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Title: Reflections on Chinese Spoken Drama of the New Era

Author: Tian Benxiang

Abstract: Chinese Spoken Drama can be divided by the year 1976 into the pre-New Era and the
New Era. The former 70-year era started from the birth of Chinese spoken drama, and lasted
through the first “seventeen years” of New China to the ten years of the Cultural Revolution. The
latter era is from 1976 to the present. New Era spoken drama is an unprecedented challenge to
and multi-faceted deconstruction of pre-New Era spoken drama. It started a critical turn in history
and brought about radical changes. Six phases are identified in the New Era according to its
developments, achievements, problems, and historic experiences. The first is a phase of revival
based on rational criticism from the late 1970s to the early 1980s. The second is a phase of
exploration and reform in a time of crisis in the 1980s. The third is a phase of depression and
retrospection in the 1990s. The fourth is a phase in the new millennium, the challenges of which
have been reflected in the changes of some prestigious theatres. For example, the Beijing

People’ s Art Theatre underwent a “crisis and rebirth, ” and the Shanghai Dramatic Arts Centre
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turned to face the market. The hope and future of Chinese spoken drama are seen in the
perspectives of the historic turn, as well as its transitional and long-term features.
Key words: pre-New Era and New Era; challenge and deconstruction; achievements and

problems; turn and hope
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Title: Some Retrospective Thoughts on Theatre of the New Era

Author: Liao Ben

Abstract: Great changes have taken place in China in the 40 years of “Reform and Opening Up, ”
and they continue to take place. The political and conceptual ecologies of society are constantly
improving. Social changes have promoted changes in literature and art, prompting their
transformation by providing a new environment for their development. Chinese theatre has adapted
to these changes as well. Under the pressure of such fierce social changes, stimulated by diverse
literary trends, and accompanied by confusion and pain, Chinese theatre has profoundly
metamorphosed and transformed. Looking back at the theatre of the New Era, we see a path of
difficulty and perseverance.

Key words: New Era; theatre; retrospection
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Title: Cultural Ecology and the Trend of Synthesis in Theatre of the New Era

Author: Liao Quanjing

Abstract: This paper discusses the cultural ecology of the New Era, and the idea of synthesis of
modern Chinese theatre with traditional Chinese Xiqi. The paper discusses three themes:
synthesis of theatre styles in the context of the communication, reciprocity, and mutuality between
China and the West; the dialogue between Chinese and Western theatre promoted by the inner
driving in the development of Chinese culture, and especially the relationship between the
Chinese-Western dialogue and the trend of synthesis in Chinese theatre; and changes in the
thinking mode and aesthetics of Chinese theatre as consequences of the aforementioned synthesis
and dialogue. In this way the theoretical foundation of the trend of synthesis in Chinese theatre is
laid.

Key words: reciprocity; dialogue; the inner driving of a culture; the binary thinking; the

theatrical community in Shanghai
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Title: On the Three Paradigms of Chinese Spoken Drama and the Trends of Their Development
Author: Chen Jun

Abstract: Studies of Chinese Spoken Drama can be categorized chronologically into three
paradigms: the paradigm of dramatic literature studies, the paradigm of stage aesthetics studies,
and the paradigm of socio-cultural studies. These three paradigms indicate the transition from a
single-perspective and self-enclosed research model to an open and diverse research model. The
transition may be a theoretical response to the evolution of theatrical performance against the
background of a century of social changes; it is also a result of the introduction of Western culture
in China. The three paradigms have their different focuses, methods, and research frameworks.
Each has its representative achievements as well as its limits. The future trend of Chinese Spoken
Drama Studies should be in the compatibility, interconnectedness, and synthesis of these
paradigms.

