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Title: The Emergence and Evolution of the Consciousness of Xinqu, and the Understanding of
Folk-art Theatre

Author: YUAN Guoxing, XIAO Haiwei

Abstract: The consciousness of Xinqu, generated from Enlightenment ethos, did not exclude the
acting form of old theatre, and even the traditional Chinese Xiqu, could also be taken as
“Xinqu”. Examined on the single standpoint of Enlightenment, the performance of Xiqu involves
acrobatics. When the consciousness of “true theatre” replaced that of Xinqu, the inequality
between true theatre and Xiqu became a reality. Xiqu's characteristics of taking shape by
composing sections and the transplantability of the sections have general performing values. The
realization of the difference between folk-art theatre and realistic theatre and the affirmation of the
dual performance intention of folk-art theatre are not only significant to the understanding of the
progress of theatre consciousness in China in modern times, but also helpful for the understanding
of some other forms of performing arts at present.

Key words: Xinqu; folk-art theatre; dual performance intention
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Title: Supplement and Correction of Shanghai Students’ Activities in the Initial Theatre Stage of
the Late Qing Dynasty

Author: ZHANG Jun

Abstract: There are many mistakes and omissions about the situation of Shanghai students’
theatre in its founding stage ( before the summer of 1906) in The History of Xinju written by ZHU
Shuangyun. At present, it is necessary to supplement the eleven performances by five schools and
three groups in the founding period and correct the information of some early performances
included in this book. This paper divides Shanghai students’ theatre activities into the founding,
evolving and transforming stages, which helps to clarify its progress. It was at the end of the
founding period that ZHU Shuangyun started to work on students’ theatre. Therefore, it is
inappropriate to list him as one of the pioneers of students’ theatre like WANG Youyou. It helps
to clarify the origination of modern theatre to restore the true features of students’ theatre
activities, correct the mistakes and supplement the omissions in the book.

Key words: ZHU Shuangyun; The History of Xinju; students’ theatre activities; founding stage;
Shanghai
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Title: DONG Jian’s View on Comedy

Author: HU Decai

Abstract: Ever since working on The Path of CHEN Baichen’s Creation in the 1980s, DONG Jian
had kept on pondering upon comedy in the following three decades. A “comedy complex” in his
mind gave birth to his unique and inspiring comedy view. As the first scholar who illuminated
systematically the “comedy spirit”, DONG Jian came up with three fundamental points of this
spirit. His systematic classification of comedy leads to three types of comedies: satirical comedy,
humorous comedy and tragicomedy. The first two are the basic types of comedy, while the last one
is a modern form. He put a high premium on satirical comedy among the three types. By virtue of
the subjectivity of authors, the demonstration of rationality, attention to the reality and the

“comedy outranks tragedy”,

historical agent, DONG Jian expounded on the viewpoints that
“comedy will outshine tragedy and serious drama”, and “comedy will preponderate in the future
field of theatre”.

Key words: DONG Jian; comedy spirit; classification of comedy; satirical comedy;

comedy complex
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Title: The Comedy of Age and the Age of Comedy: Studies on the Creation Characteristics of
Mainland China’s Comedy in the 21st Century

Author: WAN Fang

Abstract: Comedy in mainland China has changed a lot since the beginning of the 21st century.
The formation of consumer culture, the arrival of internet era, and the transformation of
production mechanism of Huaju have changed people’s opinions towards comedy and the whole
environment surrounding Huaju creation, transforming the meaning and implication of comedy in
the context of the 21st century. The interaction between these factors has established four essential
characteristics of comedy in the 21st century, namely, commercialization, finding body,
impromptu, and openness. These four characteristics have not only reflected the development of
comedy genre in the new cultural environment, but also showed the subtle aspects of the 21st
century culture.

