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Title: “I Have Always Depended on the Kindness of Strangers” : “ Dramaturgy of Strangers” in

Contemporary Theatre

Author: CHEN Tian

Abstract: Traditional dramatic theatre and classical dramaturgy attempt to construct a complete and
enclosed microcosm, in which conflict is highly dependent on pre-existing historical and intimate
relationships among characters, resulting in a structural exclusion of strangers. The crisis of drama
in the late nineteenth century created conditions for the emergence of strangers on stage. The
randomly intruding strangers in lbsen’s The Lady from the Sea and Chekhov’s The Cherry Orchard
created fissures in the enclosed world, marking the initial form of the “dramaturgy of strangers”.
From Ferdinand Bruckner’s The Criminals to Roland Schimmelpfennig’s Arabian Night and The
Golden Dragon, these creative practices demonstrate the construction of collective portraits of urban
strangers and their association with the theme of isolation, establishing a dramaturgical model
centered on mechanisms of spatial connection. In more recent works, Park Geun-hyung’s All
Soldiers Are Pitiful and Martyna Majok’s Ironbound reshape the image of strangers, transforming

them from a threat into a symbol of solace, and exploring the possibility of interpersonal connection
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in zero-relationship contexts. The evolution of the “dramaturgy of strangers” reflects the reality of
social network disintegration and individual atomization in contemporary society, while embodying
theatre’s active exploration of new possibilities for human connection.

Keywords: Dramaturgy of Strangers; contemporary theatre; crisis of drama; theme of isolation;

interpersonal relationships



A EZD . A EE IR IR E PR TR BRI
2026 FE 2 H( B8 250 )

“=AL g7 P ERE IR
BACAE R bR AL 2 PR VG

Bt

PR

]

N

ABRE: "ZEz" TR FEEMRKRAC ARCETERAMZF Z B E X HK AN
fER IR AWHER R, Hb, RIRMRE G TR oA 0 4, IR ALK & X
SEI AL R G K R, B RN A E W R TR, ZF AN, BN ET
MR G HEF R LRERA—ERAL—EARNER"WHSR L. EX—RAR
FLORAMEARCMERCHRES Wk, ARCERKCFHETLWER 52, BT
el Rk mARCGNE 5 HE, ZFUARMARA,ERESDFEERERFH
RRE#A, “ZMHEH" BB ANRY, sEATEFERNNARREE LSRG HR

%5l
* 818 =Ey FEHEE Rt ARLK ERL
DEDES: JS0  HFRIREG: A WERES: 0257 — 943X —(2026) 02 — 0015 — 15

Title: “ Interaction of the Three Transformations”: A Theoretical Paradigm for the Study of
Nationalization, Modernization, and Internationalization of Chinese Huaju

Author: CHEN Jide

Abstract; The “Interaction of the Three Transformations” refers to the dynamic interrelationship
among nationalization, modernization, and internationalization in Chinese Huaju, where they are
interconnected, mutually interactive, and mutually constraining. Among them, nationalization
focuses on the creative transformation of traditional resources, modernization focuses on responding
to and exploring real-world issues, and internationalization embodies an open-minded orientation
toward the world. The three are organically linked and interdependent, forming a dynamic system of
“rooted in tradition — responding to reality — facing the world” through continuous feedback and
adaptation. In this system, nationalization is the foundation and lifeblood of modernization and
internationalization, modernization is the goal and driving force of nationalization and
internationalization, and internationalization is the vision and breadth of mind that nationalization
and modernization ought to embody. Modernization serves as the soul, with the three jointly
promoting the development process of Chinese Huaju over more than a century. The proposal of the

“Interaction of the Three Transformations” theoretical paradigm is intended to provide theoretical
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reference and pathway guidance for the development of Chinese Huaju.
Keywords; “ Interaction of the Three Transformations”; Chinese Huaju; nationalization;

modernization ; internationalization
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Title: The Artistic Event beyond Manipulation: The Non-representational Poetics of Puppetry
Author: YANG Ziyue

Abstract: Research on puppetry has long been constrained by paradigms of manipulation and
anthropomorphism, which obscure its perceptual potential on the non-semantic level. This suggests
that understanding how puppetry transcends the logic of representation may serve as a possible path
to breaking the impasse. Anchored in kinesthetic empathy and Brian Massumi’s affect theory,
puppetry can serve as a generative field of energetic flows among puppeteer, puppet, and spectator.
Within what Frank Camilleri terms the “bodyworld” , the puppet activates non-cognitive perception
in the spectator, functioning as both a catalyst of affect and a generator of appearance. Puppetry
thus reveals the generative logic of the artistic event in its primordial state, where stage movement
manifests as intensity prior to being cognized and verbalized, thereby propelling the spectator-
performer relation into a non-mimetic and non-representational field of affect.

