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Title: “Each Experiment Leads to a New Spiritual Paradigm”: On the Directing and Playwriting of Li
Liuyi

Abstract: Director and playwright Li Liuyi’s works are characterized with the richness of human spiritual
world, the maximized exploration of the performing arts, and the pursuit of simplified, impressionistic
and vividly visualized stage designs. Li Liuyi’s experiments with dramatic art are a significant
constituent part of contemporary Chinese drama; they lead contemporary Chinese theatre forward and
enrich its vocabulary. However, Li’s works have their limits in theme, performance, and stage design.
Key words: Li Liuyi; experiment; theme; performance; stage design

Author: Chen Jide is professor, doctoral supervisor, School of Literature, Nanjing Normal University.

Email:1321085556@(qq.com
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Title: “Semi—Transparent Double Structure” and the Way Out of the Predicament in the Reception of
Absurd Theatre: A Study of the Hong Kong Play Alone

Abstract: Absurd Theatre has had a worldwide influence on the dramatic arts, including in China.
However, due to its unconventional form and content, Absurd Theatre can appear inaccessible to common
audiences. “Semi—transparent double structure” in Absurd Theatre suggests a way out of this predicament.
The Hong Kong play Alone provides a good example, as it meets multi-layered aesthetic needs with its
unity of deeper meaning and aesthetically self—sufficient form. “Semi-transparent double structure” can
be applied to other types of experimental theatre as well. It helps prepare the audience for the unfamiliar
form and content, stimulating the merging of “experimental theatre” and tradition.

Key words: “semi—transparent double structure”; Absurd Theatre; reception; Alone; experimental theatre
Author: Lv Zhenzhen is instructor, Ph.D, Research Center of Literary Thoughts, Guangzhou University.
Email: lzz—lvzhenzhen@163.com
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Title: Tian Qinxin’s Zen Drama: A Study of The Green Snake, Fayuan Temple of Beijing, and Hearing
the Voice of Hongyi

Abstract: Tian Qinxin is a creative Chinese director. Three of her works, The Green Snake, Fayuan
Temple of Beijing, and Hearing the Voice of Hongyi, are known as the “Zen Trilogy.” Tian Qinxin’s Zen
drama seeks to break the boundaries between religion and art and establishes a homogenous
relationship between different cultures. It aims at the purification of human minds and a Chinese
version of “catharsis” through Zen Buddhism, a branch of Chinese philosophy. It attempts to poetize the
Zen aura through stage design that combines the “direct” and the “indirect”, the solemn and the
humorous, as well as the minimalist void on the one hand, and narrative strategy with independent
acoustics on the other hand. The root of the aforementioned aesthetic pursuit is in Tian Qinxin’s conscious
and unconscious cultural choices concerning aesthetic style, conventional Chinese impressionistic art, as
well as Zen culture and aesthetics.

Key words: Tian Qinxin; Zen drama; Zen trilogy

Author: Fang Guilin is graduate student of Contemporary Chinese Drama, School of Humanities,
Hangzhou Normal University. Huang Aihua is professor, School of Humanities, Hangzhou Normal

University. Huang Aihua’s Email: hahok@sina.com
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Title: The Development of Modern Drama at Tsinghua University: A Study of the Publications of Tsinghua
Weekly from 1916 to 1937

Abstract: Tsinghua University holds an important status in the history of modern Chinese drama.
Drawing on the publications of Tsinghua Weekly, this essay examines and records the transformations
and main features of modern drama activities at the university from 1916 to 1937. It points out that the
writing and staging of modern drama at Tsinghua University was a prevalent trend that involved
students and teachers from all departments and even administrators. The activities in those years were
characterized with the balance between skills and ideas, and the interflow between the East and the
West. This ethos from campus was carried on by the students after their graduation, and drama became
a lifelong bond among them. Drama on Tsinghua’s campus therefore had a unique impact on the
development of modern Chinese drama.

Key words: Tsinghua University; history of modern Chinese drama; Tsinghua Weekly

Author: Hu Yifeng is Ph.D. associate Editor—in—Chief, Director of Editorial Department, China Litera-

ture and Art Review. Email:targar@126.com
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Title: Shanghai Experimental Theatre — The Frontrunner of Amateur Drama in Shanghai

Abstract: Shanghai Experimental Theatre was one of the earliest amateur drama groups in Shanghai. Its
main activities included public performance from the end of 1922 to July 1924 in theatres such as the
New Stage and the Central Guild Hall. Its repertoire was composed of children’s opera and modern
drama. “Singing and dancing" had become one of its major attractions. As the earliest drama group to try
out futuristic plays, it had performed such plays as Lady Youlan, Conscience, and The Husband’s Change
(I Combio del Marito). Co—starring of male and female actors since its premier made the Experimental
Theatre the first drama group in Shanghai to have actors of both genders on stage. The performances of
the troupe had a considerable influence in the contemporary literature and art circles in Shanghai. It
created a new art form for children’s musicals, and promoted the development of modern Chinese drama.
Shun Pao, The China Times, and other newspapers had covered their performances closely. Shanghai
Experimental Theatre, while a member of the amateur drama groups of Shanghai, was as important as the
Drama Association. It should not be overlooked, but remembered for its theatrical activities.

