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Title; The Thought of the “Unity of Heaven and Humanity” Illuminating the Imagistic World of the
Huaju Stage — Philosophical and Aesthetic Foundations of Chinese Huaju Performance

Author: HU Xingliang

Abstract: In their effort to establish a school of Chinese Huaju performance, Chinese theatre
practitioners have undergone a process of development that moved from drawing on the Stanislavski
system in order to “establish a realist system of performance”, to the active exploration of

“transforming it into something of their own and gradually establishing their own system”. What is
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meant by “establishing one’s own system” is precisely that “we must develop Chinese schools of
directing and acting” . The theory of imagery constitutes the aesthetic foundation for Chinese theatre
practitioners in creating national schools of Huaju directing and acting, while the thought of the
“unity of heaven and humanity” forms their philosophical root. It is precisely this thought of the
“unity of heaven and humanity” that illuminates the imagistic world of the Chinese Huaju stage,
thereby enabling the emergence, on the world theatre scene, of a Chinese Huaju performance
school distinguished by its unique style.

Keywords: Chinese Huaju performance; imagery; unity of heaven and humanity; Chinese Huaju

performance school
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Title: On the Formation and Transformation of the Chinese Huaju Performance School — From Jiao
Juyin to Huang Zuolin and Xu Xiaozhong

Author: HONG Hong

Abstract: In the early 1950s, theatre practitioners of the Beijing People’s Art Theatre, represented
by Jiao Juyin, achieved notable success with the production Dragon Beard Ditch( Longxu Gou) and
put forward the “theory of mental imagery”, which became a landmark achievement in the
sinicization of the Stanislavski system. Subsequently, Jiao Juyin and his colleagues consciously
studied and drew upon traditional Chinese Xiqu in order to further develop the Stanislavski system.
Through stage creations such as Teahouse and Cai Wenji, together with sustained and profound
theoretical reflection, they established the Beijing People’s Art Theatre school of Huaju
performance, marking the formation of the Chinese Huaju performance school. At the same time,
Huang Zuolin pursued an alternative path at the Shanghai People’s Art Theatre by exploring the
establishment of a national system of performance. His proposal of the “concept of suggestive
theatre” demonstrated an intention to open up a new path for Huaju performance by integrating

Brechtian theatre and the Stanislavski system on the foundation of traditional Xiqu. This exploration

15
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ultimately promoted the transformation of the Chinese Huaju performance school through the
suggestive theatrical creation Chinese Dream. In the 1980s, Xu Xiaozhong further advanced the
development of Huaju performance through his “modern synthesis” approach, characterized by the
principle of “taking the self as the foundation while dialectically absorbing diverse influences”. His
production Chronicles of Sangshuping marked the growing maturity of the Chinese Huaju
performance school amid its process of transformation and development. The construction of this
school has accumulated rich experience for the development of Huaju in China and has also made
distinctive contributions to world theatre.

Keywords: Chinese Huaju performance school; formation and transformation; Jiao Juyin; Huang

Zuolin; Xu Xiaozhong
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Title: On Chen Liting’s Theoretical Contributions and Directorial Practice in the “Establishment of
National Performance”

Author: ZHANG Hua

Abstract; In the 1930s and 1940s, Chen Liting developed his approach to Huaju performance
based on a solid understanding of theatrical and artistic principles, together with a systematic
engagement with the Stanislavski system. He advocated that theatre practitioners maintain a sincere
attitude toward both life and art, and he emphasized the importance of unity among overall structure,
ideological content, and artistic expression in performance. Chen opposed the naturalistic pursuit of

«

mere “lifelikeness” as well as the “philistine” tendencies in performance, thereby contributing to
the adaptation and development of the Stanislavski system in China. From the perspective of “formal
acting” as a specific component of theatrical practice, Chen also began to explore and articulate the
distinctive value of traditional Xiqu for Huaju performance. These ideas formed a core part of the
Huaju community’s efforts at the time to establish national performance. While incorporated into
Chen Liting’s major directorial works, these principles did not restrict his individual creative
exploration. His views on “status and tempo” in stage practice, as well as his reflections on modern

stage space and the performer — audience relationship, are particularly noteworthy.
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Keywords: Chen Liting; national performance; performance realism; the sinicization of acting;

performer — spectator space
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Title: Commercialism and Chinoiserie: The Orphan of China in the Context of Eighteenth-Century
Anglo-French Rivalry