Keywords: puppetry; affect; kinesthetic empathy; Massumi; event
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Title: A New Examination of Huansha Ji ( Washing the Silken Gauze)

Author: LI Guotao

Abstract: Huansha Ji ( Washing Silken Gauze) occupies a milestone position in the history of
traditional Chinese Xiqu. Nevertheless, many issues surrounding this Chuangi play remain
unresolved and have even become long-standing academic controversies. Based on a thorough
examination of the playwright’s biography, the playscript, relevant historical materials, and
previous scholarly research, this study proposes that Huansha Ji was completed between the winter
of 1562 (the Renxu year) and the winter of 1565 (the Yichou year) , representing a more precise
timeframe than previously determined. Beyond its central theme of “using the past to reflect on the
present and exploring the causes of order and chaos”, the play embodies other creative intentions,
such as promoting transcendence and entry into the Dao, satirizing the social mores of the time, and
expressing grief over the devastation of the author’s hometown. Furthermore, Wei Liangfu and Liang
Chenyu did not have a master - disciple or collaborative relationship; the play emerged as Liang’s
“self-composing of new melodies” after he learned of Wei’s new vocal style. The above discussion
resolves several long-unsettled problems, affirms Liang Chenyu’s status in the history of Kunqu, and
advances the study of traditional Chinese Xiqu history.

Keywords: Huansha Ji; date of composition; Xu Yunfang; creative intentions; Wei Liangfu
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Title: On the Psychological Mechanisms Underlying the Generation of Conventions in Xiqu
Author: DONG Yanjun

Abstract: The psychological mechanisms underlying the generation of Xiqu conventions can be
divided into three main types, according to the composition of the generative chain. First, the
cognitive mechanism compresses experience into combinable conventional units through attentional
selection and structured processing, and further organizes these units into operable segmental
structures. Second, the affective mechanism establishes scalar boundaries and calibrates intensity
through processes of externalization and internalization, enabling experience to achieve controlled
and stable expression within a scale-based structure. Third, the volitional mechanism translates
understanding and experience into executable and verifiable step requirements; through sustained
monitoring and selective reinforcement, it consolidates practice via feedback correction and, on the
basis of habitus, supports adjustment and re-creation within normative boundaries, thereby
producing a stable way of handling individual differences. Together, these three mechanisms are
coupled into a feedback-enabled dynamic system that provides a traceable process chain for
explaining both the inheritance and the renewal of Xiqu conventions.

Keywords: Xiqu conventions; generation; psychological mechanisms; emotion externalization
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Title: “Inserted Performances” ( Chayan) in Ming-Dynasty Xiqu Seripts

Author: XU Chang

Abstract: As performance segments inserted into xiqu scripts, Inserted Performances in Ming
drama can be broadly classified into three categories: song-and-dance performances, instrumental
music performances, and dramatic enactments. This phenomenon was already present in Yuan Zaju.
In the early Ming, Inserted Performances were mainly used to heighten the festive and auspicious
atmosphere of court performances. From the mid-Ming onward, literati playwrights deliberately
integrated Inserted Performances into the narrative structure, and by the late Ming playwrights
further explored their artistic functions, pursuing greater richness and refined ingenuity in stage
presentation. Inserted Performances both record Ming-stage practices and embody playwrights’
artistic conception, demonstrating distinctive value for theatre history in three dimensions:
performance forms, the circumstances of performers, and the performance - spectatorship ecology.
They not only preserve the titles and formats of performances, but also depict the situation of Ming
performers and details of training, transmission, and apprenticeship, while revealing the interactive
process of “program selection - performance - feedback” between stage and audience in Ming
theatres, thereby providing textual evidence for analyzing ancient theatrical forms.

Keywords: Ming drama; Inserted Performances; play-within-a-play; theatre-historical sources
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Title: Avant-Garde Explorations and a Turn in Values in Russian Verbatim Theatre

Author: WANG Lidan

Abstract: Contemporary Russian documentary theaire has adopted an avant-garde posture and
taken on the social mission of engaging with and bearing witness to reality. As an important branch
of this tradition, contemporary Russian verbatim theatre breaks with established creative ethics and
reorients theatre-makers’ perceptions of everyday life and lived experience. In renewing its creative
paradigm, it also reconfigures the broader landscape of theatrical forms, giving rise to new aesthetic
orientations and narrative principles. With themes that evolve in multiple directions, verbatim
theatre employs “raw” creative methods and integrates avant-garde theatre aesthetics to realize a
shift in documentary theatre from ideas to practice. In doing so, it substantially renovates Russia’s
documentary-theatre tradition, promotes an aesthetic turn in Russian theatre, and strengthens its
social function. Its avant-garde spirit enables it to intervene in social reality, to show sustained
concern for ordinary people, and to address pressing social problems; to a certain extent, it fulfills
the creative ambition of participating in contemporary Russian socio-political culture and reshaping
the social ethos.

