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Title: Contributions of YU Zhenfei to the Artistic Theory of Performance

Author: LI Xiao

Abstract: YU Zhenfei managed not only outstanding achievements in the art of performance, but
also made important contributions to its artistic theory. He believes that the artistic characteristic of
Xiaosheng in Kunqu performance is being bookish. He is the first person in the Xiqu circle to
theoretically explain the meaning of “method” in the “four skills and five methods”. Based on his
performance practice, he proposest hat the keynote in a charater’s personality determines his
character, his actions and the structure of the play. In a word, he enriches the artistic theory of
Xiqu performance.

Key words: YU Zhenfei; Kunqu; artistic theory of performance
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Title: Acting, Coordination and Style; On YU Zhenfei’s Performance Thought

Author: ZHAO Xiaohong, ZHANG Cong

Abstract: As a master of the Xiaosheng role in both Jingju and Kunju, YU Zhenfei formed a
unique performance style through his stage experience, extending far beyond the “academic”. As a
subsidiary role of Dan, Xiaosheng mainly undertakes the role of support in Jingju. But YU
consciously acted out the role of Xiaosheng in his Jingju performance, contributing to a sense of
subjectivity in the stage context. From stylized movements of Xiaosheng to overall stage cooperation,
YU implemented a principle of coordination, based on which he recodes stylized movements and
gained rich performance experience. In addition, emphasis on the style of Xiqu became YU’s
aesthetic standard and artistic pursuit throughout his performance.

Key words: YU Zhenfei’s performance thought; acting; stage coordination; performance style
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Title: On YU Zhenfei’s Theory of Xiqu Singing

Author: BAI Ning

Abstract; YU Sulu believes that “words, sounds, breath and beats” are the four key points of
Kunqu singing. YU Zhenfei inherits Ye Tang’s style of singing and integrates the essence of traditional
singing theories, based on which and in combination with his rich stage experiences, he explains the
terms of his father’s theory one by one and lends them concreteness. YU also made theoretical
development and breakthrough on Ye Tang’s theory of singing in view of the audience’s “presence”
and a singing style of “rising” beats. With the rise and fall of Kunqu art in modern China, and in
the historical context of the collision of eastern and western cultures, YU Zhenfei offered a
reflection, construction and expansion on the singing theory of Chinese Xiqu. YU’s theories have
considerable academic values and serve as a kind of guidance to the singing of other Xiqu melodies.
Key words: YU Zhenfei; Ye Tang; Kunqu singing; Xiqu theories; “words, sounds, breath and

beats”
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Title: Mutual Learning and Open Inheritance; On YU Zhenfei’s Theory of Performance

Author: LIU Xuan

Abstract: Mr. YU Zhenfei was a master of both Jingju and Kunju in the 20th century, especially in
the performing arts of the role of Xiaosheng in Kunju. During his many years of artistic practice, YU
formed a distinctive personal performance style and inspired great changes in the performance of
Kunju Xiaosheng in the late 20th century against a traditional artistic aesthetic paradigm from the
previous generation of artists. YU’s style became a new standard and a new tradition to measure the
merits of Kunju Xiaosheng performance. At the same time, with YU’s strong rational thinking
ability, he consciously considered and summarized the performance characteristics of Jingju and
Kunju and their respective artistic advantages and disadvantages, forming a relatively complete
theoretical explanation closely fused with practice. When we are now inheriting Mr. YU’s
performance art, a systematic combing and summarizing of his performance theory is of far-reaching
significance if we want to seek theoretical support and guidance for the effective imparting and
inheriting of Kunju as a combination of both “heritage” and contemporary art.

Key words: YU Zhenfei; theory of performance; mutual study between Jingju and Kunju;

operatic inheritance
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Title: On the Secret of Chekhov’s Art in Play Writing

Author: LU Wei

Abstract; Although scholars of Chekhov studies generally recognize that he creates a “new form”
of play, its essence and form have not yet been clearly explained for a long time. The secret of
Chekhov’s plays is “depicting states”. Ever since Aristotle, depicting actions (and thus depicting
conflicts) has been dominant inplay creation, which means that the play is presented as a story with
a complete chain of cause and effect. However, “depicting states” means that the play can be a
plain display of a state of life. Theoretically, “depicting states” can be traced back to Maeterlinck’s
essay “Tragedy in Daily Life” , and the theatre of the absurd provides it with the most complete and

2

sufficient practical examples. The “new form” has experienced development in Chekhov’s play
writing, and its rich patterns can be summarized with four characteristics: depicting states (as the
basic concept of creation) , routinization (of scenes) , fictionalization (of depicting techniques) ,
and precision (of depiction).

