suffered. Amywit didn’t make me
change my thinking. | never violate any women are@hjand don’t know
anyone who do so. | believe that being lesbiamtsstrange. And | believe
that women should fully express their sexual dediralready have all
these before attending the performance”.

5.1.6 Questioning oneself
Siriporn is the one who viewed that Sida-Srirant?rtht propose anything
new. For The Vagina Monologues, however, she $et t

“I'd never known before. | went back home and thutugpout it. | thought
about social discourses. It made me think quiteta®ne character, she
cried out painfully, but she still had to surrendierher husband’'s needs.
Why women had to surrender? | thought about itosety. Then it
reflected to my own life, that should | follow athe established
discourses? Should | let them direct my life?.diéin’t address the issue
directly. The characters didn't tell us to againgbey just told us their
suffering experience. That experience, first of dllwe think about it

further, they were hurt by persons of another Sexond, born female was
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so inferior... I'd never thought that it is a form ah abuse. It brought up
the issue that never been talked. Even women ribirde about it before.

It affected me very much. It's changed my attitude”

Not differ from Siriporn, Wannapa is another audershaken by The

Vagina Monologues. She said that:

“It was in our everyday life, in our house, but we’'never thought that it
was an enforcement that made us suffer emotiorzaity spiritually... It

seemed to be a tiny thing, but it's huge in theirfigeof the beholders. Just
some words of a man could make a woman in the sestomy have a bad
dream, the flooding. Who knows, just a foolish dnedt’'s just another

dream. But this woman suffered with it terribly.niiade me think about it
a lot more, that why we had to do things just teofa another one that
much... It made me realise women’s issues a loemwathout saying a

word about gender inequality... It was just a sndlimestic issue, not
being beaten, not being raped, but for them it iasendous. | believe
that there are a lot more women facing this kindsitdation. Situations
might be different, but the point is the same.méde me question that in
fact what we had seen was really as we saw. Varlatias many facets,
not just physical violation. It could be somethitigat not hurt us

physically. It made me think more and see mord, ttiia and that are also
violation. It filled up what I'd been thinking. Mve look closer, look at
what we think it's customary to women, it's a vioda that even women
never think about it before. It made me think thadt,my god, I'd been

brainwashed for a long time”.

Not only female audiences shaken by this performamale audience like
Kitti was shaken too.

“It really touched the inside feeling of the audienlt let the audience

touch the lives of the characters, the sufferingdi of women who had
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been violated. They just sit and told us theirisgrbut the stories were
such powerful. It's like we'’re listening to diffitiies in their lives. I'm
thinking about the woman who loves woman charadiéhile she was
telling her story, there’s something she didn’'t wamtell. But when she
told, to me, it was so shaking... It made me ttbakk to many evidences
in my own life. Like violation against women, | tinght about the relation
between my mom and dad. My mom lived her life, wadmetimes having
problems with my dad. She was beaten, but shdlglstre, not running
away. The performance made the story of my mom cammey mind, a
story of my own family. At the same time as of frerformance | had a
chance to visit women’s shelter. | then thoughtmyself again that I'd
never understood how abused women felt, or hachaig/deep down in
their minds. The Vagina Monologues made me find itteaso difficult for
these women to decline from their sufferings... e the performance
tried to portray that the root cause of women’sbfgms was the fact that
women had been oppressed. It actually didn’t olshogay. It wasn't a
women'’s rebel. Not like that. But it told us a hesidreality of women’s
lives. “What do you think once you're told? Wouldwlet it be this way?”
It questioned us, and let us to answer for ourselVee characters didn’t
demand anything, but in not demanding it was, ohtosiching. It made
me think about social structure, traditions, cwdfueaching, being men. It

connected me to these things”.

The audience who questioned himself most is Pakafter attending

Sida-Sriram?, he said that:

“At the beginning | almost totally didn’t understanBut after a while |
started to catch up. | knew that it was about Sidé,still didn’t know the
details. After another while | found that they littke issues of today’s
women with Sida, to point out the similarities beem Sida and today’s
women. The issues | picked up were violation agamemen, male

domination, women as object and commodity... It Weswomen'’s voice.



Pasakorn Intoo-Marn Theatre and Gender Learning / 112

They voiced that they were human beings... In faetd already heard
about what happened to women, but once it's visedliin the
performance, it aroused me to look into the realand | felt very
saddened. | then thought that | should do good dmen, starting from
those who're close to me, family members... | h&vdone any great
things. | just respect women more than before, royher in particular. To

me, Sida in the performance represented my mabhiemothers”.

Furthermore, the performance has made his perceptidemininity and

masculinity changed, particularly the perceptior@fiality between genders.

“Before attending the performance I'd had an idest then were deemed
to take care of and protect women, husband to fwifexample. But after
watching the performance | found that what I'd thbuwas no true. Men
still violated women, no matter with intention astn. Before that women
were in between following men and equal to men/},we¢y didn’t follow
men but somehow they’re not equal to men. But aftaiching the
performance, | found that women were still far Ipehi. The word
“working woman” made everyone think that women anen are equal.
But in fact, no... We'd ever heard every issue @mé=d in the
performance, but we might pay no attention to it ®hen attending the
performance, all those we’d heard were visualised struck us. To me,
the performance was blaming us that “Don’t you knitwvat these things
are existing? What're you guys doing? Just knowingnd then going
back home?... | felt like | was slapped, and thadenme think to myself

about what I'd done to women”.

5.2 The overall picture of theatre and gender learning

From all the stated above, it can be seen thatrthedgender has brought
about gender learning in many different ways. Nbeleiss, when looking the overall

picture of the learning, it could be said that theacan bring about learning at the
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reception stage; that is, the audiences receivednfiormation about problems and
difficulties of women from the theatre, such refégtin the “already known” group of
the audiences, including that some audiences gdimaa insights” from seeing the
never seen parts of women. However, it could neatd lehe audience to the
comprehension stage of learning, as reflectedarfgb what?” group which is a group
of the audiences viewing that theatre of gendeldcmerely present women’s problems
but could not associate women’s problems to stractgender power relations. Let
alone the fact that there is another group of tidkesces that did not understand what
the performance wanted to convey. Neverthelessuild not say that theatre of gender
could not entirely precipitate gender learning lseathere was a group of the audiences
guestioning themselves and connecting what the trthepresented to gender
socialisation leading them to have certain gendersgectives. However, these
audiences were the minority while the majority watréhe reception stage.

When considering the role of theatre in bringingpwbgender learning
within the framework of Transformative Learning ©hg it could be said that theatre
cannot lead the audience to have such a prevaiimgy dialogue leading to the critical
self-reflection of the sources of one own gendespective and belief. Furthermore,
theatre cannot stimulate the audience to questioeseadf that whether women’s
problems presented in the performance are reallgelerally known. This is because
criticising and questioning one own thinking andidfecould be regarded as a crucial
process that leads the audience to a transformatiogender perspective. As the
audience does not question or criticise one owe\ekystem, learning is hardly to take

place.

5.3 Differencesin bringing about lear ning of each performance

When considering learning brought about by eacliopeance based on
what the audience said earlier, it could be saatl¢lch performance has brought about
learning differently. In the case of The Vagina Mlmgues, as stated in Chapter 4,
bringing the word “vagina” and related stories tegent through the theatre might cause
the Thai audience uncomfortable. However, as caselba through Worawut's words
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that even though he felt uncomfortable at the begg) but that did not prevent him
from following the performance. Moreover, he didt noerely follow the story
performed, but he started to understand the fe@fngomen having been assaulted,
which was what he had never known before thoughh&e realised that gender
inequality existed.

While Worawut gained a better understanding, Kiwas shaken
emotionally. He had an emotional identification twithe story, and that made him
rethink gender power relations existing in his damily. Together with the experience
he gained from visiting women’s shelter which made think back to his own
experience related to gender issue, he could ateaghat presented in the performance
to gender socialisation in his family and gendescdurse socially and culturally
constructed. This also happened to Siriporn whatipeed herself whether she would
let the dominant gender discourse to overrule iferThis questioning resulted from a
new perspective on the domination over female bofdyhich even women never
thought about it before that it was a form of vima. Wannapa also gained this
perspective from the performance, as she addréisaedhat happened to female body
was always perceived to be normal while in fastas a form of sexual violation that
even women did not realise. As she as well as etbaren did not realise this before, it
could be therefore said that their thinking anddbelere constructed by the dominant
discourse, and this performance made her to raaiséact.

For Jira, even though this performance could nosedim any changes, he
was emotionally shaken and felt sympathy for tharatters. He also received more
details of life and aspects of life of women asnhentioned his understanding to a
woman who loves a woman. Sudathip’s learning wate dqlne same as of Jira; that is,
the performance did not cause her any changes $eéwat the performance proposed
was as the same as her gender standpoint, andestredvthat the performance could
present gender issue profoundly.

It could be said that this performance by the di/@iature could lead the
audiences “to see the unseen” and “to know the amkiy which were the details of
violation against female body that even women didrealise before. This performance
has then expand the audiences’ “learning boundastilting in the audiences’ looking

back into their own experience related to gendsues which leads them either to
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confirm the existing belief, revise the existingpexence, or question both the existing
belief and experience. The expansion of the legrboundary varies in each audience.
However, what took place in all the audiences vias“inner dialogue” which was a
crucial starting point leading to the “critical sedflection” which could assist the
audiences to learn that the social constructidierininity is much more complex than
understood. It could be then said that The Vaginendlbgues has potentials to
precipitate transformative learning, though itsiandes have not yet been transformed.

Sida-Sriram?, as stated in Chapter 4, aimed foratigiences to have a
revision about women. In attaining this aim, theecior used the form of postmodern
theatre that could lead the audience to a decatistnuof their existing belief.
Comparing the deconstruction of the existing bekeh the concept of transformative
learning, it could be said that the deconstrucisoais the same as critical self-reflection
in learning process. Nevertheless, when considéhegudiences’ learning despite the
fact that Pakorn who is one of the audiences effiarformance has revised his belief, it
could be said that this performance by overallypeetannot precipitate a revision to the
audiences. This could be seen from Sadud’s words b did not understand this
performance, which means that the reception wisiche first stage of learning process
did not take place. Moreover, Siriporn, even unoed clearly what the performance
wanted to achieve, viewed that the performancendidpropose anything new. Her
reception then could not bring about any learnmdpér. Nonetheless, Charuwan and
Dararat said that this performance made her setha@mnside of Sida they had never
seen before. They then received a new message thenperformance, and this
reception associates them to women of today’s soditence, when considering the
overall picture of Sida-Sriram? it could be saidttit has brought about a reception of
different angles of women and femininity, but tineception still cannot lead to the
audiences’ transformation of gender perspective.

As this performance was a part of research profeetdirector asked the
audiences to answer the questionnaire after attgnifie performance. The answer
revealed that the majority of the audiences (62)73%ceive messages never known
before”. For the question “How does this perfornreanade you to view the ideal image
of women differ from before?” This answer was 58@8liffer, 45.90% not differ

(Pornrat Damrhung, 2006, no page number). Theseeasshelp confirm that what
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taken place among the audiences was a receptiwhaifthey had never known before,
but this reception still not resulted in a revisiohthe ideal image of women as the
performance aimed for.

For Venus Party, it could be said that based orlghming outcomes, the
audiences can be divided into two groups whichtlaeegroup that did not understand
the performance and the group that understood iouhat change their perspective
because the performance presented what people isothety had already known, and
the performance could not made them view the knaliffer. To consider this
performance in the context of learning, it coulds&l that this performance could not
lead its audiences even to the reception stagehvidibe first stage of learning process.
Even though the audiences of the second groupvesteihey received what they had
already known. That thus, it could be said thisgearance could not bring about gender
learning.

It could be said that each performance brought taleauning differently
because it was designed differently as illustrate@hapter 4. In addition, the literature
review demonstrates that apart from the theatedf,itsontextual factors and factors
related to individual audience influence learniagd the learning of each individual

also differs. The next chapter will be a preseotatif these issues.
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CHAPTER VI
FACTORS AND CONDITIONS RELATED TO GENDER
LEARNING THROUGH THE THEATRE

As discussed in the last chapter that the thearebeing about gender
learning at the repletion stage. Moreover, there wmwany different factors and
conditions involve in the learning, both of the dtre itself and of the audiences.
Furthermore, the literature review reveals thatdisc related to social context or
contextual factors take part in the learning. T¢hspter then will consider all the
factors involving in gender learning through thedtre in order to answer the question
why the theatre can bring about learning at theptan stage which is merely the

first stage of learning process.

