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Title: The Origins, Scope, and Commitments of Future Theatre Studies: An Interview with XIE
Wei, Secretary of the CPC Committee of Shanghai Theatre Academy

Interviewee: XIE Wei Interviewer: HUANG Jingfeng

Abstract: In response to the contemporary humanistic context characterized by profound
technological transformation, rapid industrial development, major paradigm shifts, and increasingly
collaborative structures, Shanghai Theatre Academy has proposed the disciplinary framework of
Future Theatre Studies. Rather than investigating theatrical phenomena that have not yet emerged,
it seeks to provide a systematic and theoretically grounded interpretation of theatrical phenomena
that have already appeared and exhibit incipient, directional, and developmental characteristics.
These phenomena are connected with theatrical traditions of the past, display new characteristics in
the present, and will influence the future development of theatre. The core task of Future Theatre
Studies is to uncover the theoretical logic underlying these trends and to interpret these emerging
theatrical phenomena in a systematic manner. The scope of Future Theatre Studies is organized
around three dimensions: forms, industrial configurations, and ecologies. Among them, forms
constitute the most visible manifestation, industrial configurations provide the material and
institutional foundation, and ecologies represent both the core and the primary focus of research. At
the same time, this framework can be extended to the aesthetic paradigms of the age of digital
intelligence, thereby forming a complete research landscape. Future Theatre Studies must uphold
the guiding position of the Marxist view of literature and art, thereby ensuring its theoretical
foundation. It must also remain committed to the humanistic essence of theatrical art, for this is an
essential requirement for the continuation of human civilization.

Keywords: Future Theatre Studies; origins; scope; guiding principles
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Title: The Popular Logic and Research Landscape of Future Theatre

Author: HUANG Jingfeng

Abstract; Future Theatre refers to the emerging theatrical modalities and the new industrial
configuration that underpins them, which are still in the early stage of development but are
distinctly pioneering, disruptive, and uncertain, driven by digital technologies amid the new round
of scientific and technological revolution and industrial transformation, as well as the new theatrical
ecosystem derived therefrom. Popular logic serves as a powerful driving force behind the integration
of technology into theatre and concerns the very genesis of “digital + theatre”. If new forms, new
industries, and new ecosystems constitute the three dimensions of Future Theatre, the fourth
dimension is a new research formation, namely, Future Theatre Studies—a new subdiscipline
fostered by this emerging theatrical paradigm that takes Future Theatre as its primary research
object. These three dimensions determine the research landscape of Future Theatre Studies:
ontological research, trend research, and policy-oriented research form an integrated whole.

Integrating the research findings of these three levels can establish a complete disciplinary
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knowledge system, and Future Theatre Studies is undoubtedly an important component of the
independent body of theatrical knowledge. If the classical knowledge system of Xiqu takes qu
(‘music/opera) as its core, forming a basic framework consisting of the origins, genres, playwrights,
schools, repertoires, collections, prosody, performance techniques, and theories of Xiqu, the
knowledge system of Future Theatre takes digital technology as its foundation, extending “digital +”
into every link of the theatrical ecosystem, thereby constructing a new epistemic structure.

Keywords: Future Theatre; popular logic; research landscape; ontological research
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Title: Toward an Ontology of Future Theater; A Conceptual Exploration

Author: ZHANG Wenying

Abstract: Digital technologies have driven a structural transformation in the ontology of theatre,
catalyzing the emergence of a new artistic paradigm; Future Theatre. Taking “emergence” as its
core logic, Future Theatre transcends the “representation” of dramatic theatre and the “presence”
of postdramatic theatre. In terms of creative subjectivity, it establishes a networked distributed
subjectivity characterized by the deep entanglement of human and non-human actants; in terms of
performance modality, it shifts from preset rehearsals to cooperative co-creation based on real-time
human-machine interaction, reconfiguring audiences as data co-creators; in terms of spatiotemporal
construction, it breaks physical and temporal boundaries, reconstructing them into a topological
narrative field of “network-event” , thereby transforming theatre into a digital cultural asset with
enduring vitality. Future Theatre, while relying on new quality productive forces to reconstruct the
relations of artistic production, firmly adheres to a technological humanist stance. By affirming the
irreducible agency of the human sentient subject within the intertwining of virtuality and reality, it
provides a technological humanist theoretical framework that resonates with the principles of Chinese
modernization while contributing to methodological innovation in global theatre studies.
Keywords: Future Theatre; distributed subjectivity; generative poetics; topological narrative

field; technological humanism
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Title: On the Cross-cultural Communication Strategy of Kunqu Opera in German Speaking Areas in
the 1920s and 1930s

