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Drawing upon the anthropological theory of liminality, this paper explores how the work
paradoxically reifies the liminal experiences and survival struggles of marginalized African
women across three dimensions: space, body, and morality. Nottage situates marginalized
African women within the bar, a liminal space defined by its marginality and inherent
contradictions, compelling them to narrate and exhibit their bodies ravaged by sexual violence.
Consequently, their liminal bodies become a concrete symbolic manifestation of the atrocities
of war. In the play, liminality transcends physical settings and subaltern experiences,
permeating the very construction of the moral subject to produce a “liminal situation” marked
by ethical ambiguity. This multi-dimensional artistic representation imbues the work with
profound moral resonance and a compelling aesthetic experience.

Keywords: Lynn Nottage; Ruined; subaltern trauma; liminal space; liminal body; moral
liminality

Author Biographies: Zhao Yongjian (Corresponding Author), Associate Professor at the
School of Foreign Languages, Zhejiang Gongshang University. Research Area: Contemporary
American and British Drama. E-mail: michael zyj@163.com. Yu Mei, Lecturer at the School
of Foreign Languages, Zhejiang Gongshang University. Research Area: Contemporary

American Drama. E-mail: yumeilisa@126.com.
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RIS - JEBEET (Lynn Nottage, 1964—) FME] (5% °K)  (Ruined, 2008) AR H A2 Wtk
IR, VRZIREIL T RPN WIS B J LA N 808 5 R IR 2 AR AR R, 2 24 AR SE R 4k
M BEMEE. (CRK) B REDRT IR TRz 80, B RFEMCE. M5, R
A - HOBOA S A R, A R M e SCARIEAZ G N A 2K, (EEEA 2
FREFNZR P RRAEE LR .

“BIRR”  (liminal) Y5 HHT 3 limen, JEE UM, W HEE A FARKITIETE - N
(Arnold van Gennep) F2iti. 1909 4F, flifE &2 CGEPEALL) FHel, ARy G &
SAHEE: ARRALL. BZALRIER AL, JERNE (2016, p.24) K5 Jemiit AL B2 ALY
Bk BIRRETALAL |, REFEID G BE 2 AT ZALACRR R BIRRALAL , RERRAHT A 2 AL
CERREALC . AR, TR AKERLE L - Fig) (Victor Turner) §7fE TX AL, Kl
(2006, p.95) fE (GG g ERPASAEATEX B, WATEIRE; MiTEEg.
& AL LRI BAL BT A8 8 P2 HE IR L A8 b Ty . 7 MeE ., BB — R B ]
(betwixt and between) HPRASEIRE, BIRFIAKE TIRAWES S0y, EMAREH S0, &b
TAHEBRPARES . XSRS R Z M, W TR R I L n) & 5T 25 A 5
W] BRI F s R B4 (Thomassen, 2015, p. 40) . VEA—EEMEMES,  “BIR E28
SCEEEE AR SR TSR . AR SO CBIRRT BB AT, R (K AR E
N 38 3 0 R = T A TR AT, AR TSR AT ) QI B Y, 48 R 20 i
7 5 SRR
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. RS IREPHBIR A

BIRRZS (A2 BB 0% 57 SR @B S i S5 E RO IE AL e s | (R
fd, 2016, p.122) . MR CBKY TR OIS0 — A 3 B AR R R T RE
e b 32 1]

I, SEGHE R (BK) R A < —AS/NEE . B B R R AR
BIFE S, MIRERFIEAIE"  (Nottage, 2009, p. 5) ©. ZEIAYFTA 37 HHR & A AR AT 048 -5 AR 7t
b B — [EPEIE B, PR EE SRR R AR, A E— N HA G AR Ay, oA P SR o 1
X —HB B B —E P R B SRR T RSP e B T NS SO, T AR U 55
PR EE Y AMRVE U, A JHG ) )9 I R W A 1 9 T SO B s g A, A A RS v ]
KA.

ZEXFHBRZIE— 2 “9digiy”  (Mama Nadi) BYHAELME, b Pk, 2
—APIER . TR (p.5) . Ml iRYS, TR EGE—A T, ORIk RE
SR R IAYHLAE, ANAEIERHE”  (p.86) . A THACRIEIEHINIRIZE, Wl IR
T—&ME: LB R 2, AR AEOR BRI RS . IR, BUN A SRR A I A
WL, gl G G Bl R R A IR AE IR G, AP E AR U I, GORMERRIN . R B
], M RAERK 7. WAER T (p.42) . Wk, MTREUNE, WA RS
BE. SOBUR A5 — A I LA I 2, Al sr Tk s RN R T
WATIBEAMENTEAR T, RIS N—FEETE, ARG A B TR ET; (528K
RIRASFER BT, IR AR LI (p. 22) . 44N (2006, p.131) 7& (OGUERE) HIlh,
BEABIBR A, AR T R E R B0, oA AR AR A KRR, A TR
“XZRE” (communitas) HRFRBII. M (2006, p.98) ILTE (RALZHAR) HXTICTEANERE, AN
RS, MR AL WL ARie. HARRARY. F. EIRALE, A T DA
IFESSHE A E K SATRAER AR TS . W@ ul, #EA RSB A&, 545 7H 1
By, W REA STz 5y, W DARIERIAL, BOREI AR IR .

R TAREERZAE, 9 R A IR R EGG,  SORET BCTEIE B — AR
SCHYRE. —ik, A A TR v LTS AR TR BB AT B SR I, ORI, Al i i sy
Z0Gr AT BN UL E . RAE ALY g, RIS AR A NROT, XA
ANEERB” (p.89) . A THELE, NG LREE L, RGN, 12 MO PR Y B — {37 Ji5t
%, RERENE, ®ERE, MSURZES T, HE# 7B, M0Eer ShissE, J
TR —AFEEM S — “WIET . SRR AL TR 2R har Ay . BRI B
PIFIFt 4 e ss, (EXHE &R L ERMEEN SR E2 5, XA DR R G, RIS IE
JE I, TERR IR RIS E]  Z0 i S . SR R A S B A B AR R R R A
TERIDNS Bk RN, W WA TR, WAV, WA NRIB MR IELE AT
(p-15) , FrETEAE G TR 2T 4,

FEWIER Y BB, TP () ) o PR 0 ol VA I P Ab s TR B i ok . B AR R 1
FEPIE B AR EE S AR, AR 2 A BTG IE Y AN SR AN R TR A T 5. TR, A ARG,

@ Nottage, Lynn (2009). Ruined. New York: Theatre Communications Group. WA F 3] X R #riz R4, A& ——it 9.
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FEHe L, FFRER. BIPHOUR, MR AR R A X — . N,
WERSETEF, Aol BEIRAISEH, WE T . 9nd i rE e AR, AT IS
XAE—BOlGR: WERARZSHIAN NG, TRtk iR k. BPAEAhZE, Bk, mIRiIE
T R AGAR  A e AL, MIRATERTEEE”  (p. 63) . WXL AR, $ER T
WEAFEE A R BRARS: — v, G A ] W 2R O g — B T/, RN BURNF AR AR 37 b
AR B A, ENZZARTEE, N — R R AP B 2 8 S — T, AR A A R A
AEMHEE (in-between) FPHUVETE, MIEAHNESS, ALK, BERTEESBER AR, BA
(R

T 2 8] F) e R Pt B S M R AR TR Lo M A APIRAS . At - A %, AT
IRz, S g%, 1EiE sk, JOR IR IE R RKEL . 2 I e,
NSO AT T ME— B XA . FEIE A, WfTRERAS B AERT, s Ah I A R B R R
. OIS TN A — A MR L i B K, EIRIERDIMAIE: R BT, REERW
JL? BEEMMREL? 38R AR R R RE AR - BRI T O, — D AT SRR %
A7 (p.32) . WSRO SR Z LRI K, R IR 2T

SR, A AT TR AL e A e B R, SO — R A AT IR AL A AT L PO PN B B 1
W, (HAEREIE AR LIk, PRI SRS AR e e, TP HLAG R 55 03 R AR AR B A AR 3. T3
T A 2, EId 2 H RS ORI TG 9%, 4ERRTI R B, XA ST S —
BRI, Joab kS AR i 5% XAER BB, KRS R TEN 4K
FARE IR L A EETN S E T IR BRI A E R (p.5) . MAAR
HAW SRR RAEER, W — A ®IF otk 5 B P 2w, 22K 1 KRS 23R
AR BB L PR A R RS R — AP JE S — A ), R B M2 S e 2 ) G 2 T3k
JECT B, EBATRE X LR 2 LR AR AR

5 2, IS EA RIS A T O 5B ER . BAa SRS ARG IR Z I BB A,
s B Ik PR JE PR BR8], AR R T, IS B R )E LRI B 2 B, SN[+
TR AT R . PO 2 [ ) I R A AR B iR 1 ik S AR R 2 L R LS A AR R

=. BHTHIBIR &

PRI T RIR N ST IR LR, AT TRy TR R R, WIS Ruined JIT7n,
SRR, NAERE, SEMSGEA THMEERME. Pl CBRSE  RRTERE R L BLR
SZME A, M-I AR BORE. (BRI R Bl R A 3 05 S A
(2880, HIEF, 2026, p.16) , RIF PR RHME 2 SR ATAIR 05, DIRRER, SARALETS
REARA AR LR, AR BT T AT SIEZIA]. MRS R SO WISR N Y 75— ik
Y, WM RRINES . 55T, DT B AR A A EC T AT 2 B O R BRI S AR A
IR FAEIE T AL XA 2 8h, TERIAIE R AR, SO R RS . X — SE B AR
FERX WA PR AR BB T R B R B k.

PERE RS —RR, T, Bz Zhf, £ R TR RHMEA EPOR ER LT,
IREHLEE A O Z TIBE, R XEHEEEE, “MrEn M HNFEE”  (p.12) . fbif
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RTHOEFERWA:  HAEIE, MATHEIRETAEE, BRI EC BTN,
B—KINF—FEEBUE"  (pp. 80-81) . L2\ fERME, PEAISRERIK S, APORRIFE, A
SRR, Refar NiRig . HEbRSURESA R, bt —RUER A fuiit
TEMAMERRTAH, AEIREE IR Ag P a e 2, LB —BRIARA - BB AT TR AR 27
(p-78) . WHEZEHEZ TERIEENR/Y, HARZEMAER, HMBECHR NS EIRF ) 5
R, BHEIE, POOEF AN, mEAEE, BEEAEX EER R, Bl
BRI ENEFA LR, WEMENAM AN, PREICEFGE IR, B3OS
AR E, BN REEAERS RS 2T, BARRREZh. AR 4% A (bare
life) , WNIRIFF—M,  “BONBU R SCRCRIR G (BSOS, 2025, p.186) , MUNAE
NSEHRIRRTER.

AR PR ARA BKT B, BEERER, JREAEEDT N, KRR, ek
L, AABEE ERE, HEYNEIMRTAE RS, —K, FRIEASg— 4 e, o IRSEe R sk
0, AR I N EM AR BEE T RS Ay, bk TAERRE ). R, JRIRRRR LY, ARAE
BRSBTS, WA YCESEIEA R, PO IMETR A SRR (p. 12) . MUJLFAW]
BEFH— D IEWI LA, TR EERA R THRIWE  (p.17) , FIENIERAD. WA
T HUE E GERD AR CAERBARIIIE, FATHER IR, (RIS AR MY ik 2 T AE T B
R, JEE—8, FEERGEEMBITAAAE. RE PRGN, 2R am. K—ETH2
XEE 7 (p.32) Wik inyE, MRt e I R IR R A . Al 5 53 v LR L U,
—AMBRUEAEPER R L ERRR T (p.15) , TR FEIEEL, [FE L BN
R IFAEFRAM, YOAREBOEALE,  “—HAE”  (p.37) . BIENEIERT, BITYAS
PEHUAE S TR, SRS R R SE B, BRI TUEARE . AR A 2451 .

BRI AR IEC R TOE R IR W B R 2 AT, WISt (L)L, FET. B3R)
CRig “HES MRt AR S RS, SRR S A A E— R B BRI . X
Mok —RERT B RERE, WINPT . TR RIE AN, A E
F 2T AEF IR AR A RO EOT BB AT . T ISR B IR 04 B (AORIAE DA A 25 A9 B 0 S i T IR AP K
WETCVESE LAY R B BL

L N R S (AR B R B R AT XA E R IR A SGE S AN 5 Rk R,
I A SRR, MSGRZI AsEehds . AN TR A — DR M ARSI L #, B
— M ARMEE KRR L, B AR ARSI, AR, (EA P B DR v st
I, RAGOMIBIEIE. ARk, ABIMERS EIRT R, S RE AT R EAOE,
MBS IR T (p. 34) . BCEMR H OB O3 R 2% R e Al B B Xl 2 ) R AR EE, @t
AP L L 5t B O ORI, R AR IR TR EUL . RFIREOMIIE. D THUBE N, A ST
NS SR ARG S AR 2, TR B . WBRK, XSRS AR AREOR RS db 8 BT
s, (PRI 2. AR SRS AT LA, O, MR TR, ARER AT (p
64) . XBUREEE/R TSN OBUEII ESNTIER. SEIROTLR, AR H S AR A Bk i
KATHLEAF . A E R A ], AR R g, 2y B e, AR E S
WO HEIME AR, SRR AR TR R ME— 75, R MAESR G B — U TC A I
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R B RS BT H B Bt R AR R B, FEgh it i A 0 B T A — B ]
G, BERIE AL A O RO RsR TR BT %1, BRI g, O 3 SR, X
XA T8 L—RTE T, BRI EIRX LAk TSR . IR R RS, HES 5L
RARARIEAY I, AP A E A W, T RORBOR, BRI AME R, mARE L T RA
TR, MEEATIE A O, AR PR EEA TR, R B R SR — R Sty s AR
R, PR N AR E IUE BTG, ME SRS A, pER A B GE 5
RS LATRL 7 (p.94) |, RIGEBMITS, XA MUK B35 AR A 2 WA IE T A it
A 7 SR ) W IRAS (S 3o S NSRRI 40, AUER T BT A 52 e PR S RO s, ity o 1
Xt T AR RUBA B A BB 2 i A S AL

PO, AR RS T AR R R

T CRKY b, SRS TS S EEE, AT R FRPRES . X PR
FORLIE T, B ACH T AEAER AR “JEAEEIRE”  (moral liminality) .

Frig GEEER , FERR HEEVERERY AR (Siliunas, Pugh, 2025, p. 863) , & “—Ff
A T B ST G 2 [A) ) P (PR A (Siliunas, Pugh, 2025, p. 865) . {ESHX MR T, Y
EEAER N R AR, AR AG B —E AR AR . IR AR B

TR RAE A Pt 2 I Tk, ARG, HERH 51 e B R A A L SR g i
g, Hh—Aake MeRIHE M AL (po15) |, BRSNS L. —FIMNE M Z G, aiinig
LB IDA 25 TTHARN K R 2cf% . MBI AR, Xt AN IRsE, 2R WA
SOLAER ORI, R EARERT, (HAEX R, FAEEANCA IR AR R, ORI
MBI IHER: X, BOMRL AN, REWIET TR TR — A B
Wi, 7 (p.16) . ABHIICTER, AR THER, TR ZRX S MG MR Hok,
PURBSRA S2a i g s, il “Joabwl 57 (p. 14) o XS, AIIMESE B2 ok B i i
D5 1 S AT SRR B R A AN E, IR BT MOk BRI . X T SR R
GHRIRE LN, ALIWIES, WA AEXHIE, REAEFSEK. I TAER, KEL
PERREA AR, G T, BE RS 03 TR RS R R BRI R A A BB SE B E R
g NPT TR AL

AR, B EE RS AY), W ARRIER “ETEEIRAY)”  (morally liminal
figure) , X—FAY “FFHZ N BEMEEREIRE, XS fEIEWE R 14 2 BBA B AR
FHEXISL”  (Siliunas, Pugh, 2025, p. 865) . 52, BMEERAY M TrEN, 5 FEEHREAM
XL N, BIANYERE SR . I E SEE . AR SR . (BeK) Hhivghimg
MR — AR EMEBE A, 2D AT RIEHE”  (Mobley, 2016, p. 131) |, {if
TR, HFETT2 R AR,

FIAR N RIEN G gty @5 oret, HAT LR (p.o4) —AE, B Wi
AEFE AN AGRR AL TIRZE R, T A S MER LSRN, Bl 120 X e 0 ek
AB 7. MBS, e BT MRS = SR A e, gl g i oA TR R d AT TR R R
#RFR, HTT (p.9) . WP R0 Z QG o EE T R, HAaEE Ly

=
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VOIS, SCHUNTAS 2 HBRIR MR, A B i il B A i S i, 1 — Rt 14— 11 [l
fe. e, FFAEALRA BRI (p.16) , HAmiiask “&az”  (p.13) , WERZ
Jerfan”  (p.16) , Wifh RTEMUER, ARMEZT  (p.14) . WEZEREE: WEERZ -1
N, Btz —iKn, WS R RIERIMNAR R E. &, —F SN Z )G, gl i
I — D AR OSSR A e BL T AR,

FESP AT “ANminiE” wF, SEESAE L - M - R (Ann M. Fox, 2011,p.7) ACA:  “ihiA
BUASLY, HTEML, HimsCh . 7 WS, AR, M e s SR, —
DIER B B R A T A . ORI LA RN S R M R B2, BRYSR B LEPTA R A
AL (p.4l) o XTAEAU, MR DA S, NBGETEH A, UGS, e
BOREK, RCRERE, BRE IS, OVRIIEASAEEEZ . AR, — D RBUTF L RIS
B TRERIE T 0, PRI AURAUE, AR IO SR, — HERE R LI R,
HEBER M BUFE R (p.33) . BAPEHE A BRANE, BT S L.
FEAND I A A B, G fE4a%F 32 S (moral absolutism) B EL. A THERLIE AR, b2
A T B E R, X R A ME— RIS . ARIEIAT, wUUCAZERRE IR R sy, ot
oA MAISE B . S AR, M VR bR, IR AGETERRRRAS. 0K, MR
SCEVE, At A el N, X ARR M BeA A, R R AR S — R —H
VediuhiBA, PEIE AL AT BB v Y R . TETETER P AR T, X AR il BA B RO A vl BE AR
I A TR,

HAFE R, B if IR R M 2 N, R T BN R AERDEHE, 5
HESCRAR R TARE T, 9l 7RIS, IR B I T, Al K. AR
— BT, A WG PR —ERT) P IR W, R
J&” (p-72) . MTHIE ‘PR BISEE, ISR TR AR . 2 SO % SR AR
WCOURAE, AR R R (p. 22) , PRIPIRAESRZ R, ARG, MO A
I ah, ~F H EASEOR B R TAE, —Ik, A iS00 A IR E A - 50 70 5 O/ 7L B 2R,
X BERT D SR, E R W IR IR AR I A R B B 1 TR B A, A s DR E R TR
K. WAMGRAEIRIET M ], EAEXRERI PR ER 2 0, i H SR A ik — 6w A A
BAERPURR A R R AL . FE9iin iR L, RIFRR—A “HIRHRR”  (p.16) , HiE
e A Z N Mgy, AEEAEMARIREE, R i S — BRI O

FARBAFAAE LGRS - 4 (Primo Levi) WARIRMAEPELIIREE KO (gray
zone) HUMERS, AR TIRATREM “EEHHR XS, VOV EEPEX NIRRT, 2HEH
N T AL REGATEF . IR BN, I EAT AR AR A I HLA M. R @b BE
SR TR I S T AT R S e, O TR REAR (SR HRBE T E A, R R I
HUAHSRIREE, B E . LR TERIR, EEBLZACHNE. FEARFRE, XRTke
ANz, RGBT, BAERE X A h, X f “PERIH) AR MR L L A B
FATWER — D MERFIIIMA . Al 2 A Ta Y. KYHES?, REZNRZ, Wit r— A%
AR BAS ], RRX L TR AL R] 25 Lotk S A B 2 D B TR

(BeK) Bl TGt “2EFEE 5 mEE ZAAERER ooEE. T BIRE

7/
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e T oL, INRSIRINT. » (B0, 28, 2022, p.179) BIRAEHERAEH],
TERCS T, AR ZEE EFAE, LR RS ERINER . AEigy 1A
TFRE ML G, MR L A TRAE R AN R R T ™. G TR R B A AL ok 2 4
WEARAE K — PRI, AR T RS, X IR — D E AR, PO “BRBE &7
AR BRI AT E L (UK. W, 2022, p. 181-182) . AWIH A LAY i 71 i F 1 £
19 PR REAT BB A VAR 2%, S Rt AT JE YA T B ¢ st vt £ L%U% S8 TR F

R RLF LA T — ME B WRR NS, (RSB AN MY R
WEGR LA H o) BB TEAEIE R, SRR — A P B 58, AR MARECR B R A
HRLS e TRNS G4, o8 53EEAE oo L il v] AJEAT .

T, G

SKREAE SRS - #Er (Jennifer Hayes, 2024, p.5) AK: “WIEFIRARFA G H Ml
G HE ) BRI Y G ARSI _EORBEBISRREAOTRE TR, bR, (8K
e Bl PR G AR 2 B TG R, AR . SRR, AP 24 e E 4k 7
PEHR—MAE, WA BARAZFEESERNFNEA, R2AERAARIE R I, P 3k
PREVARELEL. dofE BB RAS S T — Mg s, W TR S S, RS
EAES A, R SR, ARMIRE LT LA, M A, SO R R A
R BAEA T R FAR)Z 25 F, EE TEE @i, 2R — AR A B O
BRIGEE. XMZUEER ZAREALE, TR IR 2B R 5 # LR .

BEEWH: AUREZHBHEGIH 21 o LE R RZEMES LR AL (WHSRS:
21BWW062) HYFTBIER 2 —.
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American community and exposes the absurdity of racial prejudice; the resistance of spatial
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African American community in seeking spatial justice; the vision of spatial justice reveals the
idea of equality and conveys the expectation of building spatial justice among races through
harmonious coexistence.
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—. 5%

5k B 2 AR A B - S U (Bruce Norris, 1960-) 9 (3i3R{AR A1 ) (Clybourne Park,
2010)7K 3K 2012 4F4CJE 2, 2011 AFEFIFOWRIEZE DA K 2010 45 BA 2R E 2 BRI, 51k 7225
S RIE. COERARAE) VAREFRMBOIZG, FTMB. gl RKERH XA IR
KUBOH, R4 DA E B A A XS W fi g, T S AR R A AR R L IR e R Y
W (Andrew Wiese) s, “Zf[EJ A% [E] s} SRR R E NN E L (Wiese, 2002). Xl id
Jee I ye AR L2 e Ak DX X P N R AT AH B 2 20 i 2 ) 283y, 417 S5 ) AR T8 TP R R M8 174 225 ) %)
S 2SN, AT 75 Rl P R 52 [ A 2 R S R M SR A

HET U, ASCET AR K Z 8- R (Edward W. Soja)  F %5 [] 1E SRR IR REIT 534t .
WK (GBFZEMIESL)  (Seeking Spatial Justice, 2010) 31, =3 [A] j& 41 & 5 R B9 A2 U 4EJE,
“ 3R] IE SO BE R IK T WIS AL S AR B A, R PR AT SRR K BEER AR (Soja, 2010). R
WA B S RIER R B m R G E e TOEE” SRR R AL, He
MRWEE” AR AR R e, ffoe “IERRER” Kok SRR ER” . ASGEE R AE—
YL —EA” it #n GORARAR) ZRARE SRR ZHSIRE WS, 2 AR R
PAEZS IR G0 T RIRPUEAS, S AR 85 R U il - 2 i) A O B, 38 Sk S AU HDUE i A 2 1)
I SCEB AR B R 5L

T “UREE” - ZREAEE XERIE

“IEX” B3 justice FIAESKR B FHLTIHE “justitia” &R IEL . AP . RIS, IE
XHYBL AR, XM [EFRIE (Soja, 2010) 4 F 2, IEXAAEREME, 5
IESCEYIM R IEZ VS, it a S5HF . ARPUG T, /e BUASE, #w i bAZS H] 2
AT H M5 (Wang Fei, Lin Yuanfu, 2021, p.61), & { w3 ARAREY 1, A AFEEH5 I
FHritE R aduE i A E. RIS AT AR R WEREBLZNBNG, BT mW I, 87
MBS, IA B FBNDF Tk AR AR A ST R I 508, R IE R il
“FIBMECARE G RURRGE LS . X3 E IR IR A ALE R AR AR B SE E B B g e v
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JIHES B SRAOM a, S B AT 0 e 3 T S BB AR X BRI 2SI SO . i AR R R
S AR IE S, AR RAE DA — b 2 i 2 Al ED 5% ) 2 i) DX

‘X7 Pe3C distinction ¥ X437, SREXKBIGER, R HEbME R R R A Rt
(4, WA R KA (Zhao Kuangheng, 2015, p.55). Bk Zs 8] X B RIS HEAR BTl S 0y, A Be
2 ARG AR, GORMABAE ) FRIRHRA NI R P 7 g A X
B, AASRIEIRET AR R e A ZEERS, AR AR A NSRRI B A HE R 5%,
ERERFEMANL GG, AMEZTTFGE, B SEM. MPARNRE R .
eHEERET FEZMEEOARE N, AR EIAN S T R AU & S, R R RCR ALK
LFEG . moriE R, CAIERAFERAL. RS R X —#W, PO R E XX
BARAE, MREEX PRI SRR ERSEGULTH e B ARRIEZ —. ATE
HWpErgEe S oy, Ra BV, sOrX RS, SRR, THEH A .
FORBA BTN S, B CARMIRIA A T B VAR, A R ) BB KA 96 W= AP R AR 2 15
S, AL A ] XE DAL AL X 25 (] Y 4598

FRBAFE, RTAR—TFB? (kG T2
8RBT D7

FRRE R L RF T D7

I F BT

FR:EL R

hEFANTET, T

FRGXAAE KRB, AR RNE L EOETN, AEAN B E F 2 2L
BE, RTAETR, ZERILRTKAK, —KRALELT—AKF &AM F i, (Noris,
2011, p.87)?