Key words: Chekhov; new form; depicting states
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Title: The “Sealing” and “Shock” of Meaning: Roland Barthes’s View of Theatre

Author: ZHAO Yinghui

Abstract: Roland Barthes’ understanding of bourgeois theatre, Brechtian theatre and Bunraku
reflects the three stages of his research on “signification”. He begins to write on theatre because of
his dissatisfaction with bourgeois theatre and his expectation of theatre reform. He believes that just

like many other bourgeois cultural phenomena, bourgeois theatre is a way of “myth” fabrication

¢ ¢

that leads to the “sealing” of meaning with specific “signification”. Later, he uses the word

“shock” in his articles on Brechtian theatre and Bunraku to describe the change of “signification”
in these two theatres. The “shock” brought by Brecht is that he endows historicity and sociality with

the symbols in the theatre through his use of “gesture” and “foreignization” and thus disintegrates

‘ «

the bourgeois theatre’s understanding of the “sealed” world.Finally Barthes sees a new “shock” in
Bunraku performance and finds a way to remove signification and meaning.

Key words: bourgeois theatre; Brecht; Bunraku; signification
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Title: Collective Creation as an Event: History, Path, and Significance

Author: LONG Jia, TENG Yu

Abstract: As a radical and continuous internal reform force, collective creation, which
flourished in the 1960s and 1970s, breaks the firm central position of linguistic drama in
theatre, and provides a new perspective and method for examining and understanding the
essence of theatre. Therefore, it has become an important event in the history of western
theatre. Since the proposition of collective drama creation as an event was put forword, the
occurrence, intention, process, mutual influence and influence on later generations of
collective creation have become issues that are in need of exploration and discussion. Collective
creation, which serves as an event, is an attempt to question the function of theatre, its
creation and theatre itself. Collective creation is both a “ breaking” and a “ becoming” ,
ultimately leading to the future of theatre art with its rich and diverse performance aesthetic
theories and methods.

Key words: theatrical collective creation; event; history; path; significance
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Title: The Construction and Deconstruction of Gender Performativity in Brecht’s Epic Theatre: A
Case Study of The Good Person of Szechwan

Author: CHEN Shuying

Abstract: Brecht’s The Good Person of Szechwan portrays the female protagonist Shen Teh into a
male character Shui Ta by cross-dressing. The play shows the different gender representations of the
two characters in their actions, gestures, and behavior, as well as their strikingly divergent
situations under the same social circumstance. The concept of “ Gestus” in Brechtian acting
methods embodies Judith Butler’s theory of “gender performativity” , vividly revealing the social
constructions of gender representations and gender roles. Meanwhile, Brecht strengthens the
alienation effect through the character’s cross-dressing, which subverts and deconstructs the
audience’s recognition of traditional gender roles and norms. By presenting the construction and
deconstruction of gender performativity, The Good Person of Szechwan encourages the audience to
contemplate and reexamine gender identity and gender representation.

Key words: Brecht; epic theatre; gender performativity; alienation effect; The Good Person of

Szechwan
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Title: A Study on ZHU Baoxia’s Pingju Performances in Shanghai During the Republican Period
Author: BAO Haiying

Abstract: ZHU Baoxia was not the first person to perform Pingju in Shanghai—as early as 1926, a
Tangshan Bengbengxi troupe visited and performed in Shanghai—but it was ZHU who rooted
Bengbengxi in Shanghai and transformed public prejudice against Pingju winning the form the
recognition of Shanghai, especially Shanghai upper class audiences. Her performance at the Hebei
Opera House of New World opened a new era of Pingju performance in Shanghai in 1935. Her
success attracted numerous Pingju artists and troupes to Shanghai and made the Pingju art
popular in the city, assisting the spread of Pingju to south China. ZHU stayed in Shanghai from
1936 to 1944, making her the longest-serving Pingju artist. Highly skilled, adept at performing
in tragedies, and committed to the improvement of Pingju, improving form style. Her success in
Shanghai changed the situation of Pingju and other theatrical forms often despised and
overlooked by intellectuals.

Key words: Pingju; Bengbengxi; ZHU Baoxia; performances in Shanghai; improvement
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Title: The Evolution of the Sleeping God and the Performance Tradition of An Enchanting Dream
Author: SHI Qian

Abstract: The performance tradition of Kunqu formed since the Qing Dynasty not only concerned
the generational transmission and inheritance of physical performance style, but also the
continuation of the narrative logic underneath its physical expressions, which together become the
stage intuition of outstanding artists. The stage performance of The Peony Pavilion — An Enchanting
Dream has been finalized in the Qing Dynasty at the latest, and the structural setting of the
Sleeping God’s guiding DU and LIU into dreams” has gradually become a performance tradition in
the stage practice of actors of the following generations. It is not only the condensation of the stage
wisdom of Chinese Xiqu, but also a conformity to the aesthetic demand of world theatre. The
inclusive transformation of Kunqu performance from classical to modern should take into account the
fundamental continuity of performance structure in the performers’ generational impartment and
inheritance, which is not only key to maintaining the special style of Kunqu and also the
performance style of traditional Xiqu, but also the way for Chinese aesthetics to survive and spread
beyond China.