Author: FENG Wei

Abstract: Arthur Murphy’s tragedy The Orphan of China (1759) constitutes a key case study in
the cross-cultural politics of eighteenth-century British theatre. By examining the play’s processes of
production and reception, this article investigates how it operated within the highly commercialized
theatrical ecosystem of Britain during the Seven Years” War. It argues that the play constructed a
distinctive form of “British Chinoiserie” as a strategic response to, and counterweight against,
French cultural dominance. At the levels of textual adaptation, stage presentation, performance,
and audience reception, The Orphan of China skillfully combined elements of Shakespearean
melodrama with the visual spectacle of Chinoiserie. In doing so, it fashioned “ China” as an
ambivalent cultural signifier—one that simultaneously satisfied the consumption desires of the
emerging middle class while serving as a vehicle for moral and political debate. The commercial
success of the play reveals how eighteenth-century British theatre functioned as a site in which
commercial, political, and aesthetic forces were deeply intertwined. Through the dramatic
reimagining of an exotic narrative, the play reflects the cultural anxieties and processes of identity

formation that accompanied the rise of the British Empire.
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Keywords: The Orphan of China; Chinoiserie; mercantilism; Arthur Murphy
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Title: On the Poetics of Thingness in Samuel Beckett’s Late Avant-Garde Drama

Author: ZHANG Jingfang

Abstract; “ Thingness” in Beckett’s late avant-garde drama constitutes a complex mode of
representation poised between human and object, and between word and thing. This article
elucidates its implications along three interrelated dimensions. First, Beckett’s foregrounding of
things consistently unfolds alongside a process of dematerialization, producing a distinctive
paradoxical tension. Second, in the course of clearing the stage of objects, the “residual things”
that remain come to refract both a universal human predicament and Beckett’s radical negation of
humanity. Finally, this negation is carried through an abandonment of language: theatrical speech
is made to exceed its ordinary signifying function and turns instead toward an embodied, material
mode of existence, becoming “words as things”. This negative stance, in turn, reflects a broader
twentieth-century Western intellectual rupture with traditional metaphysics and dominant paradigms
of representation.

Keywords: Beckett; avant-garde drama; residual things; words as things; poetics of thingness
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Title: Shakespeare on Location: Text and Space in Site-Specific Theatre

Author: ZHANG Xiangyi

Abstract: Since the twentieth century, Shakespearean drama has increasingly been moved beyond
the proscenium stage and reworked through spatially oriented modes of production. Among these,
site-specific Shakespeare theatre foregrounds the placement of canonical texts within concrete
locations, where they are reconstructed through local conditions and meanings. In such
performances, the script no longer functions primarily as a self-contained “textual space”. Instead,
it serves as a contextual resource, a framework of “ pre-understanding” that is activated,
translated, and reconfigured in and through the site. Space thus becomes an active and constitutive
theatrical element rather than a neutral container. Owing to their openness, public accessibility,
and exposure to natural conditions, outdoor locations have gradually become emblematic sites for
this practice, giving rise to a sustained mode of performance that may be described as a “courtyard-
based site tradition”. This mode enables immediate interaction among performers, spectators, and
the site itself, generating a temporary community of shared spectatorship and an experiential

structure marked by decentralization and openness. When an “old text” becomes entangled with a

75
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“new site” while maintaining palpable tension, spectators often encounter dissonance, rupture,
and defamiliarization. Such moments, however, precisely activate the canonical play’s capacity for
renewed interpretation in contemporary space and, in doing so, further propel the spatial turn in
modern theatre practice.