FRTEXHE AR B, sz g b iy S AR R E ORI A BT Ty, MhFTHEf v
FAABAE XS RIS, I HEBFA SIS TS, A Mg, RZEIERARET
AL A, ERRRXFERE AT BB, 725 %P, BEX—ERHRN
B, H5ZHEMEIR A B, R NEZNBAIS, MR EARER RS 7
(p-179). WHERAZETHIER I BT “fh? 7 (p.179), HEECARAFHY: AANLHRIT
AERES, MBRAYSCAZE MBS LR, H2N TIBRRERE & TR A2 4 00185
Bt X3 SRR MERAX I AR RIRE A S AR CRE” AZH5Z%Mizg).
R AE” B AL BrERE, TERRIE . WEARE AN L IREEE, AR AR
HERFREAY A D R AF B M ToAR s, 5 7R WA B . IR, TR SR W R X,
IR 8 ARG 328, AN B R AR R TR R S8 B A R T Ay, T e 3R B2 el A DA R T A

® Bruce, Norris. (2011). Clybourne Park: A Play. Macmillan. VAR 5| X RERIETR, ANH ——UiH.
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SR IER L, RRWAEHOEUEAE 1507 SN R S B ] Tk LA, DAYES TS PR Al 1e”
IR A A SR NRITET A RRZZE DR PR B3Pt X,  HAL e A JLERBR AR R
RGP AR (p.83), A APIEFEAET . SOV, iR, Rk R A
SCAZE T MR B I AR A LAY AR 1R Rl 5 SR TE, R AN e sy, St =
BIRARIE S, RZE R 1 R i WAL DI S 5 e D 1k

CTORAARB A ) BB ZRAA R P 2 AR 2 TR TR, AR B 1 hiR 2 SN AE 2 AR AN jE
2. AEANTEI RN LA e sU ok, B/RAA e aE H AR B E T R T D 7 R BE. X
—ATRAG SR RAB R SRS E R G O0R” AR RIE SRR 22, HETDRAAE
EVEERFREE 2R WA BB ISR BT IR Ss lhr 77 (p.49). AR, RUEBTZRAA4F DATE L5
RN NBF T BRANEAIGE S B TE” B9 WL, TR o) PR AR TR [ 4 A 2R
M FEITAT . 24 VSRl M PR (AR R 5 E i R e i, ANBERIRbSEIE:  “FEUs E A —E R
WEA, XHE? 7 (p40)HE T Z MM EAL . FRAAR: R BERNER M AATE B i 2 B, BT
LR S RFE B NSRRI NS B 2 00, XA Db iRy X, I e s [l IR S i i 2.
XRIPER S EEAE AL IR B . S —F R, AIAAOEN. S-S RIRZAE L HES E K,
L B R R B T e, MO REI, AP RS RIS, R IR R L T R
G “12E, EIIPHERRUEAOC. 7 (p105)sbzl, BB R AR PASCIA SE A, R
HNEWR R F S50, FURMARBESE S5 B mh s, T Rsaan i @ e B si 200t He . R di
WHITEBE, ETHZIEATHE: PURAR—E TR SRR T 1152, MAMS eI~ 10 2
MRiE B, O8N T 3O MEIERTDE, WILAER, WEGE “TOEEE” NIAMAFE A,

=, BREEAEARY . ZEMEERIE XHIRDT

RGO KRR BEA G, RREAIGCIZ, WS B OAFEBREZ . K, %
TN AR A B0, S SGm gl BOA &, IR A E = KA - B (Gaston
Bachelard) FEHZEAE CERBITEE) FHE:  “WART, AN T REERTFE. ZEEANR
MR R RS PR TE N, BV B2 R, 7 (Bachelard, 2009) FIMAI LK E,
e SPTAS ARIE S, BAT 48 [A) 1 SRR AT S . FERRI R, N RGBS 7 5 R P R A e gt
TERERTEUR AT SRR, XN DU R R B ML & BRI D L (E R, i Ho2 e Ak
PERRRY I ARAE, 2 — PR AR A R IE SC, SR A timsl” RS EAREh
i 2% e AER 1 W ST B8 A X B AT SR O iy A, A R T S IR B AT %X, i
SEORIXHYN OS5 5 1) R SR B A I 1) A 2 A T IRIZLAG AR AL, X AR AR R LR B —
FIRRRER, whred: T a4k, » (Neil, 1985, p.164)IZHFEDA “$EXFH B4, Fr30ibikB S &5
HR 292, AW fm R by AR R SN, (GORMARA Y HAEEHR X X —1,
IRV @ F UL, b e — IR 2 AT, R— DR AMERIH g 5 =5 )
i JR A . 7 (Sheffer, 2010, p.144) i DAZ AR k-5 21 AL BERE RS 8 A1 RO UK 2 LA B, %
T = EAE BEEAMR M=SAARIE SO,
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FTYR R g 2 T A AT KR I 5 RO, RTINS I B2 W B IR A B s il
RHEALG BRI LIE” (p.183), MURIFEFEICATAEIN T )5 Be A LBl i PR AR I 63X 43 TR A K
TRAPEAF LUFCICHREN) . BEAh, FIERM P A XA SR — AR R IS, R Z Rk
DALSEATIR SIS N AR R o, HEUR A G2 MR RKIE W RFFIT, SRR —RIET
WA IBERE 22 . AP URAEIE SCHY P ST . SO AA R 2 el AL X DLAIE T R I = AL “ZEAR” #Y
2y, ARSI EERRI IR . X BN O A7 AT L5 PR X st s A A i) R, RN
TEARERRKACI, Fuil - SARBD LAERCA R (p.167)iM H. “ X BTG i fH”
(p-167). XBEIHEZX 01 LAREY), ERAERIIERILRE, 5IHERERAE H]
ity e AR, T ELIN SR By o AR R RO B SRR, ERAEAE (IS BT 2E RS IR ICOR, ik X B
DrseAE LS RS OR UL WL DRI, ARTEAN S ORI T SR e AR, AR
AR ISR, R SO A 1R X A E R 2, SR R X e A AR 2
—BUREAR IR —AFR AL, W ARMELIR A LR, WS, KRS
ARG WRE AR ey (R B b S BEDT SRR, S AR R ZEICAZ S A A A s Y BB A
“FEMRILIZ(Collective Memory) AXAETE B LR B AR AE—E, O HEASCHIA IR AL T &Y 5
fii. ” (Zhulin, Duanhui, 2025, p.66)1E 25 T RHCIZ EMRMERTRZIAE, FIEFUiE: 8t micie,
XA LN E. 20BN, 7 e L6DFER I EAER Y, e AR B i A A7,
2 AR P S B IR AE A A, X — KB R A IR SY F S S SR DAL, A
FAR DR b SRR R SRS SO RIS AT 2R D gz, FFAEIRSZ A SRR, T2 REAS I i
R BRSO BN R A A AL Bl B SR e A A b S ) Py s 22 B S5 1 SR, A ke J
MR ERIR R, FESRALTRIE R BER T, AR A AE B XS N i B RIE, IF
By et AR B A, RIS UMY T S R E R &

FIYRE SHTAESEA W, AR T B RIHE DASF SR SRR D S2iede,  2R-P4 FHOEsn
ALK, I oA S RAA S 2 Bl A B AR A P W A A s Tl i . AT e 38 B X K
WMEGAEBOTIRIZIPL” (0.199), EARMLAHERET SR TG, JORT- LT IRIZ RGEEA L
DA WEE” 2 WA AR B O TR Z . FTERIRIIZTE, R AR, TP TR
ISR AR, X R T RIEE. 7 (p.184) WA R IE 2 SE AR X Az Bl I Y BLE,
B “HRHT AR AN ISR . 2 JEEk Sl i S DA SR T B4k, — S8 [y A 4 S B i
HFG BT oL R IXALiERS” (Zhang Hairong, 2019, p.42), 1M JE#FBEAR A2 il T 2 0 S S AL FBOK,
BHEBRAEX TR 250, Bl BT @ W s s Rl ol . XM el B g5 A 3 1R 4 B AR A
CSMARE R, AEJLHERUL P RBERVFR ST MEISE . SRJL 4%, TR RA—RE, 4
FAARARIE A “gitAe” B UGE I, SRARIIRA A BOR, X SR S (i e 22 5 B s A A
Wz, M —SeREA MR BB ke dEim ke, FLiksh s shdtAR. (p.201) 4k E
T SRR TR, XA TR AR R R R X SIS R R R . TR 2
%3], —BAWE DB TED, EMEMEERS K AKEEM, 5IRESRN: HBih5E
AT, SRR IR RKIE N LT R D ERE s, B MRS AR R ER.
AR PR SR AL K ZS RSP P SRESGE . RS R ZI I8 0 S 8O K RmATsh 1, e
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P e AT R RS AR IE . eSS DR ERIER, B B SR A 2SR B,
HrdE T ARR R SRR

M. “HEERE - ZEIEXHER

25 A)IE SO ZS RV R 2 A & I O, SR mAE s B S A S i 2 A h 2R B
IR SR RN USRS R A IR SOELASEEL, (HE AR “— gl — ek
TR, — MRS RIELATTEIAYEE T (Soja, 2010) A DA AR IE B S8 v i 23 1) R 1 R4
INIRIB SE 4T S B2 B) IE SR N E,  (E IS HGER AT AR I

CERAAR A ) bR R 5 ia 1 SRR AT 3K, (ks ool s 18] 1E SCHY S Je
Jadl P DL S o i 1 58 N Rk B T A A E S . FiER DB, U O R . SR —
i P DAL DR M s 4R 40 2 B 00 W B ROR, 0 SO AR BRIt B CBrERIALIK, i1 e )
RIAFE: A% ABUEEAERAE XA ANTARER (p.73). MV MGE: AT EE S
AFRG? 7 (p.74) VAR MG 7S HRR S8 PR RRE,  SEIERT T DI SSRMB A T-45
MR, A AR TCIR IR AT AT W% A — E R 2SR B AR, [ i B B 4 i I B2
H—, AMZR N MEAFHSHRAEAL X Z 58, X RB DS T 238 [ 1 LR R, Z )52 RIR
AN R ERE Z A) PR > B AN () 24 B TE YR 38 I 25 TR R B i), DS e PRI %
TR E B AR RIIARRE Rk, BIARAE— KRR T55......7 (p.110).,
DUSERAX A [l B2, P AR R 0 e B W et P 5 B SCBRE,  i Xoh 2 ) IR SR sy, A S RN [l
TEREIL S 2 (A A AR BRSO UOUE B TR T AR BEARR, 3 E3h{EF
RHEIRR  FTROGRMERE, IR AR SR R L T R R AR B E T ), I b
X BRI . A A R S A R DISERT IR R R AU — R R
W5, RN, SUEE—NFEIEI. PR R AR, AR R SO R
VAT CATEL A . S IEAr . BT R R AR AL B0 BR 22 5, iR B T RN 22 537 M0 S fy BE
f5 Iens, AT A 2% I A 23 ) Bk et

TS HEERAL, 1959 4RI S 4ERE R DISE i Je 0 S o B 2 d o — o B S 1 O U A B
2009 AEg A2, T T S0 ZARRTE R B A S RIUN R . XARERMEF T, e
i I B S BT R A — RS U IR ROCR . EADEIE S BT g, e 8 o g
TR EE S A RIE SCF R EESENE, IR Toie @it 250 @ AR, W 25 8] 1E PR I AR IR A AE
. v B MG o E I SR T R A R R B DL SR A (A I SRR I, A DO RO
Wt otiReE, OB MR RN AR TR LR L. TSR e, TaHETAERL
BN Z, UARSM—24E=0, ERIOIAITEANZE, WH 15 THIRZIERY R
(p.98). B —FYoE EIAL TH G S A IETHEZ A, FEAMEXRMER AL, A3 Al o s 4015
GEMIEE, Hela m BN AR, BONERS BEE, BRI, mE e A WER .
SR, BT U A SRS, USSR B T X AR A 2. Wt AR A B T8 1) 5 Je
Yho EARALE, TG OLRIR A FERX AN RMEATVITE ARG, R LA
SR, FREEF SN, HERER R LA IE R AR RIBEEE AL 7 (p.240)
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DUSEHA “WOLRIRE AR AL IR DL RIS AT I AR RIS UURAE R e,
HORAERIK AN O R E ARG & MRAE AR S 1 BN A P55 SR AT o) K e, ST i R
— AR AR AR S R R R

B REAE 1959 4F, TEGSRAL, VUSSR T —MRERMER ) SR B, XML
SEN AR HEA,  ER MO BAAE XAS FAYAE: — R AN [R] R SR A AT DAS-SESEAL
PTG IE SCZ 3, Sk 7 ook s (AR SO Ry . 50 s A 2EAE 2009 4, FESERAL DUEHE AKX A
a2z, PR AR E HOI-F- W05 i Tl e el I DL RIS A i 7 ) & J2” (p.240)
RV R AR WA MR A S 25 B FEWAE O, X PRI S FERBARIE R, A4 A 1015 P S s s A 14
TEEREGH, FR H HXE T B aS m A fE . R A ) @it AYiiiE SR, %
2 A A IR SCRPRTIRSR . DUSERA “ bRl BOTRiEsesk, DASAb SRR 1% DL A KF 455
MRS, AU 1R P RO, BB B, BRI, PSR
AN IE SRS, oAb, R R R B AR T 3, AR 45 R AR R B L 2 4R
HR DTS5, kol R R 9, AUKINE B W BRI S a5, Fns TR
AR X, I H s SRR, A TR FTHAGER, E AR Rk,

T, &5k

CFORAR ALY BB 2 A E R R S A 28, 467 7RI MU = Ak 5 D s
ek, R DARARE AR TG R R 3w, (R PRI I -5 BT B g 22 [l HE )+ 5
Y ZS IR AR I SRR, XX —BESE, AEE A R EETER . BRI R S IOT-257 25 AL
AR B RS, RIVERUE R U AE B A (A ThTh, A O g A4 . M e A ok s A Y
W R R 2 A SR E R R B MR DT, LEAE TR R e A R S M L B
PR EREFRBE, BEMTDA 2SI OaRREE, RERIR B S TERE S5 HE RO HE R T b i 85 T A
AN FRBEASTEZ 9, IR T —Fh AZS AR BRI R EGE . LA PR Xl AR 28 by s ) 13 1)l 37 5
5, MR UL AR BACHE 2 A A A SCAS BHOOL B HE T JEERI Y AN 2 JR T — 37 TR %) ELabh BE AR P I
A
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immigration, religious convictions and political movements, a distinctive business tradition
had taken shape in American drama by the late nineteenth century. Commercial operation and
capital monopolies fueled the rapid expansion of playhouses across the country, yet they also
erected a formidable barrier to the development of serious art. When Europe’s experimental
theatre influenced America at the end of 19th century, playwrights broke the grip of
commercial capital on the stage, rejected the vulgarity and mammonism of bargain-basement
production. Their revolt created the social climate essential for an independent American
dramatic literature, cultivated the early-stage audiences for serious native plays and thus paved
the way for the swift maturation of American drama on the world stage. Eugene O’Neill, the
greatest realist dramatist in American history, emerged in response to the proper time and
conditions. Under his leadership the nation’s theatre crossed the threshold into the modern era.
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—. 5%

FESCFE 2D T R RIE I (15 HE2°K-1800) iR 42 SCHY) (1800-1865) , LIS Y
B A SR A 1865 AF AL AN A A N T, JRIE 2 ORI, SRESCEA TR MR S, /M3
VRS 728 108 H RSO, AN FFRZR N S o 0 T I P S [ )i A R It e ¢ J5 T/l . 5
e, A Z A E BRI E AR, PR )RS St R 2 R MR . AR S DA S [ BRI 2 AT
& WK EE, BT RR RIS SCRRIGUE 2 Al 530 58 DU A A =S I R AE, 5IAT
5 L ) T M R T TS A 5 J PR K S [l R ML R BRI Z R E RS . TELZ MRS IR . SRBUREM . BURiZE)
SZERNRT, FKERXEZEIE A T 5e A TR IR Rk 2 4.

T TRENA: BRAREEXRRIRTEE EF

KRS LERE )R 2] 7638, X2 Se R . SR SR E I A e, RBEMRE AL
TCECH AR 1665 4F #5775 JE N o i I A (T D SORIARTE sl N B 23k e AT R o 1)
BB ] 32 1800 4F, SREDRRIZ T 1 ME B AYRIATE SRR A, Rl AR A B 12 i
KEHILR, R RARA LI NN, A EATA W BfER . SE SO s 5 TR ST
5, ML REIRE LT RON JC R S E B R, R A, X B, @ R R
KRR BT (Davis, 1998, p.216) . B, {EMBIBIRER, KEAETIULZFIA O
LGB a, OIS ORI AR . B A A B KRG 25 RS LT R o SR S i
Pty 32 ORI S E AL AR B et =X, AR SR IRAE 1775 4F N B AGEE] 25000 A, 4IZY7E
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1790 4F A 11 %824 30000 AN©, FE O 3 M AL 29 i Hanit, Hob b X 2 ) AR, iz s
i (1775-1783) RS, XA DAZTHRGURMECREPOLRI B R BIF R . teah, 230
Pt R R S E R B E RN R, Ao, RE. MEE . S ON E RS A R
RALERBRA AR, MWHP NSRS . REEm 2k B R E SRR, HRREN S E R
WEX, FAT AR AR A R AR, AT ARk — TR R AR, 18
R TR R A SEX o b AR B By —H 2 IR Ear B —1 X4
B, AMHEEVFIEE, WP R, DAEE K Ear g BIGAZEAE,. ~ (FEHES, 1998,
p7) AT, BUEE—MMRGEIGHIE, i DRSBTSk
A4 ERRRITE B, DAZEREAE S RS SR, MO RS RIS, 1774 47 95 K Rl 280 I 7l R X
SRIERRITE S, X NEFEER 1789 AEAWHGH, ME& AW UG B W @R, WK R
G, R Z R FRRE S SRR, AR PR & I . R AR S RIS, R R
s RZ W, RIAWZ Rl R ER T B R R . (R ED 25 22 I A Rt KA AL 4E 1) .
SRREACR ML AR . SXRRIRDE, A 95 DR TR 7E W7 2R R0 & S i A (A A T les . 18
IRI R

AT A 38 BRI A2 B ROR A BRI, ARRIAS QAR — B R T — e R . B
FEUR AR R R E R VR, SEEVER QBRI RIA R A 4 0 B 2, B I 1
JRIAS X RRIASE oS A B R, Bl B HR R 284 (Royall Tyler, 1757-1826) QA (XL )
(The Contrast)  (1787) , M N4 E| Rl 40 5 ¥ LA % /R 22 WIVE K L) (Richard Brinsley
Sheridan, 1751-1816) [ (FEE2EALY  (The School for Scandal)  (1777) , PR3 F v 1
4% (the stage Yankee) fENSLAL DASEINA LS. X RREIAH TWGIMAR, FEMHEZEMIE T Z
AR R SRIPR AN A O M S e AR, IR T R Z mPHTIER N, BAERR. 6
&2 T A B ) ) — e ] S SCREUB B AR . B RN e X fE i (William Dunlap,  1766-
1839) WYTLHERI (LAEZLY  (Andre) (1798) , XA@EE— X T REAR T FHAGAER], XBHE2
FEVERRIVER, TGRS U 30037 e P i — R BTSSP R RS I S 5 bR — It
Bf MR, AR R RIRIAL Per SO, TR AR R R T S LSS RIRE R R R XA A
55 71 S [ B SR N 9B, R b T e 2 o [ R A 2 S E A RN R R A, ER S
WG NME . A CA R PR 5 R, 6 5% R0 B 0 1) 22 BRI AL AR B, AR S8 T
iR A, X FRIE AR B [ T S EE AR SR ZUGTIL,  TA ISR AR R 56 [ A
BWHRSIGE. BTET), APREFE R RIA S (FHE LR R ) (The Glory of Columbia)
(1803) , BETEMRMISEEM LIRS, BOA T 2 EEMRRIEEA, XA TR HiE: “fEX My H
PRSI SRR R, 24 P g s A T OROARIE R, IS xR (Shillingsburg, 1978,
p.78) . S IX— B I AR R B B R SRR BRI R, B2 T A 2

O BIBRRTHMEY (BFREL (F) Y, ZKHH, 2018 F, %467 R.
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IREEHAR IR IR, AR IR EARSER M A IRE R IR, KR TER @i, 5K
XA 325

=L AR R RS RO AR R

19 LS A bR B R BT A B B 19 42 E0t, SRRSO ) TR
SUBMIRIERIE N, AL SHOUHIF BN IO, ZBE (Ralph Waldo Emerson, 1803-1882) 7
GEFISR)  (Nawre)  (1836) o4 s O R850 1 XCABAHLBY e T R 2 SCOC2E 0B, el
8 SRR T S R, Bk T — SR T S RO MR, 7N W
WP T — A S OUE AR IR 5. UL RO 0B, SV B S 2 R,
AR A, B3 MEREA, AT R SRR R, RN 3
PRSI (BIRRTEL, 2018, p480) . JAT, SEEMEAMBVEEIR, A HA nHHAMRE 4,
FEQIE ARG IONER, ¢ th D ELIE 2 R HRY Fk fh . AT BIA S0 A
LR F R, LB R S I T W SRR AL, A A R, R
I, ALERAOT RS L. R, BR AN AR MPLEA R, R RAE K Y
B PRI (O BP0, WLt . 2R A DI R S,
BIBZBEHLA, AR, YRS PRI, M T BB L. AR
RAFONRRGE . SORIEE, S TR BRI A SRR TR

19 BT, SCRABITF I FA S TR, 78, T RO E T
BURGRITE, BT B BB, BRI B SEBCR E/N CAARUY/NR) B (R
WK  (1852) , AOUEREEPNGIERIZ AR, T, B, ASHHAIRTT L5
IRSIRLER . WOREE RSN TN, 1907 4 fr S FI 2 AL A S AL AE A L0 (SRR
WA IR BRI TS BeOh, AT ARG (Washington Trving, 1783-1859) /it
CHEJLIRTR)  (Rip van Winkle)  (1865) , IR0V FEURI, 04 E1/MRTh/ti) (A
Y (The Lady of the Camelias) ~ (1855) . BCH&/NRBARTDRMBIA, T IREA S IBASAE,
2 T ALt 020 P VT O 1 SRR RO 200, R (L8 0 T 9% BB ) £ 3
SERRPCER, JSRIOTH B0 SRR b BT T A FE. AT, MR BIAESE AR T
BIVEARAIER), T EL/NE S BB R S, T i 2 I R AT L2
BERS, SKAESECT MARIAKS AR, TR, B A N R
HUBCHAITTIN, ARG EW SR 7219 T4 S0 45X, th B T BEOTKN 04 & AR
R SN B35 2 S WURRIR R, SRt 2 BRI 2 B B B, B R %
A B AR R TR, R R A BUBFHA R DU SS, T2 00 2 0 TR L3 ARG
K. BN, (ERRTURLED), MATIRROC. FEEIHIARIEAOUE B NS, SRR
WHHHILLE] (Frontier Play) , JFRCHBUR BRI AL . 19 HALK TP SIS SN ik 3L
TR R AR, RIS S IREE MR, AR . KRR
QU LA 20 42 30 A HUHCBTAETN A FIA QUM 10 % BEALAE R BUAE IR 9 ATRBISY, B2
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GNFIWERI 2, HAEA e T, A0 22 JeUE RO 32 B2 DMRPTE NARBRFE RS . ARAT EI 5 42 9%
ME CRBHEER O dE. HE, ISEA R R AR (R MR, SIS b e SR i
1. R RIS Al i B N, RIAR TR TR — Sl Ao, (HARPRAE 2R &
TIE, =, FRERRRE LA T R, BN SEE T R R A SRR G
PRI T DR e i B S AR AR R, AN AT AL . BRI ) 320, I e it
BT RME AR RN L R, ARy IR AN A S8 1 X R FE R (burlesque
extravaganza®) NEE—H. AR Z RIAR T L4, VAESARONETT . £ RLAIF . il
TATE G RIBCAR . B ERFE WA ORI LA, WG 7RI, W BRI S5 .

ZiERTA, T IL A SE EDR A S AR R A . AR Rk FEARZ R AR,
e [ I Zph S B B 1 ity 2 A3 T =AY BRI 2N 20 L R Z IR A R
) (melodrama) (G-I EATE RIS PSR & ETEA R ZIRBERRI AR (ZE
AR BRIRR . BN RS S SR IR 5 IR SRR (LA AR R AR B R
WEESMEAEIREERD) . SREXRRITE U2 BAS BURAR AT 20, JCHGR & T 48 (XK R
BRI Z )G, TR AR MM T RRARIER . R, S, (R Rz,

aRIEX A, BolkE R REE T ERRL . SR, R AR Rk 5, 36
I XU il BT SR AE S MR AR e v J5 T IR, LA R 838 DR R B 14 2 it Te Ve e
7 R AN BRI R EREE, VER AT ARRZ N AR I, AR = MR SE A AT A
P, BEMOE IR BRI = 5, R EER, SRR ROk AR, 2B ERENR
T A%, FHIISSOK-FARRE AR, AR BEIR S 5 A, S 4 XA 5 2R A R
REARERR] . R, SRR RIER GRS RO R A, SR, S, RIPEASR, AO%
ARIERBSCABE . RZDASCERTE, W IR i RIAS QI B AT 10 LR R RICR,
M ZA TR ff B TR AL . LIRS AR ARERRTT . S8 =, AR APl R AR S
JUASM B PE iR RS TOEAR,  BER AR SRS A . BN T3RA,  SE R E 4
K il i, R SRR R a1, i ) S — 2 A TR R R . TR, RIFE S
(VALUSEERIE S 834 ¥ e WU BUI RS pR et By (B W N 1 E R (S DB e S

. YEAZN TR NEEED: PLStE AR

19 40K, ORI TIGE, L1208 15 220 Il (Theatrical Syndicate) (545 T 3/
BARITG . 7IE4 H OB RIS, R IUE & MR LRI H i LT 0
T, WA T TG, 7R RIS, R R R T R
UE—fi- 5 2 B A TG AR ALLL (The Shubert Organization) 5N R LA BIBARHT. 952 &
(Charles Frohman, 1860-1915) ZHitf, ARWFHEA, HOWBORHIWR 204151, BI5 2055

@ burlesque extravaganza iX — 3L &R B T U LBM, 18 & K K895 RF A E, L Roberta Montemorra
Marvin(2003). “Verdian Opera Burlesqued: A Glimpse into Mid-Victorian Theatrical Culture.” Cambridge Opera Journal
(01), p42.
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TR, mAEEE S, Bl AR T EEDRRI RS, AR AIAME—HRY, 58
BB T TR AR RR 2, 58 ER R BRI IS SRR, 7R ARG AN A A
AEIZ WK AELE] I AR T R R AR R B, 9 OR T RIS BRI, I T ARZ 5 AARE.
FOOPLE . SEBESE KSR, (ERERSEG 2R IR . i i) S8 1 X8 2 w28 7 R T
KA WMEILERE, S A 25 2 A2 TOR IR 2R K i) 2%, ARGV hy A B AR B,
53CEZARWATHE . PSR R AR AR AR — A E K, WO KER, B%AIA
PR SCE T AR AR S (SHERTE, 2018, p.506) .

i) 57 2 i P B BELRR: T 25 R R R S 4D RO A B8 ORI ELTR B T RS A
RBH)— KA TR, —Le A N2 LIF RO RIC . SR 20 /MRy . FEErrs
VEZAVRIE ™ i B0 5 32 SO ALAR e ot e 5 Bl 0 13 S5 808 S 1 5B R0 17 BRI e
WK 2E ) UL %0 8%  (George Pierce Baker, 1866-1935) Z3f2 %% )y, ZTHE 1905 4R FF5 T %
FEHUREE, RIGIRFLG S 47 48 T E AW 47 SREIP I (the 47 Workshop) . BRFEFIVD JEAH A
i, HEATRIABIVERI SR G HRE, BON RS R ERERES, H— Bt R “WERN. 12
MBS RIRA S B W 52557 (Hinkel, 1959, p.155) . {HAF—4&AY2, 1914 4FFk, SEEBAUK
IR BE RN | F4E BJR R IE ARG bR 27 B BE DL e B 227 > 3R 2 5 URFE . — SE PP IR K IR R 5540 D1 3
PR RIE/RBIER I, A ERACH XTI /R MR, LAR BB /RTEAEZS
P 2 E B R L 1) DU B LA B 2 )27 (Voelker, 1977, p.206) . AR, XMELZEA
FAMMIRY . 2 BEIRA I AT REFHFAE N T RFA A3, e h—E g IR R w45 B IR
H G IE R R I n e m, (ER 9k S8 E B ARIVE R Z QM DU se0a%, Aty s 3 f (e
HEASBE AR 4 b 4 B AR AL B QI B AR DA ST LA RIAS . BT e i 2 55 B 2R B S5 IR LL S
WA, R CBETREZRN. ARAMENKE”  (Payne, 2018, p.338) . XFpIEw L
S PR BRI, TCEE LA SR AE I ) B IR R R BRI e . BRI U
TR DL 5E— e 27 ) s 19 N A 22 I A A e A S AN A= S [ B 5 18 B 2 A BRI 2. ..
X T T RECA EARFEAQIWEE R RATRYE, 2Tz 1 CRMBL ToiR I, FEAr] i) T 22
) BREMERAGES, HFRREXAEC, BEOREHE, TR OWEE, 7 (95,
2018, p.338) WAR, FHARNHHRY SR T MR EIRIEEE FUNRGIZsh e, XBREHE
WA AL Z JE BV B AR RS . RBEIT, RS R arlify, @i 178G 2R,
RN HIE . KR SCFA R 2 T TIREE, B8 T2 A R I TS, A OU% SR 1 Ry LA R
LA N, R FEE/NEIGE S EE R AT

WAk, 2GR I /M7 12 2 R RO RO B A R B 75 AR RV SR it T 92 #8520 TS
¥, SR E WAL 2 N . A T N, S RIS G i/ NR, ML 2 A
IRFMICEE . B NEYVIESE . AR TR EIN,  LE/Na37 SR 9052 32 LY
BEERE, BT/ NEBEASEAL X SRR . SRE BORFIAIR S T RERMAR, B 1925 4EFEE
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Tt 73 2000 A/NELEBA . [, oL R HGE R R K SRR B KRR, SR ER
WAAER SR, JHIREREH. 1E/NRzsh 5 L r O G, xR ZE Wl 2 W5
V. BRI, UL AR I o S ity (R R AR SR 14 i A o o IR0 A0 A @ SRR s L6 119 . 1905 4R+, 740
1 (A RNRIBOL Y FEALLZ AT — R AEE, 8t bl 3 A AR IR oA gk, il AR
AR E R, RERG RS, WRABAA R B, PRI, FUNE R RS2
AR (Salih, 1998, p.57) . X & LAUCHI/INEDAIZZ I, R RN R T AR, R
AUH A i BERT 3 N LR, RER AR AR AR T RGeS R R i, %1
R E SCEE PR, X TR SR JE AR Bt 2 10 A0 ) LA 7™ it P AR i 2 T 2GR (VE LA, 1982,
p.116) . XFIEALTE 1915 4 UG FFAG B W 1 B T %2101, 1914 4F, AR 37 51141 (Washington
Square Players) &7, 1915 453 % SCHpifi I F  (Provincetown Players) JGA7, X ANt & B4 1 il
A PRABAE T 7™ R, R /N3 18 30 B AR . SRR 3 e P 3T R Y B BT
AR, AR RIE S B0 35 SOt el o 2 b 45 56 [ 5 AR RIVE R VTR
G, BOUTE SRR E BRI, ) RIVE G5 DATE 58 AR 72 0] B 7 Ml 4k e 1 7 A5
2P R 224 VR ZIME R I, AR S 2R Z R W 2 R IS 3 SRR IE, /NI 2
s T AR R RIPAEE, FEAT R T Z AR, S SIS 2 SO i) Wb 41 5 B, A
T ERENEN.

