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Title: The Particularity of Contemporary Shadow Theatre

Author: Tito Lorefice

Translators: YIN Wuwei and LIU Yangi

Abstract: The process of rehearsing a shadow theatre production can be divided into two main
phases: the conception phase and the implementation phase. In the creation of shadow theatre, a
director who is unfamiliar with its techniques and practices cannot conceive a show, but can direct
it in the production phase. The creation of shadow theatre is rarely a linear process; rather, it is a
multi-threaded one, often requiring multiple steps to be carried out simultaneously rather than
sequentially. Contemporary shadow theatre works cannot rely solely on textual dramaturgy, even if
they are based on a script. Contemporary shadow theatre needs to break free from the traditional
framework of dramaturgy. This new creative process involves all aspects of stage practice to ensure
that every element of the performance design is synchronized and managed. By examining three
perspectives—“ the function of shadows” , “the role of shadows, actors, and props”, and “the use
of animation techniques and projection devices”—we can clearly explain how artists can better
understand the creation of shadow theatre and uncover its unique features.

Keywords: shadow theatre; shadows; animation techniques; projection devices
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Title: The Changing Dynamics between Puppeteers and Puppets: A Discussion on the Innovation
Path of Contemporary Western Puppetry

Author: GENG Yun

Abstract: Contemporary western puppetry has developed a well-established system in both its
practical execution and theoretical study, highlighting the evolving relationship between puppeteers
and puppets on stage. Recognized as one of the freest forms of theatre, its influence and potential
have captivated many artists. Since the late 20th century, puppetry has undergone significant
transformations, moving beyond its former labels as Intangible Cultural Heritage or Children’s
Theatre. These developments in puppetry emphasize the co-presence of puppeteers and puppets,
initiating new philosophical discourses on the relationships between co-presence and ontology. This
evolution grants puppeteers multiple identities, redefines their interactions with puppets, and
revolutionizes the creative processes in puppetry, thereby carving a unique niche for puppetry in
avant-garde theatrical arts.

Keywords: contemporary western puppetry; puppeteer; puppet performance; innovation of

puppetry
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Title: Puppet and Human: The * Presenting Sign” of Contemporary Puppetry and Puppet-
like Theatre

Author: MENG Wei

Abstract; Contemporary art is currently experiencing a “ performative” transformation, with the
“presenting sign” serving as a critical dimension for understanding the construction of power within
the realm of contemporary theatre. Initially, after the modern stage was established, actors were
either confined to textual symbols or adhered strictly to the director’s vision, resulting in their
appearance being consistently suppressed. Gordon Craig’s “Super Marionette” manifesto is a thinly
veiled indication of the director’s ambition. However, the stage practice of Cirque du Soleil exhibits
different characteristics. In puppet-like theatre, where real people perform as the puppets, the
puppets are transformed into objects of aesthetic experience and embody the actors’ path of “art as a
vehicle”. Furthermore, the staff members who form the operational foundation of the theatre are
excluded from direct stage production due to the principle of theatrical illusion. This exclusion
reinforces the creation of hallucinatory mechanisms. In Brecht’s Ghosts, the puppeteers, having

abandoned the sacred domain of technology, transform from actors into crew members, thereby
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revealing elements that are not present on stage. Through the use of puppetry, philosophical
reflection on the illusion of drama has been rekindled.
Keywords: puppetry; real-person puppetry; Tambours Sur La Digue; Brecht’s Ghosts; presenting

sign
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Title: Transmission of Drama through Text: The Construction of the Written Transmission System of
Yuan Zaju

Author: XU Dajun

Abstract: The Yuan dynasty versions of Zaju ( Yuan drama) and the revised versions by people
from the Ming dynasty form a continuous connection, jointly constructing the system through which
Yuan Zaju is passed down via written records. The *transmission of plays” form in the Yuan
editions was not simply an independent product of written creation. Instead, it gradually formed as
an early written record model after written records became involved in the Yuan Zaju performance
art, which originally relied on oral transmission. The creation of this record form had to rely on the
oral transmission system of Yuan Zaju; at the same time, its ability to record the content of the
drama also needed to refer to the existing oral transmission system. This is the basic principle
behind the formation and existence of the “transmission of plays” form in the Yuan editions. By the
Ming dynasty, adapters further enhanced the literary quality and improved the storylines of the
plays based on the written framework initially established by the Yuan editions. This adaptation
reflected the developmental logic of the Ming versions in inheriting and evolving the Yuan editions.

