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Title: Lehmann's Postdramatic Theater in China and Japan

Author: SETO Hiroshi

Abstract: Postdramatic Theater, written by Hans-Thies Lehmann, was published in German in
1999, with its Japanese translation (full) and Chinese translation ( selected) widely accepted after
their respective publications in 2002 and 2010. Yet, it is argued that Chinese drama researchers
have obvious differences from their Japanese counterparts in their understanding of the book.
Chinese scholars believe that the book proposes a theory, based on which they have had a good
discussion about current Chinese dramas, while Japanese scholars take it as an introduction to and
summary of the development of new drama having risen since the 1970s, with no theory clearly
proposed, hence it is neutrally accepted in Japan. It is also pointed out that the Chinese
translation of the term “Postdramatic Theater” as “J5 X% /]3%~ may not be a proper one since
Chinese Xiqu, such as Jingju or Kunqu, are not considered in such translation. Therefore, it is
contended that the term can be translated as “J5iERIXR R or )5 5 2K ).

Key words: Hans-Thies Lehmann; Postdramatic Theater; Huaju
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Title: Integration: A New Concept of Theatre

Author: ZHANG Zhongnian

Abstract: Since the beginning of the 21st century, due to the rise of “experience economy” and
the rapid development of “digital technology”, there have been many new explorations and new
forms of Chinese theatre, indicating that a new concept of theatre is moving forward. The new
phenomenon requires a new aesthetic interpretation and theoretical development. Therefore, based
on the theoretical results of the predecessors, the “integrated concept of theatre” is attempting to
respond to these new practices and new forms.

Key words: integrated concept of theatre; experience economy; new media performing

arts; internationalization
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Title: From the Revision of Virtuous Yin to the Restage of CHEN Zhongzi: Reflections on WANG
Renjie’s Drama Philosophy

Author: LIN Qinghua

Abstract: Though “to refer to the classics and to create something new” is at the core of WANG
Renjie’s drama philosophy, there is an unbridgeable gap between the two, and his plays show his
efforts and attempts to bridge the gap. It is generally believed that WANG’s works have a distinct
tendency towards idolizing the ancient. However, by examining the revision of Virtuous Yin, the
multilayered interpretations of Dongsheng and Lishi and the ups and downs of CHEN Zhongzi, this
paper argues that there are several intriguing retreats which have conferred unique character and
diversified theoretical values upon his works in the crevice between the classic and the modern in
contemporary Chinese Xiqu.

Key words: classic; modern; crevice; retreat
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Title: A Study of Xiqu Adaptations from a Feminist Perspective: A Discussion on the Divorce
Story Mode

Author: XU Chen

Abstract: Interpreting Xiqu from a feminist perspective is an important way to carry on and
develop traditional Xiqu in modern times and also an attempt to explore the value orientation and
aesthetic dimension with which the contemporary adaptations of traditional Xiqu stories confront
the current cultural environment and young audience. The divorce story mode’s theme of “love and
marriage” is studied from the perspective of feminist criticism in the selected plays of female
protagonists. This is to examine the adaptations and performances of the classic plays Yu Bei Ting
and Lanke Mountain of different times and to explore the evolution of women’s values and the
reconstruction of their fate in contemporary Xiqu adaptations.

Key words: feminist criticism; contemporary Xiqu adaptations; divorce; Yu Bei Ting;
ZHU Maichen
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Title: Shuahai’ er, Taige and Body Puppet

Author: KANG Baocheng, ZHANG Zhe

Abstract: Shuahai’ er was a widely used qupai (a fixed melody in traditional Chinese music)
during Jin and Yuan Dynasties. It literally means “playing with child”. It originated from a game
where children were carried on an adult’s shoulder, so it is also known as “body puppet”. If the
puppets were not human beings but wooden dolls, the game would become a “puppet play”. The
folk artists in such a play would use a particular tune to sing the songs, which finally became a
qupai. According to the literature, the practice of the “body puppet” is still preserved in different
places across China and is named “taige” (#51%]), literally meaning “carrying a garret”. During
the pre-Song Dynasty(960 — 1279 A. D.), it was written as “taige” ( 5 [4]), literally meaning “a
garret on a platform”, which was traditionally performed in Buddhist and Taoist ritual ceremonies.
In these ceremonies, the garrets were made of wood and the practice was not for entertaining
purposes. It was not until the South Song Dynasty (1127 — 1279 A. D.) that this practice was
transformed to recreational. The name “taige”( #5[&]) appeared in Ming Dynasty (1368 — 1644 A.
D.), with its grammatical structure changed from a noun phrase to a verb-objective phrase,
referring specifically to the game in which adults carry children on their shoulders. The other
names also include “xinzi”(;f5F), meaning the core, “xiao’ erbanxi”( /N JLI*k), meaning kids