PEAE L SE F SCRBIR 75— A EEREE, &—MBE T, NS E RS 2EM 7 B2 5T
FEUKATAHES 5 AT, 1916 EPHERANTEII T (R EARHT])  (Theatre Arts Monthly, HFR1E
Theatre Arts 5} Theatre Arts Magazine) , FFUA/ 23BN ETHT ORI D S5 RG22 AR, I B RHAIPHK
IR SCE, RN 24 I B A IS 32 SOURI 3= 285 . Rl SCpinad,  SEETE 19 20 AT A R e
B, 2 JE IR AL 2 ) R AR R B A R R TR A2 BRI B S 32 SO e R, AR
FIVER Ly Gy e it 2 b, RYEAE S MR TR A . SRR EE IR TovA B ) 2 155 3-8
RIBB IR N Z BN, NRHSEARA NGNS R, HEEE ke B R REOR, 55 s
M3 A%, ABAE NP URBE 20 . RV AL 2 M BRESS A TR KWL, BT . #8A
(Augustin Daly, 1838-1899) . il 75 ZE4Ef% (Bronson Howard, 1842-1908) . & fEife nfy HAR
(Edward Harrigan, 1845-1911) . J}2.%%#% (Denman Thompson, 1833-1911) &, i B 52 it
BT ARG A EE S M STHEM, AW R EEREEEA T TERR, SR siris X
VRS 2w T - A58l (James A. Herne, 1839-1901) . #fRLER/RZMRIGE, HEAW, IF
ToZ i 2E BE IR RIEE, FAR IR T A, (AN R B 2 AR S AR Rl 2R e . At s
Sy AR RIPERIA KT - B /NG, BRAZ BN SE 32 SCRIVE RN UL g, R, A AQ
AR (SR - FBHW)  (Margaret Fleming) — (1890) Se4#is 1 LEMEMARIMEIA LS, R
Y T IS SR & BRI TVE UL ARG b SRR Y, Il S T 224 B 5% ] R iy A At
B, S5 RIS 56 E A BT B 1 AR DL R RO . RORILAR, SEEI AR To vk #3Z HOR,  /INR

O BIBRRTHMEY (BFREL Ty, 44 ZRHH, 20185, % 663 ®.



Frontiers of Theatre Studies Vol. 1, No. 1, 2026 https: //www . ftsjournal . com 25

Wi R BIR . AR RS2 B RIPP R A= BTN, AV FERRR L B E R SUNARE, B
WREFTIE T R R GE AT SE B, S5 B IE R BISE £ ORI 2] T E RS . stiRe 2, Bt
Je i U B S FE SCR RIS, BRI BERR A B B A py M, AR TG e At Sl 2 T R lsd A
RIRIRIVE, TELTATRNIREE P HIPE N 2R kg b AT B0 1 SORMIB BIE, (Hit /5 oaEm . #
RAEM K ) GEXEIHARSEN A ZEARY  (Art for Truth’s Sake in the Drama) — (1897)— 3
P IS 32 SOR RS @A IR A D BITE T “ HAR SR IRIE”  (Denison, 1996, p.18) , iX{EY
IR RAT HOER L, AR PR BE R . RE NSRRI RIVERE, iy B
A RRA, (H2ME S TH I SO NTEZOGIERA”  (Moses, 1911, p.211) . #FEMHERIET
5 1 9 B AR VRS B i A% 56, OBt B2 Zehir . 5 AR AR SCE i iz 8,
KT MG — KA A VR 5% 58 B 2 I 9 8 SORRIBIAE, 25 | o B2 AR AT L T
TWARIE, e TG R S8 A AR IR 57 (Denison,  1996,p.19) |, AW SR 56 E X
0. ZARAE .

T Jisg - BBR: BUAREIRHEA:

FLIFRFE E e AL BB AR 2 04 BB R . BB IR B T2 Bk, X RN B AR ] 17 2
WHEWEA R, WA, SRS T/ NRTEs, 25 78 % SO g, FRF
WAL T B IR AR W2 AL A R RAG T RN RIE R DI RE . AR E RS, AR
JE BRI S ST R R R p o R A S T RS OR Y 26 FRREIVE, JLFaE T bR
WA A BB RIAE (FRARTE, 2011, p73) . BRJE/RBENEIVEAME DY 32, BIERY d2
FEAWE, WA BRE X AR ER], R KZ R REAGEM, W (HEEEN
FET) (A Wife foraLife) (1913) . (FEAR) (Abortion) (1914) ; 2 DAIIEE TR 8 A
&, W0 By (Thirst)  (1913) . (5F) (Fog) (1914). 1914 4, BRJE/RTEL W s B2 (14 HiS 17
T EE:  CEARIESE T AR IIAORE], DA SR R AR, e BB AE IO H 1
ARG 2= T EARRKOA L, RIEAIKFZRER—AFERER, TERAT T, ~
(56, 2018, p.319) FUBESH, BJ/RARZ AE HIY H ARSI AL Rk E mAERIROCR, JETL
RAERARRIPER R ZORIE, (M) PR MR, (B) B, (%) Tt
KWL NGZT . ZFFIRAERMRIEH AR 6, F R AETHE IR o THESCR S, (H@ A 5E
R T3 1K S8 70 5 36 R A [ 45 R g sl A IR A s 0, SRR R R AR S BE SR 20 b 2 1 SR AR . A
MARAZHWEES . A5 A MR, Bardiiri i ks DA, S£E2MIAH SR RIA N 2 3
R RN TR, T AZ RN R, DB AR (B, 2018, p.145) . B¢
IRAT NE SRR R, WL IRJZ BRI, Rt A a8 B G MR 0 ATEME L, X TR
TRy, B, A RS R RIIE A — e, SRR S A A S A
MR T, (R, RIBRYENZ EERBIEN, RIXA G F A ORI AR R 1 4
R SCEE R TS0 SPP ERUE:”  (Venning, 2022, p.17) .
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B e JR LI B4 B B R/ IR 3 R R 2 AN ROy, — e TR L i AN B RY B3 B
BIRs P02 A 224 g 5 [ WL AR F) o S5 R oo R RS ek, ST B8 T 3 o el i ) — 2R A e 2R
PR RIVE A BURAY X, RT3k 58 e 2 BRI R poh AR, SR, BJB/RANALA 1E
(AMRMR)  (Bound East for Cardiff)  (1914) BN FIAAER BB B. el AR ik
Ry 4 CREEREZT ) (Children of the Sea) , BIVET B JE /R B SRl A 2 /. &% 3C
SUrUR AT AN A T AR ) 37 i) P 3= 9 B 4 0 44 Tl L A b3 S [ Rl A A i O Bk, RYEI8
WUNES i B2 YR, MR R A AR . SRR AR RIER. 1916 427 H 28 H, BJE/RI
CRMURIR ) E7 T ER A, BARM AR RIS, il i, (BRAG1E 73523,
XS AR WL RS2 SE AR, e B 2 P BSR4 B R S SR AR T I T
XA BAR . MRS, TEAEIAO 7 v FAANRY “TANTX S N7 FEiaEm . S s,
WEIH ) B i Hh (R AN SR S S T i AU, e i TR, RS RRIA T B i K F IR 4
(AT RS AT BB 2 A RIS 5N (Berger, 2006, p.14) . SAMRBHEFEL S X
Wi Bise (\) (F) (RARZRT) LSRR RIS S R, e RAE/ RIS
AN 1 P S B8 A ) B A TG B, DA CRMURIE IR ) AR JLES R R EAE 2 5C
iR AT 22 B, R AT B SCA PRI A R BRSO R b M 2 A5 DAZEAY, MR T 1 SR A
BEH . REASCARGE. M R A AR AL S E R LB S AR, AR R &
TR, WG] T EZ M RACEI NS E S G EE IS B, AR T I
A AR SR SORHIH 38, ARl S SR RIAE RIS IR

[ o5t 2 e R S A 2 R AR S LR, e e T Rl )R Z2 Wi 2 Je /NS im Bl 5l A JE L Xl
FEG FR e TP ) B R R R 22 B S R, Sy IS S 52 2 SRR e il s 5 B
WA RIA QS T T RIS AT T 7RISR . 36 W s 5 U A K —— NI 37
ia8), FEXE S ERARIRIEZICE - BIC/RBLznig, Fr e RS A T SR,

EEHH: AXRYF WA GELPAPIFR T FRGIE B R0 [ 24 AO0 R 5§ it 52
(1979-2000) ” (WiH%5: 24YIC760105) HIB BEVERZ —.
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coarse, direct spoken language. It is his alignment with the proletariat and his bold dramatic
experiments that determined his departure from W. B. Yeats. The varied portrayal of female
and male characters in O’Casey’s plays becomes a key entry point for analyzing the writer’s
ideological stance. The development of female and male images in his plays is closely linked
to O’Casey’s evolving anti-war mindset. Guided by Johan Galtung’s triangle model of
violence, this essay analyzes O’Casey’s reflection on direct violence and structural violence
within his early realistic plays and his differential portrayal of the two genders. The author
highlights the multiple threats of violence faced by women as a relatively vulnerable group
during wartime, and the pseudo-heroism enacted by male hypocrites. By depicting a detailed
and enriched group portrait of the lower-class during Ireland’s war, O’Casey’s thematic focus
returns to fundamental humanity, which distinguishes him from Yeats and Synge.

Keywords: Irish plays; anti-war literature; realism
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—. 5%

LA - YL (Sean O’Casey, 1880-1964) AYRIME (ZL5 )  (The Plough and the Stars) T
1926 “FAE L LRIBE (Abbey theatre) b2 P, il 4 2 DA SR FIGH R 25 M iy 18 25, B8 3 S g
SO A SR E i BB AR B2 W PRI (WL B, Yeats) JBAZETCHIIFHE (J. M. Synge)
BRBLVE R R 2 AR R R 22 S AN A, SR, 2 LTS R A E R AR H S
PR R AR, B LBRYLTG SRR T e s, WAt B 72 it s i Rk i & J )
(iR, 2010,p.195) . AHM RS SCEAERA R A b3k, BT R R IR 2 BEAR I B A AR 1,
fib ) “1913 AF4t B X7 5 1916 FRE L ZE X R AT THAEEE  (Krause, 2025,
p.135) . BYLPEM R FEM 2 B, SR &b s 20 T AR S — 2k, SO
FriyRIE A AR R

WYL R 2 2~ A ak & BB A AR . L R A B AL BIVER A, itk el
VEMEG Z B BT & KA, “EARFEMLIRN—IR”  (Costan, 1960, p.111) . FI3EH I B fy
R, HEXE R AN (Lady Gregory) X4 A “/RA RIKZE AW iE”  (Costan, 1960,
p.110) . BHLFERY “RIR” R HESEAEREZ, b D) SR H WA 2 R =2 B i FH A A 90 [ 1 B 5%
TG, IR BB SCORBIE . FEEIRE, YL S0 5 AR A ACE BIRRYE,  Ath— T TR
g 2 R =2 T B e i oy A F 2 O3S, 0 — T s Mk Es 5 X ERERE
FEXEIAETRIRR . DR O SR P ek ) v %) 2 D RN (A 35 % R = i i I BB 22 ), i BOR
SR G52 T, BRI X2 AN RIEREE . FEH (Guy Boas) f§H B
PO A e 2E R, L AR TE K MEh B4 A B N84 BN T 34t Ay
" (Boas, 1948, p.82) . TEMHIFUET, LWHAENILSRIIER T L E2FHEIRIHYE AP
B S, AT R O A B4 8 2% ) 22 B A E Y

AR SC DALV 4 B0 5 2 SO TRIAE SR SCA T, S 25 - 2R ) = A 2 A R R e
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(Byung-Chul Han, 1959-) % Jj#0h#0)2 %5, M EE MR FZ 90k 22 28 IR DA S b 2o Pk
At IFERET NEABEM A b, RBBOGTREEENLIS, ERttSHEENEM. &R0 &
R E HAAAR=ARE"  ( (RTHIFT)  (The Shadow of a Gunman, 1923) ,  (CRUEFIFLAE)

(Juno and the Paycock, 1924) | (FH5E)Y ) .

—. HERHShEREEX

20 HE2EH) 2 /R ZHE AR B GELI . % Z RIMBUA . ST AR R LE N RO AR A= 15 B 21
TR BN . B AR, BB RO TREE 20 8B /R R G ER A R, —H R
SRR AR EAY LT - Z L4 (Martin McDonagh) . {HSXHHE, BINEFEHARKET
LR AR, MR 38, B AR AP R, AR AR, B E A, 4
W M/RETEH 1996 SERYEAE (CARIPE XL AF-)  (Peace by Peaceful Means) — 54 i %
T2 B = AR R R ) R BT BARRI 4. InORGE R R TR Arch C H ) (direct
violence) . “ZiKyPEEJ1”  (structural violence) DA “CAkZE S (cultural violence) ; FIFH] DA
K530 “FEHIE" (positive peace) I “THIRAMT-”  (negative peace) . THARANF-AYZRIPOG . B4
FRITREER, BRRCRNPF B S5 A P28 Dy i e . AR SCFRATT AT AN X 2y 4 2 ) M S5 A R 0,
AR EITA RS, ROTherR BRI WA, NOEMER s SR S)”  (Caltung,
1996,p.2) . HEZNZEMTBK, WEEERS . hilETG; S50 NRIEMHZ
W “HEIA” A “RIE]” (Caltung, 1996,p.2) . JLitje HER L REMMERT), #AFE Atk
T3, WEEEE. BlE EE . SARSEMEIES.

FRAAAR =T il i) R I TR S v e 1923-1926 4RI [R],  Toig @2 R =5 1% 952 X (Easter Rising
1916) /2% /K==W (Irish Civil War 1922-1923) | #RAS B PG 89 61 N 28 7 LR R Z 50 e . B
R BTG RIVE R BRI A 5, VEETE (AL S E) P AEE TR SCHAIEE R, THE R
I 3 VR TG SR AR, SRR S A AR R, S A IEE.
PlEbE RO T S AR RIS, B TTFAA AR B e T B IR A B . sl AE L
FVE (RIIINE)  (Topology of Violence, 2018)  FH 45t F i il I 91 3% g (8 T fi 47 il 2 35 44T
AR B AR IR B H R TB” (Han, 2018, p.3) . BELVGAE N 2% /R 22 RO 3 vy
F, MR IR ERT 2 R RO 3 Ak, SAT, AR IR SR T R A SR AT 2 — 0 AR
Wi, “—FMTHECLIEE (A terrible beauty is born) | “FET- AL ?2”  (Was it
needless death after all?)  (Easter 1916, Yeats) . 7E “HSAAMR =M S FATTAFE W B L VG X BL4%
507 1) S A B AL 22 A2 4

1 (RTRE 1) PEMABIRMA (Davoren) 2 AR —MiRF NS, FEA=1. FRhREE
SNBSS, AR R 2 IR == L5 3 I P I T e 32 SO e sE 2 n]), ARSI IR R Il
ZBRIH/NESG . RIESE RIS, BIRMERVF 258 ke (Minnie) Sy H N BJUR:, A ESERAE,
A FEORPRRIIET . FATEFEI B VU 7R 20 i A P RE 5 40845 . =T B A AN & K 22
ol RIS,  “HEAME, AR TR ERE D ZORPER NS T s 1HE (B,
FARE, 1982,p.68) . AFEBIEF Mk —20N 8 T RPE AN ESE,  SORAI TR IR S A 4K EiRte
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) MDD R 55 . A LC SRV TE S PR RIVE h B SO 4E, (e TR 1) Ca&wL WigiiEs
X B SRR ZI U RELVEAE R A4 /K% (Shields) Z IFEHCHNL, “FHENSE
- WEFAT g O NRFE— B FR ARG FATMAE” » (RELPE, FA%E, 1982,p.80) .
BTG N RIFPE T iR 2 B R B B SR IR 2 PR 5 N AR R Ty, Sl R X 51
T PR FHUAE T4 RS, MHZL BRAAAEZ4 ~  (Han, 2018, p.86) . MZEFH
FAOIFNHR AR Ay, XA SRR O TSR AR R, (HHENTERIFZ %))
JEAEDS FARATHISEIR .

BRI PGA G PR T KA A B2 P ) 4 SR A A S, At 2 1) A A R Y AR R B T
Wz PR OGS B Nl dE,  BELVE SR SRR Fr R DATE 52 AR JERE IS . A AE 15 A% vh Al
3 POARTE AR P AR, AT RO 2B BB, AT R R AU R gERE R
Tl Nz A" (O'Casey, 1963, p.4) . BRIFAFGTIZZ BRI T E, RILTHREEHE A RNHE
FERSE, T8 CREASLA) HERIIEE L 222 e - PR (Johnny Boyle) S k2 /K 2= 5 4F
— R R 2= N BT DAL S OGN . ZZR B I - ST EEE (Robbie Tancred) [l A% /R
= (IRA) A, HZERAE (FEEFZ)  (Anglo-Trish Treaty, 1921) 5I#E % /R == A1 %
W2, MZ/R=ZHBBENIIRE AP b, BEESE T, 2NN OANZNZ
P, ARRZIZ AT RYIBAR, < DA i B s p S AL, Mo A A B AEEE TR
(O’Casey, 1955, p.114) . BRLPGFHARAEME] [ W] 22 Je 152 1) BRI, A ER 7= e %P AR
AR, “HMAERA, Mt APER”  (O’Casey, 1955, p.123) e bl DA, 2R3
1) BE AT 72 R 22 N R 28 D775 55 RO R AR FEh 5% . e 422 Je Mk 22 /R 22 JLRIZE g I FRAL 31, 15
FFETR G E A EIH SRR NI 2 i, XIS IR AL, BG4 TRATEOKER
%> (O’Casey, 1955, p.123) , B PUAE iR B3 3% 100 N PERY 52 ROT TR Z0 3t FI DR TR B B B

SRR (A5 E) SO R RS RRME, TR (Nora) BB S LA
v (Jack) SRR L, A& AR 5 e BE T TSl 32 AL Sl e, AN TR AR HoE s g
R/ INGEAR TE A O 4 B . PR R o BB P IR 5 6 A4 8 SO, e o Az
5 THDG 8 4 A AR EARLVE D A AL B, ] v 22 YR A i P o ) RS X 2 R 25 AR B K 4 1
mpE SRR, MER a2 bR, R AR LR M R 2 2k 5 53 U
(O’Casey, 1955, p.193) , T FHEL (Covey) WIHK I RO X T i sk 32 L3R4k, M EFRERA
REALMGIREE, N EAR TR E S, PAGUKIEEW”  (O’Casey, 1955, p.170) . B
FILPGAE R p BT )R S, AR 2 IR R AR A TR AR TC VA AR SE, R 32 U SR REHOR A UYL
R A2 B I A ZR A T T B

SRV S A R A it R R R M, R R R ML A B AR 2 NI A e IR 8
FE2 RARIE A P A A O, )2 N IR S SR 32 SRR S . Al S ] 92 3% 0 638 N AR 3
P ehih AR O I R B, BRI AR DUIRBABE, 558 ) OR 2 IR 2= 4 e i) T 42
Uik, HEFEIRACE BN RIS G R Ty, HSETRE TR .

=. GERI SREEE
FHECATHR W] DL I MR AN 2R, S5k 28 ) A G g i) 07 RSB T I e . BB ANETE ()
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Abaa) SRR TR AU R R, FE IS DRSO K, SRR 1 8 W i LT
4, BRI PG TEOR”  (Han, 2018, p.5) . MRASHU/RERIH R = MAEA, S (attitude)
AT Ty S B — . SCHIMEARR MRy, 2 RO B IRAYA T8GR, A s . B
Ji i SLINEE, m AN sl BN R R ZI A, O O REYNTEMZE” (Han,
2018, p.6-7) . ARMT C— A ANHUE TR E R S, OB B A3 2y
(Han, 2018, p.7) . ZJIfERIHBCATEMERE PR, e A RIES R 7 X ARS8 7 3 B
TR, R R R SO ARATET PR, CURE ARSI BUA . 4T
AEFIURY “HA” 5 “RIH]” (Caltung, 1996, p.2) . SRR I RARRIN IS SOBUE
A, RPN RAETT, ARSI NI R AT M Y AT

20 HHALRIHY 2 /R AR B AT PR AR, S U078 B4 [ SCAL S AR AHS 1k S )
7 S wi b A AR 5iA RO . 2 AR — R IR 22 SO SR AR AN W L [ ) L
IRFESC . B2 (Aran Islands) 1775455 75 2058 D iR g . MR /R =1 4. SR,
BTN —R . BRI Z R 24, A TC TR n it &, 15 2 N T 4
L, NI ER BRI EEA S T 8. WEEEE (Kiberd) 75 (KW ZI/K2)
(Inventing Ireland, 1995) FHHJSEYH, Z/R=XANRIE B HBIERAAEIACRE 32 AN K E %
WIZBE LM (Kiberd, 1995, p.1) . )2, ZI/RZHREELHFE—RAZLHBEEL R, &
1 BB AN 7 35 IR D SR T RS2 e, A AT RORT . B R RENE, RO AR
Yo — IS A M (Kiberd, 1995, p.3) . JEELPUARIR I8 (04 B RAT S 1) B 32 L Hh
W, MRIRIVEF A RER TR BRI SR, S PEg Iyt s R I B DY AR i B BRI
Prafd S e A ) T AR =Sl P ) Lo f ORI RS, IONHRER . (IR B e 2 I
EMMER I Z A E L, IR R ROBCE ST, & N R R Ak S SR R T AL
B PUFE Lo PR A 2 AT S RSS2 T 0 SR Z R A S, A — AR RO T2 SO o N RS,
SRIFIXBE P A TR

TIN5 308 B A L PP A SO 28 1 S I SCRC g 1) 7 A o T 5 A AL A 3 ol 38
iy geia . SOl B HAR BE AR, X BTSSR G5 Mol i BEAR O, Tl we MR B B MR 2
PEREIEAS)”  (Caltung, 1996, p.40) . JU/RIEIA PR T HABERAE . & 5Kk PERZE . SO
AWK G AN EERWIEBE, V32 W T DASCOON AR S5 PR R0, 55 0N 55 42 7 4
P, B T EERE I PITIU G, SSBUEMACN 20 (i 40) 2 /K 2 SO0 E 2 AT SOk il Y FE 2
v, AT, RN K% B B R KA Fe s AU Z K, 1T 2 2R 2 I PR R L
AW H AR K R A E AR KRS AL (F0T, 2022, p.78-79) . 4 NEEENL
I RPEA P S P A 2 AR (0, RECRUISESRANRZ LR Z A By 2 X, TEigkt
SZE AR RO AL . X IR S (R R EURRAUE TR EHOE M. Z/K = Tia v
A EEN A SR TR ERN RN, MREE RSO AT E LT, 5% R oA
eI AR 2T . CRIGESILE) HHMRIS e AIROR USRI T, TR IR A Jey T
HAGRB PR —RIMEST A, A4 0N — 10" (O’Casey, 1955, p.142) 5 MEA B AE
Lol GO RO BERORTE, FR R S AR AP A, S R B i
JGf% A”  (O’Casey, 1955, p.142) . FEXCAUSZEAHET, LIEMCAEBEREM EZZEE, 5%
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PEEN T ARG Al B . RG22 AR, BB P R TR B Pl PN SO0 o P A i A, o (4
TR T .

YL REEAE AT, IR T e A S i A A 2 B 4R (REER)
IR AR AR IR, FHEOETr A CRE AN, BRI  RFRIE 1) FoRIER T8
RZNHEEC A A e CORIESILE) FROURRRE SRR RE, S% N A RTHURR IR
YRR . R R E RSOGO 2 22 R ZEAY), X VPRI A Al ). B A00R
TEAUAIE SRR, B R E RS B TR R E . B REE AN A 2 A IHAE AL (Ella)
JECR BBV L A (0 S5 ) FEAS B R AL P RESE TR BIRS 5 6L 0 1 9% R AN e BRI DR R,
) SLRAY TS RARTE,  “RATEF, WA TOTE IR B . SR FRBA VRAR BRI T Y K iR ok
P, HREBGALKIG (0’ Casey, 1960, p.99) . LR ZBE M LEY LA SR R AT RE T 20 B 2
AR A SUPBLSE 1 SO A, LSBT BN IR I it o e

(BEE) PRI (Bessie) —MMR T RRZAH MR TRILMEA G AR,
BT R IR “ARZgP 1, S RILs, MmiAURR, 20 i AR T R AR, SR S i
AZFFHEE”  (O’Casey, 1955, p.178) . A 8005 I A0AE R 1808 DX DA/ NBCR 72, HpR 2
IR L AAE — ARG FE P RASMAR AN AL DU B S e WA (R AR () 35U, DA IR B 4R
PHOCHER. WFRPE R T, BoBERATES 23, R0 T S n g, UL
AT 5 A IOIFN S 37 1 B SOR PRI SN L L R IR 22 IR B AR AR T H i I 8, L7
HLHFE ORSE P, ARKIHFES S PR B 4 N SRE (Mollser) . LR 50 /REE
T Z B2 LN 2 B, R DUPEHER T, ABUE S @A 15K — &AL, TIAMEMIHRRET,
VB A2, WERRMHAEMEEAD, FO—EE, ARG MRE B E TR
(O’Casey, 1955, p.238) . BAHLVYAEHHAE D VTR TE R A% 3 B MR BRI BOR B SR B NP2 2% .
P BV AS N ARG 2805 VL0 — A e — B, Ao AR AR AR RAARZE BRI B A
BYLPT IR A DA LA RGO BT SRR 3., IR UM/ INE T AR A SR, BV A BT B
AR PURAR ST AR 8 32 LT G DA S A il AL 14 2 1 2

(HESE) PrLmeatieiy S . FRANSRGEMER, MNFEAEZZ. i1k
BT SR R L SRR, IR AR AN A SV A S B A I 2, e R R A A R
FMANMEAR, IHE R “MRERE XS ORIEHE.

M. RBmhEE I3 N

SR I R B4 1) B 00 8 OG- SAUREAE R X 4y, BRI S R B N ST
MR E . b IA R oI R N R B ) S5k M2 ) . i /RIEJE (Bourdieu) WJZRAEMES S (symbolic
violence) , WBJRFIEYE (Zizek) HIEWAT] (objective violence) HRUAMIFHH 5P FHEH I 7K &
HHTEE, b PR AR DA S R T YRR T (violence of positivity) |, AfiT HCA R
i, FHXFECHMES)”  (Han, 2018:89) . Faffi i MM 1K (obedient-subject) G120 = 14
(achievement-subject) 4248 “F M B MG R—" , BRIHIE AEAE B 308 06 B 1 58
(Han, 2018, p.89) . REMSTFHBERMEA B EUSRIILIS, AT T R BFE , ffiAA: dy 40
TR A B, BRZ T 2R R, HIEZZ RS NSRRI . B
PTIT AR TR 2 e B SO R BB, IR IAE S AR NG SCfb 2 . BRI, 20 1
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WY IR =2 Py AR GEA AL 2 1) Tl At S A8 %, BTS2 /R =4k S BE iy
T, fARFUER A (WA EER NGRS USRI E S, RYPEGR LR R AR
Terta AR BN HE R PR 2 ) B AL B gov s, BRI =R i S5 PR A i v, LT
FEBA N B A TR ES A P S VR A 23 . 254 1 55 2 A EROKT 2 3 A 2 ) 5L DA B el 3 S
YRS F IR S B R, XA E TR TR R R AR 2 AR T R, 5
— TR TRRZARE (ICA) . TRFANRALWIY R, ARFEEEMRER ST
(BLHLPY S5 Torfie ) .