Key words: Shanghai Experimental Theatre ; amateur play; Lady Youlan; futuristic play The Husband’s
Change (Il Combio del Marito); co—starring of male and female actors

Author: Chen Linghong is instouctor, Ph.D. School of Foreign Languages, East China Normal University.

Email:nijichen_14@hotmail.com
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Title: Confused Political Noise and Deviation of Academic Research: China’s Theatrical Criticism in the
Period of Anti—Japanese War

Abstract: Modern Chinese theatre matured gradually since the 1930s. During the Japanese invasion,
modern Chinese theatre shouldered the responsibility of propagating social duties. “Left—wing theatre”
and the subsequent “theatre for national defense” were two mainstream forms of that historic period.
Laden with excessive historic duty, modern Chinese theatre was confronted with problems— how to go
beyond the limited circles of intellectuals and reach the people in a broader sense, and how to develop
the artistry of theatre on the basis of its social function. In that period, though there had been academic
discussions on theatrical phenomena, there were also non-academic attacks on some works. When the
theatrical critics took control of the discourse, with much confused noise, the open—mindedness of the
dramatic criticism of the 1920s was lost, and academic discussions were eclipsed.

Key words: politics; theatre; criticism; academic theories; divergence

Author: Shen Houqing is associate professor, School of Film and Television, and Media, Guangxi Art

Academy. Email:shenhouqing@126.com
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Title: The Dual Vision of Stylistic Structure and Cultural Conception: An Introduction to the Study of the
Narratives of Chinese Classical Drama

Abstract: In its course of development, Chinese classical drama has formed a clear stylistic structure
(e.g., the types of roles in nanxi, and the sequence of melodies in zqju of the Yuan Dynasty) to which
dramatic narrative is often subject. The narrative of Chinese drama is thus presented in an unnatural
state in general. Meanwhile, as most of the playwrights of Chinese drama were literati, they often
consciously highlighted their talents by incorporating poetic aesthetics into their playwriting. Therefore,
the lines and dialogues written by literati playwrights were sometimes unrealistic or unfit for the plays,
usually making the dramatic narrative an “impure” one. Most Peking opera troupes in modern China were
centered on star singers. Therefore, the narrative mode of Peking opera cannot be measured as narrative
art in a narrow sense. The study of Chinese classical drama should be carried out in the double vision
of stylistic structure and cultural conception.

Key words: narrative of Chinese classical drama; stylistic structure; cultural conception; impure narrative
Author: He Cui is associate professor, Nanjing Broadcasting Institute, Communication University of China.

Email:ajcuir@163.com
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Title: The Origin and Characteristics of The Scores of Nanci and Beici: the Significance of the Traditional
Notations of Tonal Patterns to Contemporary Kun Opera

Abstract: The Scores of Nanci and Beici is the work that gives most credit to its author Wu Mei, an
eminent scholar of Xiqu studies. According to the convention of dramatic music composition passed
down from the previous dynasties, Wu’s work refers back to traditional scholarship, and demonstrates
the legacy of Taihe Musical Scores in its study of beici, and the legacy of Shen Jing’s Complete Scores
of Nanqu in its study of nanci. The most obvious feature of The Scores of Nanci and Beici is
“simplicity”. The songs chosen as examples are simple and practical; the notes to the songs are concise
and comprehensive. It makes “independent judgement” on the confusions about the sequences of qupai
melodies by “sorting out the historic materials scrupulously”. It summarizes the popular tonal patterns,
and finds the musical rules of kun opera, which has been essential to the writing and inheritance of
kun opera.

Key words: The Scores of Nanci and Beici; the notations of tonal patterns of kun opera; sequence of
qupat

Author: Liu Wei is Ph.D Candidate, School of Art, Wuhan University. Email:liuwei2340@126.com
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Title: The Inheritance and Development of “In Pursuit of the Dream” from The Peony Pavilion on the Kun
Opera Stage: The Mutability of the “Qianjia Tradition”

Abstract: It is generally agreed that the modern performance of kun opera can be traced back to the
mid—Qing Dynasty. After the long period of accumulation and evolution from the mid—Ming Dynasty to
the mid—Qing Dynasty, episode—based shows took the place of productions of whole plays and became
the mainstream. The performance of kun opera underwent a great deal of change as well. The forms and
principles of stage artistry established in that historic period were enshrined as the “Qianjia tradition”
by later generations. The professional performance of kun opera in China declined and was nearly made
extinct in modern times. It was revived only in the 1950s. During this complicated progress, the
performance style formed in the mid—Qing period underwent a subtle evolution. This article takes the
classical scene of “In Pursuit of the Dream” from The Peony Pavilion as a representative of the long—

lived kun tradition. It digs into the inheritance and development of this scene on stage since the Qing
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Dynasty in order to better understand the mutability of the “Qianjia tradition.”

