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© 115 mins, no intermission.

© Language: Performed in Mandarin, with surtitles provided for the
Shanghainese portions.

© Suggested Age 12+ years old.

© Latecomers and re-entry subject to discretion.

© Pre-performance talk: 40 minutes before each performance at the
TPAC 2F Sun Hall.

© Post-show talk: After the performance on September 4 in the
Globe Playhouse auditorium.
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SHE SAYS, SHE SAYS CREATIVE SOCIETY THEATRE GROUP

Introduction

2 “To me, fair friend, you never can be old,
For as you were when first your eye | ey'd,Such seems your beauty still.”

-- William Shakespeare

The 1940s marked an era of separation from loved ones and homelands. The end of
WWII did not bring the expected peace; instead, it was followed by fierce civil wars and
political turbulence all over the world. Kimberly Hsu and Evelyn Huang, two young
women in their prime, fled the intoxicated jazz scene in Shanghai to join the diaspora
in Taiwan - though for very different reasons. Rather than running away from the
flames of war, it was “marriage,” the destined cage imposed on women for centuries,
that urged them to go...and stay.

More than half a century later, a forgotten suitcase that contained well-kept vinyl
records and a family chronology revealed the two women’s mysterious past to their
descendants: the adopted niece, the nephew’s wife, and the grandniece. Between
the five women across three generations, memory takes the form of delusional
murmurs from Kimberly (or perhaps it is the other way around), who now lingers at
the threshold of death. Trapped by dementia, she speaks to the ghost of Evelyn and to
her own past, revisiting the intimate sisterhood she shared with her classmate Evelyn
and the charming jazz singer Mei-Lan. Together, they concocted a plan for Evelyn
to escape her arranged marriage and boarded a ship toward a new life with the two
young children Mei-Lan eventually left behind.
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Introduction

Katherine Hui-ling Chou, playwright and director of She Says, She Says, is renowned
for her delicate approach to female experiences beyond grand nationalist narratives,
while she often plays with gender ambiguity and challenges conventional definitions
of “family.” Her most prestigious work He /s my Wife, He is my Mother (2009, based
on a 400-year-old short story, is a gender-subversive fantasy that delves into lesbian
undertones and male homosexuality, transcending bloodlines to redefine kinship.

Her other iconic works include Have Wok, Will Travel, which uses a metaphorical
recipe journal to narrate the memory of a group of Taiwanese female soldiers in the
late 1950s who chose military over traditional family roles; the biological Jian Ji - A
Just Life that tells the story of a little-known labor activist and anti-colonialist during
the Japanese Occupation; and The Apocalypse of Fudingjin - 7he Secrets Stolen by
Five Ghost Children, a novel adaptation that weaves magic realism into the history
of a deserted public cemetery. Chou’s collaboration with the Singapore-based Siong
Leng Musical Association and Esplanade, 7he Heart of Jun: Memoirs of Zhaojun,
which tells the voyage of three women leaving China for Southeast Asia via a fusion of
contemporary theatre and traditional Nanguan music, also earned critical acclaim at
its Singapore premiere.

CREATIVE SOCIETY THEATRE GROUP
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Introduction

Following Katherine Chou’s continuous exploration of gender, female bonding, non-
blood family, diaspora, and the complexities of histories, She Says, She Says employs
old Shanghai jazz tune On Separate Roads to juxtapose memory with present reality.
Its non-linear storyline and mixture of languages expand into a dreamlike presence
that transcends national or geographical boundaries.

The production features Taiwan's most celebrated stage talents: the acclaimed
Taiwanese actress Hsu Yen-Ling and Jingju artist Huang Yu-Lin take the roles of
Kimberly and Evelyn, who share a life and family from Shanghai to Taiwan beyond
what a heterosexual marriage can offer; their undefined yet authentic relationship
sheds light on the younger generations, played by Wu Wei-Wei, Datian, Lin Zi-Heng,
and Lu Man-Yin.

15

“This road is too bleak, and that road is too tense, but | find no better place, and | am
on the road every day”—the Shanghai jazz tune lingers, as the diasporic souls finally
find a home.
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Further Reading-1

On Separate Roads
Text by Hung Fang Yi, music and cultural studies researcher

She comes to this crossroads every day.
In the morning, she walks alone. People hurry past her, and traffic rushes by. Her

pace is quick—so quick that anyone watching may think she is moving forward with
purpose, even cheerfulness. No one can see her anxiety, her uncertainty.