BRI A Z IR 2 A R, (HHA NEA L R 2 R = Bt Sl A9 KRR Iy 1 i R
SR 2 R AR . AP S p 1 ) ' S ] R L5 — 4 A B A BB R ST . B
WIEE, ART 1923 41 GRETFHE 1) SRIVIRFLAMER (R/RZENRETR, ZI/RZHBFR
ZAEN M HAT T RER, DL T DABE I o SO IURME) . B RZ 1924 A9 Rk
ALY, a2 1926 4R (B S R) . ARMAMRIVEST SARRIZORAE, IR HEF B LAY
ESCHHEI (BER) , RTERRZMRFN GRFRET) , R RMRER =N O~
WAL ) . AOE R, BREUPEAE D S R AR W R E T H R SO TR TR
SCAFAER AR (FES R ) |, 2 BETEXZIR = NEREGE S S T E R Z R, AR 1S
1916 4FHYAHE— IO K" (Spears, 2013, p.127) . WrBURMrGH,  “MRGE R BLPT I @ 15 A A
fE X 2R =R REMEENER, 2] 1916 4FmF, BRI ERRA 37 1 S R [ bt 2 32
#”  (Spears,2013,p.124) . MIBHZ/RZAREMIIEH ORI FCEMEHEE, Kl
PEIA N 2 /R 2 T ASEIR - C R TC Brf iplLe, Ao o B AL B AR A i 28 ). X 8
PR BBV R 2 7K =5 phy FRBUBUR AN I8 LA S ek TE - B e IR R 2, BALVEAE 2 1) TG . %
AR LT RIS RS TET B R LY. R T R BF IR KT I, BB PR B4 ook B R 18 B
AE A S L S 4 ) 1

FAP R AU G RS K SUR T A A — KA R, A B A LA E R
Bk TR |4, b RAE T AR SRR L8 3 £, ARG, BRI LR 17
BEIAF W A Bhdk, Mk, IR

[JRH AT T, RHEAHBREAT. |
PIRF 495 % (RMEHD? (O Casey, 1955,p.93-95) .

PR GEIEE N, WA AL 5eE (Joxer) #&HiFd. WOHRIH AL s B0l inmiR 2z /K =Kl
. WHNZR (Parnell) 865225 KP g, AR 4R TAKIEREARRETE. Z /R =)
1B P AR 7 Be B DR A5 (o SR i 38, X8O HOT I B 5 Jofe -5 it iy H i AE 0
R HIBIZEH BE/EN AR AEES A, IR H A H 7l (O’Casey, 1955,p.94)
EOX AT IR PR B IR BALR S K. BALPRT IEdEAT 1 XR R A AL B, AAE e D AR TN 24 58 S8 %)
T SR IR S N WSS, AR BERE UL AR [l B S 32 SCAY T e, T S P R A R BEAR 32 SO
W E IR . BEE R, BB RBRE NBOAEZE Tl i A BEAOK . i, OB A DA 2
HIRED .
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B 7RI IR BRSO L) A S B O ECSE I R AGE, B P A K LR
(tragicomedy) FJJrSIBMANAETE W GHEER, TRTE (BT T) B2 (BEE) 1, RIW
RS B 220 1 2 Y SRR A R R S L IR TRMAE B S S HAR A A AR, I AR R TS
Bor A ar 2RO . (ZELSE) o RLPEE S n mEHE 2 N R PN ORI 2 R == A iy 2 1)
OIS

Ty LR AR ZE P B ERGRE 2 MM KTWAT? A4 A TR AT RRAEA?

FEEF: K, AN, R RNFBFRLZZRZA

Fied LA [FER]ARERZIA RNEA NG, RNPRIAEMNEERT. 4o
R BT RENLERFARA, Firaide, RAEKRLEASNF!  (OCasey, 1955, p.231-
232) .

BRYLVETESE =3 PSR K (Mrs. Gogan) FIDIPYRH HGEL “Woik” 77— KM .
WA IEAE R P 2% ar AL G H S B AL BEX SE ARV, I T AR IR B ARG B E RS T I, I
B AR H1# (Lieutenant Langon) 832 #{5, #AE—E. AR LR—D0E 2R E, —idmw
HIER KT B THEARLEMERE Y B 1) B IR 22 AR . IR AR A A AE I 75 SROFH 22 7R 22 i ) 3
RTINS B, B IR 220 A AR B o N BOBLRR I A SCIRAE 214546 DT T AR, X JCBEd 2 1
PV E SRR, Xk, BRELPEE DIV R CURARI ST, A AR A B A, 4
HHEZE Tk, RANGE, FROTEREEILIE—OMZH9? » (O’ Casey, 1955, p.222-223) .

“VEEAREZM A ORI, BRI (O W TIEA AR E A S (FHle, 5%,
2025,p.32) . JCIESRIRIE MR 32 SORUEE A R 1 AN, B DY S A Il U 31 06 T L9 AR 1A 1Y
B2 S, SRR AN TH SR R 2E AN 0™ S s R o SO 2T R, g R HE R PR XIS E N R
AR ZE A, R F ST IA R BN 207 0h 50 FARTE T O SPGB S BUS
PRARFE AL 2% B SCRIBE = 32 S0, BHEAE MR LTS A F N, PR U — 3 (AR 24T
TR T T R AT (O Casey, 1955, p.203) .

T, &5

ARSCREEE T L PYARAOR =l AR I B AV E R I [ 3E, BRTHEE 1S
TR IPE 20 20 % R 2= IREAFZAMIRIZ AR . 10 L P U R B S8 3 SC2 A, AR =3
eSS AR N ANEL I MBOESUE . A8 ATt SR R R M RZ AR A, 5 2
TR R SLRIAZ L. B PUE G 2 55 ) A A R 2 2 TR R R0 T S AN A0 T8 M A
RACHN AR AMER) AL, FFARAGE B 2 BORBSH AMEARL, RLPY B 5] 20 T4 % /R
ZRIEAE T R NS, B TR R AN E R S RN R A R A B, LY
I A R RRAUR s i PEETE” AR KA

BEWH: AXREFHAESERIH 21 QB CHLF G (WH%S: 23&ZD304)
IR Bt R 2 —
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a mix of the Theatre of the Absurd and the Realist Drama. Set in the mythic frame of the
creation story in Genesis of the Bible, Clay’s counterpart, Lula, could be interpreted as both
Eve and Satan in disguise. To be exact, Dutchman could be regarded as a premeditated murder
of the black man, Clay, by the white devil, Lula. This article endeavors to analyze the
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Gafio Jerry Watts declares that “Dutchman is primarily an absurdist play, with elements of realism. Jones
did not create a coherent plot or maintain a realistic stage setting” (2001, p. 71). It is true that there is no
coherent plot in the play, but with a demonic female figure, Lula, in it. Whereas, this incoherent plot could
be interpreted with a logical line under the biblical frame, for another figure, Clay appears rather rational
and genial. Therefore, Dutchman could be viewed as a blend of the Theatre of the Absurd and the Realist
Drama. Lula is lunatic, hysteric and highly abstract, who represents the demonic power with her
omnipotence. She plays the absurd part of the play. Clay is composed and realistic, representing a common
modern black man and works the realistic part of the drama. In regard of the conspicuous militant stance of
the play, my argument is just opposite to that of Watts: Dutchman is primarily a realist play, with elements
of absurdity.

As many scholars have agreed, since his name is “Clay”, it reminds readers of the creation story in
Genesis of the Bible and of Adam, for the original meaning of “Adam” is “ground, dirt” (2009, p. 53).
Although he could represent humankind in general and Watts also deems that what Lula “destroys is not
men of a certain race but mankind” (2001, p. 72), my argument is that if Clay is generalized as human race
instead of a concrete one, it would soften the militant stance of this great drama. In fact, what the goal of
Baraka’s canon is set to attack, is the discriminated, deep ingrained hatred of the black people which the
American whites bury at the bottom of their hearts. As to Lula, as Sandra L. Richards regards, her “uncanny
knowledge of Clay’s background and his suppressed hatred of the dominant, white society mark her as a
mythic figure” (1982, p. 235). Indeed, she could be regarded as Eve, but with a drastic change, not by

creating her as the life companion to Adam, but as the life terminator to him, the devil in disguise of Eve. In
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certain sense, Dutchman could be read as a premeditated murder of the black man, Clay, by the white devil,

Lula.

1. Lula: the white woman in disguise of Eve and Satan on the Flying Dutchman

The biggest enigma to Clay as well as to the readers is that why Lula knows everything about him. For
example, George Piggford mentions that “Lula’s power over Clay is based on what seems to her uncanny
knowledge of him” (1997, p. 78), while several researchers have noted her demonic feature. Willene P.
Taylor points out that “using demonic inversions of Christian motifs, the playwright gives us in
contemporary and ironic terms his views about the black man’s fall from grace in America’s Garden of Eden”
(1973, p. 130). Robert George Piggford states that “Lula functions in Dutchman as both Clay’s mother and
his demonic psychotherapist by bringing Clay’s repressed desires to the surface of his consciousness.
Through her verbal taunting she eventually peers into Clay’s ‘black skull’ and finds his murderous
unconscious impulses” (1997, p.76). Cardullo also thinks that “By scene 2, Lula accuses Clay of being
someone he is not, or disguising imperfection or defect, by dressing and acting ‘white’. It is something Lula
herself does by concealing her demonic, racist, murderous intent beneath the guise of a beautiful and
seductive woman” (2009, p. 53). All these scholars have perceived the “uncanny” phenomenon about and
the “demonic” essence of Lula. If digging deeper, Lula is not shaped simply as a “demonic” figure, but as a
devil in disguise. And in this logic, her omniscience and omnipotence could be interpreted. The most tragic
point for Clay is that he does not get it even when he is stabbed to death by Lula. The following are the
reasons for charging her as a white devil.

The first reason is that she is demonically omniscient about Clay. For instance, at the beginning of their
dialogue, Lula mentions New Jersey and his growing of beard. Clay responses with a big surprise, “How’d
you know all that? Huh? Really, I mean about Jersey ... and even the beard. I met you before? You know
Warren Enright?” (2000, p. 80)® From their short dialogue, the audience is informed that Clay is a
newcomer to New York from New Jersey and probably he only confides it to his good friend, Warren
Enright. Therefore, he is of suspicion that Lula knows the latter well. And in the following dialogue, when
Lula mentions about the party, Clay is even more certain that Lula knows Warren very well, “You must be a
friend of Warren’s to know about the party” (p. 82). And this implies that currently Clay is taking the
subway to take part in the party which will be held by Warren. These details provide the personal
information of Clay, and more importantly, they show that Lula is not an ordinary woman, for only God and
devils own omnipotence.

Still explored from the perspective of the Bible, when Lula is imitating the serpent, as a kind of

minstrelsy, crying to Clay, “Let’s do the nasty. Rub bellies. Rub bellies” (p. 94), it reminds the reader of

® The quotation is taken from The Leroi Jones/Amiri Baraka Reader (2™ Edition) (2000) compiled by Harris, William and
Imamu Amiri Baraka which was printed by Thunder’s Mouth Press. The following quotations will only be marked with the

page numbers.
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Satan, who changes itself into a serpent to seduce Eve. In some sense, Lula is Satan now, because more and
more her body imitates the one of the serpent’s, more and more insulting her language turns,
Come on, Clay. Let’s rub bellies on the train. The nasty. The nasty. Do the gritty grind,

like your ol’ rag-head mammy. Grind till you lose your mind. Shake it, shake it, shake it,

shake it. OOOOweeee! Come on, Clay. Let’s do the choo-choo train shuffle, the navel

scratcher. (p. 94)
These erotic words bring both Clay and the readers to the nasty history and the ugly minstrelsy show of the
black women being raped by the white slave owners. But the rational Clay is only humored by Lula’s
disgusting words, saying, “Hey, you coming on like the lady who smoked up her grass skirt” (p. 94). He
does not savor the deep meaning underlying her insulting expression and frenzy dance. He simply deems her
lunatic. However, to the readers, the belly-rubbing first refers to Satan who turns itself to a serpent and
seduce Eve by crawling on the ground with its belly rubbing the earth; second, it implies the erotic behavior
when sexual intercourse is happening and the two rubbing the bellies together; third, it could refer to the
action of rubbing the stomach to facilitate digestion after eating some food.

In this play, all the triple meanings could be adopted: Lula tries to seduce Clay with the belly-rubbing
dance like a serpent because in essence, she is Satan disguised as Eve. And just like Satan, she goats him to
realize the “forbidden truth” (1973, p. 128) that in his mind, exist the murderous unconsciousness of the
white. The invitation, “Come on, Clay. Let’s rub bellies on the train”, serves as a shameless invitation for
the erotic copulation on the train, which is also an insulting minstrelsy to Clay, for the black men are often
mocked with strong sexual drive. In the end, Clay is murdered by Lula with a phallic knife and thrown off
from the subway train, which means he is eaten up and then discharged away like dung from the huge belly
of the white-dominated city. Finally, the readers could imagine that Lula would triumphantly “rub her belly”
to facilitate her digestion after she “devours down” her victim. The belly-rubbing dance, cast from a
retrospective look, foreshadows Clay’s ultimate ending under the white hegemony in USA.

This ending also echoes the beginning of the play, “In the flying underbelly of the city. Steaming hot,
and summer on top, outside. Underground. The subway heaped in modern myth” (p. 76). If USA is
compared to a monster, the subway serves like its underbelly, and its task is to suck the quintessence of the
black culture and discharge its creators, the black people, like waste. On the other hand, the subway, not
only like the intestine of a serpent but also resembling the serpent itself, forms a special modern “Middle
Passage” for the black, hence it sheds a light for the title of the play, “Dutchman”, for the namesake
Dutchman was a ship on the Atlantic transporting black slaves from Africa to America. However, during the
journey, many of them died and the ship became a kind of hearse, ferrying many Africans from life to death.
Therefore, like the ship Dutchman, the subway, which symbolizes USA, also ferries the African Americans
from life to death, who do not die from hunger or thirst, but from the modern white supremacy.

What is more, the word “flying”, linking the subway to the “Flying Dutchman”, a cursed ship, for its

captain, Vanderdecken, gambles his salvation on a rash pledge to pass safely the Cape of Good Hope during
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a storm and so is condemned to that course for eternity®. Thus, the message of this play to the audience is
that modern USA is doomed to wander on the sea of destiny with the evil hatred borne by the white
supremacists to the black people, and Lula is the devilish white “captain” of the ship, like the Flying

Dutchman.

2. Clay: the black man representing innocent but changed Adam

Many researchers, including Amiri Baraka himself, criticize Clay’s middle-class manner of dressing and
accuse him that he has been assimilated by the white bourgeoisie and hence betrayed his race. In that case,
he must die for his “fall”. As Watts has pointed out, “It is his cultural assimilation that makes him vulnerable
to Lula’s evil intentions, for he is preoccupied with the belief that he is just ‘one of the crowd’” (2001, p. 71);
“Through his repressed rage, we see the ‘real Clay,” or what Jones has described elsewhere as ‘a renegade
behind the mask. And even the mask, a renegade disguise’” (Ibid, p. 71); C. W. E. Bigsby remarks that “In
other words the insecurities that he confronts go beyond simple acts of racial prejudice, just as the real
betrayal that he addresses is the betrayal of the self rather than the other. Clay is condemned to death and
Lula to her everlasting task because, like the Flying Dutchman, they have in a sense blasphemed against the
natural order. They have betrayed themselves” (Quoted from Watts, 2001, p. 74). My argument is that as a
modern American man, it is quite natural for Clay to receive the modern American middle-class education
and to aspire to be economically well-off. It is unfair to charge Clay that he has betrayed his people for
adopting the middle-class way of life. The reason for his being murdered by Lula is neither his fault nor
because he is condemned by his so-called “betrayal” but due to Lula’s demonic repressive nature like other
white supremacists, who could not bear the positive change and the economic improvement of the black
people and want to tread them down forever.

As it is known that in Genesis of the Bible, God creates Adam from clay. Therefore, it is very easy for
the readers to link Adam in the Bible with Clay in Dutchman. Like Adam, Clay is innocent, composed, and
rational. Or, in other scholars’ view, he counts himself as one of the middle-class guys. When Lula
repeatedly exasperates him, he only naively responses with a happy mood. When Lula insults him for the
first time, “[...] You look like death eating a soda cracker” (p. 79). Clay is embarrassed and wants to retort,
but finally he only gives a mild reply, “Really? I look like all that?” (p. 80) It shows Clay’s light humor and
kind heart. When gradually Lula seduces Clay with her sexually tantalizing expressions, she suddenly loses
her logic line and turns angry,

Everything you say is wrong. [Mock smile] That’s what makes you so attractive. Ha. In that
funnybook jacket with all the buttons. [...] Did your people ever burn witches or start revolutions
over the price of tea? Boy, those narrow-shoulder clothes come from a tradition you ought to feel
oppressed by. A three-button suit. What right do you have to be wearing a three-button suit and

striped tie? Your grandfather was a slave, he didn’t go to Harvard. (p. 86)

@ https://www.britannica.com/topic/Flying-Dutchman: Jan. 10, 2026.
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In face of such white-supremacist speech, on hearing Lula’s so-called white American tradition of
colonization, religious prosecution and revolution, and on her naked negation of his right to wear a three-
button suit and a tie (which means to negate his middle-class social status), Clay must feel very
uncomfortable, but this innocent man simply refutes, ‘My grandfather was a night watchman.” He does
sense the insult and feel hurt, instead, being in the public space, he tries to control his temper and retain his
rationality.

However, the most acute problem is that Clay wants to remain decent and rational, but that Lula does not.
What drives Lula mad? Many researchers have ignored this madness under the impression of the Theatre of
the Absurd. Probably, the main factor which drives Lula crazy is that with the development of the society,
the living condition of the black people has gradually changed and much improved. That needles Lula, the
representative of racism, the white devil. First, she sneers at the Reconstruction in the South, “And you went

99

to a colored college where everybody thought they were Averell Harrima®” (p. 86). Here, “you” refers not
to Clay at the present, but to the liberated black people after the American Civil War in the past, Clay’s
ancestors. The sarcastic sentence serves as a vile blow to strike down Clay’s as well as other black people’s
confidence fostered during and after the Reconstruction.

Second, she openly condemns “change”:

All stories are whole stories. All of ‘em. Our whole story ... nothing but change. How could
things go on like that forever? Huh? [...] Except I do go on as I do. Apples and long walks with
deathless intelligent lovers. But you mix it up. Look out the window, all the time. Turning pages.
Change change change. Till shit, I don’t know you. Wouldn’t, for that matter. You’re too serious.
[...1(p-92)

“Our whole story ... nothing but change” means the whole story of USA is a story of change: from a
colony to a country, from a slave-trading country to a slave-free country. But Lula, the white racist, does not
change because she claims, “Except I do go on as I do. Apples and long walks with deathless intelligent
lovers”, which means from the beginning to the end, she plays the old tricks of seducing the black men with
apples and long walks. Here, ‘intelligent’ may just imply the opposite, the stupid, because the black men are
too innocent and naive to see through the tricks of Lula and are easily fooled by her.

“But you mix it up. Look out the window, all the time. Turning pages. Change change change”, means
Clay are different from all of his predecessors, for he is intellectual, turning pages of the book. It forms a
deadly blow to Lula, because she could not bear the positive improvement of the black people. Three

“change change change” pours out her bitter fury over the improved situation of the black people and

@ W. Averell Harriman (born November 15, 1891, New York City, New York, U.S.—died July 26, 1986, Yorktown Heights)
was a statesman who was a leading U.S. diplomat in relations with the Soviet Union during World War II and the
subsequent Cold War. He also served as the governor of New York (1954-58). The son of the railroad magnate Edward
Henry Harriman, he began his employment with the Union Pacific Railroad Company in 1915; he served as chairman of

the board in 1932—46. https://www.britannica.com/biography/W-Averell-Harriman (last accessed on January 18, 2026)



Frontiers of Theatre Studies Vol. 1, No. 1, 2026 https: //www . ftsjournal . com 43

reflects the white racists’ vicious desire to keep the black low in the social rank forever. In face of a new

generation of the intellectual black youth, what will the racists like Lula do?

3. “Dutchman”: a premeditated murder of a black man by the white devil
Nita N. Kumar has paid attention to the premediated element of the play:

Lula’s apparent randomness takes on a sinister, premeditated aspect as she orders the other
subway riders to throw Clay’s body out, starts straightening her things and getting everything in
order. It is as if she has timed and controlled the entry of the next young Negro who walks into the
coach, completely oblivious of the preceding action. The suggestion of premeditatedness of Lula’s
plan is therein the play at the beginning, when the direction reads that she “begins very
premeditatedly to smile,” as well as at the play’s end, and thus frames the main action of the play.
Within the play, however, even her premeditatedness remains an element of her unpredictability.
(2003, p. 275)

Kumar has noticed the premeditatedness of the plot at the beginning as well as the end of the play,
however, she does not explore further to the issue, such as how the murder is carried out premeditatedly.
Instead, she simply equals Lula’s premeditatedness with her unpredictability. My argument is that as to Lula,
since she is so bitter at the black people, especially, the appearance of the middle-class black man like Clay,
her aim must have been set beforehand: send every black man to hell with a phallic knife. There is a lot of
further evidence which indicates the murder of Clay is premeditated.

For example, just as many researchers have noted, at the beginning of the play, when the train slowly
stops at one station, Clay “looks idly up, until he sees a woman’s face staring at him through the window;
when it realizes that the man has noticed the face, it begins very premeditatedly to smile” (p. 76-77). Here,
two words are worthy of being highlighted. One is “it” and the other is “premeditatedly”. The second “it”
refers to the woman, Lula’s face, the first one refers to her soul, which implies that she is the incarnation of
devil, and ‘it’ is a very apt pronoun to represent it. The latter, “premeditatedly”, signifies the core action line
for Lula, the white devil. She has noticed Clay first, got the plan to kill him, and sent him a prepared
seductive smile. Everything has been arranged before she gets aboard the train and sits down beside him.

Another example, at the end of Scene One, when Lula asks Clay’s middle name, Lula cries out suddenly,

A union of love and sacrifice that we destined to flower at the birth of noble Clay Clay
Williams. Yea! And most of all yea yea for you, Clay Clay. The Black Baudelaire. Yes! [And with
knifelike cynicism] My Christ. My Christ. (p. 87)

When she refers Clay as Christ, her intention to murder him is unwittingly revealed. The first part of the
above quoted lines seems a kind of complement on Clay, but the second part forecasts a kind of tragic color
to his final ending and indicates that Clay would become a Christ-like figure. The ‘knifelike’ cynicism
signals that Lula despises Clay, the representative of the middle-class black people, heartily, and would use
a knife to end his life. Willene P. Taylor praises Baraka for the word “knifelike”: “In a stroke of genius,

Baraka here suggests a sexual union between Lula and Clay through his use of the knife motif and through
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his emphasis upon the verbal ejaculation and exhaustion that occur as a result of Clay’s outburst of black
rage” (1973, p. 129). It is true that the virtual sexual union hotly discussed by the two parties through the use
of the bloody realistic knife serves as a bleak irony to smack the literal racial relationship between the black
and the white.

The third example, In Scene Two, when Lula continues her conversation of sexually tantalizing
imagination with Clay, she says, “And you’ll call my rooms black as a grave. You’ll say, “This place is like
Juliet’s tomb.” And the innocent Clay laughs, “I might” (p. 91). When Clay listens very attentively and
interestedly in Lula’s erotic imagination, Lula is in fact depicting what will happen to him next: he would be
killed by her because she is the devil, and the tomb is her living place.

From the above proof, it is quite clear that Lula has premeditated to murder Clay. But how? As it could
be inferred, since it is a premeditated murder, her strategy must have also been worked out when she catches
the sight of Clay outside of the subway train: she would seduce him first, then vex him second, and stab him
to death promptly in the end. The most conspicuous point is that she employs sex as a tool to achieve her
purposes of seduction and vexation.

To vex Clay, Lula first invites him to do the nasty minstrelsy sexual dance “belly-rubbing” with her in
the train and then insults the black women by crying out, “Do the gritty grind, like your oI’ mammy. Grind
till you lose your mind [...]” (p. 94). When Clay feels very awkward and tries to interrupt her crazy dancing
and yelping, Lula, twisting out of Clay’s reach, doubles her insult and moves her striking target to Uncle
Tom with further minstrelsy show,

Screw yourself, Uncle Tom. Thomas Woolly-head. [Begin to dance a kind of jig, mocking
Clay with loud forced humor] There’s Uncle Tom ... I mean, Uncle Thomas Woolly-head. With
old white matted mane. He hobbles on his wooden crane. Old Tom. Old Tom. Let the white man
hump his ol’ mama, and he jes’ shuftle off in the woods and hide his gentle fray head. O’ Thomas
Woolly-head. (p. 95)

“With old white matted mane” is compared Uncle Tom to an old shabby horse, which is a savage
ridicule of his obedience to the white masters, just like a dumb and timid beast. On the surface, it seems that
what Lula mocks is Uncle Tom, saying that Uncle Tom escaped from confronting the white man who was
raping his old mother. However, deep within her insult, is her charge against Clay, because in face of her
overt racial discrimination and humiliation, he remains silent and escapes like a meek beast, just like Uncle
Tom. Lula adopts the black people’s painful history of being insulted sexually by the white men and of their
sons’ efforts to evade confrontation and conflicts as a weapon to vex and strike Clay.

And this strategy works. Clay becomes furious, and “he gets up out of his seat” and when some
passengers are laughing, he “visibly scans the faces of the other riders”, he swears at Lula, “Lula ... you
dumb bitch. Why don’t you stop it?”, he “rushes half stumbling from his seat, and grabs one of her flailing
arms”, he drags her towards her seat, he clubs the drunk to the floor without releasing Lula, he gets her to
the seat and throws her into it and grabs her shoulders, ordering her, “Just shut up.” When Lula still laughs

at him, “You’re afraid of white people. And your father was. Uncle Tom Big Lip!” Clay “slaps her as hard
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as he can, across the mouth”, twice, and then he says, “Now shut up and let me talk” (p. 95-96). He clearly
declares,

[...] all it needs is a simple knife thrust. Just let me bleed you, you loud whore, and one poem
vanished. A whole people of neurotics, struggling to keep from being sane. And the only thing that
would cure the neurosis would be your murder. Simple as that. I mean if I murdered you, then
other white people would begin to understand me. [...] Murder. Just murder! Would make us all
sane. [...] (p. 97)

What Clay says is very militant. He has realized that only when he fights with the white with a simple
knife, it will change the white’s idea about the black and hence make the white sane, because the black’s
sanity, such as meekness and obedience, only encourages the white’s insanity and render their atrocity to the
blacks. If sanity just bring insult and maltreatment, insanity, such as fighting and murder, can bring respect
to the black people and solve the problem. That is the lesson, or the “forbidden truth”, which Clay learns
from Lula’s frantic minstrelsies and insulting speeches.

The tragic point is that although Clay has realized the necessity of fighting with the white and of
murdering Lula with a simple knife, he has not prepared to put it into practice. He wants to avoid all this
madness and is going to get off the train, but unfortunately, Lula stabs at him of a sudden, and orders the
people on the train to throw his body off. Several problems may arise, which are: what if Clay tries to kill
Lula first? Would the other people on the train protect Lula and kill Clay? Or would the other people on the
train turn to Clay and support him, and hence change the train into one which is free from racism and
terminate the white supremacy? That remains uncertain. But one thing is for sure, Dutchman is a
premeditated murder of the black man by a white supremacist.

Dutchman was first staged in 1964, and in the same year, the Black Power Movement® was carried out
revolutionarily. Amiri Baraka had come to see that although the living condition of the black people had
been improved much and some of them began to enjoy their new social status as the middle-class guys, such
as Clay, dreamed to be a black Baudelaire, while the white supremacists, like Lula, smashed their dream into
pieces, continuously dragging them back to the painful history of the black people by insulting, mocking and
condemning them with the most hysterical and frantic means. In another word, the essence of the white
supremacy had not changed: it is as evil as devil itself; and its goal of the racists had not been changed: it is

to destroy every black man, including the awakened militant black one, and send them to the hell.

4. The significance of the premeditatedness of the murder in Dutchman

Although Amiri Baraka won the Obie Award for this play, he also received a lot of harsh criticism.