Key words: An Enchanting Dream; Sleeping God; MEI Lanfang; ZHANG Jiging; performance

tradition
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Title: The Evolution of Payment System of Xiqu Troupes in North Anhui in the Early Days of the
People’s Republic of China

Author: MA Bao

Abstract: The traditional payment system of theatrical troupes consisted two forms: payment by a
share of the takings and stated payment by contract. Famous actors were paid with stated payment
by contract, while ordinary actors received their payment by share of the takings. After Liberation,
stated payment were gradually abolished, and with democratic discussion on manner of payment,
actors and staff in regional troupes received payment according to a certain score, gradually serving to
narrow the wage gap within the troupe when ensuring the basic life of people. Later, monetary
payment system gradually replaced the score system, with actors and staff divided into groups of
different salary levels according to their work and rank in the troupe, thus paid in cash. The reform of
payment system was a process of implementing the concept of distribution according to work. It
presents the complex relationship between breaking and making, the internal and the external, and

the individuals and the group—thus it required reformers to master the art of flexible regulation.
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Title: The System Reform of Shanghai Xiqu Industry in the 1950s

Author: MU Yang

Abstract; During the period from the liberation of Shanghai in 1949 through the socialist
transformation in 1953, Shanghai reformed regional Xiqu in accordance with the instructions of the
CPC Central Committee. Overall systematic reform of the Xiqu industry was considered the
overriding central task at this stage. By setting up a system of organization for the industry,
reforming the troupe management system, setting the hierarchical system for state-owned troupes
and private ones, Shanghai effected a detailed control of the Xiqu industry. Such systematic reform
moved Xiqu away from its market-oriented operations, emphasizing political correctness over
economic interests as the guiding light for all activities in the industry. The historical function and
significance of this round of system reform were considerable for the Xiqu industry, and long-term
impacts are worth considering.

Key words: Shanghai; the 1950s; system reform of Xiqu; guild reorganization
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Title: Theater of Attraction and Meta-montage

Author: ZHAO Wu

Abstract; The “theater of atiraction/montage” was a modern theatrical concept and method
pioneered by Soviet theater practitioners under the guidance of Russian Futurist aesthetics,
following the stage method of “juxtaposition and meaningful combination” , significant in terms of
the “meta-montage” in relation to the core concepts of the Soviet montage school. As the spiritual
embodiment of Russian Futurist aesthetics and the “meta” style of Futurist theater, the form
inhabits a space between theater and film. While the “theater of attraction/montage” was not
Eisenstein’s personal theoretical creation, its value as “ meta-montage” represents the wisdom of
Russian Futurist aesthetics and theater practice.

Key words: theater of attraction/montage ; meta-montage; Futuristic aesthetics
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Title: The Mediating Evolution of the Contemporary Performing Subject

Author: SUN Yanyan

Abstract: As the subject of performing arts, in the contemporary era human body has been active
on stage in a twofold manifestation of its physical presence. The first demonstrates the present
existence of the body and resonates with the audience into resonance by revealing pain and madness
in flesh and blood. The second is constantly self-enhancing through material and technological
media and presents itself in a game-like manner. In this process, with the intelligentization of the
media, the material body has withdrawn from its given “role” and faces the risk of becoming hidden
behind the media. In the development of contemporary performing arts, the body, the subject of
performance, faces “occupation” by the media.

Key words: body; performing subject; materiality; mediatization; intelligentization
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Abstract; The theatrical term “liberating nature” originated in The Central Academy of Drama in
Beijing in the 1980s and represents a set of sinicized terms for the European and American methods
of actor training. In the early 1980s, Tsai Chin and other European and American teachers visited
China on lecture tours, introducing new methods of actor training that developed Chinese
terminology after localization. With the widespread application of “liberating nature” training in
acting teaching, the term became extremely popular in the field. However, the term is far from
essence of actor training. Inherent defects exist between the signifier and the signified, a
relationship not formed during the process of application, causing numerous misunderstandings to
countless teachers and students majoring in theatre, film and television. In fact, a liberating nature
is merely a training method in the process of acting teaching, whose purpose is consistent with other
training methods, aiming to eliminate psychological barriers in the process of transforming students
into actors, restoring their ability to effect natural responses to external stimuli.
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