Key words: the 21st century; comedy; commercial culture; mass culture
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Title: On the Aesthetic Discourse System of the Vocal Art of Chinese Xiqu

Author: KONG Peipei

Abstract: As a kind of theatrical music, the vocal art of Xiqu has its uniqueness, which lies in
the fact that it is a form of singing with theatrical role-playing at its core. Through the highly
technical and normative use of breath, lyrics, sound and emotion, and the expressing and shaping
of characters’ images and emotions with stylized sound forms, the vocal art of Xiqu achieves a
more expressive and infectious artistic realm than the general non-theatrical singing. In the
current era of cultural confidence and prosperous development in Xiqu, it is of far-reaching
significance for the development of Chinese Xiqu art to explore the traditional theories, refine the
connotation and characteristics of Xiqu vocal music in technical paradigm and aesthetic values,
and constantly promote the theoretical construction of the aesthetic discourse system of Chinese
Xiqu vocal music.

Key words: vocal art of Chinese Xiqu; aesthetic discourse system; theatrical; stylization;

folk features
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Title: On the Relations Between Early “Chu Tune” and “Haiyan Tune”

Author: OUYANG Liang

Abstract: At the end of Ming Dynasty and the beginning of Qing Dynasty, “Chu tune” ( Chuqu)
was welcomed by scholar-bureaucrats, and once could even compete with Kunqu. Scholars
generally believe that “Chu tune” belongs to Yiyang tune system in which it is especially related to
Qingyang tune, but there is little discussion on the difference of dominant style and audience
groups between the two. It is proved in historical documents that the soft and melodious “Haiyan
tune” and “Chu tune” got popular successively among the scholar-bureaucrats in Chu State during
the Ming and Qing dynasties. The close musical relationship between “Haiyan tune” and
“Zhongxiang high-pitched tune”, the remains of “Chu tune”, is the evidence of the strong
influence of “Haiyan tune” over “Chu tune”. “Chu tune” absorbed “Haiyan tune”, which
endowed it with an elegant style and made it popular among the scholar-bureaucrats. The cross-
reference between historical materials and musical texts is an important way to study the origin of
Xiqu tunes.

Key words: Chu tune; Haiyan tune; Zhongxiang high-pitched tune; names of tunes; origin

of tunes
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Title: Three Topics on “Chuanguan”

Author: LIU Chun, XU Zifang

Abstract: “Chuanguan” refers to the use of modeling means, based on the script of Zaju, to
concretize, visualize and stage the writer’s conceptions. It is not a simple copy of the script, but
an all-round analysis of the characters in the play. It is a tool and medium to shape the actors into
the artistic images on the stage. However, the stage modeling has its limitations. Only by
interweaving the actors’ performance in the lyrics and the beat of the drum can we break through
the limitations of the concrete modeling and shuttle in the infinite time and space of the play. Its
huge name system inherits the artistic characteristics of the costumes of Zaju performance of the
previous generations, including the design of the court artists of Ming Dynasty, and absorbs the
advantages of the court music and dance costumes and the inner court eunuch costumes. The
similarities and differences between “Chuanguan” design and Zaju text, the relationship between
“Chuanguan” design and stage performance, and the main source of costume items constitute
three indispensable basic topics for its connotation investigation.

Key words: Chuanguan; the Zaju from Maiwangguan; the Zaju of Yuan and Ming Dynasties;

theatrical costume



b3 AN

Mabi=3e s 4

CHEM®R) e HE” iy #liE X 5 S0 e dhie
BN

NERE: “LHE" T EZRHE(EEB)MET R PHEN G B AN REF T HH R
TEMXWEE URRENRETREF RLRE", “HHE TEHZHREAH A K
SME R K ER RFCRL”, CRAMERTEEREYFEERENG HERNTEE
FRAEMR B ENMER R RPER TR R EHERBEIR P, EHEE &
HEREFTRE DR BIEDR; RPN EEEERTRERETRER
EHR “HEEHAUREN R A AR R F U fsh i, & B 2k oA M ey K A
BRFHFEAEENHEL

X ® | LEE WEPR I

FESZES, 180 NHEfFRIRAG: A NERS . 0257 -943X(2021)03 -0078 — 10
Title: The Acting Forms and Cultural Function of “Hua Mulian” in The Story of Mulian
Author: TANG Liugi