© Black Power Movement began as revolutionary movement in the 1960s and 1970s. It emphasized racial pride, economic
empowerment, and the creation of political and cultural institutions. During this era, there was a rise in the demand for Black
history courses, a greater embrace of African culture, and a spread of raw artistic expression displaying the realities of African

Americans. https://www.archives.gov/research/african-americans/black-power (last accessed on January 18, 2026)
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For instance, Willene P. Taylor points out, “No doubt his many detractors, who have maligned his
motives, will continue to label him as a racist demagogue who merely mouths propaganda and foments
hatred between the races” (1973, p. 130); Jerry Gafio Watts states that “His willingness to express black
disgust with whites was interpreted by many whites as hateful” (2001, p. 73); Jessica E. Teague admits that
“His outspoken, often violent, critiques of white bourgeois culture and the treatment of black Americans led
many to accuse him of race baiting, but his simultaneous insistence on the beauty and spirituality of black
culture would galvanize a generation of black poets and artists” (2015, p. 22); Sandra L. Richards thinks,
“To the mainstream literary critics and intellectuals, Jones was an enfant terrible, gifted as a craftsman but
excessively unfair in his views of whites” (1982, p. 233) and she specifically indicates that “Yet all such
evaluations, whether made by whites or blacks, men or women, tend to disregard the fact that his
dramaturgy is almost overwhelmingly male-dominated and woman hating”(Ibid, p. 233); Matthew Rebhorn
criticizes that “Baraka’s black masculinity defines itself through the abjectification, or ‘othering’, of queer
men and women. This maneuver, however, constantly reveals its own shaky foundations, and thus in serious
ways undermines and problematizes Baraka’s militant black masculinity” (2003, p. 800), etc.

All the above criticism bears some truth in it and it does give the audience and readers an impression that
Baraka hates the white indiscriminately, exalts the militant black masculinity while keeping the black
women down and even hates women. As Dutchman is concerned, a question may be raised up: if Baraka is
not the person who does not hate the white as well as women, why does he set it as a premeditated murder of
a black man by a white woman? Or why does Baraka have to write it in that way, as if he wanted to
condemn all the white in USA for all the eternity?

Ironically, in some critics’ eyes, such as Harold Clurman, deems that “Dutchman is less of an indictment
of white America than an indictment of American civilization” (Quoted from Watts, 2001, p. 72) and in his
opinion, this play has no racial specificity. And even Baraka himself denies that Lula represents all of white
America by saying: “the play is about one white girl and one Negro boy, just them, singularly, in what I
hope was a revelation of private and shared anguish” and he also declares that “Dutchman is about the
difficulty of becoming a man in America. It is very difficult to be sure, if you are black, but I think it is now
much harder to become one if you’re white” (Ibid, p. 73). Jerry Gafio Watts thinks such kind of expression
softens the play’s racial image.

My argument is that racial problem is still very acute at the time when Baraka wrote this play and the
interracial hatred exists as a matter of fact. For example, the hatred that a black person bears against the
white is depicted in another play of his, The Toilet (1964). A gang of black boys drive a white boy into a
corner and bully him in a high school toilet. It really proves that under the haunting of racial hatred, not only
the black people suffer the existential plight, but also the white. It not only destroys the love between the
two races, but also any form of racial affection. Therefore, the first significance for the premeditated plot of
Dutchman lies in the point that it accurately and precisely portraits the interracial hatred between the black

and the white, which forces Baraka to the realization that only the separation of the black from the white and
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the formation of a unique national identity could establish the black’s dignity and win respect for them from
the white.

On the other hand, between 1965 and 1970, more than 500 urban uprisings broke out and the massive
scale of the ghetto revolts sufficiently prove that the living condition for the black on the general was rather
bad. Although there were some of them, like Clay, had squeezed in the middle class, the majority of them
still lived in the awful ghettos. What is more, according to Komozi Woodard,

The massive tumult of the ghetto revolts set the stage for the fusion between the nationalism of
small circles of radical artists and intellectuals and the grassroots nationalism of the broad urban
masses; out of that explosive mix came a new generation of militant Black Power organizations,
demanding self-determination, self-respect, and self-defense. In the midst of the uprisings the
politics of black cultural nationalism and the Modern Black Convention Movement took form,
unleashing the dynamics of nationality formation. During those turbulent years, Amiri Baraka’s
poetry raised the slogan, “It’s Nation Time!” (1999, Preface: p. xiii-xiv)

Therefore, the second significance is that it propels Baraka to take a radical action to break away from
the white community in the Greenwich Village in New York and to form the elite nationalism of the radical
artists with the Black Arts Movement®. And this movement, when jointed with the grassroots nationalism of
the urban black people, pushed the human rights movement of the black into a new height: the Modern
Black Convention Movement, with the philosophy of “Kawaida™®, to create a nation within a nation, and
won a significant victory.

Without this separation from the white in a definitely militant stance, and without the Black Arts

Movement, the human rights movement of the black people in USA would never reach such a range and

® The Black Arts Movement (1965-1975) was a Black nationalism movement that focused on music, literature, drama, and
the visual arts made up of Black artists and intellectuals. This was the cultural section of the Black Power movement, in that
its participants shared many of the ideologies of Black self-determination, political beliefs, and African American culture. It
started in 1965 when poet Amiri Baraka [LeRoi Jones] established the Black Arts Repertory Theater (BART/S) in Harlem,
New York, as a place for artistic expression. Artists associated with this movement include Audre Lorde, Ntozake Shange,
James Baldwin, Gil Scott-Heron, and Thelonious Monk. https://www.archives.gov/research/african-americans/black-
power/arts (last accessed on January 18, 2026).

© The philosophy of the cultural nationalist theory and movement called kawaida (a Swahili word meaning “tradition” or
“reason,” pronounced ka-wa-EE-da ) is a synthesis of nationalist, pan-Africanist, and socialist ideologies. It was created and
defined by Maulana Karenga during the height of black pride and self-awareness that characterized the Black Power
movement in 1966. Karenga believed that black people needed a change of consciousness before they could mount a political
struggle to empower themselves. He argued that the reclamation of an African value system based on the nguzo saba (seven
principles) of umoja (unity), kujichagulia (self-determination), ujima (collective work and responsibility), ujamaa (cooperative
economics), nia (purpose), kuumba (creativity), and imani (faith) would serve as a catalyst to motivate, intensify, and sustain
the black struggle against racism. This value system, which served as the basis of kawaida, would provide the foundation for a
new African-American culture defined in terms of mythology (religion); history; social, economic, and political organization;
creative production; and ethos. https://www.encyclopedia.com/history/encyclopedias-almanacs-transcripts-and-maps/kawaida

(last accessed on January 19, 2026).
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such a scale. In another word, to deploy the plot in Dutchman in this way is quite necessary. As Nita N.
Kumar has pointed out,

Clay’s message of rage cannot be equated with Baraka’s valorizing of an activist and
committed art. When Baraka proclaims in his poem “Black Art” that “We want ‘poems that kill’/
Assassin poems, Poems that shoot/ guns,” he is not displacing art by rage, but is rather struggling
to invest art with more power (219). Nor can’t he play be seen as advocating an essentialist
perception of black identity encapsulated in Clay’s “pumping black heart” image. On the contrary,
Baraka is here combating the forms of representation / perception that become forms of
persecution by denying blackness any possibility of viable existence. The source of this
persecution, the play suggests, lies in a severing of modes of representation and discourse from
any authentic context. Thus, in the dialectical, penetrative understanding embodied in the play, the
retributive logic remains, but not merely in the form of physical violence. White violence is seen
to be operating at the level of the construction of black. it is at this level that the play seeks to
contend with the oppressive structures of the binary, racial logic. (2003, p. 279)

It is true that Baraka’s intention is not merely venting out his rage at the repressing institutions of the
white domination with the ingrained hatred and violence, but also endeavors to break the institutions by
exposing them and to replace them legally with the ones advocating black nationality through cultural
uniqueness. The Modern Black Convention Movement was an essential component of the Black Power
Movement. During the great movement, many cultural, political, and economic programs were proposed and
developed by various organizations, such as the Black Arts Renaissance, the Black Panther Party, the US
Organization, the Republic of New Africa, the Revolutionary Action Movement, the Nation of Islam, the
Organization of Afro-American Unity, and the League of Revolutionary Black Workers. When the basic
government and commercial services in the postindustrial ghettos collapsed, the African American radicals
like Amiri Baraka developed “parallel black institutions in the void left by the urban crisis, emphasizing the
failure of the American government and mainstream economy in providing basic services and offering black
nationalism and cooperative economics as alternatives” (1999, Preface: p. xiv).

In the summit of the movement, by June 1970, the black and Puerto Rican convention candidates won
the municipal election in Newark and “broke an historic, executive political color bar by installing the first
black mayor in a major northeastern city” (Ibid, Introduction: p. 2). While during the 1960s and the 1970s,
Amiri Baraka (LeRoi Jones) “rose to national leadership in the Black Revolt at the head of the Modern
Black Convention Movement” (Ibid, Introduction: p.1), it is quite salient that without his literary, especially
dramatic, and political exploration of the interracial relationship between the black and the white, such
movements of great significance could not be carried out. In a certain sense, he has put his literary assertion
in “Black Art” into practice:

The critic for the New York Times, leaving a performance of “Slaveship,” says, “This play
makes me uncomfortable. This play says something that I do not want to hear.” What else should

it do? That is its function, to aid in the destruction of a society which is opposed to human life and
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development. Its function is to transform reality, not to exist in fantasy. Not to exist as idle
entertainment for the colonizers and the slave masters to giggle at. But to transform reality. (1987,
p-29)

The Black Arts Movement, the Black Convention Movement, and the Black Power Movement were the
means to “transform reality”. And all these movements were carried out after Amiri Baraka wrote and
staged his Dutchman in 1964. Although in his The Slave, which was written in the same year, he expressed
his hesitation at his separation from the white community, the road which was taken by him served well in
the building of the black nationality. From this perspective, the greatest significance of Dutchman lies in that
it works as a kind of declaration to construct the black nationality, which speaks powerfully for Amiri

Baraka’s acute political insight and correct political decision.

5. Conclusion

This article analyzes the premeditatedness of the murder in Dutchman and deems that Clay does not betray
his people, nor does he deserve death by dressing in the middle-class way. Just as Wang Yuli, a renowned
literary critic in China, states that we should “keep close to the ontology of the play and offer appropriate
critique”® (Quoted from Yang Youan, 2025, p. 152), it is partial when many critics launch a lot of harsh
criticism on this play, and it lacks full consideration to state that Baraka holds some essentialist perception
of the black identity. As a matter of fact, it merely expresses his keen and painful awareness of the
existential plight of the black people in the modern white middle-class dominant America. The significant
point is that it propels his revolutionary move from the white community and his successful carrying out of
the Black Power Movement and the Modern Black Convention Movement in the 1960s and 1970s. All these
activities contribute greatly to the construction of the independent American nationality of the African
Americans in USA.

From a retrospective angle, the premeditated murder in Dutchman serves not only as a declaration of
constructing independent black identity but also as a sparkle to kindle Baraka’s colorful and powerful
activities to improve the living conditions of the black people and to transform the reality. In this sense,
Dutchman owns an undeniable important literary status in Baraka’s literary works as well as in the African

American literary canon.
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Abstract: Since the new century, the dissemination of French drama in China has evolved
from fragmented textual introductions into a state-promoted multicultural practice. The
establishment of platforms such as the “Croisements Festival” (Spring of Sino-French Culture)
has integrated it into the official cultural diplomacy system. Meanwhile, communication
channels have been expanded through drama festivals and high-definition screening
technologies, fundamentally challenging and reshaping the viewing experiences of Chinese
audiences. At the textual level, translation and adaptation have shifted from past philosophical
speculations back to everyday life, placing greater emphasis on stage performability. The cold
and alienated existential undertones of the original plays are frequently replaced by a more
relatable ethical warmth, while the involvement of celebrities in commercial productions has
further expanded the multifaceted meanings of the scripts. In the academic realm, the study of
French drama has gradually broken away from the traditional framework of literary history,
pivoting towards theatrology and contemporary aesthetics, thereby filling the cognitive gap
concerning the post-absurdist decades. Concurrently, the rise of mass social media has
decentralized critical authority, giving rise to a diversified public discourse. Ultimately, the
introduction of exotic drama serves not merely as an object of cultural consumption, but as a
crucial reference for the subjective construction of Chinese theatre, inspiring infinite
possibilities in terms of theatrical language, physical expression, and conceptual frameworks.
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Abstract: As a highly influential global platform for theatrical exchange, the Chekhov
International Theatre Festival has evolved over more than 30 years through three distinct
stages: initiation, expansion, and deepening. Its transformation from a local performance event
to an international festival has paralleled the progressive development of Sino-Russian
theatrical exchanges from limited engagement to in-depth cooperation. This paper examines
the evolutionary pathways of Sino-Russian theatrical exchanges: the cooperative model has
shifted from one-way learning to two-way interaction and joint creation; participation has
evolved from sporadic attendance to concentrated showcase as the Guest of Honour; and the
dimensions of exchange have expanded from repertoire performances to joint talent cultivation
and institutional cooperation. Building on this analysis, the paper concludes that Chinese
theatre should leverage the festival platform to uphold the principle of 'integrity and
innovation', continuously advancing in the interpretation of classic works, exploration of
experimental new dramas, and integration of traditional art with modern technology to produce
higher-quality theatrical works. Furthermore, the study extracts the core operational logic of
civilizational mutual learning from Sino-Russian theatrical exchanges: respect for
civilizational differences serves as the foundation for equal dialogue, high-quality artistic
presentation ensures effective cross-cultural communication, and joint talent cultivation
provides sustainable development support. These insights not only provide strategic direction
for the future development of Sino-Russian theatre but also offer valuable references for
artistic exchanges and equal mutual learning among diverse civilizations.
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intercultural communication of Chinese theatre and for China-Singapore theatrical and
humanities exchanges. The dissemination of Chinese theatre in Singapore is marked by a high
frequency of bilateral exchanges and diverse performance formats. Far from being a process of
one-way cultural export and passive reception, its circulation is defined by a localized
reconfiguration of works, mediated through the filtering of the local market and the
intervention of domestic academic and literary criticism. Empowered by the communicative
reach of local media and sustained support from Singapore’s public cultural system, Chinese
theatre works over this period have become deeply embedded in Singapore’s social and
cultural ecosystem, exerting a profound influence on the country’s ongoing multicultural
development. Overall, the performance practices of Chinese theatre in Singapore hold
significant intrinsic value in fostering intercultural understanding and shaping cultural identity,
while also serving as a key carrier for humanities exchanges and mutual learning between the
civilizations of China and Singapore.
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Abstract: This paper takes the Wuzhen Theatre Festival in China and the Toga Festival in
Japan as its objects of study. From a cross-cultural perspective, it systematically maps the two
festivals’ characteristics in terms of historical origins, artistic forms, cultural connotations, and
intercultural exchange. The research finds that, although both are situated within an East-Asian
cultural context, they diverge markedly in performance style, scenography, dramatic structure,
and thematic expression—differences that mirror the distinct cultural traditions, social contexts,
and artistic philosophies of China and Japan. Rooted in the water-town culture of Jiangnan, the
Wuzhen Festival foregrounds the integration of culture and tourism and promotes international
dialogue, showcasing the modern transformation of traditional Chinese culture. By contrast,
the Toga Festival is grounded in Japanese traditional theatrical aesthetics, emphasising
physical training and philosophical reflection, thereby creating a theatrical space endowed with
the significance of a spiritual pilgrimage. Looking forward, East-Asian theatre festivals should,
while maintaining cultural subjectivity, actively advance creative transformation and
international expansion to achieve sustainable development.
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Abstract: This study focuses on the cross-cultural process in the early twentieth century
whereby Chinese intellectuals studying in Japan adopted and transformed Western drama
through the mediation of Japanese Shinpa Theatre, thereby giving birth to the embryonic
form of modern Chinese spoken drama. The research finds that this reception was not a direct
transplantation but was accomplished through a dual-cultural filtration of “West-Japan-China,”
driven by an urgent demand for national salvation. Due to specific historical circumstances,
Chinese students in Japan came into contact with new school drama, which was itself a
product of Japan’s selective assimilation and localization of Western drama, providing the
former with an operable model in form, content, and spirit. Through theater observation,
textual study, and direct mentorship, Chinese intellectuals selectively absorbed the Western
dramatic elements translated through new school drama. Their reception exhibited strong
characteristics of mediation, pragmatism, practicality, and creative misinterpretation. This
process not only laid the foundation for the birth of the Chunliu School, but also
fundamentally shaped the mixed form and enlightenment orientation of Civilized Drama as a
transitional style, establishing a unique starting point for the modern transformation of
Chinese spoken drama.
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HE NBE TN, X e 2 rp AKX, X B2 HAFIREING S ol HATE
Wa4ER I, BRSO A R, XHEGRR RGO ARGE, 801 IR, X
MR H AR R Y, AENAR SR 3 SRR AR W D0, ShE 7 E
AR AR, IS H AR B IR AL T 4 ], RIS R, O b B A AR AR I i
PSS I ) BSE A SO XY 2 e B 1 ARl S ARGkt B 1 O A
3, HHARTMERR FRASa”  OMEREAyT kiR SFEiESh, O H AR RS EIRR S T
R Y A 55U

B H AR T HACHT IR Zh B, TSR R B SOt At & IS I | SR 2 R 8 A
T, X ERIR TR A SR ROBROT R, IR R RR R S R A EOE HE S A, XA
SR FARIRR A B H ARG 124> HASHRIB NAESRE Jr. Sebe b, )RR — e B O
AKX R EARZ ERREIAR, X4 )5 o E BRI & B AFRERs . SR A
f RIS SIRY B H RIATTAN BRI TS . PR 2GRS, SEIIA TR S H AR H AL AR IR R R 225K
PrfGR 6 “BoAH BRI ROE" (KR, 2015, p.246) . RSESE)E SR M R
KAE TR, 1902 4R MfE B 18 . T HABGE IR CH/MIL) BITIHS BEAFRICE “ig/h
PWERHAZ KRR, FB N, R R EGREsikS” (HHHEE, 2024, p. 600) . [H]
A, MR AR CBIKEE ) AR T N2 0 B T ORIRZR M /NG e 2 R o i EE A,
R T CAXR B AR EOA A . BT S RS RSE . 1904 4, B HIAE R BRI FAE CLRUE
W) EESOATS: UMR, JTHRIE, AZITAEE, HEAAETHAN, AL, T
BMA AR, SRS, TRERER, TR =%, AEHTNES, 28
TWAEGW, BRI, XARERAE T ERRTIE? 7 (G2 BORATI 4, 1980,
p. 138) XACRERRIP AL SR 5 THAILE, RN 78 AR 7. A0 1E 2 HASHIRE
RERS A AL R JBAR . OBkt 2 WD, R K R S I AP RS 2R, JKFH P (2014, p.
9) WA CRIEL) JRTEIL WREAA XA —IME. 7 BERIINAEIRE, THiaik B w3
Ak, IR AL A L.
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SEfLG R, HARIRRAAENE FERHS 28, B FEE, g EEA
FEAE, e MRS, IR, BT B ANE, B H AR IR R, AEE R
HASCA. Bk H A, B EGGE . AR P EROR, Lo 4 50T 7 d il 3 5 i v
FEDLARFRARFISLN . UL, 155 SO R s/ (R G B e [ B H 2 A B H A2y > T X,
H AT IR e de b 3] Sy i A A T

HASBIRIEIA EARTEAFN A2 Lo h ] B 2 A e R s 2 e 5 1 . MR BR, ER—
PR R AT, b T H A GERRI I E R L O B, EARE 1R A 28 EL A,
HRM T H A5, OO MBS . XA “RUHEH BIRGIELS, M RREAL TRl 3 A
R E AR TR, BERIEAS, RN s T IR, A B YR
SGERIRAFRCEY) . Hh AR, RN, eV BT, SFREIAIN TP R TR, aniE
Hoo e, sty Hrdboohs B, im0 EIMAJE RTG53 8 G R8O . AEmBIE |, BIRE K
PEACH) SRR PEZRIR AR, WA H & D G £, eSS BT B ARCRE R E, S
RO AR AH Y, BRI T ARG, IXFhBEOR B IR AL S8 7038 SR T J5 i 55 52 2 SR
P, BRIE SRR ER, (Foh b E B A4 T — R E R R A B A2, ME
HERERZ, FIRBENE LS HMREEGE AR, st S Boamde, ~ (4,
2014, p.90) Nrp EIERIFSEATH AT UGIRER b R 2 S A4 . B IR 28 i SR A e i skt
MImBR, BERMLRBOABGE, XL RS S MEAL S FBURIRR A NAZARD) &, (H3
PORT HARA R RE, BRI RN S Boa s sh BRI AR, OV EA R EBOAR T
TTHMTE, P H A v R 5o ik B BEA A 2R PP B

TEFE HIDIR], v 2 AR A A A ) 37 S5 A S AT T B AR R el iy B e b . Herh,
I B Ay S R A A R SRR L . B A AR A A OO ) 2% > H AR B R
W RS, BN, BHOLAGOAE BRI (S0 PR MRl (EFM) , R, ma
HA GG R % (Ito Shigeru) (2004, p. 64) Fris,  “FRARI R AT IE o LA &g — P AR
P, M1 T XRER ST B ORAEEC R RATH CREC AR,

B H 2245 H AR A R ST oR 20 T RIS WL, S22 BRI NP e 3 5 EARG1E.
G f FL AR A A S B R B O A0 BB R B . R R T AR B e S IR R A e RS
(Fujisawa Asajird) QIIMHREERR, LEHRI, 2 T RGN S 5REI% St
MR, b5 A (Hogetsu Shimamura) | FAHZEE T (Sumako Matsui) 45Xk I AN 30 H:%
b1, JESUMA SRR RS A2, dr o VU5t SR, JEHR b O, TR T IR R AIT
TG, KBS bR 2E SRWMA DT, W GERIAIER R TR, WRKIETH T H BiEs
RIHRT.

BREHTA (1990, p. 42) TE (IRIIZEWNY W2 2 o B B s B igin e i s e K
EIEARR, 7 A, ARUA L RHPAE S ANE R ATES . SIEHRES =X, A5 T H AR
HBTEA . KRR YRR S. B, BB TG (2014, p.9) FE ( AFREKLAR ) [I1ZiE:
A (GFER) FPIRA R A IBRINA, XE (i) . BEEEEIGIESN. ~ X
BRI 48 FAAFEAXT TG R (5%, RFEME AL, MRk TN EARES, A
1M B8 S b2 SR IR R R A AR R P B L, B33 T SR I A e B Ll k.

YER “VEIT SRR HAEA” | BRI ZES B AN, R i va ), i ek g
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JrUR, AT AR CEEART SR T B BN SN EOR B SRR S B, R AR
FEAE. B HRRI> X H AR B, AR P A, BRI FER SR, X
— AR NZ IR, SORERIE R XIS iy, O b DR R A B B he it
TEERYL. FIRRIR P RRI S R GG, P TR AR T, X E R AR T
AT ERMESG),  HRE B S AR 5 ) P A S ) S TR K

= BASHURM RN T 5 XK E ok S A

BrREIWER HANRALER Y SO, A B 02 VA AR AT i e i) AR Bk )
JEXF P 5 XA T BT, T & H AU JE R 2R PE AL, RIFEA BRI 50 5 i it 2/
SKIGHEZRPY, AT T — YGRS AR T AR AR I SCAL T, AT SECA 2R T 4232 P8 1 3R R 5% Tl e
KPR NIER, [FBX —3 A A P E E H AR TPt Tl b S p =, woh e
i) ST AL AZ i B8 o B

B HASHIRBI K B T H R ATER 2 558, B kIR = SEM 23 2 4es 5
IARAEIFR . AE SO BUER, FrIREIE N e R R, H B AR Z — R QA A A
PO, IS, VERREIR B . R SCRRAE, WRIHTTER H R SO B IR B
SLH B ARSI SRR . BRib 2 Ah, HARK i AU B SIS SR A 2 [, B IR AT
WHLRHERG. ( IHRED ) FIREIRFTH SRR SE2A Xk, T PG 5 )R ) 5 52 3 A5
FEAUM, A HAR R . WG RS ROMAR, JCHOR MR TR E BT R, E, HAZRKR
HEFERON, JCHOEEE . RE R, RIS SCRBIA S AR, RS2 H ARIVEZR
T8 G B AR R GE RS WA U H VU B Y, RIS B, I B3 BB (Kawakami Otojird)
W 22 R AR, 05 BRPU U, R R B iR =R ——r B R, FERIA N8 T B R T
FF R WIS, DAE S BRI EARSOW, FFIREE Bk {28 RS BP0 (MR,
2023, p. 177) .

H AR B W] A A BTG 45T s 3 SO AR W b i B, AE xR R 8 T AR 32 v 7
PR L & 5 S RSP Y A, BRI P9 )y, RGBSR B B, X7
T RRTCR AT T — IR 2 ) S S RS, I M — IR A R X —id 7,
AMEIE T HAH SRR, 58 Ry Bl 1 2 i v B B H R 2R T — R AT 7y xR
LR

FIURBIRHEAE B e 5 HARER <R MBI BB, — T, A BBk
JEHE I AR G R AR T BE, ARBUSSERE . EABOAMAERIIAL H—Jrm, REmAR
VU7 SCEME R RME T i e A, AE M (2023, p. 35) FEHEEAERHEH, S H AR
MRS, MR T 2R R STHEBOR PR H R RIS . XEWRE, FrkEm AR A U2
H AR RAEV 22 AR ey B, WREZ A B M ET UL PR BRI B REER .
I, FTIREIA— AL T S TE Tk iz b, R SRR TR ZIHR L T H A b RSP S
W EA RGN K Z, 2O B R H AR IO IR B SCU B A (AR 25 . i E B H
WO Z B AR YE HASH IR B At 2, 1E P Ry vl (R T o R LA A 8 B 3B P )
fFan, SEEFEBAEETHIRBIA AL R, S (CRRIOUT RS 254 R Seirg i, il
A R b Sy AR AN s
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H A TR ) S S A e T N A IS S IR ARG A R (5 LU T g sk e,
FURE W E RIS A 2 BOR AL, X — IS KV E AL W 32 BP9 7 R s, ¥Rl
AAt e BRI ER . bR L, BREBIFRIES A B b RAGS A B I e, H, mHRAE
PER NP EFE € %€ (Sadanori Sudo) FHJII E& ZBE. FAMEE %5 B D BORTE KBRIE A —F
AR RS EEE, AT CKRHARLE RS R T (AW TA S i) R
H, B “seZIH O R BB IATECR M.~ (E2R. #1M, 1982, p. 90) JI| ¥ —Ep
) AR MNEH T (REZER) Ml (GBOEEEMESL) |, XA A A E AL =R, X
KR GBORE GWMGE, FT0E T HAGGREI GRS, WP TXREHSER 6. EHST
B, FTUREIRT VU LS A SOR R AL >t R B e 2 i AR A A IR . flan, MBI 4 1
(ALY BT I BARH, AU 215 AR XAt B g 2= St ) X P AL (A5 7 75 2k
FSEAF G AR SR ILSEFR R, W i B 2 AR 4R 4L TR 7 O AR AR 161

H A BT IR 78 7 X RSO 40 R, s TRRISE A . SRR . BB G SARTS B
SEZAZE, W T KRGS,

HAE, FERBISCE S S L, ML T DARHE RIS 92 SO AZ O I RIA TG 6L, B IR B AR 7
THERL A R . BRI AR SR 2 S B ALSE, e T R R 3 AR i Py b o 37 1
JEAS ) SCEF AR A DR B AT A R A MR B, X R T A R BRI ARG R — R
Jal, BRI RRUVR IR AR HEA T g, R AR A R ABEARR, A H A B K BE/ MR
ik, AHVRSZICU SRR BRI M, A RIS S A N s . FEGEH b, BRI AR R
M TR oy B, RIATERAE D haE ) 2R BRI e N, U TR
PEECRAELEY “3AR” iERE. BRR LR HH R VG5 Al A r )k iE .

ok, R L, BB TEERAARR, BRATEN S SR, BRI 5 A TR0
SR [ AR R WAL, TR B0 TR AR A 0E . — R A R k. &
TEEE, RIS BV NS 7250k, J1RAESEG T B IR VG 7 d i B 5 i A 36
. i i, AEERVE A, REIRATEAEA B AR NS . SRR <Y AR
Fr, RIRFEE H AR NIEGE) BARRE R (B %E, 2023,p.39) .