Keywords: Shakespeare; site-specific theatre; courtyard space; ruptured experience
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Title: Tracing the Hidden Origins of “Scenography”: On the Emergence and Reception of the
Term in Modern China

Author: XIAN Jiqing

Abstract: Regarding the origins of the term “scenography” in modern China, several explanations
have been proposed, including theories of “indigenous Chinese origin”, “ Western importation” ,
and “Chinese retranslation from Kanji”. The most widely accepted view, represented by Li Chang’s
“New China Origin Theory” , offers an early and influential account of the official acceptance of
scenography within the theatrical system of the People’s Republic of China. However, a survey of
materials from the Republic of China period reveals that as early as the 1930s, related terminology
and concepts, such as stage scenery, stage set, stage design, stage decoration, stagecraft, and
stage effects, were already in circulation. This provides objective grounds for proposing a “Theory
of the Republic of China’s Origin”. In fact, the “New China Origin Theory” and the “Theory of the
Republic of China’s Origin” advanced in this paper are not contradictory. Rather, the latter sheds
light on the historical background, informal dissemination, and the bidirectional, multilayered, and

gradual processes through which the term “scenography” was received within artistic and academic
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circles. The purpose of examining the “Theory of the Republic of China’s Origin” is not to overturn
Li Chang’s “New China Origin Theory”, but to uncover and supplement its earlier, less visible
foundations. Given the complexity of the issue, an analysis of the modern Chinese term
“scenography” holds great significance for the construction of the history of Chinese stage art, in
terms of resolving problems, clarifying names, and tracing the source to ensure a clear origin.

Keywords: scenography; stage scenery; stage set; stage design; stage decoration
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Title : Exploration and Paradigm Construction of the “New Chinese Style” in Contemporary Chinese
Stage Art

Author: XU Guofeng

Abstract; The concept of the “New Chinese Style” first emerged in the field of Chinese design. As
early as the 1930s, Liang Sicheng proposed the idea of a “New School of Chinese Style”, and in
the 1950s he further articulated the notion of being “Chinese yet new” in order to distinguish it
from the “ Old Chinese Style”. This concept became central to his design philosophy. The
exploration of the New Chinese Style in contemporary Chinese stage art unfolds within the broader
cultural context of New Chinese Style design trends and is articulated through the distinctive artistic
form of theatre. The “New Chinese Style” design aesthetics currently prevalent in China have
exerted a profound influence on the direction of aesthetic innovation in contemporary stage art. This
influence is manifested in visual strategies such as reinterpreting the past through the lens of the
present and integrating Chinese and foreign design approaches. The New Chinese Style stage art
emphasizes simple yet graceful forms and an elegant aesthetic. It strives to highlight the beauty of
traditional elements, modern minimalism, and planar pictorial composition, while underscoring the

integrity and coordination of the stage to present the beauty of contemporary China. This exploration
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and the construction of this paradigm are conducive to the long-term advancement of the
modernization of Chinese theatre.
Keywords: New Chinese Style; stage design; Song-dynasty aesthetics; minimalism; contemporary

aesthetics
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Title: “Misreading” and “ Displacement” in Early-Twentieth-Century Sino-Japanese Intercultural
Theatre Exchange: Kabuki Tours to China by Ichikawa Sadanji and Morita Kanya

Author: GAO Yang

Abstract: The two Kabuki tours to China conducted by Ichikawa Sadanji and Morita Kanya in the
1920s vividly reveal the mechanisms of “misreading” and “displacement” that emerged during the
process by which Chinese and Japanese theatre traditions reconstructed their respective cultural
identities through mutual reference within the context of early-twentieth-century intercultural
exchange. Morita Kanya’s performances in China prompted certain Chinese theatre critics of the
period to impose aspects of modernity associated with a so-called “Western spirit” onto Kabuki,
and to advocate that Chinese Xiqu learned from it accordingly. By contrast, Ichikawa Sadanji’s tour
and related travels to China inspired Kabuki to draw from Chinese Xiqu a new “spirit of the times” .
Paradoxically, this spirit derived from a “refined” or “purified” notion of theatrical Chineseness

came to be articulated as a form of integrative or hybrid “Eastern spirit”. The productive dimension
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of these mutually “misplaced misreadings” lies in their capacity to generate momentum for both
Kabuki and Xiqu to engage with the other’s alterity, thereby breaking through the insularity and
self-enclosure of their own traditions.