6.1 Social context and the audiences’ gender perspiwes

Social context that affects viewpoint and standpofra person in genders
is social ideology concerning masculinity and feimiy. That isto say, women are
not equal to men and the majority of the audien@esept the existence of this
ideology set, for instant, the audiences in VenadyPsaid that she dared not to step
out of the old frame herself, as the saying, “tley peminded these matters. It's true,
but it did not change a thing, not step out the, mmt well enough, still concern about
others... surrounding contexts were heavy, incomfgdtibAlso, some of the
audiences viewed the charactemsd roles of females and males are subject to
dominant discourse such as the saying of the acesetinat “let the man lead the work
since the woman is not decisive”, this saying is teproduction of the idea that
female is inferior. In addition, although some andies said that they saw no
difference between male and female but those aceseagreed that female is in minor

status according to the social structure.
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In studying about genders, the feminists criticideat the western dualism
concept that separated masculinity and feminiaitgd sphere of male and female in
binary opposition under the concept of patriarchych stated that male is a genders
of reasoning, objective, active, etc. while femalemotional, subjective, passive, etc.
And that sphere of male is public sphere when spbéifemale is domestic sphere.
All these built role and power of male over femaBy deriving this conceptual
framework to explain inequality between male andd&in Thai society, there may
be argument that this concept may not be ablepaexmasculinity and femininity in
Thai society because perceiving female sphere igatprsphere or domestic sphere
means perceiving that females are not economigatiductive based on capitalism.
Female labour is reserved or marginal labour stiligecapitalism since it can fulfil
the productivity lesser than male labour. Femaltmia is mostly used in household
works such as raising children and housework. Thesés are unprofitable while
male labour is in the producing system of capitaltbat is profitable, so the works of
female is determined as economically unproductMeanwhile, females have had
essential role economically in Thai society frone tpast. According to Pranee
Wongthet (2001: 342-344), Thai and other Southéag women have had parts in
the working in the field, preparing food as well lasing a seller in the market, so
women have important part in a society as we carfreen how they were praised and
worshiped as the creator mother and the symbolesfitpnde such as the terms ‘Mae
Nam’(mother goddess of water), ‘Mae Toranee’ (mptheddess of soil) and ‘Mae
Phosop’ (mother goddess of grain).

However, this does not mean that there is no inégumetween genders in
Thai society because when a society has develapadtate with a regime and social
hierarchy, such a society created “class”.

“Aristocratic system appeared in Ayutthaya periadien administrative
power was centralised especially, in the reign migKT railokanat in order
to descend the power which obviously created detween the ruling
class such as those nobilities and another wasitbé class such as those
commoners and slaves. The ruling class was divide@ levels; the

highest level included the king, the royal familiasd the high-ranked
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official at the level of chancellor. The low levelas those low-ranked
officials which the commoner could possibly make kiay up to that
position. If the hope to become an officer of thasenmoners or slaves
was not be possible, they might instead bolsteir thescendants by
putting them into the care of the nobilities in @rdo serve them. This
relationship caused the social value of admiringpte who work as
government officers, giving an opportunity for menhave many wives
including partners as they please. Poor parenthtnmggre away their
daughter to be a servant of the nobleman, so womeea men'’s property
that can be traded. The idealistic value of womerorag nobilities was
that women must be an excellent wife who servedhiasband well and
preserved her purity, a good and quiet follower.il&/all power was in a
hand of men, all women had to do was just try tepkthe husband with
her” (Pranee Wongthet, 2001: 345-346).

It is to say that changing social and cultural eghhas created ideology
of class that caused the desirable women ideoldgg.even though this ideology set
was made up in the context of elite women, thigliolgy was passed on to lower class
women when Thai society acquired western educdtisystem. This is to say, the
value of that women had to concern their beautynmag preserving their purity,
taking the follower role, serving their husband,. éias become the lesson for women
of all classes in a society though educationalesgsthat large numbers of women
could access. (Pranee Wongthet, 2001: 347-348)s Tieimininity” has become
dominant ideology of Thai society and there was@as machinery to control women
under this ideology made up such as the origirhefgroverb about masculinity and
femininity, “Man is paddy, woman is rice” means ggccan grow well wherever it
fall on like a man when woman is likely to be aerithat cannot grow more, it will
only decay or be eaten by animal. Furthermore gtiaee “good or bad the woman is,
depends on her husband” or “husband is as a slaitethe face of his wife” these
proverbs has confined women into a domestic ra¢ ittuch depends on men. When
educational system developed, the finishing schaslemerged, and the purpose was

to prepared women to be an excellent housewifes Téflects that modern education
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program still support the belief that woman’s malaty is being an excellent
housewife, and woman must not study man’s subgsgtecially, about government or
administration. (Warunee Phurisinasith, 2002: 188)1

Wood (1994: 21) stated that whichever way the $pdi@s changed and
how the viewpoint about masculinity and feminiriitgs been re-explained, the old set
of explanation which was likely to be a basic bhirpstill remains. No matter how
the society moving, femininity built up from the gpehas been reproduced through
modern technology such as “media” according to K&bhg97 quoted in Wirada
Somsawad, 2006: 69) said that “visual imagery asalsing agent may strongly
affects our attitude, value, belief and behaviowd, the image of woman and man
displayed through media is the process of reproduan awareness of femininity and

masculinity such as the reproduction of feminitityough movie.

“The first thing we can find from most of the mosiés that the female
characters cannot exist on their own selves. ‘Feness’ always needed to
be protected by ‘other persons’ or ‘other thingsid mostly the woman
would live under the shadow of “honour family” uyaepresented by a
large residence (for example, Baan Sai Thong, Redsén). In some
cases, the woman’s guardian appeared substansiatlif as a forceful
father in Khamin kab Poon. Once she became frem file family’s
nourishment, she flew to the arms of her husbamdnEvhen she became
old, she needed to hold on to her children. Moreomeny movies are
found that the desire to solve its problem is belydasire to be fulfilled
the hope of the female character. The theme adrg sthich the conflict is
about “one husband with many wives”, the storywdwam”, is the most
obvious example one. Both of the female characeesgood and truly
honest, but due to the first wife is incapableuffilfthe role of ‘woman’
perfectly which refers to the ability to give birtb a child, the husband
earns the right to have another wife, and at tlte #re movie forces the
first wife to suppress her own desire” (Kanchanaihep, 2000: 249-
251).
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Furthermore, later in the year 2009, there was waienihat achieved high
popularity among women audiences named, “Bangkaffidriove story”. The story
was about a Chinese-Thai woman in her 30s who wagod condition and well-
educated which made her qualified as a generallesdss people, but her problem
was when her friends got married one by one whendsth not have a lover herself.
Therefore, when she found the one she liked, sieel tio get him and finally
succeeded. We can assume that, this movie achigigbdsuccess due to its target
group was well-analysed, that is to say, howadénsmiddle-class people marry late
since they spend lots of their time for studyinghe university and working in order
to build up their economics status. So, there aamynof their 30s who have not
married. This movie ‘played’ with this group of wem because they are large target.
Chamreonlak Thanawangnoi (1999: 184-206) discuabedt this point that there is
belief that Thai movies made for women audiencdthodigh this belief has not been
proved, one thing is certain that the movie malkeesmen. Women may have parts in
the making process, but there are lesser, alsp afeelikely to be in the positions that
require them to follow the instruction of the mdleector.

Other than the movie, television drama is anotimanoel of reproducing
traditional definition of femininity and masculigitas seen from the research about
women'’s careers in TV drama conducted by Charirrdehiraprasert (1982 quoted in
Kanchana Keawthep, 2000: 328-330) found that:

“From 22 female characters, it is found that theme 6 of them who have
not got a job, and the numbers of these joblessalemharacters are 3
times more than of male characters. This is a #igh “career is not as
important to women as it is for men”. The analysi®ut type of career
found that careers for women are limited to a feywes, mostly are
housekeeper the second most are servant, secagimublic relation of a
hotel. The researcher notice that in fact, hougakgeand serving are the
same kind of works and these two careers for wowmm of them is

unprofitable (housekeeping) and another is distapée. When

considering deeply about the work of secretary podlic relation, it

seems just to extend services inside a family teide. Although, there is
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a stereotype of how they put the career for charaéh TV drama which
based on “male manages, female serves”, but simeeadays, new
generation of women have an opportunity to stephgpadministrative
position once preserved for only men, it is impbkesto avoid reflecting
the real picture in the story. However, still thdmanistrative female
characters are 3 times lesser than the male ckesacthose female
administrators will not be the lead character,thay will be in supportive
roles that have no importance for the story. Moegpinstead of being
happy in working-life and family, the analysis faunhat these high-
positioned female characters are not happy espedal completely with

their family-life. This method seems to be the negi*‘showing bad results
one will get when crossing the line” by demonstrgtio all the women of

what they will get when they go too far”.

As mentioned above, we can see that ideology ofinfieity and
masculinity under the concept of patriarchy stiise and unchanged as well as
reproduce it through media in more complex way #hatn the women themselves
cannot feel it. This ideology is the factor of tbentext that highly affects genders
learning in term of how the power of this set adatbgy affects the audiences for not
to change their viewpoint toward genders since theeyot feel that they have enough
power to step out of this set of ideology. As thgisg of an audience that, “not step
out the box, not well enough, still concern abatleos... surrounding contexts were
heavy, incompatible.” In other words, seeing thes af ideology as fairness such as
the saying, “let the man lead the work since thenawo is not decisive, the man is
braver.”

When looking at this phenomenon in dimension ofons we can say that
the process of historical making or historical imgtin Thai society did not concern
about neither genders issue nor females rolesdadluCraig J. Reynolds gave us
example in his articles, Engendering Thai HistdrM&iting, that historical writing
regarding the administrative reformation of the ryd®32 did not mention the
participation of women in that movement. What weswnabout the administrative

reformation was only that the reformation was cdulsg a group of people which
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definitely, only men involved. This way of histaaicwriting reflected the concept of
separating social spheres into public sphere tlefdnged to men and sphere for
women was private sphere. Therefore, political smxlal reformation was made to be
for men (Prisara Saekuay, trans., 1998: 165-18d }tsis way of historical writing was
made for the members of Thai society to learn othbmrmal and non-formal
education, and this was socialisation that hist@inych contained social changes was
made by men. This type of phenomenon did not happ&hai society only, referring
to Pranee Wongthet (1996: 3), history of Southéssita which mentioned the
movements against Colonialism from the west wadsdfilvith the story of pride and
dignity of men who had fought together when womenhd be included in the history
just as a supportive role.

As the result, we may say that the process of steaming in historical
writing has become a lesson in educational systatne production through media,
movie and TV drama. This makes the status and ablemininity remain inferior.
Femininity is defined via social construction ungatriarchy concept that made this
construction become true. When considering thisa aontext element of genders
learning, we may say that this context elementitiigence on thought and values of
individual and this set of values has become himtkafor the change of viewpoint
about genders.

Nevertheless, this way of socialisation regardiegdgers was challenged
by women’s movements which disincline toward howripechy unilaterally decided
femininity and masculinity in society. According Warunee Phurisinsith (1992: 285-
200), a group of educated women started to makenaadd for reformation in the
roles of women and men since the reign of King R&naAs appeared in the
magazine, “Khulasatri”, it was said that the rolassification which gave men a
leader role and responsibility to earn for the fgmihile women were responsible for
serving husband, and how the husband was ablevi® $&veral wives made women
become disadvantageous. Also, there was a requeatoinen to be educated. These
requests continued until the reign of King Ramai& women’s magazine such as
Satrisap and Siam Yuppadee as well as the demaisdue the law of monogamous

marriage. Because men having several wives ledfdlreer wife and kids to be
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abandoned and later put women into hardship in Tifeeir request at that period, as
mentioned by Warunee Phurisinsith (1992: 189-190)

“reflected the need of women to gather togethertten basis of same
gender that confronted hardship and were abuseohdyy. This kind of
feeling mentioned above could not arise just bytatimg the western
women, there must be some experiences they shanedgathe group
which encourage them to gather in order to soluggththey found unfair
in term of genders. Even though we cannot sayttiege women are the
majority of the country, but we cannot say eithbatt unfavourable
experiences they shared did not exist, at leastngn#o group of Thai

women”.

After the administrative reformation of the year 329 women’s
organisation was firstly established with the narfithai Woman Association of
Siam”. Later, several women’s organization was l#stiaed such as the group of
women lawyers, the group of nurse, etc. Althougkesé women’s organization were
run under government’s policy at first, nonetheldssy caused benefits for woman
such as revision of the law for double registerarimage, and husband’s consent for
making legal act. Women’s movements had continugd tine present that when we
look at the whole picture of the movements, Amanarigsaphich (2550: 83) defined

these movements as several waves below:

“The first wave of feminism movements was the somavements that
requested equality of men and women though law aihdr regulations
revision. The second wave of feminism movementsvedk that revising
each law one by one could not solve the problemgeoiders inequality, so
they pointed out that not only genders inequatitgaciety but also women
were oppressed and exploited. There was a suggéstibring this up as
the political issues and public issues to be solwedll. This new social

movement was public movement which related to ipddit the same time.
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In the third wave of feminism movements, issuesceomng men and

women became fully political and public issues”.