TR, TEFEGEAR L, WG SR SEOR, BriREIMEES S0 T W A [ 2 8 5t
PR3 & BT E G I SR s ), R M S 5t oA, B EAE A AR TR,
DAE AT A RIS 2RSSR, 386 AR SAE S 628 AR Rt 2 2w s R g = ), iX—
AR BRI, SR MRS A A IS fr—— B B MR P B i A e i 2 S R At
P A

HeE, EREILE E, #0SL TREIER M 2R S 2P T RAHA . BrIRE SeRk A2 V8 )y i
ROCEBIIE N, RGN RBR, RIS A 2R, 8 7 ™ i SR SRR
B A SCEERE VT 55 [T R 95 - LR R . 5 N AERRIAE, IR A At T A VR TR
R, AR AR AN I /%928 (Saneatsu Mushanokoji) BIE R RRIAS At Y IR IR )
(1915) 55— MAERGHXE KB L RO SR SO, I A BRI Uk, DA
YRR IR, AR, B H AR TR IR, IR T TR G . BRI A
JE S AR I RE, X R JE ok H AR R & R 38w T L& SRR, 1B 40 H AT AR S0 BE B N AR RS 41
(Mori Ogai) Irs: H REIRTAERIIERS, HIERIWE RIS HIES BN P4 SR
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5. 7 (Kaneko Sachiyo, 1990, p. 101) flasiAxkEIAg 2 OAET BAAS TR, XS 1R H &
JEEARIEE | AR RZA B SRR EE DRE, M ARSGE R E R

HASHIR RIS P97 AR S tl, R — R T A L FRM Q2. X — I REA D
T HASKIRI R B, o B HRR S TR AL 7 TGS, Ry H Tl e A g ) o 2
FHAYERAY. HASHIRRITE H R0 R MG AR A TR R AR . B E R
TRV T )R T EIRE, R PRI ACRIRIE BOR . XA, AT 3 R
PRBEAS R T 0907 28, DO T HASHIRED, 1O — R S . IR ans##XF (2012, p.
19) #giAY:  “PEERIGTEL, 5 HAR—8r IR R R—R A O X R .~ PE
B H AR 150 H AR R 1232 1 R R T SOy 2R AT IR ARE H LS HASH IR,
MR T P EE S BUSRTER, A VRO AL POy RITC R . A i At A ),
TEEARTTIE MBS LSS, EURE LSRR SBCT RN, X LEePR Iy (Bl 1 [ B H R
TN ROBAF TR SRR BSCiEs A (BHAR, 2023,p.77) .

PO B H RS T50 7 J5 tR B B S  AR S R A

B H R TR )RR 2, R BB 2 G PR AL R sl A, R — A
HAH A, AT AR R . B m R 5 S0 T i SOl g S A -l A . s e A
e AR, TR TP - HAR-h E R AES R, BT T RS T EE 55 5
W RIERS . X — i R BE AL 1 B SO AR A AN S i — o, Bl 1 E S 1R Y
Ve S AR, IR AT AT SO B AT T RS ELA

B HBE AR PO R 3252, 28 1 A g B0 2 AR AL B Wit id AR . X — e FERE ] 73
NEAGE, WAE: PIIELE B, SR L BN E RS B, RBL T AR E S AT
Bt S, WEIRLOT P B AR AR H AR O A0, 1907 4R, BMIAEAEAR U T
CRAEL ) FBO CRRIUF RS |, BASEXT HABIRRI B . 78 GRIER) B, 9
[ Ui 2 A F AR IRy, ANOCE IR, RS H A IR R 2i3,  ZIEIBSR Y7 AR A iS40
T X—HrBaiE, BRI B TR, (EAER R R A R
FEREL . KT (2004, p. 8) 78 CEMIFLRYIT ) HEMZARURIRE: A AGr, At
WA, RGO R, 55 SR B DB f5 0 % el B30
WA, i, B H AR TR TR PU O RS 5 o H SRS S . i,
Bl BT E H ASBIRRAE R L2k 0 LY AL K2y 35l Ba sl (Rl sk )y A (sl 4%,
RS SR BT b A AR (A 2 O SR, ks R A H AR, (HE R
APEEHSITICER, W TR eENEA. =, B EREH BLLABNRS 1L E N B BIE
R, BEEXPE TR BRI TR, B H R TGS R T E A 2 S A T s . i,
PG RIER) (HKEERSSIE) |, RAEMREGRIRERE L, FRAE B AR > R k5 S
1, H R NA TR B X E A S I S OB X B B RS, AR T E R T AR AR
FR A ) B B, BWTECEA A [ORES  ARITE S

B H R X P R R 332, AERUR e R TR IR B W ) R . o1
72 B H 2R H AN R [ N USRI, SR B ST 2 v A > PSR oK ML AR . ERBUR
Vet b, B HARD TR R A SRR SO PRy . BN, B 0 AR B CREUTR
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) ZFTCASZ B H A AR IR UG, T2 PR A H ok R b 7 A48 B BUA 323K A T 24 B
T ) RO AT RR (2R05E, 2002, p.157) . 2R, EEIEZRE#E (Victorien Sardou) Y (#4
My ek 12, o2 PR R A i A0 SF- ok th BERS WU i EDUR AR, T 74 5 A rh i LY
LG M B OIR, FEEARTE E, B ARG T R TR 5 5 3 RS, TR
AP, X% 5 T E S TR B 25 5 T AL EE VM . KH 5
(2009, p. 149) B IRV IR 55 A2, SRIAHALRTIRERES ZARIRE, AT A ERIRR,
AR FURIHE RS, ARMNGEMFEZ TR, B2 B H B IR 32 SCFrfefi R, 7
ROFP TR S SRR At S PSR RS A, BT R IS AR G, (AR TR,

B HAHR TAES I AV R Ry, A B R R A & 7 P EE gk ihc k. flan, B
E_E A CRIOFRSEY , RIERI 4. BHAME, A LRl —aEs] 7. fik
MR B N H R AT, PASCH RV E R SO 8 b, T8 G5 b0 B i ) T P4 5 B 56
SOREE, WEAESERR. A6, ANWZEETIR . XFh RREIR PR AR, R
T FA H AR FAEBAAR AR v i) RO R R SO RS R (FhER, 2021, p. 319)

B H AR X P SRR 32, R AU G B S RGeS, X — R SRIE T
P2 RS RsE gy, o, B BACRIER Y BB SIS 5 . At 2 i A
F, HBURTE (CAUHiaes) ERGE AR K “DABFREIR A . CAIHIR NI EER #5%
&, HHE TR (B IR ) R, 1983, p.246) . BEJEMGLAIE AL B IE
GRERR, XTI E SRR E R A BRI RIER . XL H ARG AN S 50,
AN ARSI NA . Bl SRR R, T8 BRI R A A, A
ZH5gRIAE L EAELE BB TEEAR, R EE ARSI B T IAA AR B
XA LR REZE), A5V B2 A NGB At 2 Se i G . B T S iiE 3,
H R A3 e P B AR RV SRR R AL 3G . BN, Bl B &5 A DU e G JE 0 5 G
F5 HAE H AR S P R BIVE T AR A R G A, XA 5 SE A 45 6, B VE 7 xR
MR RSAEPEAUR, (EREEMNE, B HARS TR RS T & Rm 2R3, 55
Szt B A RS AL B, R EIERR RS, ERIGIE A, AhrE RKEA T S
THIGIIEE. XA Ay S M 45 G, FE R T B H AR TR R At e B TR
e A fE o

TS A2 i, Bl R R AR IS . B H R X PO R R 32, AE
TEEABICEMIREIS, XSGR Iy S 4 0F T B i b s R & e i kR 2R . Bk
ME, *Z MRz — ARG, B H R R T 5 M EAE S RS
Fab, AR ZAR A AR T2 TR, XAz, (A b E R R A 2 it = vy
MR AR IRIEEE, AR TR T e g PSS 32 UAEGE. T (1983, p. 389)  BY /s Bl
CREARRR G M, BRSBTS GBI T B AR, R AR R AL S
AR R BRI, ) — EE RN P BRI A2, P E R R AR R4 R
MAFEICE, BN,  (CRIUFRSE) RO ADID . R v RIS e, AU
Wy A E SO CRER” B e, T EAR LT AR 2 R S Tk SRR B AR S S
AR R, MR B R A AR 2, (BN R MR, @A ki
FERORTIEE R LR . B BL T v [ SOl S AR TR AR SCAR IR 1243 P W WSR2 36 1 5% f L i
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B H AR i H AT IR P9 R A 2 shAS . Witkn . X — AR AREL T S
PCAARAE S R R, WL T P E SO AR R R e B PR A . ML BB, AL
fiy RS AE B AR AL T, B HAR D TR AR S 1 P E A R A S HIRE, S
Hh T R A JREBEE T R, X — P i AR T R S R SR A, B SR L A
A ERA K PRSI ZRRHE, X AR ] ATE B H R TR A R B Ik

SRS, EE H AR X HASHIRRIR A AR AR R B A SO, R, S
SRR PEAF SRR AL P R SR B E R 2 i R b AR R IR A, B 3 )
WESZ TP e ge ek, (RIS BTy I LA H AR AL BE N . DM T B i R 352 bl s L 4R
hT RS S EAE L, SRR RE T IREMAL, RN T A LHK, ER 5%
EX. M PERIAREIRR, WIAEX AE SR a4 . St T AR B e A
PRAETE Y poe S O SRR, $e2 SIS LT R AP 2R T, 1 P T A I v [ R T XA
GRS OE — MO TRE R . BTIHZBR L BOERS, (EONTE 3 DAJS R 4E5 | v 77 AR
JRIBERE T WLARKER . A il F R

T, &5

ik, B HARRS T H AR R 2000 R, g = il vy S SR e —A
SRS, I AL A KRR SO T RIS 5E 1 S Bk, X — i R BEA 2 wesh it St
i, WARSEEH BRI, Me—MEIRN . Z2RMES k. X—p 2, xt
TR AR ERRRT 20 B R, PRAERRERE . B H AR TSR], S0k
QT PR (T R T A SO R, AR P AR E SRR, BB HORIH 23T A
HASHT IR R332 VU0 BRI P s, ANOUA B T 3ATTREAR b ERE R IR, o 825 1 AL R
(NI

BHEWH: ASCHR 2022 45 EHGAL R G ERIUE 54 K A SRR A it s SO RS i
(W H %5 22&ZD285) . J R PFAL DRI AN] 2023 SFEIH A ARG FE I ) S0
HEFEQUEST  (WH%S: GD23XLN26) | J NI AR A 2023 4F BEPRAET “ R =27E)
MR SO 5 B QMERTE . (B H %5 2023GZGI272) 5) RAEHE T 2023 45 B8 i
Fro Tl H RIS LEZR A AR SCA M E SRR Eah k AZP50” (H %8
5 2023WTSCX130) I Be ik 2 —.
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Abstract: This paper takes The Yellow Jacket (1912) as a case study to investigate the
dissemination pathways, modes of reception, and processes of cultural reconstruction of
Chinese traditional operatic aesthetics in the Western theater system. Drawing on techniques
from Chinese traditional theater, The Yellow Jacket demonstrates the aesthetic principles of
“integrating the real and the fictional” and “guiding form by intention,” and it generated
significant resonance in the West. Its breakthrough against Western realist theater
underscores the role of Chinese traditional theatrical aesthetics in advancing the innovation of
modern Western theater. The journey of Chinese traditional opera from the “marginal” stages
of Chinatown to the “central” theaters of New York and Washington, D.C., was made
possible by the decline of Euro-American realist drama which urgently required renewal at
the time, and the American theater community’s cultural vision of “revitalizing national
drama.” In turn, this phenomenon also inversely propelled the drama reform movement in
China after the May Fourth Movement, offering new insights for the modernization of
Chinese theater. The series of “butterfly effects” triggered by the success of The Yellow
Jacket reveals the mutual influence and mutual fertilization in Sino-American theatrical
exchanges around the time of the May Fourth Movement.

Keywords: Chinese traditional theatrical aesthetics; Chinese-Western theatrical exchange;
The Yellow Jacket; National Theatre Movement; May Fourth Movement
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—. 5%

AR PR SR A i — A AR . X s Py s R . MEN YT SEEK
TE R KRR R I PG 3R IR R 57 . DASKEEI, v 4% etk ity o DAL URe ) S5 24T
ARG RIS 7 A T )z MR s, rp EE ek i VR b A SO BSR4y, Y0 4 4
HAEMRELEG, HEFERRA M, SRR E S FARMEE SRS HIURRE, JrExk
MR HRET Rk, RGNS AR, R TR MRS 2 ST
WEB SR, R R BRE SR R SAEMAI R, AR b, o
] X 22 R FBCH H l RORHBR T2, SEEER R S 41 22 5 N AT IR, X—RIIE¥
FRAEA ST D s R ), R CEEE. ERI. EEC MEFEAHE, SOEAREr
Rt T E B RBGE, F bk, ARk, pEERTRERRILSE, drEx
DABELRR . RS U N R BRI B B ok . RVE R Z IRT A AAL IR, (HHURR Y
GBS 9RO REIRE] TS RIER . SESWAARRER. KRS GE )

(The Yellow Jacket, 1912) HytA:, 1ERAEX—B AL S THIFEY).
CEIEY BTG -BAEEIRT (George C. Hazelton) S5 HL- AR B 2R (Harry Benrimo) &[R4,
AR, SRR —EAPEREHER TP ER” 5 BESCE 70) . 5 RMESEE R
ik SR FH LA 2 AR B, GRS 7RSS TR E RS S T vk fh i 44 14 55
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5, ATDAGEE P DA S o i g AR . XA B B 3L (techne) ™ (Uzawa,
2023, p.29) WEWGAE T PUAKE “ARTTAI MR, R H TR LR VYT S SR R T
PeECRIR . PR BT, W RO EREIRE, TR TR = A AR K
PR 2 — i AR Ge ATy [ R BUE S OF R B R RS 7 R, (o Ehih) o 1 [k
it “BSEAEAT . DAESIE” BUEARRHE, W T R SR YOy AR SR S R
(o Thgh) AT REAERR SR L5 AN B R S ? i Jee 22 KRR B el f 1 v [l ek iy 72
X ERSEPARBL T P LE Hh ] X il S8R e Y T TR R S sz, SOM U5 R A T R
Y AR 2R P SO S SRR, AP EDR AR AE AT LRI A SORER
(o thh) X rp DU SE2A 2 Sk, R P DUl SESAAE VU T RIS TR R P Ak AR . e
PGSO AR, DALY, R A, O R AN RIS R ST R AL A S e AT AR

. PEXEREN RS L BAERBRS (HEH) WREBORE

LI CEH ) RORIESD AT R BORIE, 1 e v Bk il 7 5 [ Y 1548 5 e 2 R DL A T 1)
BRI, o D i I 55 B 0 A% A f L T DAAEI Y 18 THHAD 90 4RA, I A2 K S I A TRk
FRIRI BE 25 B i ok R0 . sk . AR, MERISE & ER T ®= T H  (FR SO, 2002,
p.139) @, 19 thed 50 44X, SEEMMESHG] T RMAENTF L%, BEEETANHEK, FA
RIEXZEALTER, B e E AR I (R Z W 56 B A ke ke . 1852 4F, ZR—ZK P EXKBE “ IRl fE st
(Tong Hook Tong) FEIHA LN, HFFHEE {400 56 DR s G080 e 3 v B R
i U A B G AARER A2 —"  (Lei, 2003, p.289) . b5, RHZeh o 2R IH S
Ly K Ho At Ao N SR FE 3T A S RS, ol dh 45 A BB R BIVE R Uy 22 b R e
(Old Chinese Theatre, 1867) . H T iX xR BE K 2 00T AEFEANREIX, HILEAEIHR
“JENERIBE .

XRS5 RN LIS, HEMZ4ER & T FERFRAAE AR R AT, RS
HIgEZ ), 7% RS CATEREAE ) L EE R S iiciz, T ER R AR W A R A AR Kk
ZF, WS R VU AR SFAT 5 6E, BULTF)S T P SRR SO A il A R Dy B e
Xl R AT £ RAHE, o —FhEsEoUbrrnla=il, BRI EmEN, ©F
EWEIEHAAR . SRR ARRA ST BERY sZm Ty, B NKBERI T — RISRIE A4S, A0t
JOEMT) ETPEATH T, B AN RA g i N AT B, R R,
PRI T R ) N S B AR e B it S S TR A RS ) (Uzawaz, 2023, p.40) . X2
BRI T AR N BEX 2 e T A R AR, Brg s i B 5 VS Oy R SO LB S P

TEAE N2 T 1) V5 5 WL AR ) B A% 5 B -5 rh D it sl 2R R R ACEAE R, 3 AN BB
IR B —RIACRAE, W5l TARZE NS . FEARIWEZFPFS R R, MR 98 SCR -
Bt R rh E X N A ERGE . AR, SR PR v R PR S B AR A A Y
. Ae R EX AR T, FRHCA A DA LIRS ZAR: b E AR
RAMIGAE L E, MATESES oM AR SR Z1E, AT FIE A I ARAAHE DA
RS S QALK A E R LA R ST R (The Art, 1909, p.970-971) . Tl ¢ 6 1 253 B A8 )
IR ERGH G R, ABUIE, ZIToRE, RIEARSIEREES . SR EhsE, 1H L)
HMEEATE” (Chinese Theatres, 1883, p.295).

® 3 L Mates (1962), p.25, p.32-33.
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PRI, —E R BT PR RIS G = kT . SR RIUTE. REKRE
AL SE AR 225 MR AR Em b, i B A B R g 5 i ah
P, TCAUREIE 2% . EEE RIS, I D) 2R S AR ARG S R A R i S, AR
P R 75 SR B O BT o AR A G4, 3K 5 VS SRR EAE ) = AEARRXA. EREG AR
EE, PEX R ML S RARE. BRAMEIE. SERIETI RE RS S S
ARACALEE, PRELH ARSI Wdi 2R, sbdh, R 208 2R SO AR U AT,
MOCHRL AL B 3T PUThRSRIL, IR TR RS S AR, R AR, IR
METCE, BRI AN, MAEMELH F, “EER, ERA. JBE P EMREA
BV MR E SR AR 7 JE v 58 SR 164, T2 SEvE ORI s I 4 1 22 e 5 A
PG IR IT R ik, Z R HHMER TR, BB ARSI RS, 20—k
KRBT e,

Hr LR 2R R 622, SR 20 2RI R P A R IBIEA T B RIPERS 77, M4BT IRE i
RIS RAIRNTZE 19 AR I F 5 3 ALSE, BHBa A B GTEXBA RS, JTER R,
P A ) 235 07 3 DA SO BRER K)o i BE TR SR, R TE ZARTE AR 5 5 i 2804, 7R
WHST, PEXH T ERE “JELI9EM”  (anti-illusionism) $% &5 B DA KR ERAER R I T3,
FVEH RIGEREE TR EAS I, WACH (EEH) RRBORIE. 2R A% T2 040
GBERAUJLY ME AT, BihAaamA%, REEAR (WuHooGit) . “ZKEE”  (Chee Moo) .
“FLASAE”  (Due June Fah) “F¥JRAEIEEHE, XEVH2MEE N TR CPHERSC k.o
IR, SR, CGEDE) ZFTCAARR LA EDTRAMER T ERR R SCHEIERNTE T RIS A
MAE T EfESE G . BRI, FAR = B b B AR 407 A

EREAE KM EET A, ARBRMZENEXAE—E P ERXE 2 IR ZEHEIL, 4
BB E A OX Y I AT B SE & RIS BB A, AR R AR BE LRI 22 07, A b it
TEEWMRRGEEEK:  REZAR TR ERIBE B T E R R RIS, AR EIRE
REE R — A 51 B BRI T WA R I fEm ™ (51 B#RSCH, 2002, p.154-155), (3%
Y A QIVESIEAE TR B S 32 SO 5 25 () S e PR ol Bl =t b < AR5
BT BRGNS T 5L i B R S AR B R B AR S T A T, T SO
MEEG 2SR, FREFER G X RE AT, B GEDE) i o Bk i 86
BE, WA AR T RS AR ST E AR g

=, MEEET WRSES: FER#ERES (RDE) KERR

A BRI RIS, () ARIERI I B ain e KU A ey, @i T
XS ESCRIAR RS, BRI RS — A RGN SR BORIE . ZRAESE SR R
FOR I B R R AT ARG T ERR A, RARRIE: RATASEG S 5
g B9 AR B ST R AT R SIARRSE R BEE SR . DA A A7
(Property Man) B iz ], k4t il AR WA SR L e AT (A58, B (o T )
F AT 1A 24 ) P P

WSS MBSO S, ARRE RIS R RIA TG 18R, HRY] GEHE) JLPEe
I EAESE T P URIBE I SR G A SRS (EEAERIAS P SRS 0 BT VIS SRS Bl
P ZEMDE A 2], AN ZT]. SEG TR — AR as i, DU BEEA,
SR AL T e mr L S 0 5 A v T XS B I M T 5 R AR, T B B R kT 8

©HAFERY G ERBIERRFLEHS, £ RLELT(EH)(1989), (F HXAPLEHAZ) , p.80-84; p.129-131.
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(Hazelton and Benrimo, 1913, p.4) ©, M 1912 4E 5 /R IBZ i LA RIEE (& 1) AT, SES P
BT B S R A PEREE, 200 eI RS RRIE . KT 24 I P AR T

H, (D) eSS AAETEAY R, Ser EEREKEAEE Y, 20
G —RBERA, HEHECER T, T ARSI TR RIE R (p4).

B 10 1912 4F (B EL#h ) AE & /RIURIGEE HAYRIME, 4% 5 W. Eaton (1916). Plays and Players.
Figure 1: A Photo of The Yellow Jacket performed at the Fulton Theatre in 1912, from Plays and
Players by W. Eaton (1916).

T AP L ) fofF P A v LR AR L AR . RIASE A RN . “HRBA” (Chorus)
ML, ARG RIS ERBORFIRA M . W —%d, ‘BN F —2 R B
PG, A bZAE. B LEE KSR W mAREERE: X REEREANER” (p. 38).
MBI THER, RN RUSKEFIHHRE, ISR BN E B FEREE 7, BTk
PreEAERR, S RME TR B0y, (R AR, MG IEE M EE TR AEIZ
ROTERET (p. 82-83). XFPXTIEH 58 G AR I, e 20 1H404) B RCSE 137 H mT i wi r
AE . BRI T IR A R 25 0], A IR R AR T B R S SRR R, AR
P BE AL RN F S SRS SR GEEN AEE" . AFEINN, GEDE) K kR
FEHHE O — PR SRR, AT AR AT DU SR 0E E BE R R R, R
FRAATATHAB Y (Litche, 1995, p.33).

B TERMRAEE A, GRS WS T ERR M P e R AL g EEESE S R
HEREAIE “MBRAEP R (supposed door) 7 . “fRAEHYEE T (supposed chopsticks) 7 SEFKIA,
B4 A S SRR L R EOR B, W R AFE B VU, M (CRIEmE) @

© T3 XL RARIERAL, FFH——LA,
© X3 & (Tail Fah Min) & ‘KA #9XF. FH AR e BAFTHELARZH “Great Painted Face”, TREMA T
b E K P R TSR,
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AR T A B - e BRI T AR P BAR A 57 (p.12). X by BE MO sl A RE X S
ARIBZ RT3, R AR P EXR T ARSI R EERE. XA R T T sk
T SRR E BAN SRHOBE,  ORMbaR e 7RG R B B, iR AR S SRR,
AN, ZRIAERL SR . MRS s RS T XXAE, SR ACHT SR SR — BT IR T AR s

CH L) X Dl B DA A, (A ph S A SR S RRE 8 Hh BT H L R H
1912 4EAEAM i, SRS ERRNAS RBIBERIEE S, RITKBEHER R e, 28
el SER MG 4F (Max Reinhardt) . i -MfES (Gustav Lindemann) . W1 K-ZRB Kk
(Alexander Tairov) %52 (i RRUNZE %4 ST PR, FATE MR RIA T,  (GEDHE) BCh 20
20 b2 A DB E ARG B N AR R RIVE 2 — . BRI 1 R sy i g 2Ry
“— R ELAT [ R S D A 25 SRR SE IR R (Uzawa, 2023, p.30), 45 KRR RIA & RIS K 4y 4y Fr i
R C—TEEMIR AR, RS X —UIEEFUE, P E R XA R AT HAR SR T S
7" (The Yellow Jacket, 1912).

B CGED#) R AT HRBER AN, e T e b Ex e b e .
CGAEME” A% FEEATHERMER LR 5 OIS PR A . XA A IS T AU R IS “Arda N7 Y
eI b, feaghERIRE Y, g7 (R BT ) R —DAWEE S, T
ATRERMOE . BRI TAE, ROT VIR ER R, R CKBITET, BT
CPRSEEE L) BRI, VR R R R E T AL 2 A, TE 3 O T A A e ] B
WSERG AL ge B R AR DAESR S B A TGS, B T UM R GE R, R
W PPN ARG R MR RIG RF R A BB BIE R, BUR ST . WU SRR L
HIE. R AR PTHOAAETE, A R 8% & 23 R 2 A R 0 iU s i g e, o
RRAE T r e i R U B, T ER AR T &, BRSPS R SRal A
FIH, PR S A ARG L5 (TEHI, 1999, p.97) . FEXFLEALE T, WA LA
MRIANTEG FoREGES) WA, TR N Z ZAR IR S &R . #5E6 1rY
“BET TS SE, DAAAGIA AR A3 MR T Ml B R e n A HLA AR A

() FEWIR TIXFE RIS, FRRHAE M H BRI R R 8. S RgE b E
—HE, (EEHE) R RN SREORIE R UM . BRI ECEE A TR A, S
| Xl AR AL BRI, () R R N USRS TARR T,
O FREAR R —AR5 . RIHREEE R EA KN eI A OBBE RS O 2
B (p.5) , BURNEEGM FIERE AT ELEP SR (p.63) MBS . ik
“Kayn” TAECAMIERAL . A Eer SRR, (RTIEDEN) A RO T IS S A L S
Z AR, ATEARNT & WFRE RS i, BRIE TR, X Z5emE X
HOg—Ig 3R . X TRIAS S i e, XPBSE 32 RIS B ] v AL A BT Bk

CHEL) ob b Dt e R AR L B S AL A I T SRR BT, HRRE
3t ok T S 2 R R S TR sl . PR R Faz R b R 5650 PG U
T s QiU Y€ 5 T 07 N 'S Y NS i3 1 g (N e w3y Wl M i R A (o p e e
FUMA S IRB N 5 RERI AR T T TG40, SIAWAR “HIERE” |, HIf
AL AR A L4 (Second Thoughts, 1916) . 33X — 3 A M TAT Sz et 3052 3 SR 32 3K K¢
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TR R, ZEORARIEA—M “TRICH CTEER” BYERG £)00 B LA AR
AIERR,  CGEDEN) LT R RS R R Al B U T3, BRI 0 AT E TR
SEREEAL ], AT X ARBESI RIS, XTEIEAAREE b HES) T RRSE IR 3 SRR & Jg

CEE) By, AR EXEHT AR A T RIS S — M, HIRZ5g 2 RITm
FeAR), B Z AR R T 8 S iR R A R RAE PR R AR, IR EHE G
TAER], EEE A R TR E R R SRR RIS g, NS ER 5 SR (simple stage)f
T —BEZERF T (Feinsod, 1992, p.67), Hrr, SEEEEHMAKERI EARKEE2Z 185 (Ruth
Draper) 23| HsZECN B, WAMARAAMEHNR ARG AT R, 86 DERULKCER ., @i
5~ BB A R TOR B AR A 6, ATER) TR ER S G, Mt iEs 2GR Z
BT (EDE) mEk,  XEREEIFER2dER R4 (non-scenic illusion) W] PAYESES FERAS
(%3 & SELEEE BInEE 22 n T AR T — A G N (Zabel, 1960, p.33-34),

[F) B TR 52 30 Wi A S A 5 ) S 245 32 SR PR /K7 (Thornton Wilder) . 529K H Al i JCHf & LT
FRM/RERG SR WA D) M, EdRsRHCE, M ST X TR R [
FEIRIAS . RIPE . BRI R EAZ R SE (BRSCA, 2002, p.176) . (BRI 488 ) far bR iR
17y  (The Happy Journey to Trenton and Camden, 1931) AN PUHE R 308 1 H — 39 IR ZE iR A7 1) B
BEH%R, XHPEXP R T SRR Rl R L MR AERAE (GFRATRINED)

(Our Town, 1938) t, M/RTEQIET “#RHEHEH”  (Stage Manager) X—3RAAUAH . HHRY
HADIRERY A, b KEE T, BEERMEME"  (Wilder, 2003, p.3) |, 1E8EG FEHCRRHE R,
AW R T M E SR NAMIIR, S NPAER] (B — Vi Feke . — P il
B kg N7 EAEAIEL A B R e L AL, R T RS R A S R R
IR E A R A R G H B A S PSS IR R, e SR ER R TE G R i R e, o
PRI A S SR L T I, MR QIPERINIE T CRIREN ) 1EA v DR 362 1 5 SO AL R 2k
PRI ZN . ATDATE,  (BEDHh ) AOUR—IRES ST RO S, R DAL MR TE 0 55622,
YIS 2 53 20 TH2047) 7 J7 4R 55 i Dy sk e e