Author: LI Lin

Abstract; In the 1920s and 1930s, the German Sinologist Vincenz Hundhausen ( Hong Taosheng)
and his theatrical troupe brought their German translations and adaptations of The Peony Pavilion
and The Lute back to Europe. The productions were staged in German-speaking countries and

regions, including Austria, Germany, and Switzerland, marking the beginning of the large-scale
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dissemination of Chinese Kunqu Opera on the European stage. On the one hand, their performance
model, which combined German spoken dialogue with Kunqu music, singing, dance, and stylized
acting, achieved a creative transformation of Kunqu for German-speaking audiences. On the other
hand, the troupe benefited from the intercultural credentials of Hundhausen and the influential
backing of the German Kunqu enthusiast Rosa Jung ( Yong Zhujun) , as well as from the favorable
cultural climate for the dissemination of traditional Chinese culture generated by the post-First
World War “ China Fever” in the German-speaking world. As a result, the centuries-old art of
Kunqu gained widespread attention and appreciation among German-speaking audiences. The
German-language performances of Kunqu by Hundhausen and his troupe pioneered a new model of
intercultural transmission, offering valuable historical experience and insights for promoting Chinese
opera on the international stage.

Keywords: Kunqu Opera; German-Language Performance of Chinese Opera; Intercultural

Communication; Vincenz Hundhausen
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Title: Reconstruction of Celebrated Opera Performers’ Identity by Late Qing Shanghai Newspapers
With Reference to the “YANG Yuelou Case” in Shenbao

Author: FANG Weiwei

Abstract; Taking the “Yang Yuelou Case” reported in Shenbao as a turning point, Yang Yuelou’s
status shifted from a “lowly actor” to a “celebrated opera performer.” This reconstruction of the
identity of celebrated opera performers in the newspapers of late Qing Shanghai was deeply
intertwined with the emergence of modern urban discourse, the transformation of the scholar-official
class, and the modern development of Chinese opera. During this period, the construction of media
narratives and the commercial interests of newspapers provided the conditions for the transformation
of opera performers’ identities. Meanwhile, changes in social structure and the reorganization of the
educated elite further shaped how opera performers were perceived. The increasing
commercialization of the opera industry, the growing emphasis on the artistic subjectivity of opera
performance, and the advocacy of opera reform as a means of national salvation all contributed to
repositioning performers’ social value. As such, the modern transformation of late Qing Shanghai’s
celebrated opera performers became one of the most telling manifestations of Shanghai’s urban

modernity ; they participated in shaping the values of their time, propelled Chinese opera from

47
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tradition into modernity, and became a vital component of modern Chinese urban culture.
Keywords: Late Qing Newspapers; The Yang Yuelou Case; Celebrated Opera Performers; Modern

Transformation; Perceived Identity
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Title: The Resonance Mechanism and Spatial Construction of the Four-Dimensional Imagery
in Xiqu

Author: LIU Hailin

Abstract: Contemporary stage creation is heavily entangled in technological overload, deeply
trapped in the predicament of an “addition syndrome.” Consequently, “reducing the burden” to
return to the artistic essence has emerged as a pathway for breakthrough. The spatial aesthetic
characteristic of “ mastering complexity through simplicity” in the art of Xiqu offers valuable
insights into dispelling the technological myth of the contemporary stage. The spatio-temporal
context of the Xiqu stage is constructed and generated through the interactive resonance of four
dimensions of imagery: poetic imagery, qiemo imagery ( scenic objects and settings ), bodily
imagery, and vocal imagery. Acting as the structural pillars underpinning the spatio-temporal
edifice of the Xiqu stage, these four dimensions of imagery deeply integrate to form an imagery
resonance mechanism, thereby establishing a “ poetic spatial field” through the co-creation of
performers and audiences. This mechanism of spatial construction provides an aesthetic paradigm
imbued with profound Chinese aesthetic wisdom for the practical path of contemporary stage
production—one that promotes a “return” through “reduction” and pursues innovation while
upholding fundamental traditions.