acting, “beitiegun” (), meaning carrying the black iron cudgel, and “piaose” (2 {4,),
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meaning flying colors. The sharing feature is that in these games kids are stabilized with a metal
“xinzi”( the core) hidden in their clothes over the shoulders of the adults, or over the cars or
sedan chairs, wearing different costumes, acting as characters from folk stories. In Guangdong,
the “shuishangpiaose”( 7K [ Zi{4), meaning flying colors over the water, or “shuise™ (7K f5),
the color of the water, as it is named by the local people, is with children standing over the boats
in costumes, acting as the characters from traditional Xiqu.

Key words: shuahai’ er; body puppet; taige ($5[&]); taige (£ [&]); xinzi; piaose
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Title: Blended with the Silk Road: Textual Research on the Historical Connections Between the
Hand Posture of Liyuan Xi and that of Dunhuang Frescoes

Author: WANG Xiaoru

Abstract: Liyuan Xi originated in Quanzhou, Fujian province of southeastern China, while the
Mogao Grottoes of Dunhuang is in Gansu province of northwestern China. Why are the hand
postures of them closely related despite the great distance? This question is not only concerned
with the historical origins of Liyuan Xi, but also with the integration between the culture of the
ancient Silk Road and that of the ancient maritime Silk Road. In light of this, this essay has a
comparison between them in the ways of modeling, means of expression, and cultural connotation,
finding that the hand postures of Liyuan Xi and that in Dunhuang Frescoes are closely related.
This essay concentrates on tracking down the “Xianan” style (a kind of singing and dancing
introduced into Quanzhou from the Central Plains during the Tang dynasty) as well as the
“Xiaoliyuan” style (a kind of Xiqu introduced into Quanzhou by the lineage of Nanwai during the
Song Dynasty), revealing the fact that Liyuan Xi and Dunhuang Frescoes have both inherited the
art of singing and dancing in Tang Dynasty and Song Dynasty, which contributes to the historical
connections between the hand postures of Liyuan Xi and that in Dunhuang Frescoes. In this

essay, the Liyuan Xi is deemed to have originated in Sui and Tang dynasties. This essay connects
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Liyuan Xi and Dunhuang Frescoes, providing a new channel for the research on the culture of
Chinese Xiqu.
Key words: Hand posture of Liyuan Xi; Hand posture in Dunhuang Frescoes; Historical

connections; singing and dancing in Tang Dynasty; Hanlin Academy

OEwes  (FLE KRR L AR , (KA ZAK) 2017 £5 6 .,
QW E A (kR R ERFARAH AR LI RBRRRERPH M), G P EXM TS mEP,1998 F,% 65 T,



X Z AR

LBRRIZERER

W e R L A P I B % 12
PREE

NERE. FURRAETESZEWRLAETHR HETXAMARLR, AREHAE,
HEEEEAEN(ETHENE), RETHLERER T MIARSCEFRANE
SR, AR X H IR A LR AE S ALy B A T T XA B R
FRHMELFEZWEE R SR EE EHRE WH AR, FnBELERFELT
FERW T AN R B RE R E P EEL S H AR A E,

X B EnER WLERE £E AEHEE

FESES, 180 XEMRIREG: A NEHS. 0257 -943X(2020)01 - 0066 — 12

Title: BI Yuan's Shogunate and the Actors of Qinggiang in Xi’an in Mid-Qing Dynasty

Author: CHEN Zhiyong

Abstract: Bl Yuan had been an official in Xi’an for 14 years in Emperor Qianlong’s period of
Qing Dynasty, when literatis and famous Qinggiang actors gathered together and Qingiang was
performed frequently in his shogunate. Qin Yun Xie Ying Xiao Pu, compiled by three apparitors,
is the record of the performance of Qingiang and the life of literati flirting with actors in Bl Yuan’s
Shogunate, carrying the author’s thoughts on the origin and artistic features of Qinggiang. The
change on the attitude of Jiangnan literati in BI Yuan’s Shogunate from rejection to acceptance and
affection of Qingiang reflects a new trend of “fancying Bangzi Tune but disgusting Kunqu” at that
time. Due to its particular historical times, geographical features and events, Bl Yuan’s shogunate
in Xi’an became a typical case of upper-class society which consumed Qingiang in the middle of
Qing Dynasty.