Key words: Chinese Spoken Drama; research paradigms; developmental trend
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Title: Rethinking Yu Shangyuan’ s Theory of Presentational Drama

Author: Peng Feng

Abstract: Yu Shangyuan and his colleagues launched the “Chinese Spoken Drama Movement” in
the mid-1920s. The theory supporting this movement is xieyi or presentational drama theory.
Alluding to the differentiation between xieyi, or presentational painting, and wxieshi, or
representational painting, Yu made a distinction between xieyi as presentational drama and xieshi
as representational drama. Like Western art critics who found an affinity between traditional
Chinese xieyl painting and modern Western expressionist painting, Yu found common aesthetic
pursuit between traditional Chinese Xiqu and modern Western drama. Therefore, Yu Shangyuan
and his colleagues launched the “Chinese Spoken Drama Movement” not because Chinese drama
is Chinese, but because it is modern.

Key words: Yu Shangyuan; Chinese Spoken Drama; Xieyi; Presentation; Expression;

Representation; Painting
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Title: On the Systems of Mei Lanfang, Stanislavsky, Brecht and Their Distinctive Models of
Theatre-Making

Author: Sun Huizhu

Abstract: Mei Lanfang, Stanislavsky, Brecht represent three models of theatre-making,
respectively. Mei guided his team to create and adapt plays for him, which constitutes a system
of all-round theatre-making. Stanislavsky chose written plays to direct and act in, which
constitutes a system of directing and acting. Brecht directed his own plays. He didn’ t have actors
for long enough practice and his ideal of acting wasn’ t realized. His model constitutes a system of
playwriting and directing. Is “system” is the right word for all three? That’ s only a linguistic
issue. All three deserve more in-depth studies on their distinctive theatre-making models.

Key words: model of theatre-making, theatre system, system of all-round theatre-making,

system of directing/acting, system of playwriting/directing
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Title: A Study of the “Private Psychological History” of Cheng Yangiu’ s Journey to Europe
from 1932 to 1933

Author: Lin Ting

Abstract: This paper discusses Cheng Yanqiu’ s journey to Europe, which was influenced not
only by his own idea of “sense of the elite”, but also by the criticism of Mei Lanfang from
Literature Weekly Paper and the rise of Kunling ( Kun Opera actresses) which was represented
by Xin Yanqiu. Whether he should go back to China or stay in Germany after his journey
reflected the mutual constraints he suffered and the compromises of his multiple identities he
had to deal with. His European experience had an important impact on his conception of art,
practice of theatre, and choices of life in the rest of his life.

Key words: Cheng Yangiu; journey to Europe; Peking Opera; cross-dressing male singer;

private psychological history
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Title: Intercultural Theatre: the Signified and the Chinese Context

Author: Zhou Yunlong

Abstract: The term “interculturation” refers to the hybridity between cultures in the operational
procedures of colonialist ideology. When this term is used to describe theatre, the hybridity and
power relations between cultures become the key topics. Intercultural theatre inquires into the
intercultural dissemination and reception between different theatrical traditions, the clashes
between imperial and local knowledge production, and identity representation. Intercultural
theatre does not refer to a kind of theatre, and the idea would be better expressed in a phrase
that signifies the interaction of all kinds of theatre practices in an intercultural way. The
knowledge potential of intercultural theatre is mainly revealed in the rejection of non-historical
and theological theatre practices ontologically. Intercultural theatre should be seen as an
insightful perspective or tactic to open up traditional discipline boundaries and rebuild the
theatre’ s ability to intervene in contemporary Chinese issues.

Key words: intercultural theatre; the signified; culture hybridity; Chinese context
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Title: A Restudy of the “Lead-Singer” Model of Zaju in the Yuan Dynasty

Author: Xu Dajun

Abstract: The lead-singer model is the essential element of zaju ( variety play) in the Yuan
Dynasty. It has two levels of meanings: the lead singer in roleplaying, and the lead character in
narrative. The model is not generated from the categorization of roles, but is derived from the
dominance of the “lead-character” model of sanqu ( set of melodies) from which zqju had
borrowed. In the late Jin Dynasty and early Yuan Dynasty, with the popularity of changzhuan
and zhugongdiao, the vernacular tradition of ci poetry extended into sanqu and there established
a narrative model which was taken on by zqju in the Yuan Dynasty and shown through its
roleplaying. The lead character in the narrative thus developed into in the lead singer in
roleplaying, and the synthesis of the two levels resulted in the “lead-singer” model in theatre
and its related textual elements.