It is to say that women’s social movements nowadape come to the
point of questioning about femininity and masculinn a society which is the genders
movements not a request for equality for womemahe past. We can see from the
role of “The Women’s Health Advocacy Foundationatitrcreates genders learning
through development project and training about akxand reproductive healtbn
based thinking that sexual and reproductive haalthe key of women’s health and
the right for sexual and reproductive health ishhenan’s right for all. The operation
of the foundation is on the 3 frameworks includgenders, sexuality and right based
approach. The foundation believes that driving T$@giety into the society which
realises that the right of sexual and reprodudtealth is the basic to quality of life. It
must be the drive based on understanding variesgxuwalities of people in the society
as well as concerning their sexual life is influethdoy several believes and values.
The most influencing one is the belief and a valelating genders and it is to be
considered that variety in sexualities is not u@lisli can be changed through time
and life experiences. (Woman’s Health Advocacy Mation, 2010: 1-5) In addition,
there was a start of “Women’s Studies” in gradustiedy in the year 2000 in
Chiangmai University where the study is specifictie linked analysis of social
economics politics and cultural issues that empgledsion analysing the power
relations of gender, class, ethnicity and senioriiyaculty of Social Sciences
Chiangmai University, 2010: 1-5) Moreover, Thamnathkiversity opened this
course in 2001 which aims to create a master studiéh analysing and criticising
skills about social phenomenon from the thought @iesvpoint of feminism which
lead to changes in sexual roles and power relatiefiected through complex
economics, politics and cultural problems, and tdldoup as well as gather new
knowledge about women and gender roles in Thaegpciontext. (Faculty of Social
Sciences Thammasat University, 2010: 1-5)

Furthermore, there is a group of lesbian with gppse to create social
sphere and identity of love between women, andeiaesa chance to define the

existence of lesbian. This is to respond to the idant discourse of sexuality that
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sexuality in the dominant discourse is the sociahstruction of gender, and
homosexuality is not at all unusual. This movemeaithomosexuals is “one of the
battles from a small group of people weakened bysthte from government strategies
of “conformity” which in fact, prevent freedom tonerge of things which are different
from dominate belief or benefit. (Kritya Achawanijk& Kanokwan Tarawan, 2000:
86-95)

As mentioned above, we can see that women had nespdo giving
definition of genders in society, and that prochss caused a discourse conflict
between dominant discourse and counter discourses. dffected the conflict and
negotiation of the thought of individuals in thecwty on how individuals give
meaning to femininity and masculinity, and how induals who are the audiences of

the drama define it must affect the learning ofdgs.

6.2 Theatre and the audiences, the audiences ancettheatre

As mentioned in Chapter 5 that when comparing legroutcomes of all
the three theatres, The Vagina Monologues seelns &ble to enhance learning better
than the other two. It has broadened the audieriearsing boundaries and aroused
them to have inner dialogue that could lead toicalit self-reflection and
transformation. Venus Party, on the contrary, thite enhance learning. However,
different presentation styles applied by each tieeaesult in different learning
outcomes since they demand from the audience €iftlsr as analysed in Chapter 4.
The analysis can be illustrated as follow.

Table 6.1The analysis of the demand of the theatre towdnrelatidiences

Theatre The Vagina Sida-Sriram? Venus Party
Monologues
Details Women'’s lack of | Socially Things that
power over their | constructed happen to
own body results in idealistic image of | women, which
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Table 6.1 The analysis of the demand of the theatre towdrglstidiences (cont.)

Theatre TheVagina Sida-Sriram? Venus Party
Monologues
Details violence against women isin facta are regarded by
women. myth, not reality.  society as
Do we persist in normal, are in
holding on to it? fact abnormal.
Style Simple Realism, Postmodernism, Physical theatre
which still pays which creates a which rejects the
attention to text. new text by text.
renovating the old
one.
Demand Not to neglect Compiling collage Symbolic
towardsthe details about of a theatre and interpretation
audience “vagina”. Get renovating old and looking
emotionally perceptions to form beyond usual
involved with a new set of images to see
feelings of the perceptions/ their
characters in ideology. abnormality.

Realistic Theatre

style.

The table above shows that in terms of presentatigi®e, The Vagina
Monologues should have the least distance fronatitience because this theatre was
presented based on the Realistic Theatre styleshways attention to the text. Venus
Party, on the contrary, rejected the text whileinggthe audience to interpret the
actors’ symbolic movements and gestures. Thai aagdie unfamiliarity with such
presentation method led to the lack of understandbout what the theatre was trying
to present. Darunee mentioned that “it was difficul admit that | didn’'t quite

understand the story...l was puzzled. | just learinech the Internet that the theatre
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used symbolic movements and gestures, which refjuiree audience’s own

interpretation.” Chutiporn also said “I didn’t undtand the theatre. It was really
abstract and | don’t know how it should be intetpde..so what did it talk about?

What was it trying to present? Also there was ost pne long story. Many sub-stories
were included, which made me think how each ofstioeies was related. This is what
confused me.” Moreover, Natee mentioned that “prilpgou need to interpret what

was being presented because it didn’'t use dialoguésd to adjust in order to

understand because it is not spoken drama. Themeelhad to pay attention to the
performance, the lighting, the colour and the soseitings in which way it aimed to

express the mood of the story.” All these statemelgarly reflect that Venus Party’s
presentation in a physical theatre style is thenn@nstraint that obstructed the
audience from understanding what the theatre waspting to present.

It can be mentioned that Venus Party’s presentatiwethod creates
constraint for audience with limited theatrical ekpnce to understand the theatre’s
key message. However, audience with theatrical rexpee like Kitti, a drama
professor at university, also found the presematiethod problematic. It was not
because he did not understand what the theatrdryiag to present, but because he

thought that Venus Party’s physical theatre isrsstraint. He said:

“What was presented was the outer condition, net itiner one. The
presentation might have been limited by the predmmt method that had
to be in the physical theatre style. Inner conditiceeds to be presented
clearly by using the right presentation method tbah persuade the
audience with entertainment. The audience nee@dbrhotivated. This
theatre presented the outer condition through catops and behaviours
of people in the society. Venus Party discussedettirings. We would
see the picture..., but when forming a picture, g#dgeaction. The action
will create a clearer picture...yet it is just a peniance. To get certain

details and in-depth messages transferred, tekktrgue is required.”

In contrast withvenus Party, Kitti thought that the simplified peasation

of The Vagina Monologues could make him feel emmtlly involved.
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“The theatre did not use anything, just tellingr&®, but made me feel
involved. It was so powerful. It was as if | wastéining to women’s
stories from the angle where they face hardshipsthinking about the
character who's a lesbian. While telling story,réhevere something she
didn’t want to talk about, but when she talked abgu was so moved.
I’'m thinking that the character was reflecting ttia root of problems that
occur to women might be the oppression of women.ni®, | don’t think
the character would say it. It wasn’t a protestwiymen...there was no
such attitude. They only presented that this wasesloing that happened
in my life, what do you think after you watched WAl you let things be
the way they are now? The theatre raised questamts we as the
audience, need to answer. It's like the charaatehs’'t ask for anything,
but by doing that, it really hit right through me.”

What Kitti said indicates the theatre’s direction presenting women'’s
story. Such direction is not a protest or demand, ibrevealed women’s intrinsic
status which aroused the audience’s emotional wewvoént and affect their
perspectives. This is different from the way merraveondemned in Venus Party.
Kitti thought that such condemnation would not léadearning. He said, “Would men
accept that they have that kind of behavioursdif gre going to force them like that,
it won't lead to understanding.”

Siriporn’s statement about The Vagina Monologeso reflectsthe

theatre’s direction. She said:

“The characters didn’t speak to us directly. Théeynd tell us that they
were resisting, but when they told us their lifffidulties...firstly, if we
think about those difficulties further, we wouldalise that they were
abused. Secondly, to be born with their biologe=, it's more inferior.
We would think about the characters’ problems @ret over again.”

BesidesThe Vagina Monologues’ simplified realism, whichntained

some unrealistic components, realistic acting cooddke the audience understand the
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characters’ inner conditions. Kitti said, “It towh my inner feeling. | feel more

involved with simple story-telling.” Likewise Sirgwn said:

“Space was in an arena style. Then the characéeng out. Lights turned
to us, but when they started telling stories, welldkdorget that unrealistic
components existed. The actors were also very gsmfeal and could
completely convince me. The rhythm that the stoaswold was so real.
This also includes the story selection. | must adhat the author wrote
this story for me. The story itself, after | lisezh to it, | was

like...nmmm...”

What Siriporn said that the “story” was written fan audience like her

shows that the story can affect the audience’sppetive and the story was the one,

which

“discussed issues that have never been discusdece b&ven women
have never thought about it. There was a char#tdrsaid she was in so
much pain, but had to give in to her husband. Whywdmen always have
to be submissive? | really started thinking abouthen it reflected back
on me whether | would allow the same discourseesingvas born to

determine what | should do.”

The theatre’s discussions of issues which haverneeen the topics of

discussion and which women have never thought adrmaltled Siriporn to realise that

she had been controlled by gender discourse umdilraised the question. Wannapa

also thought so. She said:

“This story gets into everyday life and at homet ttametimes | don’t
even think it's oppression that leads to emotioaatl psychological
suffering. It touches issue of femininity more thast saying stop sexual
oppression. It's the life at home, some triviahts. It's not about being
physically abused by husbands or being raped bgramybut for them it's
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a major issue. | believe there are many people lvetve experienced these
things. What happen to them might be different étads, but developed
from the same angle. It makes me questioning wigas@e more that it's
not just about obvious issues like the use of vicée force or being
offensive. It's more than that. Oppression occurgha level where you
might not feel the pain. It makes me think hardhet this is also true, and
so is that story. It supports my existing perspectiVvhen | seriously look
at things, | see that these stories are real. Ajhothey seem to be
common things that happen to women, women thenmselom't even
think about them.”

Regarding Sida-Srirraam?, even though overall tieatte could not lead
to the transformation of gender perspective, Pakdra was one of the audience had
his ideology transformed by learning something thatifferent from his previous set

of ideology. He said:

“Previously | also thought that it's men’s dutytake care of women and
provide protection. Husbands should take care eir thives. However,

after watching the theatre, | realised that initgahere’s not only one
side. There’s also the side where men physicallynhaomen, either
intentionally or unintentionally. My previous peespiive of women is that
they are in between following men and are equahém. They are neither
equal to men nor follow men. However, after watghime theatre |

realised that a lot of women are still following ménitially, 1 thought

men and women are almost equal because at that ttiete was a
campaign to promote gender equality. You would Hee word like

‘working woman’, which means that because womenveark outside the
house, they are already equal to men. Yet in yeaditter watching the
theatre, | realise that is not the way it is.”

Learning stories that are different from previoes$ sf ideology is the

same as how Siriporn and Wannapa learned sometiigeven women themselves



Pasakorn Intoo-Marn Factors and ConditiorlatRe to Gender Learnirigirough Theatre 132

have never thought of before from The Vagina Moguos. Hence, the story that
challenges the audience’s previous set of ideolagly influence their learning
outcomes. Venus Party’s story that most audienaek tihs normal reflects the
director’s intention for the audience to cross otrexr normality to the abnormality,
which is yet to happen. Waranya said that, “it® i already knew about it. It's not
something that I'd see and be at rage. It's somgthinormally see and got used to.
When | see it, | thought...ah yeah...l saw that, itsexiinstead of thinking...wait a
minute, why did that happen?” Sadad also agreeld Wiiranya. He said, “Are these
issues still being discussed? | think we've talkbdut it too much already in this era.
Various kinds of media have discussed about itgusiany different methods.”

Apart from the idea that story that this theatrespnted has already been
widely discussed, Niorn had a contradictory opini®he thought that despite the issue
being widely discussed, solutions for women arérsti known. This means that as a

woman, she did not learn anything new from thettieea

“It's like reading the newspapers every day andhtheu see taxi drivers
raping thee passengers again. Women fall intormggain. There’s only
information, but the news don’t really urge youthink how you think

about it, what you are going to do about it, how yoe going to live your
life. The theatre told you problems and said thati yneed to break
through. It's like being hit. It said you need toe@k through from this

problem without encouraging you to think how yoa going to do it.”

Besides the story, Niorn thought the presentatiogthod is another
component that obstructed her learning.

“I'm not sure whether it's because I'm used to istal presentation style.
They should have created the main story that wasldeged on the main
plot and assisted the audience to go through eabhstery before

disentangling them so that we could think alongwketeer, they presented
one problem here, one problem there, and refleat@ther problem there,

then asked us to break through. I didn't feel imedl. The form was



Fac. of Grad. Studies, Mahidol Univ. Ph.D. (Population Educa}it133

presented clearly. They used clear symbols, buy theeded a clear
principle with a theme. What happened was like kept watching theatre
and started thinking ‘what is going on?’ | thinlkettheatre was cool, but
then what? If the entire story flew in the same=chion, it would have
been perfect. The theatre needed a form that waaNe fit well with its

content.”

The comparison between The Vagina Monologues antu¥dlarty as
previously discussed reveals that theatre thatdradency to create better learning is
the one that can convince the audience that thg &d‘real”. This means that the
audience believe that what the characters haveespaktually happen in their real
lives. The reality then touches the audience’srigeland thoughts. Their feelings and
thoughts are shaken, which leads to the revisiah qrestioning of their previous
ideology, beliefs and experiences. In other wortigatre that will create better
learning not only have to make the audience unaledstbut also need to arouse their
“feelings” towards what they understand. The fegdirwill motivate the audience’s
thinking.

