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Title: The Production Models of MEI Lanfang, Stanislavsky, and Brecht and Their Approaches to
Fusing Culture and Tourism

Author: SUN Huizhu

Abstract: Good theatre production models have always attracted theatergoers, including tourists,
hence making contributions to tourism. MEI, Stanislavsky, and Brecht represent three successful
models respectively: frequent rotating of many plays, limited company long runs, and short
experimental exhibitions. All models should aim at increasing the number of performance in order
to serve people, for a small number of performances only serve the elites. Theatre performances
are not only about profits, but also about social benefits, which are judged only after they are
watched by people. A small number of performances will fail to have people’s comments, prove
successful or contribute to tourism.

Key words: production model; rotating shows; repertoire; company long run, theatre festival
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Title: The Worship of Primitive Vitality: A Recurring Theme of CAO Yu’s Plays

Author: LU Wei

Abstract: CAO Yu expressed his worship of Peking Primitive Man in his play Peking Man, by
which he called for primitive power for China in the war of resistance against Japan. The origin of
the worship of primitive men can be clearly seen, if this paper reviews Transformation, and traces
it back to Thunderstorm, Sunrise and The Wilderness. In the poor and weak China during the late
Qing Dynasty and the early Republic of China, it was once a prevailing idea to advocate primitive
vitality. Based on this concept, CAO Yu created his plays with thematic concerns of civilization
continuation and development from the perspective of anthropology. Thunderstorm is about the
eruption of wild emotions; Sunrise places the hope of human beings on primitive healthy people;
and while The Wilderness is a discussion of people suffering injustice. The worship of primitive
vitality runs through CAO Yws main plays from Thunderstorm to Home.

Key words: CAO Yu’s plays; basic concept; primitive vitality
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Title: Dialogicality and Its Evolution in the Preface and Postscript of CAO Yu’s Plays

Author: YUAN Lianbo

Abstract: Rather than a simple self-statement or record of event, the preface and postscript serve
as an important medium of effective dialogue between writers and critics and exchange of ideas and
spirits. The writing of preface and postscript has triple egos: narrative ego, creative ego and
critical ego. The critical ego embodies the author’s subjectivity and rationality; the creative ego
needs to reproduce the creative environment interwoven with many perceptual elements; and the
narrative ego is the true narration of the first two. The critical ego transcends the creative ego
(works themselves) and the existing comments to make rational criticism, and thus the
dialogicality of the preface and postscript is formed. According to the existence or absence, and
the intensity of the dialogicality , CAO Yu’s writing of preface and postscript can be divided into
four stages. The dialogicality of the preface and postscript is a reflection of CAO Yu’s creative
thought. The mainstream theatre criticism had a negative effect on him, making him constantly
reflect on his understanding of creation, thus the dialogicality in the self-narrative of his preface
and postscript is weakened. It is in this process that CAO Yw’s creative subjectivity gradually sank

into confusion and was nearly exhausted. What happened to the dialogicality of his preface and
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postscript has gone beyond CAO Yu’s plays themselves. It profoundly reflects the understanding of
Chinese Huaju playwrights and critics on how to learn from western plays in the process of drama
modernization, as well as their understanding on the relationship among the awareness of Huaju
style, play writing and stage performance.

Key words: CAO Yu; preface and postscript of plays; dialogicality
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Title: Colorful Costumes and Stable Theatre Effect: On the Art of Color Configuration of Costumes
in CAO Yws Plays

Author: LIU Jiasi, LIU Can

Abstract: Costume color is both aesthetic and self-explanatory, which combines reproducibility
with expressivity so as to influence the acceptance of theatre through visual feeling. CAO Yu
attaches great importance to color scheme of his characters’ costumes, with the main color being
always cold colors supplemented by warm colors. Bronze, black, blue and grey are widely used,
while white and warm colors are rare, which generates a gloomy and depressing atmosphere and
impacts on the audience’s psychological acceptance. Based on the traditional color psychology,
and following the principle of “visual impact”, he pursues the perception of imagery obscurity and
integrity, endowing characters’ costumes with metaphorical and symbolic meaning. It correlates
with the lives, subjects and aesthetic pursuit that CAO Yu concerns in his plays. Color
configuration of characters’ costumes in CAO Yu’s works not only causes visual aesthetic impact
but also conveys information of plot, and shows the characters’ traits and fate, which enhances
theatricality, triggers off audience’s aesthetic sensation and desire to accept, and achieves
theatrical effects.