Key words: Bl Yuan’s Shogunate; Xi'an Xiqu circle; Qinqiang; Qin Yun Xie Ying Xiao Pu
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Title: On the “Horizontverschmelzung” Narrative in Chinese Xiqu

Author: XIAO Yijun

Abstract: “Horizontverschmelzung” narrative refers to a unique existence in Chinese Xiqu that
clearly exceeds the life experience and the perception range of the characters. It is an effective
creation method by which the playwright skillfully conveys his creation purpose with the “voice” of
the performer, and invisibly participates in the aesthetic exchanges and interactions between the
main subjects of the theatre, so as to bring about Horizontverschmelzung to the theatre subjects.
There are four main forms of Horizontverschmelzung experience of the characters in Xiqu. Firstly,
the playwright deliberately has the characters recite the poems of the later generations to activate
the “ pre-understanding” of the audience. Secondly, the playwright deliberately lets the
predecessors use the later generation allusion to activate the audience’s acceptance of the
“vision”. Thirdly, the playwright skillfully “previews plot” with the mouth of the characters in the
play to arouse the audience’s “aesthetic expectation”. Finally, characters who are not present at
the scene can also know what is happening at that time to advance the narrative process. The
Horizontverschmelzung performance form fully demonstrates the originality and the harmony of
Xiqu.

Key words:  Horizontverschmelzung” narrative; theatre subject; aesthetic intearaction;

Horizontverschmelzung;
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Title: Eight Modes of Romance and Marriage on Stage Since the May 4" Movement

Author: LU Wei

Abstract: Personality independence, spiritual freedom and marriage autonomy are the main
concerns of the May 4" Movement. Based on The Catalogue Abstract of Modern Chinese Theatre
and The Catalogue Abstract of Contemporary Chinese Theatre, this paper gives a survey to the
expression of these concerns in theatre in the past one hundred years, putting them into eight
categories of creation modes. Four modes of the plays, “direct declaration”, “display of evil
consequences”, “misery and desolation”, and “concepts discussion”, began to take form at the
end of the 1910s and in the 1920s, which showed that the focus of social lens was on love and
marriage. Then, the mode of “old custom ridicule” appeared in the 1940s, mocking the residue
of the old customs. The 1950s saw the appearance of the mode of “legal publicity”, which was
partially a result of the enactment of the Marriage Law. Thereafter, the mode of “revolutionary
love” was generated due to the widespread of the ultra-leftist thought. The mode of
“acknowledgement of human desires” in the 1980s and the 1990s was a historic rebellion against
the ultra-leftist thought. The categorization of the eight modes is not a study of dramaturgy, but a
study of culture and history by means of stage research, which aims to present a tangible view on
historical development.

Key words: spirits of the May 4" Movement; marriage autonomy; theatre; mode
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Title: Body’s Border: On “the Body View” and lts Practical Significance in WANG Molin’s Plays
Author: LUO Yiying

Abstract: The drama view of body of WANG Molin is a re-contextualization of body from an
invisible accessory of stage to be a visible text. Through the careful distinction and definition of the
concepts of “body”, “flesh” and “person”, WANG Molin has chosen the “body” as a tool of
criticism and reflection, trying to seek for the dialectical relationship between body and space,
memory and power in the disability of language and the return of feeling/sensory. The ideal that
the body view tries to explore and achieve is to find a unique “Chinese” body and its position in
each specific historical mood. In this process, while trying to adhere to its “radical” spiritual
core, the “body theory” is constantly seeking a kind of relative balance in the multiple boundaries
between history and memory, politics and art, life and performance, and individuality and
publicity.

Key words: body boundary; minor theatre; Taiwan



X Z AR

LBRRIZERER

1 2 v [ S X R A B Rl

AERE. ARARELEHERNE T, RRAVARE RN F &, 02 50 R m ey A
Yo ABENERAFELFTERE RN EZRME, FELTELERE A RN ELE
RO AT RFRFEAA NI LEFREE SEANXR BHAEL FEERA, &
BEREFERFUELTELE R EERNEZET LR AR ERE, A H E ik Al 69 A X
A&, ENTHELERMNSEWERLESTEHT,

X B A PEAERE HERE BEHK AT KR

hESHES, J80  IEMFRE: A NEHE. 0257 -943X(2020)01 -0120 - 10

Title: The Body Narration of Chinese Avant-garde Theatre in the New Century

Author: CHEN Jide

Abstract: The body bears all kinds of symbols. It is a way for us to understand the world and a
medium for us to communicate with the outside world. Body narration has become an important
feature of Chinese Avant-garde theatre in the new century. The body narration of Chinese avant-
garde theatre is mainly concerned with such issues as lust, death and disease. Additionally, it
involves the issues of organs, relationship with space, violence intention and action. Body
narration makes Chinese avant-garde theatre in the new century rich and substantial in thought and
content, and exudes a richer cultural atmosphere, which is beneficial to the healthy development
of Chinese avant-garde theatre in the future.