In terms of story, the story that has never beetudised before can
influence the audience’s feelings and perceptioogernthan the story that is generally
known by everyone. Otherwise, if the story is @dttbased on what is generally
known, it must make the audience feel as if theyeh@ever known about it before.
For instance, the well-known story of Sida was neated different in a way that
challenged the audience’s previous ideology andidcamhance better learning.
Moreover, the way masculinity and femininity isaissed should not create a binary
opposition between men and women, but should ptese@omprehensive status of
women. The comprehensive discussion will touchatidience’s feelings and thoughts
better while binary opposition might lead to rejectby some of the audience.

Realistic theatre presentation, which in this casérs to realistic
characters while other components do not necegdaie to be realistic, enables the
audience to understand what the theatre is atteqgt present better than the
presentation that is anti-realism such as in playdiceatre. The audience did not

understand Venus Party because of their unfantylianth physical theatre. Although
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this kind of theatre might be interesting and spedar, it could not enhance learning
for the audience with limited theatrical experiende other words, this theatre
demanded the audience’s understanding more théistictheatre. Yet, people with
extensive theatrical experience who understand teatheatre aimed to present also
agreed that physical movements and gestures albometdeliver the key message as
well as dialogues. Consequently, the presentatfophgsical theatre limits learning
enhancement.

When considering The Vagina Monologues as a theéhtiteenabled the
audience to know and feel the reality, the proad#skhow this theatre’s story was
created also needs to be put into consideration. stbry was written based on true
stories that happened to women. Eve Ensler, thboguttreated the story by
interviewing approximately two hundred women abtheir sexual organs, sexual
relationships and sexual violence. Although the wnmho were interviewed are not
Thai, the results of the interview reveal that wonieom all over the world share
similar experiences and have secrets they haver mevealed to society in the same
manner. Accordingly, the story of this theatre ealrand has never been discussed
before in public sphere. However, once it has be&tussed, the story has
“awakened” the audience to hear what they haverrtbeeight of hearing before and
led to their self-reflection and questioning abauiasculinity and femininity.
Therefore, it can concluded that the data collacpoocess from the subject of the
story, which in this case are women, to analyse @mdhesise before producing a
theatrical story, is the crucial factor that enalitfeeatre to enhance learning.

In addition, the presentation method applied by tiieatre created an
interaction between the characters and the audiéecause the story that was
presented addressed the audience directly. Heheeaudience were drawn to get
involved and as if turned into characters themselVéey listened to the story told by
narrative personages and were not just watcheobservers of other people’s story
that was unrelated to them. This explains why théience were touched and could
thoroughly follow along the characters’ thoughtsd afeelings. Jira, one of the
audience who watched this theatre mentioned that dharacters in this story
“expressed their thoughts directly. | felt as ifvhs listening to someone who was

revealing one’s painful experience...l was overwhelrhe
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As previously mentioned, collecting information rfirathe subject of the
story in order to create a theatrical story is ampartant factor that allowed The
Vagina Monologueso enhance better learning. Sida-Sriram? also wheaough the
same process. The theatre was a research andotiyewsis created based on the
research perspective as already discussed in Ghdptelowever, although both
theatres were created based on the research pradthssegards to women and
femininity, Sida-Sriram? could not enhance learniag much as The Vagina
Monologues did. While The Vagina Monologues couithslate the audience to have
inner dialogues that led to reflection of their oexperiences about femininity and
masculinity, Sida-Sriram? could only enable thense¢e femininity from a different
angle through understanding Sida’s story which egampared with story of women in
present society. This might be because Sida-Srieaptdtmodern presentation could
not make some of the audience understand whah#atre was attempting to present.

Sadad mentioned that:

“Initially | thought it would be something relateslith the Thai context
because of the theatre’s title, but after | watcheudas like...whoa...The
stage was decorated with beautiful pictures, whichnot used to. I'm

not familiar with this kind of storytelling. | doh’'understand why the
narrator needs to be tired with the chair and hadement with the chair.
Women were put in cages. The presentation shoclkednd | wondered
what it was and what it was for. | was confusedabse theatres that |
used to see were normal ones that told storiesthigitone take this out
and take that out and it was like...huh?...what? ¢ tmging to connect all
the stories together so that they make sense wittamsidering what the
theatre was trying to present at the time. As lethito link the bit and

pieces together, | was lost.”

The above statement reveals that theatrical prasemtin a collage style,
which lacks continuity in terms of the story an@ ttharacters and has complicated
presentation components, for instance the usermbsiic movement and gestures and

S0 on, is a limitation that prevents the audiemoenfunderstanding the theatre’s key
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messages. This is because the audience could lat¢ tifferent components of the
theatre together in order to understand the thisatomceptualisation. This is different
from The Vagina Monologues’ presentation which usedlistic acting presented
through continuous story telling of each charattet enabled the audience to follow
the story, thoughts and feelings of the characers led to their understanding and
learning. This was reflected in Sadad’s statentsatt t

“| feel that theatres that tell stories can do mara way that | can observe
a character closely, follow it, understand andrlealike I'm watching a

film. | can observe what the character does. ThumBon is more realistic

and | feel more involved.”

Emotional involvement with the characters and theatrical story is
another significant issue that enables the auditmesmderstand the theatre and will
also affect their learning as in the case of thdiemce who watched The Vagina
Monologues. When looking at Sida-Sriram?, aparimfrthe audience’s lack of
emotional involvement with the characters, thepaind the presentation method of
this theatre made some of the audience think tiattheatre was creating a make-
belief while the audience did not feel involved twihe stories and the characters.
Moreover, the presentation method diminished tharadters’ humanity as Siriporn
mentioned that:

“It asked you questions directly whether it evercuweced to you that
women were born as sexual objects or born to benmsive. Look at
Sida, for example, she suffered a lot and eventiatl to escape. Sida no
longer gave in. | feel that the author intentiopdibrce Sida to take
decision. The author struck us since the beginthiag Sida would need to
take a decision. However, during the character&3stten making process,
we didn’'t see when the character realised her tiondil also think that
the theatre’'s presentation method was outstandilbe theatre
intentionally made us felt that it was experimegti®o stuff was thrown

in and | felt that it's a piece of art. (Yet) whamtching theatre that was
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developed with a clear form, it dehumanise the attars. Sometimes the
characters turned into a chorus or something etsepltetely different,
which removed their humanity. Then they would saynething that
would make us feel like they were giving a speech.”

Siriporn said so because she thought that for tltkeace to be able to
learn from a theatre, they must be able to seaiaddrstand the characters’ realisation
that leads to their decisions to do something. @towided an example of Nora’s
character in A Doll's House, who realised that fegnininity and her status as a wife
led to her being treated as a doll in a beauti@lifsihouse. The realisation influenced
her decision to leave the house to live her owa. I{fThis theatre motivated the
feminist movement among European women to callfeir rights as mentioned in the
literature review).

However, when comparing the two theatres, it casd®n that both used
the characters as “narrators” or used dialoguelsowtt contextual situations of what
was being presented. In other words, the audiertteat see the characters’ actions
that would enable them to understand the contéws$ influenced the characters’
thoughts and feelings. This raised a question wiy audience of The Vagina
Monologues felt more emotionally involved. The m@asmight be because of the
presentation method that enabled the audience eotls® the characters’ inner
thoughts and feelings were real and the reality pr@sented through the narration,
which was continuous and related. Therefore, thdiemge could follow the
characters’ thoughts and feelings and were movedth® contrary, characters in the
other theatre did not present inner reality and/ drdd their statements that had no
relation with either the characters or the evemesgnted in the theatre. Hence, the
audience did not see the characters as real huelagsb

Consequently, it can be mentioned that postmodesthad that Sida-
Sriram? used to present gender issues could nondeact the audience from their
previous set of ideology as the theatre attempuiedhe use of paralleled plot between
the story of Sida and that of women in presentetgp@s well as the presentation in a
collage style have become main constraints thateptesome of the audience to

connect the stories together. This means thaththatrie’s presentation method is the
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main constraint for the audience’s understandirdyl@arning. In addition, because the
audience did not feel that the characters’ dialsguere real, but felt that they were
based on the principles regarding equality, theyndit feel involved in the story. This
is shown in the last part of the theatre’s dialogugch sounded as if it was the

feminist statement as follows:

“Women these days need to deal with so many thindgpsch are more
important than being a good person and serving thebands. A number
of them look for justice, many works to serve otpeople. They have
roles and responsibilities. They know themselvas@mn be good friends,
good wives, and good mothers. They have more theain beauty. They
can be friends for life, thinking partner, leadeard followers. They can
be lovers while also need love, loyalty, and expatithose things in
return. Women are not stupid. They need protediath can also protect
you. What about you? Ask yourself whether you woethough for

women.”

Although The Vagina Monologues could encourageebd#arning than
the other two theatres, it did not successfullydléa the audience’s transformation.
When analysing from the starting point, we will stsat Eve Ensler organised a
performance of this theatre in different areasroteoto create a dialogue with women
in different countries. This action led to an ongation of V-Day or Violence against
Women Day. A question why this theatre failed thamce learning that would lead to
a social movement in the Thai society was raiseg@osgsible answer was reflected in
the statement of Bhanbhassa Dhuptien, the dirett®he Vagina Monologues.

“In fact this theatre contained a social agendee Eavelled around the
world to pass on this agenda. From her point ofwyieshe was
communicating with the society, not the theatrergoEor us, we feel that

it's a performance. We didn’t motivate people axzmu



Fac. of Grad. Studies, Mahidol Univ. Ph.D. (Population Educa}ib139

A critical factor which is a limitation of learnirgnhancement for a theatre
is its highly demanding presentation, for exampke complex presentation through a
storyline that lacks continuity such as in the cafs8ida-Sriram? and the presentation
through physical movements and gestures and stagergation with no dialogues as
seen in Venus Party’s physical theatre. The pratent methods applied by both
theatres rejected plot and conventional theatreésgmtation style that contains a
protagonist who the audience can follow its thosgirtd feelings, a linear storytelling
with clear starting and ending point, and a dialgwith which Thai audience are
familiar. Furthermore, postmodern and physical titesaalso reject the characters’
reality, which is based on the Realistic Theatrgesthat pays attention to the
characters’ inner feelings that can touch the awdis feelings. The rejection of
reality prevents the audience from feeling involweith the characters’ inner reality
and feelings. The emotional involvement is sig@ifitin motivating Thai audience’s
thoughts. Besides, the physical theatre’s presentanethod of using symbolic
movements and gestures alone with no dialoguesptethe audience from deeply
empathising with the characters’ feelings.

Apart from the presentation method, the theatréitude towards gender
is another significant factor. Regardless of thaystif the theatre presents a binary
opposition between men and women, some of the aceliill reject the theatre since
they feel that it is only declaring feminist statamh In terms of story, the theatre still
presents stories that are generally known by tleeegosuch as discrimination in
workplace, servitude in a couple’s life, and so ©hese stories no longer encourage
the audience to raise questions about gender.

When considering theatre as a learning tool, itmaeghat the particular
theatre has been designed to enhance learningiiddess, even though each director
aims to enhance learning, for instance, by attemgpto motivate a new set of
perspective among the audience and transforming déittitudes and perceptions so
that they view the phenomenon that happen to wdinoen a new angle, the director
still uses theatrical concept that aims to crelagatricality to design theatres. A clear
example is in cases of postmodern and physicalrdeealhe directors do not apply
the concept of learning process or even the cormiefhteatre for learning or theatre

for change such as Brechtian Theatre and TheatileeoDppressed in their theatrical
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design. Hence, various theatres are still onlygrarances and fail to transform the

audience’s gender perspective.

The discussion above reveals that different thestrdesign lead to

different learning outcomes for the audience. Havevheatrical components that

tend to influence the audience’s learning can Ipensarised as follow:

Table 6.2 Theatrical components influencing learning

Theatrical

components

Explanation

Details

Style

Interaction with the

audience

Present a story that the audience have never thaigh
before or might occur in the audience’s real lisgas have
been overlooked. This kind of story is provocateved
aims to stimulate inner dialogue that would lead to
learning. To make this possible, the theatre woeleld to
discuss social issues the way The Vagina Monologues
used “politics with regards to a physical body” get
direction of the storyline and conduct an in-depth

research from the subject of the story.

Simplified style with realistic characters to enamge
emotional involvement from the audience. Thus the
performance is presented with realistic acting mhly
experienced and professional actors in order tatere

realism.

The audience are not merely observers of otherlpsop
lives like audience of Realistic Theatre, but aranh to
get involved with characters or story presentedthosy
theatre, for instance getting involved as listenarshe

characters’ stories in The Vagina Monologues.
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Table 6.2 Theatrical components influencing learning (cont.)

Theatrical Explanation

components

Reaction towards  Should not create a binary opposition of sex bexaus

gender issue some audience might reject it.

However, no matter how much components of a théatiétate learning,
audience of the same theatre do not achieve the $saming outcomes. Therefore,
the audience’s different individual factors affdwir learning to turn out differently.