16

At night, she is still alone, standing on a different road. The surroundings are quiet
and deserted, and inside she feels hollow. The streetlights glow faintly, the moonlight
blurs the distance. No one is in sight. She looks around in a panic.

Where should | go? Which path should | take?

In 1947, Zhou Xuan, the highest-paid star in the Chinese popular music scene, sang a
song called “On Separate Roads” in Shanghai. During that period of time, the world
around her was undergoing dramatic upheaval. The economy had collapsed. World
War Il had ended, yet the civil war showed no sign of stopping. The turmoil seemed
endless, and the air was thick with a lingering sense of fear and uncertainty.

In the end, whether the singer herself felt anxious or uneasy, whether she faced
the future with uncertainty or carried a sense of sorrow in her heart, was not what
mattered most. What truly mattered was what the countless people listening to her
songs were thinking and feeling at that moment. Compared to Zhou Xuan, who had
hidden away bars of gold, ordinary listeners had far less in their pockets. They could
not simply flee to a place of safety whenever they wished. Besides, where could they
go, and how would they get there?
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Further Reading-1

Lyricist Li Jun-qing excelled at conveying layered meanings through deceptively
simple language. Rather than writing about romance, he used scenery to express
emotion, demonstrating a classic, understated style of lyric writing. Not a single word
meaning “sorrow” appears in the song, yet the passersby, the traffic, the streetlights,
and the moonlight—all familiar urban images—allow listeners to hear the melancholy
of an entire city through its landscape.

17

Composer Yan Zhe-xi built the melody on the blues scale, grounding it in a Boogie-
Woogie rhythm that evokes a sense of being constantly pushed forward: unable to
stop, yet with nowhere to go. Compared to traditional Chinese tones, the inherently
melancholic character of the blues scale more effectively captures the social unrest
brought about by hyperinflation and economic stagnation beneath the glittering
surface of metropolitan Shanghai.

But when, exactly, did things begin to go awry? Take popular music, for example.
The genre first emerged a full twenty years before “Two Roads.” In 1927, Shanghai
was a rising international financial center, drawing foreign businesses, refugees,
and adventurers from around the world to its International Settlement and French
Concession. It was in this “Paris of the East,” a city shaped by ambition and desire,
that the first Chinese popular song, “Drizzle” (Maomao Yu), was born. Its composer
was Li Jin-hui, the musician who would later help cultivate the career of Zhou Xuan.
He entrusted this love song to his daughter, Li Ming-hui, who would become the first
singing-and-dancing star to captivate the silver screen. In doing so, he opened a door
that would never again be closed.
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Further Reading-1

Li Minghui sang it in her distinctive high-pitched voice. The song became such a
sensation that Pathé Records, then one of the world’s leading record companies,
eagerly brought her back into the studio time and again, armed with generous
contracts and the brassy sound of jazz orchestras. Audiences could not get enough of
it. Yet while the public embraced the song, the Nationalist government condemned it
as a piece of moral corruption. After the Ministry of Education banned it in 1929, the
song remained under prohibition until 1988. Regimes changed and eras passed, but
its name never disappeared from the censorship list.

18

That a love song could provoke such anxiety among those in power suggests that what
it moved was far more than the ears of its listeners. “Drizzle” opened the door, and
through it came an entire generation of popular singers. Among them, the brightest
star was Zhou Xuan.

By the time she recorded “On Separate Roads,” Zhou Xuan was at the height of her
career as both singer and actress. She had released more than a hundred songs,
many of them enduring classics. Blessed with a beautiful voice, acute musical
sensitivity, and an innovative command of microphone technique, she could create
the illusion that she was singing directly to each listener—confiding in them, almost
whispering in their ear. She moved effortlessly between styles. Waltzes, regional folk
melodies, rumba rhythms, and compositions rooted in Chinese musical modes all
found a place in her repertoire. From the sweetness of “The Wandering Songstress”
to the worldly yet detached elegance of “Night Life in Shanghai,” Zhou Xuan almost
single-handedly defined the sound of her era. It is precisely for this reason that her
interpretation of “On Separate Roads” feels so striking.
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Further Reading-1

Indeed, Zhou Xuan carried the song’s swinging rhythm with her luminous, delicate
voice. Yet she seemed to hold back the emotional ease for which she was known. Her
delivery is unusually restrained, and her diction is almost excessively refined. She
articulates the long-short triplet patterns with remarkable precision, while the high
notes are deliberately rendered in falsetto. Beautiful as the sound remains, it lacks
the openness and effortless poise that had become the singer’s hallmark. Moreover,
the tempo is strikingly slow. One cannot help but wonder whether she is moving
forward with caution, singing as she walks, thinking as she sings. As if a single
misstep might send her over the edge.