Key words: Chinese avant-garde theatre; body narration; lust; death; disease
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Title: Chinese Shakespearean Theatre and the Nationalization of Huaju: On the Adaptation and
Interpretation of King Lear in GU Zhongyi and FEI Mu’s San Qian Jin

Author: CHEN Ying

Abstract: In Japanese occupied Shanghai, GU Zhongyi and FEI Mu adapted Shakespeare’s King
Lear into San Qian Jin. Through their adaptation and interpretation, they expressed the attitudes
towards Chinese society, culture and politics and demonstrated their appeal for truly excellent
traditional cultures in a complicated modern social context. Their intention which applied movie
techniques to create national aesthetic atmophere on stage was another beneficial exploration to
nationalizing Huaju.

Key words: GU Zhongyi; FEI Mu; San Qian Jin; King Lear; nationalization of Chinese theatre
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Title: On the Aesthetic Pursuit of Stage Design in Chinese Xiqu at Present

Author: YI Tianfu

Abstract: In the 13" Prague Quadrennial of Performance Design and Space, the Jingju
Throughout the Empire All Hearts Turned to Him, selected and sent by the Chinese stage designer
GAO Guangjian, was rewarded with the Gold Medal PQ 2015 for Performance Design, and the
Kunqu The Peony Pavilion sent by LIU Xinglin was rewarded with the Honorary PQ 2015 Award
for Performance Design. The stage designs of the awarded Chinese Xiqu show that changes have
taken place in concept and creation techniques of stage design for Chinese Xiqu at present. By
applying abstract and concise art techniques, Chinese stage designers reactivated and converted
the traditional classic artistic elements, looking for their own cultural symbols, in order to lead
Chinese stage design to the world. It has become the conscious action of many ambitious Chinese
stage designers to demonstrate the values of Chinese art.

Key words: stage design of Chinese Xiqu; Aesthetic pursuit; Installation art; Minimalism
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Title: Stage Art Concepts and Forms Integrated into Life: Reflections on Scenography in the
Contexts of Digital Media and the Cultural Tourism Industry

Author: HAN Sheng

Abstract: Scenography, focusing on being multidisciplinary with a diversified composition of
artistic elements, has recently played a fundamental and leading role in various performances such
as drama. The scenography subject has gradually attracted the attention of society. Based on the
development of digital media, artificial intelligence technology, cultural equipment and the
cultural tourism industry, the performance art form of the new era presents a comprehensively and
diversifiedly artistic and cultural ecosystem between different cities, urban and rural areas,
different kinds of art, entities and media, the virtual world and reality, and human beings and
computers, etc. This forms a new kind of performance art featuring multiple interactive
experiences. The role as platform and pivotal that scenography plays in it is the internal reason
why it attracts more attention today. Engaged in the artistic creation and operation of today’s
theatre which is cross-professional, interdisciplinary, cross-industry, and cross-academic area,
we need a new concept of “Total Theatre” in accordance with condition of the current era. This is
also a return to the understanding of the artistic nature of stage and theatre performance.

Key words: scenography; digital media; cultural tourism industry; new concept of “Total
Theatre”
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Title: Awareness of Documentation, Modern Concepts and Construction of Theories: A Review of
The Theoretical Series of Chinese Theatre in the 20th Century Edited by DONG Jian and
HU Xingliang

Author: WANG Yang

Abstract: In the social, ideological and cultural contexts of the 20" century China, The
Theoretical Series of Chinese Theatre in the 20" Century summarizes the achievements and the
innovations in Chinese theatrical theories during the 20" century, and presents a full view of the
process of modernizing Chinese theatre. The book deeply explores and actively practices in the
aspects of the awareness of documentation, the modern concepts and the construction of theories,
thus making exemplary enlightenment and innovative contributions to the studies of Chinese
theatrical theories of the 20" century.

Key words: Chinese dramatic theories of the 20" century; awareness of documentation; modern

concepts; construction of theories
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