. W R RS W (CEEE) 2 “BR sS3i8n e

e (L) 51 AR T Pl XS Va5 37 7 AL B R SE M I, R 1 SRR X
HOCRAEAE . BUOTAMIRAESL, R — A A 20X B Y07 AT R AR B B
oA N BIVERY A E I sz AR bR, E 2, A —Fh Ml v EDR e A
by s SCAGTESE A BT RSO BRI TR IEA S SEE EREARGUR? BLAh,  (GREH) FERCERI
F1 A B ARG 3 ST AN i FE A b R Ao sl AR B sgne” 2 X DA_E DS AR,
A BT BT IR BEAR b IR A A R T B A SO, fEn % dnfeAESCA
P D RS RS H SR SO S S B ARV T

MHRIVEAN S,  CGRE#) ZBAl 158 hERRHEZ YU iin) 2, — MR
FSL Y S PR T RIS TS DR TR A Bl b, AR VU7 WEARRY #9220 5, Py it AT 1
PR, DAEMLATRERS S AF b B A Al “fl g 322 . BN, I EAERURERY “HBN 2AEE T
FVITMARBEA. PR B SRS MR BT R A . XN SHES N B i A U
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BRI THEAKM , B T RSN AT E . ARG, TTRABL, WA A
VT RSB T H R b E R R . SAEMERE AT, FE—E R BN TSk 2E R
KPR, HAh, R EAREZH T HAITE R, BEYZE. S5 BT TR
IR S TR, DA A TG WL AR A ¥ S B S Am T, i o PR 5 i) XUk o1 i 2 T P RE S | 6 1) o 5
HeF . kAP T XA 2 AT AR ARG A SR, AR T BIVERE R S AL SR w1 B AT
8, CEIHEN) B r I R 56 AV T DR  A TT ) EE B 6

SR, MM B R,  (EDE) FrAERm =R ZARG A E gAY, 5
HP AL A BOGTESE B VIAH ¢ . B FSCIR BN BESE 1 SR AAN, R s Zh i a5 T 20 it 224
F A R R TR . KARK, BRI —E AR R A, Sz A LRelk. Aie
FAai, FERIVER BAL G Z o 2R SUEIAEE T, ATFAS DA AR IR A 158 R T R R R T
W, ADSCEESR AL RES S WO LR I B R IR R, ] FERX I E s R
IRALT 4% (Mackaye, 1908, p.408) 3 A TET 52 IR 4 5 ] i J o e s # S Ak 8 i B S5 IR AR
AL Z A E A R RE IR 3 2. — 71, 20 MBI E B = — AN ELE A Rz R
f5t, FRIVERIH SELERRFRRE BB RN R 54, e b T “SCibiBkEE” 5 Bl
HOWIALCE; T, BEE 19 MR Tl R HEDE, 55 ERGEER T SR A 3 R R Y
BOEZ—, X “RFERE" 5 OB ZRIYEZE, IR T RERRA S SR KR
SACERIE. IERAERX R JE A A SACESE T, (B RSSIA BA TRIARE X, e
WAL T — AN S = SORERE R S IR, [R5 ] AT 5% 58 T 4 16 SR 1 B i 5 e an
fif “PHAFA LAER K 585557 18 (Hamilton, 1914, p.314)

EAEERE, (EE) 78 1912 FAAE G AR L E EREI AR R, Mk, %
R A I S B BRHAR r fA5 T SE 2 B AR ], SRR . MRS R B RSN N 44 SR
IR EE, AT EIE T i 8 B RIPPRG AR 1k 20 Z SRR AT, toh () 4T
K H BRI SRR BRI AN 5E . 2 () T 1916 AFEIRAL ARG I, HE A BT
A E D SAER R B R, W IR — TR R R S SRR RIET L B,
CCHETE) LT RFE EERRI — METER TR BRI AR MRS, IR A B
B — RN Y RAFE BA TR E K ZAR”  (Kim, 2010, p.81) . Bb)5, RITESCE DT 1 %
AR YR, e D ZRTE SRR TR R A R DL, ORI MR RS S R
VEZM L HARSEAR 7 MR i R gk 1 T B2, XA R, R AR DA
‘NG WMEANEERGEMAY). RS LT Bg, ERRRR AR T 55 R A
PP BISCIBESE (Kim, 2010, p.84) . 244K, XA FE IrE W R FEA - R
TG, WAL REFNBARZM, REFFOH RS MIRANTRNC), ALEERET
HhSE MR R i HAE R SIS R S AL, R 5 A R ARG

CEH)Y FEEBR 51 Rm, AU EXE AN g Em dun s, W
SRR L i fesh TIRE R ZJEE AL AR RSB, O b E R R B IR R AR T
PHEUR. TR SCE s, Rgokih gl “IHE” s Fse SHER, GRS 7RSS
& LRSI A R PR, KA M AN EA ISR ZARM . AL

© HE FIN LB TR GGiEm b, AL Lichte (1995), p. 25-28.
® &1 Kim (2010), VAR £ # #(2013).



Frontiers of Theatre Studies Vol. 1, No. 1, 2026 https: //www . ftsjournal . com 119

t, EERETE 1919 4 (ETE ) A2 TR R B Ao 3 0 4 A EOR B, FF 5 R —[H]
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Departing from the traditional debate over the merits and demerits of Zang Maoxun’s editing of
Yuanquxuan, this book shifts the focus and situates Yuanqguxuan within the broader context of Chinese
drama history. Although Yuanquxuan represents a continuation of the artistic achievements of Yuan zaju (a
form of Chinese drama popular in the Yuan Dynasty), it is related to the performance conventions of Ming
dynasty drama and should be regarded as a coordinate on the coordinate system of Ming drama history. In
fact, the scripts and stage performances contemporaneous with Yuan zaju complement each other and
serve as mutual references. The performances of the late Ming period form the counterpart in this
relationship of mutual reference and complementarity, which postdate the actual era of Yuan zaju. The
roughness or imperfection in the scripts we see today does not necessarily reflect the actual standard at that
time, owing to the act of reading having occurred posterior to the scripts. Considerable uncertainty remains
regarding what the original scripts written by Yuan zaju playwrights actually looked like. Associate
Professor Guan Xian argues that focusing on the value of the origins is limited; instead, the significance of
Yuanquxuan in the history of Chinese drama remains open to investigation.

The book is structured into six chapters, framed by an introduction and a conclusion. Chapter 1
provides a comprehensive literature review and introduces the key issues of Yuanquxuan. Chapter 2
explores the drama thought of Zang Maoxun and the editing idea of Yuanquxuan, as well as the spread of
Yuan zgju in the mid-to-late Ming Dynasty. Chapter 3 introduces the selection features of Yuan zaju and
its significance in Chinese drama history, and analyzes two issues in the editing of Yuanquxuan. Chapter 4
provides a detailed analysis of entrance and exit directions in Yuan zaju. Chapter 5 explores
conventionalized segments and language in Yuanquxuan. Chapter 6 introduces the action directions and the
literary tendency in the textual details of Yuanquxuan.

The work has a clear structure, detailed historical materials, and rigorous logic, mainly presenting two
key issues. It emphasizes the compilation background and editorial features through the exploration of
Zang Maoxun and the historical context of the specific era. Meanwhile, it adopts an approach of textual
analysis, systematically tracing the entrance and exit directions, conventionalized segments, and action
directions in Yuanquxuan through comparison between Yuanquxuan and other selected or complete

collections of Yuan zaju.
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1. Investigating the Origins: The Compilation Background of Yuanquxuan

Chapter One, “Yuanquxuan and Its Related Research” introduces the basic information about Yuanquxuan,
offers the author’s opinions on several issues that have been the focus of debate. It synthesizes various
sources to systematically examine the influences that led to the creation of Yuanquxuan, and traces the
scholarship on Yuanquxuan and its significance in drama history since the Ming and Qing dynasties. As
Zhu Hengfu (2018) noted, Yuan zaju refers to northern zaju because its vocal tunes are primarily based on
northern melodies (90). Guan Xian clarifies the definition of Yuanqu at the beginning. The term Yuanqu
generally refers to both sanqu (non-dramatic songs) and jugu (dramatic verse) of the Yuan Dynasty. In
contemporary understanding, all xiaoling (short lyrics), santao (song suites), northern zaju, and southern
xiwen that were created and popular during the Yuan Dynasty belong to the category of Yuanqu. For
ancient scholars, however, the usage of Yuanqu was flexible; it could refer to non-dramatic songs, dramatic
verse, or serve as a comprehensive category encompassing both. Zang Maoxun titled his collection
Yuanquxuan; however, it includes neither sanqu nor southern xiwen, which indicates that he was conscious
of his selection as being focused on zaju.

Guan Xian argues that Yuanguxuan has provided a widely embraced reading text for Yuan zaju,
served as an influential research resource for studies, and acted as a force in the spread of Yuan zaju texts
domestically and overseas. Through Guan Xian’s literature review of Yuanqguxuan, it becomes evident that
from the Ming-Qing period to modern times, scholars’ research on Yuanquxuan and Zang Maoxun has
undergone a continuous evolution. The progression has moved from one-sided criticism of the alterations
in Yuanquxuan for losing the original essence of Yuan zaju, to a more objective view of the changes
occurring during the transmission of Yuan zaju texts, and further to examining Yuanquxuan and Zang
Maoxun’s revisions from the perspectives of communication studies and philological research.

Chapter Two, “The Compilation Background of Yuanquxuan,” introduces the fundamental
characteristics of Zang Maoxun’s dramatic thought and his opinion of drama as a genre different from
other art forms, as expressed in his prefaces and other writings. Zang Maoxun argues that play writing
should not be detached from stage performance, and that thought the author intended to convey should be
expressed through the communication between the audience and the performance on stage. Therefore,
Guan Xian concludes that four features of Yuanquxuan reflect Zang’s personal artistic temperament and
dramatic philosophy, including its broad selection of playwrights and works, the motif diversity of its
contents, the literary value of the scripts, and the attention to stage performances (126). Guan Xian’s
research is not limited to the text itself but combines the exploration of Zang and his attitude to Yuan zaju,
and the historical context of the Ming Dynasty. This strengthens the argument of Guan Xian’s study and

provides new methodological insights for the study of Yuanquxuan.

2. Examining the Compilation: The Editorial Features of Yuanquxuan
Yuanquxuan is composed of two main parts: which includes two prefaces written by Zang Maoxun,

accompanied by seven qulun (essays on dramatic theory), and the scripts of Yuan zaju. Chapter three first
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examines the function of prefaces and quiun in Yuanquxuan. It aims to enhance the situation of xigu (plays
and songs) compared with poetry and essays at that time through emphasizing “Yuanyi qu qu shi” (the
official selection based on sangu writing in the Yuan Dynasty). The second function is to provide the
theoretical support for his revisions. Secondly, the arguments of the selected qulun manifest Zang
Maoxun’s characteristics and his commercial awareness. Zang Maoxun became a bookseller and publisher
after being dismissed because of his behavior that was unacceptable to the society of his time. Chen
Zhiyong demonstrates that the compilation of Yuanquxuan was propelled by two intertwined imperatives:
economic necessity and the pursuit of lasting fame (58). Following Zang’s dismissal from officialdom in
the Wanli reign (1585), he found himself in dire financial straits, compelled to make a living by writing.
The compilation of Yuanquxuan represented a commercial venture to secure economic subsistence through
the flourishing late Ming book market.

Furthermore, this chapter organizes the selected playwrights and works, and compares Yuanquxuan
with other selections of Yuan zaju. It argues that Yuanquxuan not only surpasses other selections in the
number of scripts, but also adopts more inclusive criteria for scripts selection. It presents a collection with
emphases rather than listing plays. Yuanguxuan includes courtroom dramas, heroic legends, and familial
problem plays, which rarely covered in other contemporary anthologies. Zang Maoxun’s selection contains
works written by celebrated playwrights such as Guan Hanqing, Ma Zhiyuan, Zheng Guangzu, and Bai Pu,
alongside scripts by anonymous authors. This expands the scope of Yuan zaju available for readers’
appreciation to a certain extent.

Guan Xian’s exploration is not limited to the editorial features of Yuanquxuan; she continues to point
out problems in the process, which makes her study more persuasive and logical. The problems are why
some zaju of the Ming dynasty are selected in Yuanxuquan and whether the compilation follows a specific
order. Guan Xian argues that the selection of Ming zaju is intentional, and represents Zang Maoxun’s
obscuring of the issue of the play’s chronology for commercial purposes as a bookseller. Moreover, the
reverence for past masters and the celebration of their own time may have blurred the Yuan-Ming
distinction for other mid-to-late Ming editors. As for the editorial order, there is no precise explanation in
past studies. Guan Xian examines that Zang Maoxun refrained from explicit evaluation, reflecting his
concern for commercial viability, rather than arranging by author, theme, chronology, or literary merit.
This is perhaps a reason why Yuanquxuan was able to achieve widespread circulation and establish itself as

a standard edition for later generations.

3. Analyzing Stage Directions: The Cues of Yuan zaju in Yuanquxuan
It is generally believed that the entrance and exit directions in Yuan zaju serve neither a narrative nor a
lyrical function, which are considered simple, immediate cues to signal a character’s entrance or exit. In
fact, these stage directions constitute an indispensable part of the Yuan zaju scripts.
In Yuan zaju, the entrances and exits of characters indicate the division of scenes. The well-known

structure of Yuan zaju is “one zhe (act) per play, with a xiezi (prologue) inserted”. In terms of plot
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development, the zhe delineates the progression of the narrative, yet it is not strictly bound by time or place.
Each zhe may consist of one scene or several scenes. Therefore, playwrights arrange the scene order and
manage the development of the plot by designing the entrance and exit directions of characters.
Furthermore, entrance and exit directions often incorporate additional instructions about action or
statement, which pertain to specific performance conventions and embody the most fundamental
techniques of acting and directing. By comparing various collections of Yuan zaju, Guan Xian finds that
the stage directions for entrances and exits in Yuanquxuan are precise and detailed. Zang Maoxun
enhanced the precision of momentary stage actions in Yuanquxuan through the standardized usage of
diverse entrance and exit directions in his revisions to deepen readers’ understanding of the action of
entrance and exit.

Through the analysis in Chapter Four, Guan Xian contends that Zang Maoxun’s standardization and
systematization of entrance and exit directions represent a deliberate design of the stage arrangements in
Yuan zaju at the level of literary language. This process involved both the preservation of material from
the source texts and adjustments to the patterns of stage directions informed by Zang’s own understanding.

As Jiao Juyin noted, “chengshi” (theatrical conventions) constitute the distinctive symbol
differentiating xiqu (traditional Chinese opera) from other art forms. Within the overall system of artistic
methods in xigu, there exists plenty of conventional units. By selecting certain units suitable for expressing
the content of a specific play and interweaving them in combination, the form is therefore constructed
(252). The Yuan zaju included in Yuanquxuan reflect conventionalized language and the conventionalized
performance constructed from it, with some of these elements continuing to be used in xigu to this day.
Chapter Five first analyzes the form and features of several conventional segments, including the
convention of meeting after mutual announcement, the signal convention of secret meetings between
lovers, the convention of verifying identity by vocal pitch, the convention of the letter of divorce, and the
convention of the inn servant tricking customers. Secondly, it reveals that there is some conventional
language in the selected scripts in Yuanquxuan.

Through the analysis of Chapter Five, Guan Xian reveals that “chengshi” manifests across all aspects
of the xiqu system, including stage performance, music and vocal styles, role types, and script structure.
Many conventionalized episodes and formulaic phrases function not as fixed textual units but represent
methods of stage performance and modes of script structure. Zang Maoxun’s Yuanquxuan provided readers
with scripts for textual reading, and attended to the stage-worthiness of Yuan zaju, which holds
significance for theatrical performance.

Chapter Six shifts focus to stage directions and other related elements , in view of the extensive
discussions by previous scholars on the adaptations and significance of Yuanquxuan in terms of its lyrics
and dialogue. In terms of stage directions within the scripts, Yuanquxuan places emphasis on the
description of action scenes while reducing its reliance on actual performance, thereby enhancing the
capacity of literary language to evoke imagination. Guan Xian observes that Zang Maoxun crafted the

scenes and stage effects of his revision by organizing literary language in his unique way, deprived of
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much performance practice from the Yuan dynasty to draw upon. Zang’s designs, in this sense, reflect his
personal conception of Yuan zaju as an art form, and express the artistic sophistication of mid-to-late Ming

drama to some extent.

4. Conclusion
Guan Xian offers a comprehensive re-evaluation of Zang Maoxun’s YuanquXuan and its pivotal role in the
transmission and transformation of Yuan zaju during the late Ming dynasty. Departing from traditional
scholarship that often laments the loss of the original form of Yuan zaju, Guan Xian frames Zang’s
editorial work as dynamic intervention and adjustment shaped by the cultural, theatrical, and commercial
currents of his time.

The study begins by contextualizing the decline of Yuan zaju performances in the late Ming, which
shifted the primary mode of transmission to printed anthologies. Yuanquxuan emerged not as the record of
a fading art form, but the reconstruction in its historical context. Zang Maoxun, positioned as both a
literary scholar and a bookseller, approached his task with two concepts: the literary scholar’s commitment
to literary aesthetics and the commercial intention of the businessman. The dual identity allowed him to
produce Yuanquxuan that was both a monument to literary excellence and a commercially successful
product. While Guan Xian’s drama history perspective relocates Yuanquxuan from textual criticism to a
broader historical narrative, the scope of this perspective warrants further examination. The
conceptualization of drama history in this book is based in the textual practices and Ming writers’ re-
imagination of Yuan zaju. However, drama history also contains the following factors: performance
traditions, oral transmission, and the agency of performers. The study touches upon yet cannot fully
reconstruct because of the limit of Ming performance records. Consequently, the drama-history framework
adopted here is a history of textual reception and editorial intervention, and its argument may be less
compelling.

Guan Xian highlights Zang Maoxun’s radical expansion of the critical lens through which Yuan zaju
was evaluated. Unlike earlier editors who favored famous works by renowned playwrights, Zang Maoxun
broadened the scope to include unknown authors and diverse genres, such as detective plays, heroic
legends, and family plays. Guan Xian argues that the inclusivity reveals a more nuanced understanding of
Yuan zaju’s rich motifs of social life, encompassing not just romantic and supernatural tales but also
stories of everyday people, legal cases, and familial conflicts.

The core of the concluding part is Zang Maoxun’s meticulous revision of stage directions, entrance
and exit directions, and conventions within the scripts. Zang Maoxun re-imagined these elements from a
literary perspective, while earlier editions prioritized the practical needs of performance. He standardized
and enhanced the descriptive quality of stage directions, transforming them from functional notes into
narrative tools that allowed readers to visualize the character’s actions. Guan Xian contends that this was
an effort to bridge the gap between the stage and the script, making Yuan zaju accessible as a literary work
independent of stage performance. Zang’s revisions also refined “chengshi,” stripping away repetitions

while preserving their dramatic function to enhance the texts’ internal logic and readability. Guan Xian’s
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emphasis on Zang Maoxun’s literary and editorial innovations invites a related question: to what extent do
these textual refinements actually illuminate Ming stage practice? There remains a gap between the literary
stage that Yuanquxuan constructs and the living stage of its time. Future study might investigate whether
Yuanquxuan’s cues reflect actual stage conventions or represent Zang’s idealized vision of what Yuan zaju
ought to look like on stage.

This editorial transformation aligns with what some scholars have termed the “dramaturgical
foundation” (juxue) of Zang Maoxun’s work. As He Cui argued, Zang departed from the prevailing qu-
centered paradigm and restructured Yuan zaju according to principles of role typology, plot coherence, and
stage arrangement (148). It lays the groundwork for a drama-centered theory of Chinese opera. Ultimately,
Guan Xian positions Yuanquxuan as a landmark in the history of Chinese drama. Zang’s work reflected a
broader shift of theatrical aesthetics in the Ming dynasty from a focus on gu to zaju. Zang anticipated
modern conceptions of theatre as a multifaceted art form by emphasizing the nature of drama, including
the integration of verse, dialogue, stagecraft, and narrative. Guan Xian asserts that Zang’s editorial genius
lies in his ability to adapt Yuan zaju to the standards of his era, ensuring its influence for generations.
Therefore, Yuanquxuan stands as a testament to artistic adaptation and cultural transmission and

communication.

Funding: This research received no external funding.

Conflicts of Interest: The author declares no conflict of interest.

ORCID
Li Yonggi P https://orcid.org/0009-0004-5830-9876

References

Br&gs (2025) =« (ouihik) mogmEe m I S s ot FR AR, (CERFR) L (6), 57-70.

[Chen Zhiyong (2025). “The Compilation Intent of Yuanquxuan and Zang Maoxun’s Reproduction of the Knowledge of
Yuanqu.” Literature & Art Studies, (6), 57-70.]

EIL (2024) ¢ WRITLEFNAY (Oihit) SRUEIE. HESRE TR,

[Guan Xian (2024). A Study of Yuanquxuan and Zang Maoxun from the Perspective of Drama History. China Social
Sciences Press.]

[ (2023) + “IRIHAIGTCA RN RIS E BORE R C . CIIARITE R 24l (RERFHERR) ) L 68 (5), 148-156.

[He Cui (2023). “On the Significance of Zang Maoxun’s Revision of Yuan Dynasty Zaju Plays as the Foundation of Drama
Theory.” Journal of Shandong Normal University(Social Sciences), 68 (5), 148-156. DOI:
https://doi.org/10.16456/j.cnki.1001-5973.2023.05.014]

FEEKR (1979) - AN S, il SCE L.

[Jiao Juyin (1979). Collected Essays on Dramatic Theory by Jiao Juyin. Shanghai Literature and Art Publishing House.]

RIEHR (2018) « rPEDRHHRIFPAITTS. NRSCE IR,

[Zhu Hengfu (2018). A Study of the Genres of Chinese Opera. People’s Literature Publishing House.]



Https://doi.org/10.16456/j.cnki.1001-5973.2023.05.014

1 1
ssssssss 5073 (Priny
mmme TS | |E |
&
[ Frontiers of Theatre Studies L\ /
i

RLRBITRFETE
June 2026

Frontiers of Theatre Studies HIEP
- FTS, Vol. 1, No. 1, 2026, pp.129-135.
Print ISSN: 3106-8073; Online ISSN: 3106-8081

Journal homepage: https://www.ftsjournal.com

DOI: https://doi.org/10.64058/fts260115cectr

The Century-long Evolution of the Concept of “Theatricality” and
the Return of the Essence of Drama: A Review of Fang Guilin’s

Research on the Concept of “Theatricality” in Chinese Drama

Wang Xin

Abstract: This book focuses on the concept of “theatricality” and presents an in-depth study
based on the century-long history of Chinese drama. Throughout the book, theories such as
semiotics, cultural geography, and Gestalt psychology are used to interpret the concept of the
“theatrical field” from three dimensions: the “architectural field,” the “performance field,” and
the “ritual communication field.” On this basis, the framework of the “three-field theory” is
constructed, and two core principles are clarified: “identifying the mainstream through the
comparison of history and the present” and “seeking integration of subjectivity and objectivity.”
This research is of great academic significance for interpreting the concept of “theatricality”
and for the development of contemporary theatre.

Keywords: Theatrical; modern drama; concept; field

Author Biography: Wang Xin, Master’s student at the School of Humanities, Guangzhou
University, with a research focus on subject teaching (Chinese). E-mail: 2663407476(@qq.com.

AME: Bl AT TR LA ARG )a
TE Ay W

oAk (P EEEE B

Received: 27 Mar 2026 / Revised: 17 Apr 2026 / Accepted: 06 Jun 2026 / Published online: 30 May 2026 / Print published: 30
Jun 2026.


https://www.ftsjournal.com
https://doi.org/10.64058/fts260115cectr

130 Frontiers of Theatre Studies Vol. 1, No. 1, 2026 https: //www . ftsjournal . com

ﬁ%=<?lﬁﬁﬁ“ﬂ%i”% SEFRY —BAF RS GG S LARE A AR, R

BT "Bl AL . ABERFTFEAE, LK E, BB FIPh,
M“%”Mm%%ﬁ%ﬁ,M“ﬁﬁ%”“”&%”“&K%%%”iﬁﬁﬁﬁi“m

T AR, MET ZERT EE NIRRT AN HE LTt PiRE LR e
ﬁi%%é%?%$mA”%A@ RN, xR SR EFe KRBT AR
REAETEZ L

X485 Bl EE WA B

RN TE JTNKFALEFEAEIARE, HRFH: F4HHKE BEX) , &F

BR A 2663407476@qq.com.

Whether in terms of dramatic texts or stage performances, theatricality constitutes the essential attribute of
drama (Liu Jiasi, 2011, p.33). The notion of theatricality “embodies the evolution of Western dramatic
theory, alongside the contextual scrutiny and cultural reinterpretation of the concept following its
introduction into China via theoretical translation. As a core terminology in drama studies, theatricality has
kept expanding its connotations amid shifting historical and theoretical contexts” (Fang Guilin, 2025, p.57).
Scholars across distinct historical eras and from divergent theoretical standpoints have developed disparate
yet overlapping understandings of theatricality, which has led to pluralistic interpretations of the concept.
Meanwhile, debates surrounding theatricality have spawned inquiries into its correlations with literariness,
fictionality and drama proper respectively. Such conceptual deliberations have further produced a butterfly
effect spanning multiple domains including dramatic criticism, theoretical systematization, playwriting and
theatrical performance practice. Fang Guilin’s book Research on the Concept of “Theatricality” in Chinese
Drama focuses on the concept of “theatricality.” By tracing the historical evolution of the concept and
interpreting it from multiple perspectives at the same time, the book presents the ambiguity of “theatricality.”
From the angles of translation and local cultural context, it explores the differentiation and interpretation of
the concept, and constructs a triple interpretive framework —the “architectural field,” the “performance
field,” and the “ritual communication field”—using the concept of the “theatrical field.” It seeks a “correct”
understanding of “theatricality” through the organic integration of grasping the mainstream in both historical
and contemporary contexts, as well as subjective and objective perspectives, forming a logical discourse of
“concept differentiation— framework construction— practical response.” Standing from the standpoint of
Chinese cultural subjectivity and closely focusing on the theme of interpreting “theatricality,” Research on
the Concept of “Theatricality” in Chinese Drama provides theoretical tools for dramatic art practice,
dramatic theory research, and dramatic criticism. As Zhu Yitian argues, the concluding chapter of the book
offers a dynamic theoretical perspective: the so-called “theatricality” bears no fixed, essentialist and eternal
form of truth; instead, a legitimate conception of theatricality is continuously verified, revised and
reconstructed within specific historical contexts and theatrical practices, gradually moving toward a context-
bound dynamic equilibrium among the “three domains” shaped by temporal and spatial conditions (2025,

p.127).
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1. Analysis: A Local Interpretation Perspective of the Concept of “Theatricality”

The multidimensional interpretation of “theatricality” has evolved throughout the history of Chinese drama
and has also expanded within the integration of drama, art, and social sciences during the same period. The
vertical historical evolution and horizontal comparison across different periods together construct the overall
development of the concept of “theatricality” in Chinese drama, and present a multidimensional interpretive
perspective. This provides theoretical inspiration and case support for the interpretive framework of
“theatricality” in Fang Guilin’s book Research on the Concept of “Theatricality” in Chinese Drama, which
is grounded in the local Chinese context. In the development trend of “post-theatrical theatre,” the
connotation of “theatricality” has expanded, and the concept has been interpreted within the local context
after translation. As Fang Guilin (p.57) notes, “The Chinese ‘theatricality’ corresponds to foreign terms such
as ‘Theatrical/Theatricality’ in English, ‘Tearpanbhnsiii/Tearpansnocts’ in Russian, and ‘Theatralitdt’ in
German.” Fuzzy conceptual boundaries and unclear referents can easily lead to misunderstandings,
ineffective dialogue, and other research problems. It remains to be examined whether the above foreign
vocabulary fully corresponds to the term “theatricality” in the local context. Therefore, Fang Guilin proposes
in his book that “to clarify the concept of ‘theatricality,” the first thing to sort out is the issue of its
translation: which vocabulary is translated as ‘theatricality’ under what circumstances” (p.45). The theatrical
theories of Vakhtangov and Stanislavski first attracted the attention of domestic translators. Both have their
own views on the concept of “theatricality,” but both elaborate on it from the perspective of stage creation,
thereby advancing the discussion of the concept. Afterwards, the annotations of Dan Qinke, George Baker,
Kawagoe Dengzhi, and others enriched the connotation of “theatricality.” The concept became related to
script creation, anti-realism, viewing relationships, symbolic language, and other content. At the same time,
translation issues also arose, such as the distinction between “Dramatic” and “Theatrical,” semantic changes
in “Theatrical,” and the appropriation of “Theatricality.” Regarding the criteria for determining whether
foreign vocabulary can be equated with the word “theatricality” in the Chinese context, Fang Guilin believes
there are two points: first, the evolution of words such as “Theatrical/Theatricality” in their own context;
second, whether there are any other translated names for words like “Theatrical/Theatricality” besides
“theatricality” (p.58). However, the translation and introduction of Western theories have not fully covered
the scope of Chinese scholars’ exploration of the concept of “theatricality.” The current state of Chinese
drama art and the inherent needs of drama theory have given a strong local character to the study of
“theatricality” in China.