The entire process not only reflects the interactive relationship between the oral transmission system
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and the written record system of Yuan Zaju, but also demonstrates the evolving logic through which
the written record system of Yuan Zaju was continuously improved by “transmission of drama
through text”. At the same time, this developmental process also reflects the persistent efforts of
ancient scholars to understand, interpret, and reproduce the performance content and artistic
system of Yuan Zaju through written records.

Keywords: Yuan Zaju; Yuan edition; Ming revised edition; transmission of drama through text;

written transmission system
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Title: Research on the Ghost Gate Path

Author: QI Shijun

Abstract: In ancient Chinese theatre, the entrance and exit for actors were referred to as the
“Guimen Dao” ( Ghost Gate Path) , which draws on the traditional concept of “Guimen” ( Ghost
Gate) , but it does not carry the original meaning of “Ghost Gate”. Southern Opera ( Nanxi) actors
would sing “Luo Li Lian” when entering and exiting the Guimen Dao to dispel spirits and pray for
safety, because it had been used by Taoism before the Southern Song Dynasty as an incantation to
guide souls to the afterlife, later absorbed and adapted by Southern Opera. During the Jin and Yuan
dynasties, a tomb was engraved with images of theatrical performances on the top of the coffin.
Thus, Guimen Dao became connected to the entrance of the coffin, serving as a passage for the
tomb owner and the deceased characters played by actors to meet in the afterlife.

Keywords: Ghost Gate Path; Ghost Gate; Luo Li Lian
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Title: An Examination of Wang Guifen’s Performances in Shanghai

Author: ZHAO Chunning

Abstract: During the Guangxu period of the Qing Dynasty, Wang Guifen traveled south to
Shanghai many times to perform at various theatres such as Baoshan, Yongni, Liuchun, Tianxian,
Tianfu, Guixian, and others. His repertoire mainly consisted of classic old plays featuring roles
such as the old male (Lao Sheng), old female (Lao Dan), and red-faced male ( Hong Sheng) ,
but the presentation of some of these old plays differs from that in the capital. Additionally, he also
participated in the performance of newly written plays. Wang Guifen brought the pure “Hui-style”
Lao Sheng performance art to Shanghai, enriching the quantity and variety of plays performed on
Shanghai’s Peking Opera stage, while raising the overall standard of performance for these plays.
His performances not only provided the audience with an audio-visual feast but also expanded their
understanding of Peking Opera art. His outstanding performance skills offered Shanghai actors
opportunities for learning and observation, stimulating their potential and improving the overall level
of Peking Opera in the region. Wang Guifen epitomized the Beijing and Tianjin Peking Opera artists
who traveled south to Shanghai during the late Qing Dynasty. As Peking Opera in Shanghai evolved
into the Shanghai style, he was both a participant and a promoter, much like many other artists who
moved south.

Keywords: Wang Guifen; Shanghai; performance
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Title: Slavery and Freedom in Euripides’ Hecuba

Author: LUO Feng

Abstract: Euripides explores the concepts of slavery and freedom by focusing on the different
responses of the Trojan women after falling into slavery in Hecuba. The chorus, composed of some
Trojan women, suggests that slavery is a state opposed to freedom, full of pain, but all they can do
is acquiesce to the status quo. Polyxena, who is of noble birth, views slavery as an unbearable
shame and chooses to die freely. However, in doing so, she unknowingly cooperates with the
enemies to complete a perfect sacrifice. Hecuba’s response demonstrates a mature understanding of
politics : justice, rather than freedom itself, is a virtue worthy of pursuit, posing a vivid contrast to
Polyxena’s choice. Euripides subtly points out that slavery is not solely about the body, nor is
freedom merely external power, thus further questioning the boundaries of freedom and power.
Although the victors have the freedom and power to dominate war captives, ignoring the moral
foundation may lead them into another form of slavery.

Keywords: Euripides; Hecuba; slavery; freedom
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Title: Creative Dialogue: The Gogol Tradition in Contemporary Russian Drama

Author: HU Ying

Abstract: Gogol’s literary legacy serves as a source of inspiration for contemporary Russian drama
and an important resource for promoting deeper dialogue. Contemporary playwright Nina Sadur
reflects on Russia’s historical fate through dramatic adaptations of Gogol’'s classic works,
emphasizing the importance of restoring the religious spirit to the Russian national path amidst the
contemporary collapse of order. Nikolai Kolyada integrates Gogol’s artistic symbols into his works,
reconstructing them to explore the eternal themes of life, death, and love, while highlighting the
power of love as a force to resist the inevitability of individual mortality. Representatives of the
“Ural Drama School” , Vasiliy Sigarev and Oleg Bogaev, carry forward Gogol’s tradition of magical
grotesquery, satire, and realism, repositioning classic imagery within new historical realities.
Through absurd satire rooted in an irrational reality, they present contemporary existential dilemmas
and social problems. In the creative dialogues constructed by contemporary Russian playwrights,
Gogol’s tradition has been richly reinterpreted and experimentally innovated.