Sudatip watched The Vagina Monologues at the age/@rfity-nine while
pursuing her Master’s degree in Philosophy. Sherhach theatrical experience, both
theatres conducted by university student and psofssand the ones produced by

professional theatre groups. She said:

“The Vagina Monologues is a theatre that presented differedessi
concerning women and was really in-depth in ternisstory. The
narration started from shallow to deep and graguaki us to explore
problems that seemed to be trivial in women'’s diwgs until we reached
the root of the problems, which is domination apgression of women’s
pristine nature. The domination and oppression ldevavomen. The
theatre attempted to reflect upon the mechanisatsojppress women and
women’s true capacity. It revealed that if we darse the male dominant
structure to oppress women, women’s capacity islegger than people

from other gender.

The statement clearly indicates that she understio®key message that
the theatre attempted to present and the undemstanelaches as far as the gender
divisions in the power structure that oppresses @&mmWhen considering the

audience’s background, it can be mentioned thautfterstanding is the outcome of
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her education in Philosophy and previous intemregfender issues before she watched
the theatre.

“Normally Faculty of Philosophy, in which | am swidg, basic
knowledge would be mainstream philosophy that glojidners presented a
school of thought. | want to know what differeneddogies could be.
Another reason is because | also have doubts itaicesocial values

regarding men and women, so | tried enrolling i@ Eeminist course to
explore.”

Thus, this theatre could not lead to perspectigasfiormation since she
already had existing ideology that complements Withkey message of the theatre.

“The Theatre was really good. | can say that itssage compliments with
my existing perspective. Probably the reason | edcit might be
because | already have the same perspective. Titig be because | used
to study Feminism and Taoism, which focuses on fenty and
motherhood. So | don't feel that the theatre tramseéd my perspectives.

It is more like finding a friend who shares the sgoerspective.”

Siriporn, a drama professor at university who wattlkhis theatre when

she was thirty-one, mentioned that The Vagina Mogwés had an influence over her
perspective.

“It made me think to a certain extent. There wataracter who cried out
she was in pain, but she had to give in to her dmdbWhy do women
have to give in? | seriously thought about it anakflected back upon me
whether | could allow the same discourse to detegmvhat | should do.
The theatre did not talk to us directly. The cheeecalso didn’t tell us
that we need to resist, but they told us their fohiexperiences. If we

think their painful experiences over, we would isalthat primarily, they
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were oppressed and secondly, their biological sedemthem more

inferior.

She mentioned that her perception is partly becabsealready had an
ideology regarding gender inequality before watghihe film. She mentioned that
“My perception is already in the same directiortlees theatre’s key message. | don't
like being treated violently. | already have thatridation and | am quite against
people looking at me as a different sex.” She a&sperienced domestic violence
during childhood where her father abused her owthero The experience makes her
frustrated about gender inequality. Although shealy had a perspective against
gender inequality, the theatre urged her to thibkud it at a greater level because
“I've never know that such action is women beingprgssed, abused. This theatre
discusses things that have never been discussedebdéiven women have never
thought about these issues before.” Wannapa, vdmwvebrks as a drama professor at
university like Siripron, watched this theatre wisdre was twenty-eight. She said that
she liked it because it enabled her to get a aleaesv regarding violence against
women. She thought that such perspective deriveduse her gender identity is not
restricted by the heterosexual discourse createderurthe patriarchal system.
Therefore, she could realise the oppressive powarwomen easier.

Worawut watched this theatre at the age of tweaty-fHe graduated in
Science, but is interested in politics, art, litara, and film. He was involved in
theatrical activities since his university yearss present work is related to film critics

and organising art films. He has extensive theategperience. He said that:

“l understood, but I didn’t deeply feel the femiityn | understood several
things like the way women are oppressed, what thegt to say, what
they feel but men like us have never known beforBoua sex, their
desire, and how they want to be treated equallychnnot express it. |
understood these issues after watching this théatre

Although Worawut learned and understood women’slitmm better from

watching the theatre, he already had existing @polregarding masculinity and
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femininity in the society. The existing ideologyutd be a prominent factor that
enabled him to understand the theatre.

“Our society thinks that women should behave sy ti@enot express their
thoughts much. Characters in this theatre presembadien’s opinions that
they would like to express, but cannot do so irbphdy because they are
restricted by the way society think towards femityiand the way women
restrict themselves that they need to fit the id®alge of femininity. They
think that there must be a line that indicatessitepe of femininity. Once
they cross the line, the society will see that theg’t behave the way they
are expected to be. Deep down inside, women hasiedeall women
desire to cross this line, but they cannot do shheOpeople or men or
even themselves draw a line to restrict their behas. | had my previous
perspective and this theatre allowed me to undeidbetter. Things that |
thought about really exist.”

He mentioned that his perception is influenced Isyfamily upbringing
that allowed him to have freedom of thought anddsned about masculinity and

femininity from his past experience.

“My parents want me to learn how to live my lifedacan do things
myself. | don’'t know when it had dawned on me, bquite understand
women and homosexuals. | have many friends fromhareosexuals. |
understand what they think. It might be becauseidied in male school
and there were many homosexuals. | got acquainigdtiem so | know
what they think. After that | went to mixed schosd | met people from

various genders. | met women and it helped me tierstand them.”

Furthermore, he was brought up by a single motlemalbse his father
passed away when he was young. Hence, he couldstané the femininity through
his mother who was the closest person to him. ldifous involvements in university

activities have broadened his perspective and pgores. Nonetheless, his
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understanding in masculinity and femininity as wesl in the key message that the
theatre was trying to portray did not lead to h@sformation of gender perspective
and behaviour. This is because the “society” hasaBsed masculinity and femininity
in a way that makes men dominant over women arid he exception. He mentioned
that “although | feel that | am very open, but ther still a frame that limits my action.
| still want to be macho and present my masculihity

Jira is another audience who watched the theatenwvie was thirty-five.
He graduated in Linguistics and Foreign Literatutés works as a translator and is
interested in literature, films, and theatre. Hiel Shreally love this theatre. It is very
heart-wrenching, particularly in the third and fibustories. | was really moved and
can now understand lesbians better. Now | undaddtamfeelings of abused women.”
However, the impression and the understanding did lead to perspective
transformation because:

“l don’t abuse women or men so | don’t think thedtre transformed my
perspective. | already thought that this kind didgour (sexual abuse) is
bad. | already thought that lesbians are normaltaadwomen should be

able to express their sexual desires.”

Kitti works as a drama professor at a universitg & open about his
gender identity as a homosexual. He watched ttestte at the age of thirty. He

mentioned that this theatre...

“touched so many people. | saw the narrators’ limad how they were
abused. | saw inside their lives. The charactess gat down and told us
stories, but it was so powerful. | got to listenstomen’s hardships. There
were things they didn’t want to talk about, buteafthey talked about
them, | was really moved. It reminded me of pagieglences when Dad
hit Mum, but Mum didn’t leave. This popped up in tipught. There’s

certain angle like the one about sexual abuse...\v@hperson is severely

abused up to the point where one chooses to alteom&’s own gender. |
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feel that this could change a woman’s life. If theident didn’t take place,

the character might have grown up differently. Treiglly struck me.”

This theatre encouraged his self-reflection abasgt glomestic violence
and self-identification of his gender identity. tiee theatre, the female character was
abused by the male character which resulted imlé&eelopment of gender identity as a
lesbian. This made him reflect upon his own gendentity as a homosexual. His
gender identity was influenced by past experieiites explains why he said, “it hit
right through me”. The past experience might rédehis mother being abused by his
father, which made him empathised with women’s stipate status. Then, the
ideology aroused him to reflect upon past gendpeg&nces.

Although all of the audience watched the same thedheir learning
outcomes or reactions towards the theatre arethetiame and different. Siriporn and
Wannapa who learned from the theatre in similar Wwayg the same and different
backgrounds. They both work as theatre lecturerd had extensive theatrical
experiences, but have different individual compasem terms of gender and
sexuality. Wannapa is open about herself beinglaide while Siriporn is straight and
married to a man. However, Siriporn feels oppressmolt gender inequality which
she has experienced during childhood seeing hehendieing abused by her own
father. Even though Kitti has different biologicaex from Siriporn, he also
experienced sexual violence. Thus he felt emotipnaVolved, which led to critical
analysis and review of his past experience of dtimesolence that his father did
against his mother. He also questioned why his erotlid not leave his father and
analysed his own gender.

Differences regarding the audience’s learning au&E® can be seen
clearly in Sudatip’s case. While Siriporn and Warmmaexperienced perspective
transformation, Sudatip who had previous theatrogderiences and shares the same
sex as Siriporn and Wannapa did not have her petigpetransformed. This is
because key messages presented by the theatrenoted&ferent from her existing
gender perspective. Jira, who also had extenseatrilbal experience felt emotionally

involved with the character’s story, but did notvédis perspective transformed. This
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is because he did not agree with gender dispaxign éoefore watching the play.
However, Worawut who also had much theatrical éepee and grew up with open
ideology including that regarding gender, thoughtttthe value system and
socialisation had influenced in forming part of Inmsinstream male identity. These
factors helped him understand femininity better haitt leading to perspective
transformation. This is partly because he undedstbe social process that determines
women’s subordinate status before watching the. play

While The Vagina Monologues successfully enhandaddsn’s learning,
she mentioned that Sida-Sriram? “does not presanmtissue...if you ask whether it
has any impact upon me, | would say that | doréd f&” The statement shows that
different theatres cause different impacts upondéume audience. This means that
different theatre presentation methods clearlycafarning differently.

Apart from Siriporn, Charuwan who is also an actoaach is another
audience who watched Sida-Sriram? when she way-thiree. She mentioned that

the theatre could not transform her perspective.

“I don't feel that | was transformed. | have feltr fa long time that men
and women or even the homosexuals are equal. Weoardifferent. It's

only that there’s certain line that has long beerated by our society and
our parents telling us what we can or cannot don e allowed to do
more things, but when | ask myself | feel that nsem women are all

equal. We can do everything equally.”

Charuwan used to study about gender issues, butm&mioned that
previous gender learning did not have much infleeon her perspective about the
issue. She asserted that her gender perspectivendra and women are equal is a

result of her family upbringing.

“My Dad worked in a different province so | livedttv Mum when | was
in primary school. | only met Dad once or twice. 3y | lived with my
Mum so | saw her working and my Dad was also waykiBoth of them

set me an example. Mum didn’t just wait for supp&te told me that
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when | was little, she didn’t work, but once | greny she wanted me to
attend good school so she started working. | saexample. Dad worked
as a government officer so he received low saldiyn operated private
business so her salary was high. Sometimes Dadisdfthad to borrow
Mum’s money so | felt that my Mum was really codlhile Dad got low
salary, but he taught me that | should be pridei®fvork as a government
official. I'm proud of both my Dad and Mum so | dbfeel that they are
any different.”

Thus, this theatre did not create learning thatldolead to her
transformation of gender perspective because sheadyl perceived that men
and women are not different before she watched tligatre. On the contrary,
Dararat who watched Sida-Sriram? when she was ywbrde and just

graduated Bachelor’'s degree in Theatre mentioregd th

“I remember that there was not absolute conclusitiat after
watching one must feel that women are importanthis is the way
women think. It was like an open end that alloweaou yto think
over from different perspectives. After watching e ththeatre, |
suddenly realised that his kind of thing exists.wdwer it affected
the audience differently. Personally, at that tiindelt that it was
rather odd to discuss about the present, about okara and
women’s beauty contests, but link with Sida. It wasite strange
and | felt...hmm...so it could be done. In conclusioagardless of
the period, whether in the book or anywhere in therld, similar
situation exists. | think it's good. It would becsi if the characters
would speak. It's like | learned something new thagrhaps |

didn’t even think about or might have overlooked it

The above statement reflects that this theatrewraged the audience to
learn another side of women through Sida’s charatkewever, this theatre could not

transform her perspective about gender, but arobisetb think about other sides that
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she had never thought about before. The reasorhdragender perspective was not
transformed after watching the play might be beeanfsher existing perspective that

women and women are not different, as she hadquslyi mentioned.

“| studied theatre so | don't feel that women arfeiior to men. When was
studying acting, we were required to jump, jumptbe other person,
embrace, and the lecturer would say that there isex in theatre because
we need to share. We need to cross over the latestparate men and
women. We need to see that everyone is anothermbgiag just like us.
Only our muscles are different. This has given melear picture and
allows me to look at more people. | used to beidfoh men because |
studied in girl school. My mouth shook when | talke boys or men.
However, after | enrolled in acting course, | gdrto listen and learn to

accept other people’s perspectives.”

In addition, the reason that her gender perspeeti@e not transformed
after watching the theatre might be because sk@adyjrunderstood that the existing
gender structure in Thai society determines thesrof men and women and women’s

practice of everyday life makes it possible fomth&® live under the structure.

“The Thai social identity still exists. Eventuallyomen need to play
dumb so that men can take care of them. They fetl hen lose their
pride because they feel that they cannot takeafareeir lovers. | also feel
that I'm smart up to a certain level, but sometirheged to pretend that
I’'m dumb. There was one part in the play that tdlledout women’s
appearance and beauty, which | think is true. Womvbn watched the
play laughed. Yet we still have to do it becauses ia way that would

allow us to be accepted by men.”