Keywords: Russian verbatim theatre; avant-garde spirit; paradigm innovation; social function
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Title: Sublime Awe: Balthasar’s Interpretation of the “Director-Actor-Audience” Schema in the
Theatre of Cruelty

Author: ZHANG Ying

Abstract; Since Antonin Artaud published his theory of the Theatre of Cruelty in the twentieth
century, its reception has involved frequent misreadings. These misreadings often stem from
ignoring, or not fully apprehending, Artaud’s original intention,namely that the Theatre of Cruelty
is directly linked to a sublime dimension that reaches toward metaphysical questions of the cosmos.
Balthasar’s theatre theory, characterized by the idea that “under the doctrine of illumination” , can
provide methodological inspiration for the Theatre of Cruelty by pointing to a sublime-grounded
closed-loop theatre in which director, actor, and spectator are unified as a three-in-one
configuration. In this way, it helps to form a shared schema of artistic force, whose aesthetic

‘

manifestation is “sublime awe”. The application of this framework forges a tighter linkage between
the director-actor axis and the spectator, thereby further addressing a current gap in Artaud studies
in terms of methodologies for theatrical practice.

Keywords: Artaud; Theatre of Cruelty; Balthasar; sublime aesthetics
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Title: Resonating with Brecht: Re-examining Eisenstein’s Theatrical Practice and Theory in
the 1920s

Author: YANG Shibo

Abstract: Sergei Eisenstein’s pre-eminent status in film history is beyond dispute, yet few have
seriously regarded him as a theatre-maker worthy of sustained attention. In fact, Eisenstein’s
theatrical practice and theoretical reflections in the 1920s resonate in profound ways with the ideas
of Bertolt Brecht. Like Brecht, Eisenstein insisted on a non-naturalist position, excavated theatre’s
political potential, and devoted himself to dismantling and deconstructing traditional theatre. The
concept of “montage of attractions” , proposed by Eisenstein from theatre, exhibits a similar pursuit

‘

to ideas such as Brecht’s “epic theatre”. In addition, Eisenstein’s comments after watching
Japanese kabuki performances likewise embody a theoretical line of thought close to Brecht’s
“alienation” effect. By examining the points where Eisenstein’s and Brecht’s theories echo one
another, we can better discover the cross-cultural kinship among different avant-garde theatres in

the first half of the twentieth century.

Keywords: Eisenstein; Brecht; avant-garde theatre; montage of atiractions; epic theatre
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Title: New Voices from the Folk Sphere: A Study on the “ De-hierarchized” Comedy in the
German Sattelzeit

Author: GAI Qi

Abstract: The contemporary German conceptual historian Reinhart Koselleck termed the major
period of transformation in Europe between 1750 and 1850 the Sattelzeit ( saddle period). During
this period, Europe underwent profound changes in politics, the economy, and culture, and a
Western knowledge system and cognitive horizon in the modern sense gradually took shape. From
the perspective of comedy studies, it was precisely in this period that several important German
theorists emerged, enabling Western conceptions of comedy to break with the hierarchically ordered
tradition that had prevailed since ancient Greece and, in theoretical terms, to enter the broader
historical current of de-hierarchization and the democratization of art. From the standpoint of
modernity, this de-hierarchized view of comedy itself constituted an important component of the new
cognitive horizon, exerting a positive and far-reaching influence on the subsequent development of
Western literary and artistic theory and practice.

Keywords: folk-based orientation; Sattelzeit; de-hierarchization; view of comedy
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Title: Writing Russian National Identity from The Forest to The Cherry Orchard

Author: WANG Kexin

Abstract: While Chekhov’s The Cherry Orchard enjoys a global reputation, its internal inheritance
of Russian dramatic tradition and the ideas of Russian national identity it carries still merit closer
investigation. Alexander Ostrovsky’s The Forest and Anton Chekhov’s The Cherry Orchard display a
clear intertextual relationship, and both may be read as profound works emerging from the decline
of aristocratic culture in the second half of the nineteenth century. A close examination of the
recurring “bearded” figure in the two plays not only brings to light the national-cultural meanings
embedded in the identity of the “forest person” (lesovik), but also clarifies the forest’s dual
symbolism as both a social type and a broad socio-cultural space. On the basis of their shared
writing of Russian forest imagery, Ostrovsky and Chekhov together delineate the breadth and depth
of Russian national identity.

Keywords: Ostrovsky; Chekhov; The Forest; The Cherry Orchard; national identity
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Title: On the Narrative of “Silence” in Wajdi Mouawad’s Incendies

Author: LI Jin

Abstract: Lebanese-Canadian playwright Wajdi Mouawad’s Incendies is not only a distinctive
contemporary rewriting of classical Greek tragedy, but also a dramatic work that writes war memory
and reconstructs historical imagination through the motif of “silence”. By foregrounding the
heroine’s “silence”, the play reveals the repression and sealing-off of memory produced by
traumatic history, and highlights the individual’s psychological struggle in the face of war as well as
the impasse of speech. At the same time, through the postmemory process in which the heroine’s
descendants trace their origins and break the silence, the play brings an individual, family-level
tragedy into convergence with a collective, national tragedy, thereby witnessing and transmitting
historical trauma. “ Silence” is thus the play’s striking artistic feature, participating in the
construction of the story itself and serving as a discursive stance that calls for listening and urges a
renewed examination of historical wounds.

Keywords: Wajdi Mouawad; Incendies; silence; trauma
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