Key words: zaju of the Yuan Dynasty; sanqu set; the narrative model of sanqu; lead-singer

model; lead-character model
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Title: A Delineation of “Kunshan Tune” “Kun Opera” and “Kun Drama”

Author: Xie Yufeng

Abstract: The term “Kunshan tune” is commonly used interchangeably with “Kun opera” or
“Kun drama.” Yet in the mid-16th century, due to the reform of Wei Liangfu and his
colleagues, a fundamental difference grew between the contemporary Kunshan tune and the
Kunshan tune recorded in the previous literature. Therefore, it is not accurate to generalize the
600 years of history of the Kunshan tune and trace it to the beginning of the Ming Dynasty.
“Kunshan tune” originally referred to southern melodies, but in the mid-Kangxi period the term
“Kun opera” also began to refer to northern tunes. In some documents, “Kun opera” refers also
to “Kun drama.” “Kun drama” appeared in the literature of the early years in the reign of
Jiaging, and the Kunshan tune, or southern and northern melodies, was not always a necessary

element in a Kun drama. After the reform of Wei Liangfu, the Kunshan tune became a highly
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standardized national singing style, with the use of official dialect and “melodies in accordance
to the sounds of words. ” Therefore, terms like “Kunshan tune” or “Kun opera” are misleading,
with various regional implications. Furthermore, in the mid-16th century in the core areas of
the southern Yangtze River, drama with cultural quintessence and high performance artistry
bore significant national characteristics. Therefore, “Kun drama” is also a problematic label.
Nowadays, it is even more ambiguous to label works with “melodies in accordance to the sounds

9

of words” or with standardized and delicate performance as “Kun opera/drama,” and their
authors as “Kun opera/drama” playwrights.

Key words: “Kunshan tune”; “Kun opera”; “Kun drama”
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Title: Changes in the Community of Xiqu Studies since the Ming and Qing Dynasties

Author: Wang Hui

Abstract: After the Reign of Wanli in the Ming Dynasty, a community of Xiqu Studies was
formed focusing on playwriting and research into nangu (romance and southern zaju). The
evolutionary characteristics in the rise and fall of this community are reflected in two
representative families of Xiqu Studies - the extended Shen family of Wujiang and the Chen
family of Hangzhou. During the prosperous period, the Shen family dominated the Xiqu Studies
in regions south of the Yangtze River through marital links with the grand households of

aristocratic families. In the declining period, the Chen family appeared to be a household of
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Xiqu Studies in a strict sense. With the family members losing interest in Xiqu, the traditional
scholarly community bound by family relations became gradually less influential. Some
transitional signs between tradition and the modern form can been seen in that period of time.
The transitional characteristics in the evolution of the communities of Xiqu Studies are
demonstrated in their increasingly strict organization, their shift of regional centers, and the
evolution of Xiqu notions. A loose, cooperative structure was superseded by a hierarchical
structure. The central region of the community moved from wuzhong ( Suzhou) to Shanghai. The
updated Xiqu notions followed the tonal patterns and rhyming schemes but allowed certain
freedom; they upheld the unaffected nature, but also valued talents, so as to reach the ideal of
supreme truth and humanity. Those changes are signs of a transformation from tradition to
modernity.

Key words: community of Xiqu studies; family of Xiqu studies; evolution of ideas in Xiqu

studies; transition
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Title: Retrospect and Prospect of 40 Year's Development of Chinese Theatre since Reform and

Opening up
Author: Tang Ye