19

What is particularly striking is that the original recording has no coda. The moment
the song ends, the music disappears with it. It is as if the hesitation and anxiety, the
tangled thoughts, even the two roads of day and night—together with the streetlights,
the moonlight, and the endless flow of traffic—were nothing more than passing
impressions, leaving nothing behind.

With the voice as a form of performance, Zhou Xuan creates a character. Through her
singing, she gives life to a figure standing at a crossroads, much like the countless
listeners of her time. Caught between tradition and modernity, between staying and
leaving, she longs to find a better place. It is from this crossroads that the two women
of She Says, She Says set out. They leave Shanghai by way of an unnamed road. What
they carry with them is not an answer, but a companion willing to walk beside each
other. And the better place has never been waiting at the end of the road.
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Further Reading-2

Seasoning with Words, Simmering History for Reflection: Sensibility and Inquiry in
Katherine Hui-ling Chou’s Dramatic Works

Text by Yu-Hui Fu, Assistant Professor, Department of Drama and Theatre, National Taiwan
University
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Katherine Hui-ling Chou’s creative practice spans a wide range of subjects and
approaches. Whenever she takes hold of a theme, she explores it with a depth and
structural rigor that can rival a scholarly study. Her thinking is both profound and
meticulous; the breadth of considerations can leave audiences and readers astonished
by the connections she reveals. In the late 1990s, after completing her master’s and
doctoral studies at New York University, Chou worked as interpreter and assistant
director to her mentor, Richard Schechner (1934-), one of the leading figures in
performance studies. She also accompanied him to Taiwan to collaborate with
Contemporary Legend Theatre on Oreste/a (1995), a production of the Greek tragedy
staged in Daan Forest Park. The project put Schechner’s concept of “environmental
theatre” into practice, though this was only one aspect of his theatrical theories.
It involved extensive intercultural and interdisciplinary negotiation, in which Chou
participated firsthand. She understood that the central concern of environmental
theatre lies in its engagement with the cultural and social environment surrounding
the performance. Any production must therefore speak meaningfully to its local
audience. In tracing the subtle threads of resonance and interaction between
spectators and performance, one must also attend to the fluid use of space and the
overall flow of the event.
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She was not only an heir to the then-emerging field of Performance Studies, but also,
through a trajectory entirely her own, came to be regarded as one of the leading
scholars of gender studies in Taiwan’s theatre world. After returning to Taiwan from
New York, she was invited to join “Min Sheng Theatre Reviews” (1996), published
by Min Sheng Daily News. She later also became a core writer-director of Creative
Society (1997), a theatre group known for its commitment to original Taiwanese
scripts and its collaborative production model. Around 2000, her work / Love You, /
Love You Not depicts four Taiwanese arts and cultural workers spending Christmas
Eve together in New York. Through sharp, witty dialogue amid a festive gathering,
the play satirizes conventional ideas of love and social roles. It teases the boundaries
of love and desire across gender identities and sexual orientations through the
characters’ actions onstage. In a mock wedding scene later in the play, the characters
change costumes in full view of the audience to enact shifts of identity. The script’s
provocative and irreverent tone vividly captures the anxieties of thirty-something
BoBos—bourgeois bohemians—while serving as a metaphor for contemporary
Taiwanese middle-class intellectuals immersed in a hybrid “Taipei-New York”
cultural condition. In doing so, it confronts the uncomfortable realities of artists
seeking refuge from the world around them. Chou once remarked that “gender is the
oldest performance technique in human culture.” The sharp wit of her work does not
arise from a deliberate staging of so-called “gender performativity.” Rather, it comes
from first seeing through the illusion and then exposing it. Yet she never compels
audiences to accept her conclusions. Instead, she lays out the terms of a dialectic
and allows the outcome to confront the audience directly. Perhaps it is precisely
because she approaches gender through the lens of Performance Studies that she
is able to use plays, criticism, and analytical writings to let readers understand the
fictional and fluid nature of identity during performance. One example is her review
of Le Testament de Montmartre: Girlfriend Works No. 2, directed by Wei Ying-juan as
part of Taiwan Literature Theatre series. Through writing, she articulated a mode of
performance grounded in the authenticity of emotional language. In her subsequent