Key words: Qianjia tradition; “In Pursuit of the Dream”; performances of kun opera; the choreographic
notations

Author: Liu Xuan is postdoctoral fellow, Ph.D, Shanghai Film Academy, Shanghai University. E-mail:

liuwxuan18@sina.cn
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Title: On the Preservation and Inheritance of Kun Opera

Abstract: There have been two approaches to the preservation and inheritance of kun opera: one is to
preserve the “original flavor,” and the other, to develop it with creativity. Since kun opera has
historically undergone changes, it is hard to define the concept of its “original flavor.” Due to this
complicated situation, the training of kun opera singers has met with many difficulties that need to be
overcome through joint efforts. Preparing the audience adequately for the theatre may be one solution to
the predicament of the inheritance of kun opera. Inheritance and development are both indispensable
and they form a unity. Kun opera could be best preserved and developed when the static and dynamic
methods are united, the internal and external perspectives are both adopted, and the professionals join
hands with the non—professionals.

Key words: kun opera; preservation; inheritance

Author: Zhu Jinhua is associate professor, Ph.D. Department of Dramatic Literature, Shanghai Theatre

Academy. E-mail: zhujinhua2001@163.com
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Title: A Survey on the Market of Children’s Theatre in Shanghai

Abstract: The market of children’s theatre is now buoyant in Shanghai. The market and the audience
are ready for the theatre. Children’s theatre in Shanghai has shown a strong focus and is well received in
professional circles as well as in the market. In such circumstances, to further develop the market of
children’s theatre in Shanghai, the professionals should re—evaluate the market situation and find the
blindspots, so as to meet the demands of the market precisely. Producers should take on social
responsibility, and learn from the better —developed children’s theatres of Europe and America. They
should produce plays that both delight the audience as well as contain aesthetic and educational
functions, based on their own advantages. In addition, adapting the quintessence of traditional culture
into children’s plays is urgently needed, but the adaptation should not be rash. The professionals must

take the adaptation seriously, with cautious attitude and respect for the rules of theatrical production in
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general, due to their responsibility of passing on the inheritance of Chinese civilization and fostering the
children’s growth.

Key words: children’s theatre; realistic theme; adaptation of traditional Chinese culture; playwrighting
for different ages; combination of culture and education
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Title: On the Evaluation of Chinese Modern Drama and the Relationship between Chinese Xiqu and
Modern Drama

Abstract: This year marks the 110th anniversary of Chinese modern drama and the publishing of Fu
Jin’s A History of Chinese Theatre in the Twentieth Century. On June 9th, 2017, Beijing Youth Daily
published, “Twentieth Century Chinese Theatre, Our Many Misunderstandings,” an interview with Fu
Jin on the publication of his book. Instead of offering an overall evaluation of Fu’s A History, this
article refers to both the interview and A History to discuss the starting point of Chinese modern drama,
the relationship between Chinese Xiqu and modern drama, the theories of mainstream Xiqu, and the
evaluation of Chinese modern drama.

Key words: the emergence of Chinese modern drama; modern drama and Chinese Xiqu; the mainstream
of Chinese Xiqu; the achievement of Chinese modern drama
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Title: The Construction of the History of Drama from a Folk Standpoint and its Professional Ecology: A
Review of Fu Jin’s A History of Chinese Theatre in the Twentieth Century

Abstract: It had been a pity to the study of Chinese drama that there was no complete history of
twentieth —century Chinese drama until now, not to mention a history that weds domestic drama with
imported forms. Fu Jin’s A History of Chinese Theaire in the Twentieth Century has filled this void. Its
discussions involve the burgeoning of the dramatic genres, market competitions, the notions of drama, the
influence of government policies, and marginal drama. This work deals unprecedentedly with the two most
important dramatic forces in the twentieth century: Chinese domestic drama and the burgeoning modern
drama. What’s more, Fu’s history doesn’t follow the conventions of historic writing for drama or
literature. It is based on historic materials, and discusses the phenomena of drama, the emergence of
dramatic genres, historic trends, and changing notions against the background of social environment. The
discussions involve connections between the historic events, analogies between different areas, the
clashes between the times and individuals, and comparisons and contrasts between domestic and imported
dramatic forms. The discussions are furthermore supported by newly revealed historic documents. The

history of Chinese drama may be objective, but its century—long narrative is open to interpretation due to
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the historical views of the narrators. Fu Jin’s work provides a new perspective.

Key words: Fu Jin; twentieth century; history of drama; market; modernity

Author: Zhang Zhiwei, is associate research fellow, Ph.D., Institute of Chinese Xiqu, National Art
Academy of China. Email:337884763@qq.com