Key words: CAO Yu’s plays; costume color; aesthetic pursuit; theatricality



R
2021 £ 1 #(RE 219 4)

ERHEAR A
— N H S B R Wy 2

=

RZSE. 2019 4 12 A 43 F L eh #0530 10 St ), DL st 4 AR i 1 22 M 2R A o
EEEE ALY BB R R AR, AAELAEL FERT 2T
B S T T R B B UR T TR B T, e R LB AR 8y
Wit HAHEEHRFRAELT R B0 RIE R, F o480 5 % A 7 A B 37 14
BT —th, (82 WE) AL RBHFE S 0 R B EE R, RILEHE| BAE
SH A % AR 5 A XA

%@ #8 B PU ABESL

FEDES: J80 NHERIRES . A NE4HS . 0257 -943X(2021)01 -0051 -9

Title: “To Get it More Universal”: the Way of Connection in Stan Lai’'s New Play Ago

Author: LIN Ting

Abstract: Stan Lai’s new play Ago, which premiered in Shanghai in December 2019, establishes
a connection between China and the United States, humans and animals, secularity and religion
with a structure as grand as an epic. This play transcends the duality of “right or wrong” in its
artistic thinking, thereby generating compatibility and conversion of value judgment and meaning
endowment, which is a reflection of Buddhist Madhyamika. Its circular stage not only satisfies the
performance requirements of epic plots, but also integrates the two theatre experiences of
contemplation and immersion. Ago comes to the point of the contemporary mental problems and
spiritual predicament, which shows Stan Lai’s realistic but lofty artistic ambitions and humanism.

Key words: connection; transformation; Madhyamika; circular stage
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Title: Powerful Presence: A Study of Body in TIAN Qinxin’s Theatre Works

Author: SUN Yunfeng

Abstract: The theatre works of TIAN Qinxin, one of the few female director in the National
Theatre of China, are quite easy to identify. Body, as an important theatre medium in her works,
has been displayed with a powerful presence since her debut works. With the strong influence
from Antonin Artaud’s “Theatre of Cruelty” and Pina Bausch’s “Dance Theatre”, and borrowing
from Chinese Xiqu, she formed her own unique style of body aesthetics. In her works, body
struggles in the confrontation of power, life and desire, which shows the aesthetics of modernity
and cruelty. It presents itself with power on the stage, and becomes the driving force of the
narration.

Key words: TIAN Qinxin; body; powerful presence; modernity; cruelty
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Title: From Script-orientation to Director-orientation: On the Change of the Relationship Between
Contemporary Chinese Director and Seript

Author: YANG Guang

Abstract: The change of the relationship between director and script is an important
phenomenon. Contemporary theatre has entered a “Director Era”. In the past, directors should
respect the playwright and the script in their creation, and the stage presentation showed their
efforts on an aesthetic reproduction. Since the 1980s, the relationship between director and script
has changed in an all-round way. The rise of directors is the trend of theatre development in the
20th century. The change of the relationship between “director and script” in contemporary China
conforms to this trend and shows distinct characteristics of localization. It is a very complex
theatre phenomenon in the contemporary theatre world, which should be studied systematically
and profoundly in the theatre circle.

Key words: theatre phenomenon; director-script relationship; contemporary theatre
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Title: The Consumption and Innovation of Immersiveness: A Critique on Actor-Spectatorship of
Contemporary Theatre

Author: WEI Zheyu

Abstract: With the technical innovation and the development of performing forms, contemporary
theatre has gradually generated new forms of actor-spectator relationship, which is significantly
different from the conventional concepts and spectator habits. By classifying and analyzing those
emerging new forms, such as environmental theatre, immersive theatre, and site-specific theatre,
together with several cases studies on representative theatre works and performance designs, it is
revealed that those new forms are closely related to the rise of consumerism. Through interrogating
consumerism within theatre practice in the cultural industry, light can be shed on new methods to
criticize consumerism in theatre in the context of global cultural production.

Key words: Actor-spectator relationship; consumerism; spectacle; immersive experience; liveness
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Title: The Discovery of TIAN Han’s Two Letters to MEI Lanfang and the Study of Their Contacts
Author: LIU Zhen

Abstract: MEI Lanfang and TIAN Han are undoubtedly two important masters in the 20th century
Chinese art world. After the founding of the People’s Republic of China, they both worked in
Beijing and had lots of official and personal contacts. There is a letter from TIAN Han to MEI
Lanfang collected in The Complete Works of TIAN Han, and two other letters from TIAN to MEI
have been found by and kept in the Memorial Museum of MEI Lanfang. A close study of the time
and contents of the two letters surely make us see more information about the contacts between
them two, which shows both their devotion to Xiqu after the founding of new China and the
footprint of a generation of Xiqu artists seeking for development.

Key words: MEI Lanfang; TIAN Han; letters; HONG Shen; perform in Changsha
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Title: A New Exploration of ZHOU Xinfang’s Jingju Reform in Shanghai During the “Isolated
Island” Period

Author: MU Yang

Abstract: “Isolated island”, a concept of space, refers to the Shanghai Concession from
November 1937 to December 1947, which was surrounded by the Japanese Army but free from
wars. During the “Isolated Island” period, ZHOU Xinfang led the reorganized Yifeng Society
back to Shanghai to perform and achieved a great success. Academics believe that ZHOU s
success stems from his persistence in staging patriotic plays, which is only partly true. It is his
steady business strategy and unremitting artistic pursuit that are the ground for his success in
Shanghai theatre in the turbulent times.