Keywords: Four-Dimensional Imagery in Xiqu; Imagery Resonance; Spatial Construction;

Poetic Imagery
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Title: LI Jianwu and the Left-Wing Criticism He Encountered; Centering on the Debate over
Women and Peace

Author: XIE Lizhe

Abstract: The satirical comedy Women and Peace (1947) sparked a significant debate in the lefi-
wing literary and artistic circles of Shanghai. The controversy over its alleged “ pornographic”
content stemmed from the author Li Jianwu’s motivation to secure commercial success. The debate
over the “commercialization” of progressive theater revealed ideological tensions between radical
leftist intellectuals and professional theater practitioners. The inherently entertaining nature of
comedy was questioned and rejected by leftist critics, rendering the play seemingly out of step with
the times and subject to accusations of “evading struggle.” Viewed through the lens of the “united
front,” the abrupt end of the controversy reveals ils spontaneous and insufficiently policy-guided
character, as the criticism failed to conform to the strategic principle of “three-front warfare.”
Reconstructing the full course of Li Jianwu’s encounter with left-wing criticism helps illuminate the
background of a major turning point in his artistic career and offers insight into why liberal
intellectuals and liberal literary culture faded quietly during China’s transition from modern to

contemporary literature.
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Title: Interaction and Innovation: Yishu Jushe’s Reception and Localization of Japanese Left-Wing
Theatre — Based on Yishu Jushe’s Special Publication for the Second Performance

Author: CHEN Linghong

Abstract; Yishu Jushe was established on June 5, 1929, in the aftermath of the failed “ Great
Revolution” (1927). It was the first modern theatre troupe founded by the Chinese Communist
Party to consolidate cultural resources and promote proletarian literature and art. A newly
discovered historical document, Yishu Jushe’s Special Publication for the Second Performance,
contains the complete Articles of Association and the organizational structure of the “Stage Affairs
Committee,” highlighting the central role of theatrical practice within its institutional framework.
The Society’s second production, All Quiet on the Western Front, largely followed the five-act,
thirteen-scene adaptation by Japanese leftist theatre artist Murayama Tomoyoshi in both structure
and stage presentation and retained many of the mimed scenes originally used to pass censorship in

Japan. The performance attracted a significant number of foreign spectators, including Japanese
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spectators, and preserved valuable materials—such as performance flyers—through press coverage
by Japanese journalists. These features demonstrate a high degree of resonance and cultural
exchange between Chinese left-wing theatre and the international stage around 1930. Following its
inaugural performance, Yishu Jushe launched several instances of “mobile theatre” around key
political commemorations, such as the March First Korean Independence Movement and
International Women’s Day ( March 8). These performances transformed leftist ideology into artistic
expression and disseminated it among factory workers, foreign residents in Shanghai, and women
laborers, marking an important moment of experimental and pioneering development in early
Chinese left-wing theatre.

Keywords: Yishu Jushe; Yishu Jushe’s Special Publication for the Second Performance; Articles of

Association of Yishu Jushe; Murayama Tomoyoshi; All Quiet on the Western Front; Mobile Theatre
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Title: Stage Reconstruction and Cultural Reflection in The Bedbug: On Modernity’s Dilemmas in
MENG Jinghui’s Adaptations