Keywords: contemporary Russian drama; Gogol; creative dialogue; drama adaptation
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Title: Charlotte Gilman’s Theory of Gender-economic Relations and Women’s Issues in
Modern Drama

Author: HUI Zixuan

Abstract: Faced with a drama industry long dominated by men, American woman writer Charlotte
Gilman approached the issue from a feminist perspective, improving Darwin’s theories of natural
selection and sexual selection through literary creation and the construction of the theory of gender-
economic relations. Particularly through Women and Economics, Gilman established her modern
view of theatre history and feminist theoretical framework. Her early plays, The Quarrel and Dame
Nature Interviewed on the Woman Question as It Looks to Her, as well as her later plays Interrupted
and The Balsam Fir, demonstrate her ongoing exploration of the study of gender-economic relations.
Gilman viewed drama as a means of promoting social reform, and this philosophy made her a
participant in the birth and development of modern drama, while also revealing the contradictions of
women’s issues in modern drama.

Keywords: Charlotte Gilman; gender-economic relations; Women and Economics; Darwinism;

modern drama
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Title: On Three Ideological Sources of Theory of Modern Drama

Author: ZHU Hengyu

Abstract: Peter Szondi’s Theory of Modern Drama transforms classic drama from a “ systemic
category” into a “ historical category”. In terms of ideological sources, Szondi was mainly
influenced by the theories of Hegel, Adorno, and Lukdcs. When applying Hegel’s “ dialectics of
form and content”, Szondi introduced the dimension of time and summarized the meaning of
“dialogue” , which contributed to the understanding of classic drama. When absorbing the theory of
the transformation of Adorno’s style, Szondi emphasized the significance of “narrativization” , and
at the same time provided examples of “lyricism” in discourse. In inheriting Lukécs’ theory of
drama, Szondi adopted the argumentative approach of his predecessors while reconstructing his own
argumentative conclusions.

Keywords: Szondi; Theory of Modern Drama; Hegel; Adorno; Lukdcs
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Title: A New Discussion on “Imagery” in Xiqu Performance

Author: LI Xiaoteng

Abstract: In the field of literary and artistic aesthetics, “imagery” is generally defined as the
fusion of “ subjective emotions” and “ objective things”. However, in the study of Xiqu
performance, the interpretation of “imagery” has long been generalized. On the one hand,
researchers have expanded “subjective emotions” to include general meanings such as intention,
purpose, motivation, and situation, without focusing on the higher-level thinking activity of the
emotion. On the other hand, “objective things” have deviated from their basic definitions as
“objects” and shifted towards “events” and “character images” in performance. This generalization
of “imagery” has led to the incorporation of inherent characteristics of Xiqu performance into the
theory, such as virtuality, freedom of time and space, role types and stylized conventions, while
obscuring the true aesthetic characteristics of “imagery” itself. After restoring the connotation of
“imagery” , it becomes clear that the imagery in Xiqu performance is based on literary imagery and
includes three types: body imagery, sound imagery, and stage imagery. These types are implicit,

nuanced and polysemous, in line with the classical Chinese literary and artistic aesthetics.

Keywords: Xiqu performance; imagery; performance aesthetics
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Title: On the Aesthetics of Body Imagery in Xiqu Performance

Author: HUANG Tunwei

Abstract ; Imagery theory has profoundly influenced Xiqu art. In performance practice, Xiqu actors
observe objects to derive meanings and often use their bodies as imagery to convey emotions and
ideas. However, theoretical research on the body as imagery or the concept of body imagery as a
whole remains insufficient. Western theatre performance emphasizes imitation and does not focus on
the body’s role in creating imagery, whereas Xiqu performance distinctly features body imagery,
where actors’ bodies, costumes, and props all contribute to conveying imagery. Xiqu performers are
masters of expressing emotions and meaning through body imagery, possessing profound skills and
exceptional techniques. These skills and techniques serve to create better aesthetic imagery,
construct an interplay of reality and illusion, and blend emotion with scene. The study of body
imagery in aesthetics is an exploration and promotion of the core value of Xiqu art, contributing to
the innovation and preservation of Xiqu.
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