Abstract: “Hua Mulian” mainly refers to the sideshows and acrobatic shows of singing and
dancing ( also known as “Jia Hua performance”) performed during the performance of The Story of
Mulian, which are irrelevant to the plot of Mulian’s story in which he rescues his mother. The
staging practice of “Hua Mulian” are mainly in three forms: “play-outside-a-play”, “play-within-
a-play” and “Hua-in-the-play”. “Play-outside-a-play” means the performance of some irrelevant
sideshows inserted when the performance of the Mulian story is suspended. *“Play-within-a-play"
refers to the performance of some brief plays slightly related to the Mulian story, which are
incorporated within the performance of the Mulian story. And “Hua-in-the-play” means a series of
acrobatic shows of singing and dancing inserted in the performance of the Mulian story. “Hua
Mulian” contains different cultural functions, such as ritual and music education, spiritual
influence, entertainment and so forth. It plays a significant role in the performance of the Mulian
story as well as in the corresponding folk sacrifice ceremonies.

Key words: “Hua Mulian”; acting forms; cultural function



b3 AN

Mabi=3e s 4

AT BLARBTER AR s il By PR 55 512
—— BT 5 1 AR ST R B

SR ZE

NERE: KEZEEE 2 FhFAA22RARKIH - N EGFRLELZTINX, &
R—ANEREUE BT RET AN FEREIEL, THRIHWE AT AR AR,
MRRERERG R EE AR B AR, ML EREERAZ BN, BHW
B ABHERURTFZERENAMFEANZE , B HEHRRAMR A B EH
Ro PEERE S ENBEHMA, LRUK 2 BR, Bk A EEEE2BAMRKIE
RAWIE Rl TR R BN, REZALEH R EAR G ETERETTERE TR
WER EEZR M ZEZARTERERN LR T THHRE 5 RE,

XA RELHBE REHE AR

FESES: 80  XEIRRE: A MNEHRS: 0257 -943X(2021)03 - 0088 - 14

Title: The Ideals and Practice of Modern Politicized Xiqu Plays: On the Founding of Shaanxi
Yisu Society and Its Early Plays

Author: GUO Hongjun

Abstract: Shaanxi Yisu Society, founded by members of the Chinese Revolutionary League in
1912, is not only an institution for revolution and social education, but also a new society of
Qingiang which works on Xiqu creation, education and performance. The original intention of the
establishment of the society was not in the acting itself, but to try to play the role of Xiqu on
political propaganda and social education, so as to enlighten the common people. In the early
days of the society, aiming at helping with the implementation of new laws and regulations of the
Republic after the Revolution of 1911, the Yisu Society created and staged some new plays to
educate people and bring about a change in morals. The ancient Xiqu attaches importance to
moralization. With the dramatic changes in Chinese society ever since the modern time, an
increasing emphasis has been laid on the politicized Xiqu plays that convey social thoughts and
political ideas through characterization. The politicized Xiqu plays of Shaanxi Yisu Society in its
early time played an active role in propaganda and education. The artistic improvement of these
Xiqu plays relied on the exploration and adjustment in their performance practice.

Key words: Shaanxi Yisu Society; improvement of Xiqu; politicized Xiqu
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Title: The Creation and Revisions of the Puxian Xi Afier Reunion

Author: HUANG Jingfeng

Abstract: Puxian Xi Afier Reunion has gone through six versions, namely “draft version”,
“selected version”, “literary version”, “script version”, “film version” and “revised version”.
Unlike the Yueju Buiterfly Lovers, in which the protagonists make a frontal attack on the
traditional morality, Afier Reunion exposes the internal paradox of the old system through the self-
rebellion within the old fraction. For creators, the technical challenge was how to logically deal
with the process of self-rebellion. All previous revisions have been centered on the realization of a
reasonable transformation so as to present a clear and smooth process of destruction by keeping the
contradictions in moderation, or balancing the aesthetic taste of the audience and the authentic
personalities of the characters, or even manifesting the transforming stages of the protagonists.
The three-level (regional, provincial and national) joint performance mechanism has provided the
possibility of the creation and revisions of Afier Reunion. And the criticism on the text from
various circles was the blasting fuse that has triggered a series of revisions.