theatre practice, Chou largely moved beyond realism’s reliance on the dramatic “if.”
The emotional truths and narrative threads of her works instead reside within the
theatrical atmosphere of performative representation, offering audiences what might
be described as a “beyond-the-text” reading experience. For this reason, Chou’s
writing is crafted with extraordinary care. At times, her words seem to prepare the
emotional ground on which actors can build, creating a self-contained world that
possesses its own reality, and even constructing a space for bodily expression and
the circulation of energy. This quality is perhaps most evident in the performances of
actors Hsu Yen-ling, Lin Zi-heng, and Hsu Hua-chien.
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Katherine Hui-ling Chou is among the few playwright-directors capable of writing
both Republican-era characters and diasporic narratives. Much of the critical
discussion surrounding her work has focused on her ability to move between
creative practice and theoretical discourse. Drawing on the character structure and
temporal framework of Cloud Nine by British playwright Caryl Churchill (1938-), Chou
reinterpreted “A Male Mencius’'s Mother Teaches Her Son by Moving Three Times,” a
story from Silent Operas by the late Ming-early Qing writer Li Yu. The result was the
critically acclaimed original stage work He /s My Wife, He /s My Mother (2009, 2010,
2017, 2018), starring Hsu Yen-ling and Hsu Hua-chien. The production can be seen as
a theatrical exploration of queer aesthetics and gender performance. Through a series
of parallel contrasts, actors repeatedly cross and recross gender boundaries: women
play men; male characters perform as women; male and female actors portray
same-sex couples; and characters played across genders outwardly assume the
appearance of heterosexual couples. Gender signifiers are thus layered, displaced,
and thrown into productive confusion across the stage. This multiplicity of cross-
dressing and gender crossing generates a form of irony that stands in contrast to the
supposed openness of contemporary society. In doing so, the production successfully
unsettles the heteronormative framework through which audiences have traditionally
been taught to view theatre. Some critics have also praised Chou for transforming
Li Yu's critique of rigid moral binaries into a deeper inquiry by questioning what
constitutes a family in a Taiwanese context. In the first half of the play, You Rui-lang,
who castrates himself out of same-sex desire, later becomes the “Mencius’s Mother”
figure celebrated by Confucian ethics. As a result, You Rui-niang—the maternal figure
who sacrifices herself for the sake of family and social morality—becomes entangled
in overlapping questions of gender, kinship, and domestic obligation, emerging as a
profoundly irresolvable contradiction.
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Chou’s latest production, She Says, She Says (2026), appears to bring together
concerns that have run through several of her earlier works, including Memory Album
(2002), to be AND not to be (2006-2007), and Have Wok, Will Travel (2009-2010), all
of which explore Taiwan’s collective condition. In Memory Album, through the family
history of a woman living with depression, Chou constructs a theatrical structure of
memory that remains “perpetually open to revision,” forcing audiences to confront
historical truths and traumas that can never be fully disentangled. From a more
intimate female perspective, fo be AND not to be unfolds through conversations
between two women—one living, the other a spirit—in the liminal realm of the bardo.
Through their encounters, the work explores the awkward state of being neither fully
alive nor fully dead, extending this condition from the personal to the national. Have
Wok, Will Travel, meanwhile, employs a contrapuntal relationship between theatre
and dance to weave together past and present. The work evokes the romantic yet
bittersweet experiences of Taiwan’s first generation of female soldiers in the 1950s,
bringing attention to a group largely absent from modern Taiwanese history while
simultaneously questioning the place of women within dominant historical narratives.
Most importantly, Chou’'s work as a playwright and director is distinguished by its
intellectual rigor and rich historical and literary intertextuality. Drawing on classical
texts, local legends, and the lives of ordinary individuals, she invites audiences into an
ongoing dialogue about gender, history, and trauma, encouraging them to scrutinize
the authenticity of the historical contexts they inhabit.
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CREATIVE SOCIETY THEATRE GROUP

Artist

Katherine Hui-ling Chou

Katherine Hui-ling Chou bridges the academic and creative
worlds through her multifaceted work as a director,
playwright, scholar, and professor. In 1997, Chou co-
founded Creative Society Theatre Group, through which she
presented / Love You, / Love You Not (2000)—a production
integrating performance theory and gender performativity
to explore love, pleasure, and gender crossing.