Siriporn, Charuwan and Dararat are all women wheehmany theatrical
experiences, but they had different learning fréva same theatre. This is because

there are other individual factors that influendbkdir learning differently. However,
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although the three of them learned something froentheatre, overall their gender
perspectives were not transformed. On the contRakprn who watched this theatre
while he was a university student with no previdbsatrical experience had his
gender perspective transformed after watchingtti@atre. This theatre allowed him to
see different side of women'’s stories and he fabtonally involved with the stories.

“Since the very beginning when women were abusedcesithe

underground scene. | was so depressed that | alonest. | felt like

everything happened to women. It's something I"eard of before, but
the theatre made us look at the real picture artkmae depressed. | feel
that | want to do something good for women startiogn people who are
close to me like people in my family. | don’t jugtart by doing something
major, just that | need to respect women more. &asest start is with
Mum. After watching it, it reflected that Sida cdulkepresent our

mothers.”

What is interesting is that while this theatre couabt transform gender
perspective of other audience, it successfullysstido Pakorn. Considering Pakorn’s
childhood experience living with a single mothecdgse his father passed away when
he was around sixteen or seventeen years old,pibssible that Pakorn’s sensitivity
towards and empathy with what happened to womenresult of close relationship
with his mother. Hence, he used the same feelingptopare his mother with other
women. He mentioned that “after the theatre endiddlt as if being slapped and
started questioning what | did to women. Althoudhawv did might be trivial, women
represent motherhood...they share the same sex awmaibers.” Consequently, this
theatre could transform his gender perspectiveitdelping his first theatre.

On the contrary, Sadad, who watched this theatitekeing a university
student with little theatrical experience gainednir watching university student’s
theatre, did not experience perspective transfoomaf his is partly because he did
not understand what the theatre was attemptingdésept, which could reflect that
limited theatrical experience obstructed his corhpnsion of theatre with complicated

presentation style. He said:
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“why was the narrator tied with the chair? Why dite narrator have
moment with the chair? Women were put in cagest $bane made me
shocked. | wondered what it was and what it was favas puzzled.
Theatres | used to watch were normal storytellng,this theatre cut this
bit and pieces out and | felt...huh? What? | washgyto link the bit and
pieces together so that it made sense without pagfitention to what it
was trying to present. Because | tried to link gtleng together, | was

lost.”

The above statement indicates that presentatiole sify the theatre
obstructed Sadad from learning details and criigsles that the theatre attempted to
present. Audience with limited experience regardiifferent theatrical presentation
styles might experience difficulty in understandithgatres that are complicated or
have different presentation styles from conventidhaatre, with which most Thai
audience are familiar. The audience’s incompreloensf theatre as a result of limited
or the lack of theatrical experience can be seem fvenus Party’s audience. Venus
Party was presented in a physical theatre styleurizee watched this theatre while she
was a second year university student when she bamtavious theatrical experience.

She mentioned that:

“it was difficult. I admit that | don’t quite undstand. When | came out of
the theatre, | said to my friend ‘Oi! It's not likBallang Mek (Cloud
Throne the musical).” | was confused. | just ledrfrem the Internet that
it used movements and gestures to suggest whadsittiying to present.
The audience need to interpret those movements gestures
themselves.”

Wittaya is also a second year university student Wwhs no theatrical
experience. He mentioned about the presentatida styhis theatre that:

“I used to think that theatre needs to be preseiied Disney style,

narrative style, or the style normally applied c#lty of Architecture. |
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thought if we could understand some part of it,weeild be able to move
on from there and think further. We would get theerall picture.

However, if we fail to do that, we would get cordds’ Chutiporn who

was from the same university as Wittaya and just tseeatre for the first
time mentioned that “I didn’t quite understandwhis so abstract. | don’t
know how it should be interpreted. What was itrigyto present? What
did it mean? It wasn't just one long story with a@ading, it had sub-

stories. | tried to figure out how each of the ®®rwas related so | got
confused.”

Apart from theatrical experience, Sadad also mastidhat the audience’s
life experience which is related to the issues thattheatre was trying to present
could also affect learning.

“Sometimes the theatre is good but | don’t feebametimes the theatre is
not spectacular, just a normal storytelling, buisiteally fun. The story
might be compared with what we are experiencinges life or during
this moment, we might be in the same situation tileecharacters. | might
be distant from women’s feelings. The story mighdt rit my life

experience.”

Life experience that Sadad mentioned might alsdudec individual's
gender socialisation such as his experience of iMuglender socialisation. He

mentioned about this after he learned about geesdees from theatre that:

“I don’'t know what gender means. This word was Igied in my brain
cell. I just learned about it when | took my Ma&eAfter | studied it, |
realised that it is contradictory with my Muslimrppective and ideology
because gender role is constructed by traditiomdge genetics and
physiology. When | first learned that this perspectexists, | also
believed in it, but | didn’t dare being opposedny religious principles.
Lately, | tried not to think about it much. | baelethat there are facts in
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Muslim that we believe is real, we learn about ndadidn’t reject it
(gender perspective as presented by scholars). Gaeyhink whichever
way they want to and something we feel like...ah..ls® is how they see
it, but | personally believe that Islam has answ@&s everything.
Sometimes we just haven’t searched for the andwedrwe believe that
Islam will definitely provide good answers for uken we start searching

for them.”

The above statement reflects that gender socialsanfluences on
individuals’ gender learning. Similarly, Wittayaltféghat the mainstream socialisation
of masculinity and femininity still has an influemover him because even though he
realised male dominance within the society as & stated that “we learned history
that was written by men”, he thought:

“Society is like what was presented in the theatna, | feel that men
should be leader for some activities because woanermore emotional
compared to men, so they use emotion more. Menlgauleader when
it comes to work. Women are not decisive enoughn Mave more
leadership. They are more decisive. However, imseof love life, | think

both are equal and should listen to each other.”

It can be said that the social construction of mksity and femininity in
gender mainstreaming is the main factor that maeéeaudience, particularly male
audience, learned about gender issues. However,e somale audience who
experienced different gender learning previousindt to learn more about gender
issue. For instance, although Venus Party couldniloience upon perspectives of the
majority of the audience, Nut thought that:

‘I saw another angle that | hardly knew about issteated to women
such as women and household work, women and a &sulifie, and
women and their body and appearance. It was iriblegesWhen they
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presented in a concrete picture, | came to reftidewomen can protect
themselves. We can fight when it comes to work aheén women are

oppressed, we can counterbalance the oppressingrjow

Although this theatre did not cause any impactstber audience, it could
arouse Nut's critical analysis about the issue roaetl above. Nut thought that it was

because of his previous learning about issues coingegender and women. He said:

“I'm interested in feminism. | used to take a caurBuring my final year
at university, | studied Feminist Literatures. Panty | saw women as
mothers. To be good mothers, women need to loveltklren, take care
of her children or they need to fit the ideology fefnininity. Then |

learned that they were discourses determined hyapatal society. The
lecturer mentioned that women probably do not wanbe fit in those

roles.”

When comparing Nut and Sadad, it is obvious thavipus learning about
gender issues, which is not the mainstream onewslthe audience to learn more
compared to those who have been influenced by gemaistreaming. However,
Kitti who has previously learned about gender INegt and experienced perspective
transformation after watching The Vagina Monologuesewed Venus Party
completely different from Nut. He thought that theatrical presentation style was the

main learning constraint as follow:

“The theatre might have been restricted by thegmtagion which had to
be presented in a physical theatre style. It néetie presented clearly by
using the right presentation method that can peesule audience. The
audience need to feel motivated and entertained.tbatre presented the
outer condition through occupations and behaviafrpeople in the
society. Venus Party discussed these things. Wédvwsme the picture...It
needs action to connect all the pictures togefhiee. action will create a

clearer picture. Because they believe that they neenake the audience
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understand the key message of the theatre, thelg cmly perform to
show the message. However, text or dialogue isinedjto deliver certain

details and in-depth messages.”

Similarly, Jira was impressed and moved by The Nadilonologues, but
he could not transform after watching Venus Patty.mentioned that “Venus Party
made me realise other people’s problems, but I'insmoe what | need to do in terms
of self-improvement and how to do, or whether Ichde anything at all.”

From all of the above mentioned, it can be conduttat Theatre Factor
and Audience Factor are closely connected in a toognd inseparable way. This
means that a static pattern regarding which Theéatotor and Audience Factor would
lead to learning about gender issues from theainaat be indicated. For example, it
cannot be clearly identified that people with l&@ssatrical experience will learn less
compared to those with more experience. Sadad \adolitile theatrical experience
could not understand Sida-Sriram? while Pakorn \Wwhd no theatrical experience
could learn about gender issues from the same réheS8iriporn who had more
theatrical experience compared to the two audiemsetioned that this theatre did not
present anything new. This shows that differentiengk perceive different learning
outcomes from the same theatre. However, the sami@or® had a perspective
transformation after watching The Vagina MonologuBisis indicates that different
theatres cause different effects on the same acelidhcan also be mentioned that
Siripron’s individual factor such as extensive thieal experience, existing perception
against gender inequality, and so on led to henieg from The Vagina Monologues.
However this does not guarantee that she would fieam other theatres as well. This
indicates that the interaction between Theatre dfaahd specific identity of an
individual affects learning outcomes. For examplarious factors of Sida-Sriram?
that enhanced Pakorn’s learning cannot be usedaadasd indicators to guarantee
that other audience will achieve the same learaitgomes. Similarly, various factors
of The Vagina Monologues, which tended to enhaneiéeb learning compared to
other theatres, led to different learning outcom@®ng the audience. This is because
each audience has different individual factors. réfeee, it can be stated that the

interaction between theatre factor and individwadtdr is non-linear and complex.
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Moreover, individual factor with regards to gengmrspective is also inseparably
related to gender socialisation, which is a conigxtfactor. For instance, Sadad
explained about masculinity and femininity basedtlo@ Islamic perception, which
determines his gender perspective and is diffitultransform. Although he learned
about gender issues from his post-graduate studyg, ew set of knowledge
contradicts with the religious explanation. Sadsplaned to himself that Muslim has
answers for everything. This indicates that hisdgerperspective remained the same.
On the contrary, Pakorn, who primarily understdeat imen and women in the society
are already equal before watching the theatre, camealise that gender roles of men
and women in the society are different from higrfer understanding. This led to his
perspective about gender equality being transformpessibly because he was not
closely attached to his former explanation or us@eding. Charuwan thought men
and women are not different because her mother ipemtly supported her family
finance. Thus, she was brought up with the pergpetttat men and women are equal,
which should have led to similar perspective tramsftion as Pakorn after they
finished watching the same theatre. However, wiha jgerceived from the same
theatre as Pakorn did not lead to perspectivefoemation. She only learned the other
side of Sida’s life. This indicates that Charuwaawsl Pakorn’s perceptions regarding
gender equality are different. Charuwan learneduilgender equality from her
childhood experience in the family while Pakorn ersiood about gender equality
from social presentation of working women. Hendeirt perceptions and beliefs
about gender equality are different, which couldehafluenced in the two audience
perceiving different learning outcomes.

Siriporn mentioned that she felt discontented wisyone regarded
women as a person from different sex because hineiags from both sexes should
be treated the same way. Her perspective mighebelted from past experience of
domestic violence when her mother was abused byower father. However, Kitti
who also experienced domestic violence did not hidmee same discontentment if
anyone would view women as subordinate to mens fpassible that Siriporn and
Kitti's different perception might be related toeth biological sexes. Siriporn is a
woman and could understand and empathize betthrheit abused mother while Kitti

is a man and might have not identified his ownifgeto that of his mother who was
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abused the way Siriporn did. Nonetheless, Kittirled that gender is the social
construction of masculinity and femininity aftershwork became involved with sex
education and gender.

An individual's perspective and standpoint regagdigender issues is
complex and the complexity is the result of a dampastruction. Hence, socio-cultural
context influences directly upon an individual’sgeective. The audience’s individual
gender perspective is resulted from their individigerience and social construction,
which leads to each audience having different matsge and perception about gender
issues. Thus, when they watch either the sameffereit theatres that present gender
issues, the interaction between the theatres andutience is different and result in
different learning outcomes. The different learnmgcomes are also resulted from the
differences between each theatre.

When considering the age and educational backgrofitide audience, it
cannot be clearly concluded whether older or youmagelience will learn more about
gender issues from theatre. A twenty years oldersity student who watched Venus
Party did not have any ideological transformatidreveas Pakorn, a university student
in the same age group who watched Sida-Sriram?erexed major ideological
transformation. Furthermore, when comparing Pakath Jira, a thirty-five years old
audience who watched The Vagina Monologues and roldgr than Pakorn did not
learn anything new from the theatre. Similarly @mms of educational background, it
cannot be concluded whether the audience with higthecational will perceive better
learning. For example, Pakorn, an undergraduatdestulearned more from his
attendance in theatrical performance than Sudatgpst-graduate student. However,
the audience’s age and educational level cannatelparately analysed from other
components because all of the components togeth@r dn individual. Likewise, the
audience component or factor cannot be separatedtfreatrical factor since they are
elaborately intertwined as previously discussed.