Key words: Afier Reunion; text evolution; Xiqu reform
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Title: The Power of Banter: On the Discourse Gap and its Bridging in Biyuzan during the
Xiqu Reform

Author: ZHANG Yanmei

Abstract: Biyuzan, meaning Jade Hairpin in Yueju is a transplantion from a play in Wuju, but
its ending is different from the tragic ending in Wuju. Biyuzan has a traditional happy ending of
reunion in which banter plays an important role. With the help of banter, Biyuzan turns a tragedy
into a comedy, which conveys its sticking to secular life and folk discourse position. In the “Xiqu
reform” of the 1960s, the happy ending of the play contrasted sharply with the mainstream plot
mode of struggling and breaking away. It was criticized by the critics but accepted willingly by the
audience, which showed the gap between the mainstream discourse and the folk discourse. By
introducing a key plot of “sending phoenix coronet”, a rite of passage, Biyuzan tries to bridge the
gap.

Key words: banter; discourse; bridging; rite of passage
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Title: Shanghai Little Theatre Xiqu Festival: Thinking and Consciousness in Value Exploration
Author: WU Xiaoyan

Abstract: Under the national narrative of “the great rejuvenation of the Chinese nation”, the
Little Theatre Xiqu Festivals appeared in Beijing and Shanghai around 2015, which are included
in the process of modern national culture construction. Since its establishment, Shanghai Little
Theatre Xiqu Festival has partially shaking off the polar tendency of either “belittling ideas” or
“belittling arts” in its exploration of values, showing a desire of having dialogue with contemporary
life in creation. Nevertheless, generally speaking, it is still necessary to have a profound
understanding on the significance and potential of Shanghai Little Theatre Xiqu Festival for the
construction of national and local culture. The “Xiqu innovation” based on the Little Theatre Xiqu
Festival should lay stress on the attribute of Xiqu as a modern ideographic practice, and
consciously provide an alternative modern imagination for the world cultural dialogue.

Key words: Shanghai Little Theatre Xiqu Festival; modern ideographic practice;

cultural consciousness
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Title: Buiterfly Lovers in M. Buiterfly: A New Mode of Spreading Chinese Xiqu Abroad
Author: DU Wenwei

Abstract: There are meaningful similarity and difference between the 1988 version and the 2017
version of M. Buitterfly created by American playwright David Henry Hwang. The similarity is that
the same author and the two directors of the two versions consciously use the stage concept of
Chinese Xiqu to promote the development of the plot and create a Brecht atmosphere on the stage.
The difference is that the brief fighting scenes in the 1988 version have little to do with the plot,
which serve only as a symbolic reflection of the other side of the character, while the 2017 version
consciously uses four episodes of Chinese Xiqu and dance, which are in line with the theme of M.
Buiterfly and strengthen the logic of the original story and the audience’s auditory and visual
impression. The interpretation of the episodes from Buiterfly Lovers introduces new metaphors for
the 2017 version of M. Buiterfly. The use of the arts and themes in the Chinese Xiqu story and
other ways of acting reveal a new mode of overseas spread of Chinese Xiqu.

Key words: Broadway theatre; Chinese Xiqu; M. Buiterfly; Buiterfly Lovers; David Henry Hwang
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Title: Chinese Theatre and World Theatre: Perseverance, Integration, and Creation
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Abstract: Chinese theatre in the 20th century is closely related to world theatre, that is, there
are elements of world theatre in Chinese theatre. This connection is not a one-way road, in which
world theatre influences the existence of Chinese theatre, but a two-way road, where Chinese
theatre and world theatre influence each other. Neither of them being completed, they
continuously grow and change. In the course of one hundred years’ development of Chinese
theatre, WANG Guowei has made great contributions to the establishment of the discipline of
Chinese theatre and exerted influence on Japanese academic circles; MEI Lanfang reshaped
traditional Chinese Xiqu with modern personality and promoted it to the whole world; From
OUYANG Yuqgian, HONG Shen to MENG Jinghui, the Chinese dramatists have been in
unremitting pursuit of the sinization of theatre, which has left a deep impression on the world
theatre circles. When Chinese theatre went side by side with world theatre, it also infused world
theatre with its unique aesthetic thought and style. It is not that Chinese theatre needs to rejoin
world theatre, but that it has been sticking to and integrating in world theatre and creating.

Key words: Chinese theatre; world theatre; WANG Guowei; MEI Lanfang; OUYANG Yugian;
HONG Shen; MENG Jinghui