Key words: Isolated Island Period; Jingju reform; ZHOU Xinfang
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Title: Fusion, Combination and Mixing of Folk and Official Perspectives: A Study of Typical
Images of Women in Yueju During “the Seventeen Years”

Author: ZENG Rong

Abstract: The female characters in early Yueju were most of them either angelic or devilish from
a male point of view. But after the women performers entered Shanghai, especially after the trends
of improved civilized plays and new Yueju, women’s perception of themselves was mainly shown
with the tragic struggling female figures of bitter fate in Yueju, which was an artistic reflection of
the reality of women’s existence from a folk perspective. In “the seventeen years”, the typical
images of women in Yueju have undergone tremendous changes from both folk and official
perspectives, which was shown as follows: the fusion of folk and official perspectives led to the
formation of Maiden-type and Mulan-type female images, which became the typical images of
women in the new era; the rebellious women, coming from the struggling women in rebellion, have
become the dominant female image in the new society; and the image of angelic women, as the main
female image throughout various historical periods of Yueju, has become a female viewpoint as a
result of furthering and internalizing official and male viewpoint during “the seventeen years”,
demonstrating that women have continuously abided by the existing gender norms. The typical
female images in Yueju are an artistic reflection of the general perception of women.

Key words: Yueju, gender perspective, typical female images, singing style of female characters
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Title: Intervention of New Literature and Art and the Rebirth of Old Traditions: Rescue of Liyuanxi
During the “Xiqu Reform”

Author: BAI Yonghua

Abstract: During the 17 years of “Xiqu Reform”, the division among the national official
discourse, the folk discourse, the individual discourse, the traditional ideas, and the anti-
traditional ideas were, interestingly, not that clear-cut. Instead, the traditional ideas valued by
the elites were found to coordinate with the national official discourse as a unified force against the
folk discourse, as could be observed in the rescue project of Liyuanxi. Liyuanxi, which had been
in decline in folk theatres, was “reborn” during the “Xiqu Reform”. The classical and refined
temperament of literati and officialdom in feudal China were recollected, inherited and established
as a Xiqu genre typical of Liyuanxi. Other traditional Xiqu genres in terms of text, music,
performance, and set designs were also well observed while great efforts are taken to adapt the
traditional Xiqu to the new world. Amazing cooperation was built between the old and the new so
that the strong intervention of new literature and art miraculously brought about the rebirth of the
declining tradition. Such approach of survival by adhering to the tradition is quite unique in the
“Xiqu Reform” and could provoke thoughtful insights for the contemporary efforts in the
inheritance and development of Liyuanxi and Fujian Xiqu.

Key words: Xiqu Reform; Liyuanxi; tradition; new literature and art
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Title: Bringing Together the Ancient and the Modern, the Chinese and the Western: An Interview
with WU Xingguo

Author: XIAO Ying

Abstract: WU Xingguo is the artistic director of the Contemporary Legend Theatre. He is an
artist who works in the fields of film, television, traditional Xiqu, modern theatre and dancing
performance and directing. Since its establishment in 1986, the Contemporary Legend Theatre has
been frequently invited to attend international events, and becomes the only performing team in
Taiwan to attend the top three art festivals in the world. He has been integrating traditional Xiqu
with other arts in a creative way. He is proficient in traditional Xiqu, but is not restricted by it.
He also approaches the new oriental Aesthetics of traditional Xiqu with new media arts, and
breaks through the limitation of traditional Xiqu, which is not good at expressing abstract
philosophy. WU has also spared no effort in the inheritance and education of tradition. He has
held more than ten years of “legend school” and “legend elegance”, teaching people to learn and
stage classic traditional Xiqu plays, and trained a group of excellent new generation actors of
Jingju. Through the interview with WU on the issue of stylized acting in Xiqu, it is, on the one
hand, to find out what innovation he has made in his long-term exploration as an artist of Xiqu,

and on the other hand, to explore the enlightenment of these innovative achievements on the future
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form and education mode of Xiqu.

Key words: WU Xingguo; traditional Xiqu; stylized acting; transboundary
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Title: Expanding and Deepening: Reinvigoration of the Research on XIONG Foxi: A Review of
the Symposium on the 120th Anniversary of XIONG’s Birthday

Author: YAN Qian

Abstract: The year 2020 marks the 120th anniversary of XIONG Foxi’s birthday and the 75th
anniversary of the founding of Shanghai Theatre Academy. At this important time, *the
Symposium to Commemorate the 120th Anniversary of Xiong Foxi’s Birthday” was successfully
held at Fengcheng, Jiangxi Province, from December 4 to 6. Experts and scholars attending the
Symposium conducted in-depth and warm discussions on such topics as “XIONG Foxi’s Theatre
Theory”, “XIONG Foxi’s Theatre Creation and Performance”, “XIONG Foxi’s Theatre Education”,
“XIONG Foxi’s Theatre Experiment in Dingxian County”, and “XIONG Foxi’s Life, Status and
Achievements”. This Symposium has made achievements in new data exploration, expansion of
research field, extension of research perspectives, updating of research theories and methods, and
even research conclusions. Both the breadth and depth of research have been enlarged to varying
degrees. The purpose of the Symposium is to promote the revitalization of the research on XIONG
Foxi, with itself representing a new height of the research.
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