What makes the research about the interconnecteiwelen different
factors that affect learning interesting is ther@ag tool. Regardless of how well a
learning tool is designed, it cannot create theesd@arning outcomes in different
learners. Because each learner has distinct indiVithctors, the interaction between

each learner and learning tools are consequentfgreint and result in different
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learning outcomes. An example is when audiencehef dame theatre perceive
different learning outcomes. Thus, it can be cotetlithat in any learning process,
paying attention to learning tools alone cannotrguoi®e that the learning outcomes
will turn out as planned unless learners’ differgrdividual factors are considered in

the learning process.
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CHAPTER VII
DISCUSSION, CONCLUSION AND RECOMMENDATION

In chapter 5 and chapter 6, the research resules presented according to
the research purposes. In this chapter, the rdseasalts will be discussed as well as
making a proposal about guidelines for the useheétre to create gender learning,

and learning in general.

7.1 Theresearch results

There are two objectives of this research: 1) sol\sthe role of theatre in
bringing about gender learning; and 2) to study fdetors and conditions which
related to gender learning through theatre. Theeefihe conclusion of the research

results is made according to these objectives.

7.1.1 Role of theatrein bringing about gender learning

Uthai Dulyakasem (2002: 199) stated that learnisgnot only about
reception when persons take in information and kedge from various sources, and
not only about comprehension when persons interpesining and create relationship
among information received from various source&rwwledge in a level of logical
explanation, but the learning is also about trams&tion of attitude, value, thinking
process and behaviours. Considering the resultearhing from audiences of the
three performances, performance with gender issisecheated learning in various
features. In general, theatre can create genderingaat the level of reception, that is,
most audiences were informed from the performaradesit problems that happen
with women in Thai society, as they said that ‘theywlready aware of the problems,
the problems are not new’. In addition, the audésnalso see things that happen with
women in other aspects they have never seen bef®ithey said that they have ‘new

viewpoint from seeing another side of women’s. Hoave the performance cannot
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raise awareness of most audiences to a level opmansion that reflects through
their feeling as ‘dissatisfied, then what to dothekhis group of audiences view that
performance only presents the problem to the awgd&nacknowledgement, but
cannot link them to such problems of women ands#eual power construction in
society that defines destination of women whichl vahd to the understanding of
gender. This excludes the fact that there areastdther group of audiences which are
not sure about what the performance wants tothtetht

However, it cannot be said that theatre is unablenake the audiences
learn at the level of comprehension as there ish@ngroup of audiences that question
themselves and link what appeared in the performaémd¢he socialisation that makes
this group of audience viewing gender in one waynsidering in general, this group
of audiences is just a minority, when most audienicave learned at the level of
reception. And when considering the role of theatréd gender learning in accordance
to the transformative learning theory, it can biel $heatre is unable to create a firm
inner dialogue which enough for the audiences &zhiehe critical self-reflection on
their sources of their thinking and beliefs abouasoulinity and femininity. In
addition, theatre cannot make the audiences quésiothemselves whether the
problems that happened with women in the performascgenerally recognised as
criticising and questioning on the thinking andiéfebf audiences are important for
the transformation of gender perspective.

In addition, each performance creates leardifigrently, that is, The
Vagina Monologues has expanded the boundary ofegetichension reception of the
audiences which resulting in the creation of inde&logue between one’s original
experiences and those gained from watching perfocmaAlso, the experiences will
be linked to the gender issue in the dimensionoofas structure which is the start of
critical self-reflection that will lead to transfoative learning. However, most
audiences of this performance have not transforthed attitude and behaviour
toward gender as most of them have original basie#tihg that is not much different
from what the performance presents. Thereforeait loe said that this performance
has an impact on the audiences at the level of oeimepsion since they can link what
they gained from the performance to what they diydanew. The performance called

Srida-Sriram? has resulted in giving the audierece®w perspective of gender, but
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not leading them to the critical self-reflection @s the audiences of The Vagina
Monologues, this performance therefore impacts dleliences in the level of

reception. For the ‘Venus Party’, it did not creaenew set of reception for the
audiences, which is the first step of learning pssc It can be said that the ‘Venus
Party’ is unlikely to create gender learning foe sudiences.

Though the ‘Vagina Monologues’ can create learningthe level of
comprehension, and some audiences have questibw&d driginal thinking and
beliefs, and the Sida-Sriram? has resulted in iogatew gender perception, the
‘Venus Party’ cannot create perception to the awmlis. Considering in general,

performance can create gender learning at the téwekeption.

7.1.2 Factors and conditions related to gender learning through
performance

As mentioned in chapter 6 that factors affectingdge learning including
performance factor, individual audience factor, andial and cultural context factor
which having an impact on opinion and standpoirdualgender of each individual.
Gender learning of individual through performancas harisen from complicated
interaction of the three groups of factors, and@scluded in the previous topic that
performance can create gender learning at the leVelkeception, this topic will
conclude that which factors and conditions contebto the gender learning at the
level of reception from performance.

For the factors related to the theatre, the perémce has not presented a
story that challenges existing gender awarenegsmer perspective of the audiences
such as the need to have beautiful body to be taduep problems in married life,
sexual harassment, etc, which were already recegnistheir daily life, resulting in
audiences not questioning on what they knew froen ghrformance. However, the
stories that audiences already get used to mayecddugs audient to question if the
performance can be presented differently so they thill look at it from a different
point of view. Performance hasn’t taken audienogbat level due to unfamiliar style
of presentation, and that is a hindrance to stogycgption and understanding,
including modern style of presentation and physibahtre, which the audiences are

not used to. In addition, this kind of performanpgeesentation demands strong
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experiences of audiences to recognise and unddrstaerefore, audiences with less
experience will have a limited understanding. Thkiired of performance presentation
cannot make audiences sense and feel about reélitye players for their further

thinking. This therefore results in only receptlewel.

Besides the factors related to the theatre, theaéss the factor of
individual audiences that is relevant to the genl@arning through performance.
However, the factor or component of individual aumties such as existing gender
perspective or learning, experiences in performardecation, gender, age, etc, of
each individual audience; all have complicatedti@tship that it cannot be clearly
identified which components or factors have diregiact on learning. Individuality of
the audience also interacts differently with conmgas or factors of performance.
There is a relationship between gender perspectwch is individual factor, and
socialisation of gender which is contextual factbherefore, each of the factors
complicatedly interact with one another in the ganléarning through performance,
that is, the relationship between each factor aadhing result is not linear, however,
the factors interact the same way as interactiawd®n context and audience factors.
When audience watches performance with gender ,isshether it is the same or
different performance, interaction between audierscel performance will be
different. This has resulted differently in leamyjrand those differences are a result of
a difference in each of the performance. Therefea@ch learning factor is not
independent.
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7.2 Discussion of theresear ch results

Literature review, both in the part of learningp@ess and performance,

creates a conceptual framework as follows:

Give definition to
gender, value systen
of gender,

—

original/existing
gender learning,
gender, age of
audienc
content
Inter v D_lnlner Critical
action i lalogug - '
5 Audience [[TFL  self- » Transformation
reflection
A
Form of
presentation

Social ideology about
gender, structure of
gender power
(including oppression
and resistance),
socialisation about
gender (education
system, media, etc.)

Figure 7.1 Conceptual framework for discussion



Pasakorn Intoo-Marn Discussion, Qusion and Recommendation / 164

This conceptual framework can be explained thatsfiamation learning
consists of 3 components: firstly, the performamgth the interaction between its
characters and presentation form, secondly, indalidactor which is the audience
and lastly, social contektvolving gender. By which these three factors db affect
the linear learning of audiences kil show the result through interaction between
each other as well as that inner dialogue, thenym® the critical self-reflection to
original beliefs of gender, amdgard them as a cause of problems. Therefore,
audiences will change accordingly. If they have statwn any critical self-reflection,
they may perceive only what the performance isgmtsg or may have a clearer
comprehension but no changes have taken place.

The result of the study implies that gender leayriiirough performance
occurs from the interaction of these 3 factors assgibed in the conceptual
framework of the study. However, the result hasarye demonstrated that the
interaction of the mentioned factors is more complean indicating how any single
factor has the direct impact on the study resubesen from the audiences watching
the same performance. They are learning differenttych reflects individuality of
audiences who have different details and diffenaéractions or even with the
audiences similarly learning from the same perforceamay comprise different
factors as well as one individual watching morentibae performance, there can be
different interaction to different performance. Ehihere is no any single factor of
performance and audiences can be specified astlgiraitecting the learning of
audiences.

Nonetheless, no single attribute is indicated thdtas resulting in the
audiences’ learning, but there still are many ototbe discussed further. Firstly, the
use of performance as a learning tool, that is,pds¢ormance will be designed for
learning. However, the director of each performanught have the objective of
creating learningrocess like inspiring audiences to set a new pafiniews and see
the phenomena happening to woman with new persgesctiln designing
performance, a director still adheres to the concéptheatricality as seen in the
postmodern performance apldysical theatre designing. The director has ndt ye

applied the concept of learning process in thegtest performance. Consequently,
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all performances remain just as a performance izt not created any gender
perspectives transformation to audiences.

Uthai Dulyakasem (2005: 130) stated that good legrmprocessnust
emphasise on the participation, horizontal relatioteraction and integration of
problem consideration. When these factors wereieppi speculating performance as
a learning tool, it is said that performances Hawéation of building learning process
due to the design of performance does not coved tthienensionsWhat performance
can do is to create interactions between audieandsperformance to which each
performance can induce audience interactions ifergit ways. For exampléhe
Vagina Monologues involves the audience in thequarnce as the listener of its
character directly, while Sida-Sri Ram? (Thai perfance) makes interaction to the
audience through questions for audiences to thbdu&These types of interactions
are taken into account as creating audience’sqiaation. However, this participation
may differ from the involvement in designing learmmiprocess since performance has
been made by the director. This participation afiences has not been regarded as the
full participation and the design without audienceolvement may cause the
consideration of performance- audience relationtadite horizontal but as a recipient
and so on. Therefore, it is probably mentioned timet factor affecting performance’s
creation of learning process is that the perforreatself lacks the factors facilitating
good learning, that is, the limit of the performanc

However, the past literature review indicates tpatformance can be
designed to compose of the 4 mentioned factors. ikstance, “Theatre of the
Oppressed” where the director analyses all aspefcigoblems prior to designing
performance that is open-ended in which the audiezan participate in assigning
story of the performance leading to the solutiohisTreflects the horizontal relation
and interaction between performance and audiefi¢edtre of the Oppressed” can be
able to create the learning process in the dimanefoconceptual and behavioral
changes respectively. Though, the performance ubmgame concept as “Theatre of
the Oppressed” may better induce the gender leggriims application is not the
indicator that audiences will induce their perspecof gender. This is because the
study result has demonstrated several other factovelved in the complex

interactions in learning process.
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In addition, the literature review has obviouslywh thatsocial situation
relevant to things the performance is going to egnihas an impact on learning. On
the other hand, if what is going to present th@oads to social context at a moment
of time, the performance can then initiate therlgay process or become part of social
learning as seen in the success of the performamoeng at ousting the former
Filipino president, Ferdinand Marcos and so onsTfibecause at that time Filipinos
were frustrated to his dictatorship and the pertoroe has visualized that dictatorship
together with the public movement to expel him.sTpherformance then represented
the role of creating learning and changing accglginThe surrounding factor or
social context reinforce the role of performancesonply say, it is so due to its
positioning itself as one component of the sociavement. Similarly, The Vagina
Monologues can initiate the learning process inynasuntries until the day against
violence in woman is established due to its rolethas pure performance but the
performance itself is the movement as Ensler, theewand director, has presented

this performance in many countries to arouse tleakmteractions.

Looking back to the performance inducing the geridarning in Thai
society, it is aware that it is only role as petoap creation. This is because the
performance is passive. That is, its role as playsin the theatre awaiting the walk-in
audience. In case The Vagina Monologues can ieitia¢ learning and changing in
many countries but cannot do the same thing insoarety. Considering the target
group of audiences in Thai sociétye majority are the specific group whose inteiest
in performance (theatre goers) like performancdructorand university students
whose perception on masculinity and effeminacyrereequal in our society. When
they come to watch the performance then they dofewltthat it can present such
inequality in different point of views, the perfoamce, consequently, cannot induce
any changess in learning of this group and thatpérormance is passive with the
specific target group making it limited in accegsthe majority of general population
in society.

Besides, social context relating to gender at thmee(timing) the
performance is presenting has not facilitated #serling of audience at that period.
That is, our society may not recognise gender iakiygender imbalance) is one of

the social injustices, that is not in a crisis ongy seen as a normal state of the
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society. One obvious instance is the event ocayrim 2004 that Mrs. Rabiebrat
Pongpanit, a senator of Khon Khaen province (at tinae position) has not been
allowed going to worship the pagodas at Doi Sutheg Doi Tung with the reason
that she is a woman. Neither do other women. Stegresed that such practice was
the form of discrimination, injustice to woman addfault to the Article 30 of the

constitution of the Kingdom of Thailand. When thenate submitted the letter of
complaint to the Bureau of National Buddhism fonsiderations. The answer of not
allowing women to get close to the pagodas washkbkef’ that woman and her dirty

wares like lingerie, will cause the magic containedthe pagodas to decline and
«tradition’ that the Lanna ancestors have inherited as wofshiputsiders to follow.