Keywords: Ichikawa Sadanji; Morita Kanya; Kabuki; Xiqu; intercultural exchange
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Title: Knowledge Discovery in Guangxu-Reign Qing Palace Theatre Archives Held by the National
Library of China: A Knowledge-Graph-Based Approach

Author: XIONG Jing

Abstract: The Guangxu-reign theatre archives included in The Complete Collection of Qing Palace
Shengping Bureau Archives Preserved in the National Library of China comprise more than 260
items, making them the most extensive and comprehensive body of materials among the dynastic
archives collected in this series. These documents offer a relatively complete picture of theatrical
performances and cultural life at the late Qing imperial court. Employing knowledge-graph
methodologies and taking the Guangxu-period Shengping Bureau theatre archives as its research
object, this study applies techniques such as knowledge extraction and ontology construction to
visualize and analyze the relationships among performance dates, venues, and repertoires. This
approach enables a more effective excavation of the archival materials® historical value and reveals
latent knowledge relationships embedded in documentary records. The findings indicate that after

the ninth year of the Guangxu reign ( 1883), the number of days devoted annually to theatrical
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performances in the Qing court remained at an active level, fluctuating between 50 and 80 days.
Dates featuring a higher density of performances were concentrated after the fifteenth year of
Guangxu ( 1889 ). Performance venues were most frequently distributed across stages such as
Yinian Hall, Chunyi Studio, Yile Hall, Changchun Palace, Ningshou Palace, and Shufang
Studio, revealing a performance structure centered on Empress Dowager Cixi. Taken together, the
distributions of performance time, venue, and repertoire demonstrate that Qing palace theatre,
beyond its entertainment function, was often imbued with strong political significance. The imperial
court employed theatrical performance as a means of delineating inner and outer spheres and
asserting authority, while the performances themselves facilitated the reconstruction of both
“identity” and “meaning” within the court’s symbolic order.

Keywords: Guangxu period; Shengping Bureau theatre archives; Qing palace performance;
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Title: The Literati Construction and Critical Reflection of “Zhongzhou Rhyme in Peking Opera”
Author: WANG Yibing

Abstract: “Zhongzhou Rhyme in Peking Opera” offers an entry point to examine the literati-driven
process of theoretical construction in Peking Opera. The concept was systematically formulated by
modern intellectuals during the 1920s and 1930s, and its theoretical outcomes were gradually
canonized and incorporated into official theatre historiography after the 1950s. However, the precise
meaning of “Zhongzhou Rhyme in Peking Opera” was never clearly defined during the process of its
construction, resulting in multiple layers of conceptual ambiguity. In terms of rhyme, phonation,
and tonal organization, the theory of “Zhongzhou Rhyme in Peking Opera” failed to develop into a
comprehensive and rigorous phonological system. Characterized by imitation, accommodation,
moderation, and flexibility, “Zhongzhou Rhyme in Peking Opera” functioned on stage primarily as
a form of phonetic stylization in Peking Opera. This stylization was constrained by the art form’s
dual-track system, structured around both role types and star performers. The literati-led theoretical
construction of “Zhongzhou Rhyme in Peking Opera” did not adequately address this essential
performative reality. As a result, its capacity to regulate or standardize stage practice remained
limited, revealing instead a predominantly intellectualized and idealized vision of theoretical
construction imposed upon the Peking Opera stage.

Keywords: Peking Opera; Zhongzhou Rhyme; literati construction; phonological theory
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Title: Peking Opera Actors’ Sojourn in Taiwan and Their Contributions ( 1906—1937)

Author: JIAN Guideng

Abstract; Between 1906 and 1937, a large number of Peking Opera performers from the Chinese
mainland, predominantly from Shanghai, sojourned in Taiwan. Entering local Xiqu troupes as
instructors and performers, they introduced new artistic elements into the development of Taiwanese
theatre and significantly accelerated the dissemination and influence of the Shanghai style of Peking
Opera in Taiwan. The artists who remained in Taiwan, together with the subsequent generation of
actors and instructors they trained, enhanced the technical proficiency of local performers in aspects
such as vocal performance, movement, and martial arts, while also expanding their repertoire. As a
result, the Shanghai style of Peking Opera was able to permeate a wide range of Taiwanese Xiqu
genres, shaping a distinctive Haipai-inflected theatrical style within Taiwanese Xiqu. This process
laid a solid foundation for the development of Xiqu in Taiwan after its return to China.

Keywords: Peking Opera actors; sojourn; Shanghai style; Taiwanese Xiqu