Since then, the interplay between gendered experiences,
social realities, and historical narratives has always
been her focus, as reflected in her later works, including
to be AND not to be: a dark fantasy about formosa,
part two (2005), He is my Wife, He is my Mother (2006),
Have Wok, Will Travel (2011), Jian Ji: A Just Life (2018),
The Apocalypse of Fudingjin (2020], among others. As
a director, she has also collaborated with Taiwan’s
prestigious GuoGuang Opera Company, bringing a
contemporary perspective to the traditional art form.

In 2014, Katherine Hui-ling Chou initiated the World
Sinophone Drama Competition for Young Playwrights to
facilitate artistic exchange across the Sinophone world,
reaching as far as the diaspora in Canada, the USA, and
the UK. She is currently a Professor at the Department
of English of National Central University, specializing in
cultural policies, gender performance, and digital archiving
for performing arts, where she also founded and directs
Electronic Theatre Intermix in Taiwan, a digital archive of
contemporary theatre in Taiwan since the 1980s.
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Creative Society Theatre Group

Founded in 1997, Creative Society Theatre Group brings together leading talents in
theatre and media to create original theatre productions that explore new aesthetic
possibilities while addressing contemporary social issues. The diverse backgrounds
of its founders - among whom are pioneering Taiwanese theatre artists including
Chi Wei-Jan, Katherine Hui-Ling Chou, Wei Ying-Chuan, Li Huan-Hsiung - enrich an
artistic vocabulary that spans from the clever play of everyday language in its debut
production Mahjong Game (1997), to the exquisite fusion of traditional and modern
theatre in He /s My Wife, He /s My Mother(2009).

Over its nearly thirty-year journey, by expanding its artist collaborators, Creative
Society Theatre Group has continued to pursue different artistic styles that embody a
multicultural Taiwan while transcending existing boundaries. Many of its productions
have earned critical and commercial acclaim, including the 2005 Taishin Arts Award
in Performing Arts for Who-ga-sha-ga , and have been widely supported multiple
times by the Ministry of Culture’s flagship and interdisciplinary co-creation projects.
Beyond domestic festivals, the group has toured extensively across the Sinophone
world, with invitations to the Singapore International Festival of Arts (SIFA), ACT
Shanghai Contemporary Theatre Festival, Taipei-Beijing Cross-Strait Arts Festival,
among others.
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Production Team

Production and Performance Team | Creative Society Theatre Group

Production | R.H. Studio

Executive Producer | Yan An-Qi

Playwright & Director | Katherine Hui-ling Chou

Cast | Hsu, Yen-Ling, HUANG Yu-lin *, Man-Yin LU, WU, WEI-WEI, Datian, Lin Zi-Heng
Lighting Designer | HUANG No-hsing

Costume Designer | HSIEH Chieh-jen

Music Designer | CHEN Chien-chi

Stage Designer | CHEN Hui

Dramaturgy | Kuo Jian Hong

Consultants | Wang An-chi, Hung Fang Yi, Cao Lu Sheng

Photography | Chen, You-Wei

Key Visual Design | Weichungtung

* Currently a member of the Guoguang Opera Company of the National Center for
Traditional Arts.
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She Says, She Says is co-commissioned by Taipei Performing Arts Center and
Esplanade-Theatres on the Bay, Singapore.

\

e e 4 A\
. . = 7 é__/l N
Co-commission | ' L 1y
TAIPEI PERFORMING ARTS CENTER ggplanade

theatres on the bay
singapore

. WEI WU VINGE
Special Thanks | » BT BRI (rhil
National Kaohsiung CENTER o . ARTs



H[EE ' B EEBF DL

Co-organizer

TAIPEI PERFORMING ARTS CENTER

EMBEURBEHEANBTRE 2N - EEEOREY  RESAERESMPOMEBEAS - FIERRIHE
HENIREER
The organizer reserves the right to make changes to the event program. Changes will be announced

on the website of Taipei Performing Arts Center. All photos are authorized by the artists.

www.tpac-taipei.org


http://www.tpac-taipei.org