Apart from that explanation, the severe impacthis ttcase was the interaction of
Northern people aggressively responding to henaslator who showed disrespect to
their worshipping places, for example, the protest debate at Phra That Haripunchai
Temple, Lumpun province on 11 July 2004 and thdiproon of Rabiebrat accessing
Chiang Rai including the damnation of salt and lighiburning in Chiang Mai to
reprobate her. Finally, the Woman Affairs, Youtrdd@#derly Commission Board of
the Senate and she had to apologize the NortheplgpeHowever, there still was an
impeachment to remove her from the senate.

Certainly, her practice is risky to be respondexfther defiant stance to
the public with long cultured belief as well as tight protection action solely under
the Constitution regardless of locality. This sevexsponse to Mrs. Rabiebrat reflects
the acceptance with the expression that dirty wooaamot get close to the pagodas is
justly enough. This reflects the fact that womaieriior to man in Thai society “True”

and “Normal including the acceptance that womdefined by society is also true.

This obviously echoes the pattern of concepts aeliefb that position woman
underneath man and remains unquestionable. Thahgte may be many inquiries
regarding the issue, there also is a social medasusanction like Mrs. Rebiebrat’
case. Furthermore, our society hasleatned from the case even it was propagated
through several media. It is difficult for the prhance to initiate the gender learning
amongst such social situations which is totallyffedd@nt from Filipino society in the

movement to expel the former president that perémee has played a key role.



Pasakorn Intoo-Marn Discussion, Qusion and Recommendation / 168

The social formation process of gender socialisaitothe main reason
why the pattern of our concepts and beliefs is {ike that causes inequality between
man and woman to be normal. In the view of hisawrdimension, it is found that
historical recording or historical writing in Thaociety the gender and woman'’s roles
have been neither emphasised nor included. In Gajgolds’ example on the article
“Engendering Thai Historical Writing” historical wing of the change of regime in
1932has not mentioned the participation of woman. Wizt been recognised is that
the ruling change emerged from a panel, surely c@mpg of all men. Moreover, such
historical writing reflects the conceptual procegslividing the public sphere for men
and private sphere for women. So the political aadial changes are men’s matter
(Prisara Saekuay, translat2@08: 165-187and Thai women appearing in the Thai
historical writings must perform heroic and bragergice to the nations as a center of
power, Suriyo Thai, Tao Thepkasattri, Tao Srisunthdao Suranaree for instance.
dJiranut Sopa, 1999: 216). The said historicalimgihas been brought to educate Thai

society both in the formal and non-formal educalosystems. This is a form of
socialisation that history contained social chartgesbeen created by men. If woman
is the case, she must sacrifice herself for holbwer not for her own life.

Apart from historical writings which later becomext books, the text
book of other subjects also repeat the ideologynagculinity and femininity as in
Pensri Chulakarn’s critic (1998: 150-151) which lgsed Thai text book for
elementary school of the revised edition 1990 dairtg the repetitive content of the
original roles of man and woman in which man wasspnted in the manner of strong
leader, full of knowledge and polygamy without sddblame while woman was a
house wife, full of tenderness, respect to her andpunder man’s custody illustrated
in the poem and explanation.

In addition, mass media as one of mechanisms aal&ation remain
repetitive production of effeminacy attached to @stit sphere as seen in the study of
printing media by Sanor Charoenp¢2005: 258-259) showing that:

“In the year 1977-1987, most products focused arpgnties useful for

house wives without any indication that house wikiad careers outside
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their home(This has not meant that woman of 1970s has not edork
outside. It can be summarized that commercials presentsvtir@an in

household chores only while in the 198@sst products boasted of their
properties of “Making Modern House Wives Happy’eavbusy with
working outside, breast feeding or cooking. Comriagscin this decade
presented the working woman with her responsieditis a good wife and

mom?”.

Television is another media which is able to reaake range of audience
since almost every household has them. TV commisralao reproduce femininity in
restrictive way as we can see from the researchu&@rties and Popular Media” in

case of TV commercial that:

“Most of the commercials present the sexual rolequally, and gender of
female is often oppressed representing through ctbramercial... in
dominant gender and sexualities, being a wife, &oie, and well-
cooking mother, they define that the success of o when they get
marriage, pregnant, hold a baby and look after themwomen in the
commercial are regularly weak and need to be askmtprotected by men
which is different from the physical attribute oemthat they should be
strong and well-built... and show possession over eobody. Presenting
how he has power to take control and decision makasen become
tractable, under controlled and lack ability to mak decision as well as
the right over their own body” (Chayanun Manokaseoks et al., 2008:
10-13).

As mentioned above, we can say that socialisat@mrcerning historical
writing that becomes a lesson in educational systerd values reproducing through
media have made femininity defined by patriarchyhncept become true. When
considering this thing as a social context, we santhat the context has affected the

thought and values of individuals, and this sevalues has become hindrance for
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gender learning as people in the society do nat gexual inequality as a problem in
power construction.

Not capable to see or not to see the construgioblem of people in a
society is in some way emerged from educationatesys Attachak Sattayanurak
(2001: 35) stated that Thai educational system nitageeople submissive referring to
government power that went down through officialistmich dominated society. The
government employed educational system to createkfarge for strict official
machinery, so the do not want people to think, thvant people to obey the command
of the authorities. This way submission resultethamv people do not question about
things that is going on in the society as well@snkess in a society. Moreover, if we
consider culture of learning, Sutiwong Pongpaila@i02: 20-22) stated that from the
past until today, culture of learning for Thai pkodocused more on giving
information than the approaches. The objectiveaking the learners become like the
majority. This kind of learning is more like “to member” than “to decide”. To
remember is for the learner to think the same vgatha teacher does, so teachers, text
books and instruction confined the learner from mé®as. And “whatever knowledge
conveyed to the learners without rebuild procesmlg a fact, noknowledge. It does
not help learners generate vision and the new wapaking at the world” (Nithi
Eawsriwong, 2001: 7)

From what mentioned above, we may conclude thaksation makes
the members of society not to see that sexual adggun the society is unusual or if
they see, they may not question about that inetyudti the end, Thai society does not
view that sexual inequality is a problem. Also, it@lgm has influenced people to
individualism and being subjective so that they i see an existence of social
unfairness then the topic of sexual inequality us of interest of a society. Because
even the problem of poverty which is another sutzstaof unfairness in a society that
has occurred continuously over long period of timeperceived as usual matter
existed in Thai society. Comparing the issues ofepy and sexual inequality in a
society which both are inequality in a society, way say that sexual inequality is an
issues which is hardly to be seen and there ishwioos social process to solve it

compared with poverty problem solving process. §ual fairnesgould not be
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generated in near future because even the waylte poverty problem which is a
substantial inequality in a society is still too.fa

As the result, it is difficult for performance wehi is only one of efforts to
create sexual equality to be able to generateraitepof this issue if other learning
machineries such as educational system and mediastdl reproduce an inequality.
This does not include the fact that a performarnse laas some limitation as a tool for
learning. Soif a performance will create a gender learninggotlearning machinery
in a society must be changed in order to genetilscontext which will facilitate
gender learning. And the content and form of prisgrof a performance itself must
be designed to encourage the audience questiamémgald belief. This will generate
leaning. Also, the performance may need to invotself into being one factor of
social movements about women and gender, not jagtfar the audiences walking
into the theatre as how The Vagina Monologues by Ensleted to the founding of
violence against woman day (V Day) that showed tiosvperformance positioning
itself as one of the social movement. It then cduddsaid that theatre cannot be a
“stand alone” intervention in bringing about gentarning, but should be working
together with other social learning mechanismshef $ame programme concept in
precipitating a transformation of gender perspectorthe members of society. This is
because the powerful socialisation mechanism, bttdasirable, like the educational
system has made people in the society to be sulmigesulting in difficulties in
bringing about any social change. Therefore, irspung any changes, diverse learning

mechanisms of the same programme concept needcantl@ned.

7.3 Theatre and L earning: some considerationsfor the future

Using theatre to bring about learning is complideds each element both
of the performance, the audience and the socidgkgbare interrelated that cannot be
separated in affecting learning process as we @arirem the case of using theatre for
gender learning. However, if there is a controsdme factors or a variable as well as
if a performance is designed to involve the thousyd theory about learning into a
consideration, performance is able to create Ilganihis to say, all of the 3
performances used for this study is passive antlfaathe audience to walk into the
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theatre, and even if most of the coming audiencaes theatre goers, but those
audiences are different in background and expezemdich will affect different way
of learning from the performance. On the other hahdt the theatre that aims to
create learning is not targeting the charactesstictheir audiences. If the theatre can
define its audiences to homogenous group, the ringabctitioners will be able to
design a performance which response to the nafuttesoaudience group and bring
better influence to leaning. Therefore the perfaroeais actively approach the
particular audiences and having audience analysishvwvill lead to designing content
and presentation form, the performance should ketatreate better learning. This is
an interaction control between the audience andopeance to be in the same
direction.

The study of theatre and gender learning refledtest social values
reproduced thorough social learning machineried sisceducation system and media
are the key hindrance of learning and this soc#lier has become values held by
individuals: for example; the way people in Thakcisty do not perceive sexual
inequality as a problem to be solved. Therefore, ttieatre practitioners need to
analyse social values in the issue they want taterearning, and whether there is any
machinery or process to do so, and how the valfiestathought and belief of
individuals. This analysis is advantageous to perémce designing for learning. That
is because when considering Mezirow’s transforneal@arning theory, the key factor
to learning process is inner dialogue which leam<ritical self-reflection and in
designing learning process, there is need to vém#gysources of their old thought and
belief with these question; “why we think this wayivhere this thought came from
and how it happens to us”, “whether this thoughhasv social values stipulated to
think, etc. then verify the consequences of hathag thought and belief with the
guestion; “what will happen if we still have thisought and belief”, “will we be able
to handle new situation with that thought and W&lietc. (Cranton, 1992: 149)
transformation learning also focus on dialogue>qfegiences from others in order to
reflect and evaluate suitability of thought andidfedbf the learners which will lead to
judgement, insights and new set of operations disasghe educator mugie able to
give learner a critical reflection that will lead the transformation mentioned above

(Mezirow, 1990: 360). So, performance designingtrbesmade for that result.
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Although the research showed that theatre, in alevpicture, can create
receptive learning, there are some performance® ise The Vagina Monologues
which tended to generate higher level of learnimgntreceptive level, and the key
factor is the content that make numbers of audesee and feel the story of women
that even women themselves have not seen or fédirdeln this case, it brings
women'’s body politics to make the audiences sew#hihey have never seen, and this
leads to inner dialogue and the questioning of memity and masculinity in a society.
Considering Mazirow’s theory, this is the sourcesfication of old set of thought and
evaluation of the consequences from that thoughwelsas questioning themselves
about what will happen to keep the same thoughwtiAer key factor that this
performance tends to create better form of learnihgt is realistic form of
presentation which the audiences can feel the emadentification that is the factor
to the theatre of social action. Some conceptstréjat emotion may ruin an intellect
in audience’s thinking: however; The Vagina Monalegshows that emotion and
feeling of the audiences toward a performance eawl ko further thinking if that
emotion emerges from provocative fact and retuonshiack the inner feeling of the
audiences till the inner dialogue generated. Thighe key step to critical self-
reflection and transformation.

As the result, the theatre that can create legrmi@ed to present the
content which make audiences see things they hatveegn in order to challenge an
old set of perception and viewpoint of the audisnse that the inner dialogue
emerged. Those things must not be a story thatl@eop society are familiar with
like those realism theatre which need not to ball{otealistic, but focus on reality of
the character that will have the audiences feel semise the way they do. As the
audience’s feeling is the key factor of leading gwglience to inner dialogue others
than the challenging content. Using theatre toterésarning need to focus on the
feeling of how the audiences sense that the clamere real human, not just a
character that saying out things that audience atssense it. The factor of emotion
and feeling should be the key differences betwkeatte and other tools of learning.

The concept of theatre for learning such as ofcBian Theatre and
Theatre of the Oppressed notify that one key faofothis kind of performance is

guestioning for the audience to think and find #meswer. Therefore presenting
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performance as a fact along with questioning tltegnce to verify the sources of their
thought and belief as well as to find the way ddhey find their thought and belief is
troublesome. This should be an appropriate roadoh#peatre for learning.

Considerations toward the future about theatre la@adhing mentioned
above is an effort to fix the gap of using theatrdoring about learning that involve
different factors into interaction complicatedly lmpnsidering the case of using
performance to create gender learning as a staotisg. That consideration toward
using theatre to precipitate learning is the cagrsitions which based on the finding of
this research synthesising with related framewadk theory. So, that consideration is
not an answer for using theatre to bring aboutniegr There should be an action
research in order to find the answer by using tussideration as the conceptual
framework which may lead to even more suitable &nsw developing knowledge of
using theatre to bring about learning.
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