Author: YIN Ruilin

Abstract: Through four adaptations of The Bedbug between 2000 and 2023, Meng Jinghui
employed techniques such as spatial juxtaposition, temporal loops, and textual collage to
deconstruct the original work’s linear conception of time and utopian narrative, marking a shift from
social satire to a critique of modernity. The incorporation of local themes—such as collective
memory, consumerism, and technological rationality—during the adaptation process has
transformed each version into a cultural mirror reflecting the sociocultural psyche of China. This
practice reflects the compromising negotiations of contemporary avant-garde theater under the dual
constraints of ideology and market logic: creators are unable to replicate the totalizing scheme of
“form is politics” found in Soviet avant-garde theater, nor have they succeeded in constructing a
fully autonomous framework of appeal; they can only maintain an avant-garde posture through
compromise, employing radical forms and ambiguous texts. The four adaptations of The Bedbug not
only reveal the predicament of avant-garde theatre caught between the demands of market and

ideology, but also provide a representative case study for understanding the dilemmas of modernity

105
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in Meng Jinghui’s cross-cultural adaptations.

Keywords: The Bedbug; Meng Jinghui; Cross-cultural Adaptation; Modernity
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Title: Symbolism, Theatrical Convention, and the Body as Medium: A Cross-Cultural Interpretation
of Secrets of the Chinese Drama by Cecilia S. L. Zung

Author: ZHANG Fan

Abstract: Since the late nineteenth century, as cultural exchanges between China and the West
deepened, studies of Chinese Xiqu in the English-speaking world were often shaped by cultural
barriers and Western-centric perspectives, resulting in numerous misunderstandings. Against this
background, Secrets of the Chinese Drama, an English-language monograph published in 1937 by
Cecilia S. L. Zung, abandoned the research paradigm centered on Western theatre. Drawing on an
interpretive framework based on symbolism, theatrical conventions, and physical expression, the
book systematically elucidated the stage aesthetics and performative essence of Chinese Xiqu,
effectively correcting prevailing misconceptions in the English-speaking world. It is not only a
classic work introducing Chinese Xiqu to international readers, but also a cross-cultural
interpretation distinguished by its methodological awareness, offering valuable insights for the
contemporary international dissemination of Chinese Xiqu and the development of comparative
theatre studies.

Keywords: international dissemination of Chinese Xiqu; translation and introduction of Chinese

Xiqu; cross-cultural theatre; overseas sinology; Cecilia S. L. Zung
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Title: The Aesthetics of Subtraction in the Drama of Samuel Beckett
Author: LIU Aiying
Abstract: Among the aesthetic labels used to describe Beckett’s drama,

¢

* aesthetics of
disintegration” may be regarded as the one that most faithfully reflects Beckett’s own artistic vision.
In his theatrical practice, Beckett’s way of disintegration is by no means an act of addition, but one
of subtraction. This “aesthetics of subtraction” is not only Beckett’s personal aesthetic style, but
also his diagnostic and prophetic poetic response to his era and the evolution of theatre. Beckett
carried out a radical pruning of theatrical conventions, presenting on stage an absurd world in which
space is compressed, the body dwindles, and silence spreads. With an artistic language distinct
from that of Joyce, he achieved through subtraction the paradoxical expression of saying more with
less and a poignant sense of approaching zero, and contributed in his unique way to the transition of
Western literature from modernism to postmodernism.
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Title: Gender Politics in the Conflation of Wedding and Funeral: An Intercultural Reading of
Alcestis and Butterfly Dream

Author: ZOU Xuanzi

Abstract: Although Euripides’s Alcestis and the Kunqu Opera Buiterfly Dream belong to different
cultural traditions, they are isomorphic in their ritual conflation of wedding and funeral. Both works
juxtapose weddings and funerals, making them the central ritual arena for disciplining women who
transgress social norms. By applying Judith Butler’s theory of gender performativity within the
historical contexts of ancient Greece and the Ming and Qing dynasties, this study demonstrates how
Alcestis transforms the heroine from a figure of funeral sacrifice into a gift through remarriage, and
how Butterfly Dream constructs the widow’s transgressive conduct as the original sin of adultery
through scenes such as the wedding in the mourning hall and coffin splitting. The two works thus
jointly show how the patriarchal system rewrites the narrative of life and death through rituals,
thereby controlling the female body.
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