The multidimensional interpretive perspective provides diversified vitality for the development of the
connotation of “theatricality,” but it also increases the difficulty of understanding. Choosing a suitable entry
point has become the only way to localize the interpretation of “theatricality.” From the perspective of the
history of Chinese drama, the ways and dimensions of interpreting “theatricality” within the Chinese cultural
context have varied greatly. Inspired by the Chinese context and Western modern theory, Fang Guilin chose
to use the concept of “field” as the starting point to explain “theatricality.” On the one hand, “field” has rich

explanatory space in both Eastern and Western cultural contexts, which aligns with the developmental path
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of “theatricality” as a concept translated from the West and integrated into the Chinese cultural context. On
the other hand, the exposition of the theatrical “field” by figures such as He Zhudeng Zhifu, Gerhard
Maletsk, and Chen Jide provides a theoretical direction for selecting an entry point for the study of
“theatricality.” Thus, the basic idea in Research on the Concept of “Theatricality” in Chinese Drama is to
use the meaning of the Chinese “stage” as a benchmark and the Western perspectives of “theatricality” and

“stage” theory as a reference (p.66).

2. Construction: Framework of the “Three Field Theory” under the Concept of “Field”

Based on the above research ideas, Fang Guilin takes the concept of “field” as the core, breaks down the
notion of “theatricality” into the “architectural field,” the “performance field,” and the “ritual
communication field” for detailed elaboration, and further constructs a systematic theoretical framework
called the “Three-Field Theory.”
2.1 Construction field

Theater architecture is a physical space that accommodates audiences for theatrical performances. At
the macro level, it forms part of urban public space, reflecting traces of historical development and the
planning and layout of urban construction. At the micro level, the scale and type of theater space are closely
linked to performance effects. Different seating configurations, such as the proscenium stage, thrust stage,
and arena stage, are shaped by factors including theatrical concepts, artistic styles, and historical material
conditions, and in turn exert an active influence on both audiences and performers. In addition, theater
architecture constitutes a theatrical space endowed with aesthetic attributes. On the one hand, audiences
form aesthetic expectations before the formal performance and gain aesthetic experience during the viewing
process. On the other hand, both Eastern and Western drama originated from ritual activities, in which
people construct collective memories through communal gatherings in a specific space, thereby
strengthening their sense of belonging and identification with that place. This spiritual quality persists to the
present day and is defined as the “spirit of place” in Research on the Concept of “Theatricality” in Chinese
Drama. Simply put, “theater space” is physical in nature and serves as the foundational point leading toward
“theatricality”; it encompasses performance venues, theater buildings themselves, and corresponding
geographical and cultural factors (p.71). Furthermore, Research on the Concept of “Theatricality” in
Chinese Drama offers an in-depth interpretation of theater spaces in civilized drama, outdoor performances,
small theaters, and contemporary drama. It reveals the diverse forms of theater space that have emerged
during the century-long development of Chinese drama through the integration of social and cultural
customs, as well as the localized performance styles derived from them. For instance, outdoor theater in the
1930s emerged from the wave of “theatrical popularization.” The open spatial layout and new performance
practices of outdoor theaters fulfilled a dual function of cultural education and aesthetic entertainment,
advancing the modernization of Chinese theater. Street theater, meanwhile, drew on such spatial conditions

and real-life themes to exert theatrical power in the arena of anti-Japanese propaganda.
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2.2 Performance field

In the early stages of Chinese drama development, civilized drama lacked professional theaters and was
characterized by “lively scenes and curious themes” in order to attract audiences and ensure its survival. The
“theatricality” exhibited in civilized drama was mostly evaluated negatively, and the term was even used to
criticize plays that featured spectacular scenes but lacked substantial ideas. Clearly, by this period,
“theatricality” had already become a criterion for assessing the quality of dramatic performances. Fang
Guilin points out in Research on the Concept of “Theatricality” in Chinese Drama that “the concept of
‘tension’ may help explain the intensity of theatricality in performance works.” This argument offers a
measurable standard for evaluating the expressiveness and appeal of drama, while refining its analytical
dimensions by linking the generation of artistic tension, its starting point, and its foundation. Based on a
functional exploration of “tension,” Fang Guilin further examines the connection between field theory and
tension, concluding that the “psychophysical field” in Gestalt psychology reflects the essence of theatricality
and also resonates with the concept of “qi field” in Chinese philosophy. Taking the psychophysical field as
an overarching framework, and focusing on theatrical elements such as dramatic texts, visual symbols, and
audience psychology, the study interprets how artistic tension is generated during the theatrical experience,
and enhances the perception of theatricality through the mediating function of tension. The claim that “text”
constitutes the starting point of artistic tension responds to the long-running academic debate between
“literariness” and “theatricality.” Yet the boundary between literariness and theatricality remains ambiguous.
Fang Guilin therefore defines “text” narrowly as “complete scripts and unadjusted, unorganized literary
materials,” and confines “theatricality” to “secondary creation on stage,” thereby opening up a new approach
to exploring the relationship between the two. His pursuit of a middle ground and his commitment to
concrete analysis of specific issues not only represent his response to the dispute over literariness and
theatricality, but also reflect the applied orientation of the book. Clarifying the relationship between
theatricality and hypotheticity from a translational perspective expands the inquiry into the foundational
tension of theatrical art. By distinguishing theatricality from hypotheticity, the study establishes that
hypotheticity serves as a creative technique for constructing theatricality, and identifies “the organization of

9 G

stage action,” “the manipulation of stage space,” and “the viewing relationship” as effective means of
creating theatricality (pp. 182—195).
2.3 Ceremony dissemination venue

Rituals originated from sacrificial activities, and drama in turn emerged from rituals; both possess
symbolic and social educational functions. However, drama has undergone a process of secularization and
acquired stronger entertainment and aesthetic qualities. Therefore, ritual and drama are not interchangeable
concepts. In his exploration of the connotation of “theatricality,” Fang Guilin introduced the core concept of
the “communication field” as well as ritualized elements, investigating the “ritualized viewing process” and
“ritualized stage presentation” within performance (p. 202). On the one hand, a ritual is a collective activity

involving multiple participants, and communication constitutes its basic attribute. In theatrical performance,

this manifests as interaction between the audience and performers, as well as mutual exchange among
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individuals who share a common identity. On the other hand, drama inherits the symbolic nature of ritual
and becomes an important medium for constructing theatrical elements. The archetypal imagery of ritual
serves as the source of tension in theatrical expression. The “human form” of the performer’s body and
“physical forms” such as stage design, lighting, and costumes carry the power of archetypal imagery. They
not only mirror human society and culture but also act as an effective channel for generating dramatic
tension. Through the combined effect of the ritualized viewing process and ritualized stage presentation,
drama fulfills a formative function, a consolidating function, a therapeutic function, and an entertainment
function. The audience acquires collective experience and perceives the artistic appeal of drama throughout

the viewing process.

3. Searching for “Correct” and “Theatrical”

“Whether viewed from dramatic texts or stage performances, be they dramatic or comprehensive,
performative or stagial, or hypothetical attributes, these elements undoubtedly constitute prominent traits of
drama yet not its essential properties. They fail to demarcate the precise conceptual boundaries required for
rigorous scholarly definition, nor can they delineate the normative criteria governing interactive and
affective empathy as demanded by the intrinsic properties of live theatrical performance. Only theatricality
encapsulates drama’s inherent essence and differentiates it from other literary genres.” (Liu Jiasi, 2011,
p.48).

An investigation into dramatic texts demonstrates that the accurate interpretation of theatricality
remains necessary and valuable in the contemporary era. Based on an analysis of interpretations of
normative theatricality proposed by George Baker, Vakhtangov, Yu Shangyuan and other scholars, Fang
Guilin argues: “The so-called ‘normative’ essentially means identifying what is suited to its own context; in
short, grasping the mainstream via comparisons between historical experience and present reality, and
pursuing integration between subjectivity and objectivity.” (p.258) Throughout the century-long
development of Chinese spoken drama, persistent problems including formulaic and conceptualized
performing styles, the institutional shackles of realistic drama, the marginalization of literariness and the
collapse of artistic benchmarks have drawn criticism from all quarters across different historical periods and
sparked fierce debates marked by distinctive features. These controversies paved the practical groundwork
for exploring the definition of normative theatricality. This precisely corroborates Fang Guilin’s assertion:
“For mainstream drama, the crux is not how we analyse theatricality, but which form of theatricality we
actually need.” (p.266) Furthermore, integrating one’s subjective understanding of the historical evolution
and current landscape of drama with the objective inherent attributes of theatricality embodied in dramatic
works, and absorbing strengths from both dimensions, constitutes the indispensable approach to defining
normative theatricality.

In summary, Research on the Concept of “Theatricality” in Chinese Drama focuses on the exploration
of the concept of “theatricality” as its central theme. It constructs an interpretive framework based on the

“Three-Field Theory” and practice-oriented principles of exposition, forming a complete discourse logic.
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The definition of “theatricality” in this book is grounded in the hundred-year history of Chinese drama. It
not only examines the different styles, spaces, and archetypal images of drama across different periods, but
also addresses the tension between “theatricality” and “literariness,” as well as such developmental
phenomena as decentering and pan-literariness in drama. At the same time, theories from audience
psychology and cultural geography have expanded the research perspective of this book, offering drama
researchers a more comprehensive angle of study. In short, Research on the Concept of “Theatricality” in

Chinese Drama is a systematic study of the concept of "theatricality" and is worth reading and researching.
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For most Chinese people, the name “Xia Yan” is tied together with “The Contract Workers” in their high
school Chinese textbook. That piece of reportage acted like a scalpel, slicing open the darkness of its era and
revealing the emaciated backs of the “reed-stick girls.” Yet we rarely ask: the one who wielded the scalpel—
how did he himself walk his own path?

The Xia Yan: A Centenary Master published by People’s Literature Publishing House offers a complete
and warm answer.

After reading this book, a scene keeps emerging in my mind: Elder Xia walking alone, leaving behind
only a lean yet resolute silhouette, while not far away a young person stands quietly gazing. The scene
contains two subtle elements: first, the sense of responsibility that ran through Xia Yan’s entire life; second,
the gaze the author casts upon his subject, full of warmth and humanistic concern. The former is the moral
character of the biographical subject; the latter is the sincere stance of the writer. When these two merge,
they produce a biography that possesses both historical gravitas and the warmth of a lived reading
experience.

In the autumn of 1929, Xia Yan was twenty-nine, on the threshold of thirty. Before that, he was the
translator Shen Duanxian, who had rendered Gorky’s Mother into Chinese and had already begun to show
promise in literary circles. That year, together with a few friends, he organized a group called the Shanghai
Art Theatre Society—the first theatre society directly led by the Chinese Communist Party. A man who had
never written a play thus burst through the gates of drama. Three years later, he burst into the film world as

well. In 1932, at thirty-two, Xia Yan joined the Star Film Company as a script consultant. The difficulties he
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faced shifting from theatre to cinema were still many. But he entered movie theatres with a stopwatch and a
flashlight, breaking down films shot by shot, calculating durations and recording scene types, forcing
himself from an outsider into an expert.

In today’s context, this kind of courage fills me with particular emotion. In an age of information
overload, people are constantly anxious; we desperately chase the dust raised by the galloping times, trapped
by “sunk costs” and afraid to seek change. Xia Yan himself probably never imagined that the theatre and
film he encountered only at the age of thirty would become so tightly intertwined with the rest of his fate.
The beginning of that story was simply that the times required someone to do it. One scholarly paper points
out: “For a long time, academic research on Xia Yan’s creative work has focused mainly on his post-1930
works, concluding that Xia Yan was a rigorous realist playwright. Moreover, the impression Xia Yan gave
after he burst onto the literary scene was that of a steadfast Marxist-revolutionary artist. But is this historical
truth?” (Yao Chengli, 2011, p.4). The labels “realist playwright” or “revolutionary” flatten the real choices
made by the person behind the story. Precisely because he was a revolutionary, he needed to cross
boundaries at twenty-nine. Precisely because he was a playwright, he made that cross-boundary move so
thoroughly. Precisely because of his sense of responsibility, he bore the weight of those titles.

If Xia Yan’s sense of responsibility fills me with admiration, then the author’s stance in writing this
book moves me deeply.

The author’s warmth is seeded as early as the first chapter. He writes that Xia Yan’s earliest memories
of theatre came from his mother. As a child, his mother would tell him stories of the stage and take him to
see plays. Those ancient tales, the warmth and coldness of human relationships on stage, gradually settled
into the child’s heart through his mother’s voice. Decades later, when Xia Yan picked up his pen to write
Under the Shanghai Eaves, portraying ordinary people in alleyway homes, that perception of and
compassion for the human world had perhaps already sprouted quietly back then.

What moves me even more is how the author explains the origins of the pen name “Xia Yan.”

Xia Yan was born Shen Naxi. His father was named Shen Yayan. When Xia Yan was three years old,
his father died. His impression of his father was vague, but in 1936, when he first needed a new pen name to
publish his work, he chose “Xia Yan”—a homophone in the Hangzhou dialect for “Yayan.”

This is what I understand as “the author’s warmth”—not deliberate sentimentality, but a willingness to
see those tender things: to see a mother’s influence on a child, to see a son’s consolation to his father, to see
those parts of a person that are not “great” but profoundly “human.” And because of this seeing, Xia Yan is
no longer just a name, a stretch of history, a symbol, but a human being with a living warmth. When a
biographical subject becomes a human being with warmth, his “sense of responsibility” ceases to be a cold
moral label—it becomes the warm choice made by someone who learned to see the world from his mother

and inherited his surname from his father, in response to the summons of his era.
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Thus, this book stands before me: a person who shouldered his era, and another person who, with

warmth, saw him.

1. The “Lightweight” Narrative Between the Detailed and the Omitted

Xia Yan: A Centenary Master is one volume in the “Drama” section of the Centenary Masters book series.
Based on the eponymous documentary series on major cultural figures, this collection seeks to highlight
those masters and giants who made outstanding contributions to Chinese civilization in the twentieth century.
The book, 203,000 characters in length and divided into eleven chapters, arranges its chapter titles so that,
when read in sequence, they trace the complete arc of Xia Yan’s life: from his early years in Hangzhou,
Zhejiang, to his student days in Japan; from his translation of Gorky’s Mother under the name “Shen
Duanxian” and his involvement in the left-wing literary movement, to his “mid-career conversion” at
twenty-nine when he founded the Shanghai Art Theatre Society, and at thirty-two his self-taught foray into
cinema armed only with a flashlight and a stopwatch; from his wartime efforts running Salvation Daily as a
pen warrior amid the flames of the War of Resistance, to his post-1949 leadership of the Shanghai Culture
Bureau and his role in shaping China’s film industry; from his silencing during the turbulent years to his
late-life composition of Lazily Searching for Old Dreams while bedridden, until the very end of his days.

Amidst a sea of biographies that often run to several hundred thousand characters with unrestrained
expansiveness, this one is not a weighty tome. Yet, interestingly, after reading it you will find that Xia Yan’s
complete life trajectory, his core artistic achievements, and the key facets of his character have all been
clearly etched into your memory. That long and winding life has been securely and gracefully contained
within the book’s pages.

In the afterword, the author notes: “Regarding Xia Yan, there is no shortage of historical material; the
real difficulty lies in selection.” This statement reveals a fundamental truth about writing—it is easy to write
a thick story, for the most effortless approach is to pile up raw materials. Indeed, his autobiographical
writings, including DreamsOld Dreams while bedridden, amount to some 500,000 characters. But to
condense a story while preserving its essence is far more difficult, for it requires a clear vision of what you
want to convey and a precise sense of what must be kept and what can be left out. The author acts like an
experienced guide, leading readers through the most significant stations in Xia Yan’s life: the seeds planted
by his mother in childhood, the courage to cross into theatre at twenty-nine, the awkward yet persistent entry
into cinema at thirty-two, the wartime mobilization with the pen as a banner, the collecting and donating in
his later years... Where a pause is warranted, the narrative dwells; where brisk progress serves better, it
sweeps past. The rhythm is distinct, the balance well struck. If the historical material is a forest, the author is
one who cuts a path through it—clearing a way so that readers may see the shape of the forest without

getting lost in it.
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For those works that are landmark achievements in Xia Yan’s creative career, such as Spring Silkworms
and Sai Jinhua, the author does not hesitate to devote ample space. Spring Silkworms, as “the first attempt to
bring a new literary work from post-May Fourth China to the silver screen,” was hailed as “a marvel in the
1933 film world.” Sai Jinhua, Xia Yan’s first multi-act play, represented an experiment in the “allegorical
history play” and stirred a major uproar—the “spittoon incident”—because of its satirical attack on the
Nationalist government. These works not only concern Xia Yan’s personal artistic explorations but also
touch the very nerves of their era; the author recounts them in detail precisely because they deserve to be
seen.

For those works that are relatively minor or merely written to meet an occasion, the author only touches
on them lightly, noting their existence before moving on. This “balance of detail and omission” is not a
matter of sparing ink for its own sake, but rather a form of narrative responsibility—knowing what the
reader needs and where the subject’s vital coordinates lie.

Thus, 203,000 characters suffice.

2. Characters Brought to Life: Warmth and Moral Integrity Through Details
What is most commendable in the author’s portrayal of the character is that he breaks free from traditional
biographical perspectives—neither defining Xia Yan solely by his political identity nor evaluating him
merely through his literary achievements. Instead, he chooses a softer and warmer path: using those
seemingly trivial yet truly constitutive details to make his subject stand up from the page.

In recent years, the focus of research on modern and contemporary Chinese literature has been quietly
returning to revolutionary literature. Some scholars have pointed out that “discussions of left-wing literature
have always fallen into a dilemma: as a cultural phenomenon where politics and literature intersect,
traditional aesthetic, political, or combined perspectives have all failed to provide a comprehensive and
objective assessment of left-wing literature” (Liu Cheng, 2005, p. 1). This “dilemma” is now being
reanimated in academia, as scholars attempt to re-examine and reinterpret revolutionary literature from new
dimensions (such as the perspectives of propaganda, the interplay between historical fields and aesthetics,
etc.). For Xia Yan—a name unavoidable in revolutionary literature—the most immediate and crucial
question we face is: “How did Xia Yan, under the guidance and discipline of left-wing literary policies,
amid the demands of militant literature and national discourse, find a balance between political discourse
and aesthetic consciousness? How did he participate in constructing the aesthetic tradition of left-wing
literature through everyday life, gender writing, and a uniquely charming personal style—through a Xia
Yan-esque ‘detailed politics of aesthetics’” (Liang Yanli, 2017, pp. 182-183)? How do we bring Xia Yan
back from a “revolutionary symbol” to a warm, individual human being?

The answer given by Zhu Chaoya is not through vague praise, but through concrete, specific moments.
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Take, for example, the detail of Xia Yan renaming Yan Chuntang. In 1932, Yan Chuntang, who had
made his fortune from the opium trade, founded the Yihua Film Company and invited Xia Yan and others to
take charge of its creative work. Xia Yan said to him: “You rose to wealth through opium. The character
‘wood’ (/R) in your given name is not appropriate. Why not change the lower part to ‘hall’ (% )—the
character for ‘upright and open hall’?” The author passes over this detail lightly, yet it instantly illuminates a
facet of Xia Yan’s character: he had a sense of right and wrong and dared to speak directly; he also had a
benevolent heart, willing to help the other find something better. Moral integrity and warmth appear together
in a single sentence.

Then, in Chapter Eleven, the author uses another means to let us “see” Xia Yan. This chapter describes
his late-life donations—how he gave to the state, without compensation, the precious paintings, calligraphies,
and stamp collections he had amassed over a lifetime. It turns out that Xia Yan had another identity: that of a
passionate collector. Thus we also see this side of Xia Yan: he loved stamp collecting, loved the paintings of
Qi Baishi, and saved up little by little from his salary and royalties to acquire those treasured items. He went
antiquing in Beijing’s Liulichang, got to know the elderly Qi Baishi, and the old master would sometimes
inscribe on his paintings “To my younger brother Xia Yan.” In his later years, he donated ninety-four pieces
of painting and calligraphy to the Zhejiang Provincial Museum and 233 stamps to the Shanghai Museum. He
even specially asked a friend to carve a seal for him, which read “Once in the collection of Shen of
Renhe”—using the character for “once in” rather than “preciously in”. The difference of a single character
changes the meaning entirely: these things, I once collected and appreciated, but in the end they do not
belong to me.

The author places this detail in the final part of the book, and the intention is clear. What he wants us to
see is not just a playwright, a filmmaker, a cultural official, but a whole person—someone who loved Qi
Baishi’s paintings, could be fascinated by a single postage stamp, and in his later years carefully arranged all
his affairs. Here, the political Xia Yan and the literary-artistic Xia Yan step back; the “human being with a
living warmth” steps forward.

I believe this is what I sensed from the beginning as “the author’s warmth”—not a sentimental
technique, but a certain vision in selecting material. The author is willing to see those things that make a
person who they truly are, and to piece together a complete, warm life through these seemingly minute
moments. Because of this vision, Xia Yan is no longer just a name, a stretch of history, a symbol, but a

person we can understand and feel close to.

3. Authenticity in Historical Material, Depth in Literary Flair
This book demonstrates considerable depth in its handling of historical sources. The author quotes

extensively from Xia Yan’s own writings—from Lazily Searching for Old Dreams to his diaries and
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letters—allowing the subject to “speak™ at appropriate moments. These quotations are not isolated
embellishments but are organically integrated into the narrative. What is even more rare is that the book
clearly annotates the sources of all citations and images, specifying both the chapter from which a memoir is
quoted and which institution holds a given manuscript. This rigorous approach ensures that, while remaining
eminently readable, the book also preserves its value as a historical document in the genre of biography.

Most pleasantly surprising is the author’s unique archival discovery: a translation entitled “The Ninth
Day Memorial of the Fundraising Fair at West Lake Park,” which has never before been mentioned in the
Complete Works of Xia Yan or by any other scholar. For a biography intended for a general audience,
achieving this is no small feat. It means that this book does not merely retell Xia Yan’s life, but in a certain
sense enriches our understanding of him.

In terms of layout and design, the author has clearly invested considerable care. The illustration-rich
arrangement gives the reading experience both texture and warmth. Interspersed throughout the book are
numerous precious historical images: photographs of Xia Yan from different periods, facsimiles of his
manuscripts, original letters, and group photographs with other contemporary cultural luminaries. What left
the deepest impression on me is the manuscript of the film script for Blessing—presented as a facsimile,
with Xia Yan’s revisions in red pen clearly visible, almost allowing us to glimpse him bent over his desk.
These images are not decorative embellishments; they are documents with independent historical value,
making the “human being with a living warmth” described in the text feel more tangible. On the level of
editorial details, the book likewise shows thoughtfulness toward its readers. When a specialized term such as
“kaijian” (a type of bay in traditional Chinese architecture) appears, the author provides a concise
explanation. Quoted passages, image captions, and source attributions are set in red type to visually
distinguish them from the main text. Beneath each chapter title, a summary of the chapter’s content is
provided, so that opening any chapter and reading this summary first tells you what the chapter is mainly
about. These design choices all serve a clear purpose: to lower the threshold of reading. The People’s
Literature Publishing House, in producing this series, clearly does not want ordinary readers to be
intimidated by the word “biography.” This book has no entry barrier; anyone interested in Xia Yan can pick
it up and read it with ease.

Although this book is a popular biography aimed at a general audience and is not difficult to read, the
author, Zhu Chaoya, nevertheless maintains a conscious attention to literariness throughout his prose.

This is evident first in the chapter titles. All eleven chapter titles employ balanced, parallel
constructions: “Born in the Turmoil of the Boxer Year, Riding the Crest of the May Fourth Torrent”;
“Sneaking Forward Amid Thorns, Fighting Through the Mire” ... These titles are themselves miniature
literary compositions. They both encapsulate the core content of each chapter and imply the author’s
interpretation of the subject’s life stages—so that from the table of contents onward, the book has already

entered a state of “narrative.”
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The author’s skill is even more apparent in his explication of Xia Yan’s representative works. Taking
Spring Silkworms as an example, although there are inevitably some shortcomings, such as oversimplified
characterization. "The character of Hehua is endowed with a rebellious nature, and such rebellion is
manifested in her behaviors as a form of destruction. Yet as a marginalized figure in the film, the driving
motivation behind Hehua’s actions is not fully explained." (Wu Jie, 2021, p. 14)The book analyzes the many
changes made from the original story to the film and the effects ultimately achieved. For instance, the film’s
alteration of narrative space—adding an “elementary school classroom,” the “Huangpu River and wharves,”
and a “pawnshop”—serves to reinforce the theme. The careful observation of characters such as Old
Tongbao (his stubbornness and superstition) and Duoduotou (his openness and awakening) also
demonstrates the author’s eye as a literary scholar.

The author enables ordinary readers to understand “what the story is about” while simultaneously
allowing those with a literary background to appreciate “what makes it good.” This ability to retain “depth”
within “popularization” is precisely what makes the book so valuable.

Nevertheless, whether due to the demands of biography or popularization, certain inevitable
shortcomings exist under the weight of various constraints. The book’s “lightweight” scope, while
successfully outlining Xia Yan’s entire life, also brings a problem: the complexity of certain historical
periods is relatively simplified. The author approaches Xia Yan with a certain warmth and reverence—this is
the book’s fundamental tone—but at times this also means that some sharp edges are gently smoothed over.
For example, the author mentions Xia Yan’s half-century-long association with Pan Hannian, but does not
dwell much on the human dilemmas involved. Likewise, regarding Xia Yan’s silences and compromises
during political campaigns, the book largely explains them in terms of “forbearance,” leaving considerable
room for the reader to imagine the complex inner world behind that forbearance.

The book handles Xia Yan’s works with an appropriate balance of detail and omission, as already
acknowledged earlier. But for masterpieces such as Under the Shanghai Eaves and Fascist Germs, the
discussion of their textual connotations and artistic achievements remains more introductory than analytical.
If readers wish not only to “know” what Xia Yan wrote, but also to “understand” why these works are
important and what makes them good, they may need to consult other scholarly studies to supplement this
book. This is the trade-off that the book makes between “popularization” and “depth”—a dilemma faced by

all biographies intended for a general audience.

4. Writing History Through a Person, Establishing a Biography with Emotion
At the end of this writing, I want to return to the two phrases that moved me from the very beginning: Xia
Yan’s “sense of responsibility” and the author’s “warmth.”

For Xia Yan himself, this book allows us to see a “bearer with living warmth.”
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In the past, when we discussed Xia Yan, we easily fell into two perspectives: the political or the literary.
The former defines him as “one of the leaders of the left-wing cultural movement,” while the latter positions
him as “one of the founders of Chinese cinema and drama.” Neither perspective is wrong, but they share a
common problem—they turn a person into a label. The author of this book has chosen a different path. He
uses a wealth of details that seem unrelated to “grand narratives”—details that have nothing to do with
political stance or literary achievement, yet precisely constitute a person’s flesh and blood. Because of these
details, Xia Yan is no longer just a name, a stretch of history, or a symbol, but a person we can understand
and feel close to. Thus we finally see clearly: the man who crossed into theatre at twenty-nine and entered
cinema at thirty-two was not a cold revolutionary brick, but a human being who learned to see the world
from his mother and inherited his surname from his father.

For the era, this book allows us, through one person’s eyes, to glimpse the collective portrait of a
generation.

Xia Yan’s life spanned the late Qing, the Republic, and New China, vibrating in near resonance with
the twentieth century. Following his footsteps, we see the youth in the May Fourth torrent, the clandestine
walker during the Left-League period, the journalist in the flames of the War of Resistance, the cultural
official after the founding of New China, and the reflective donor in his later years. He did not walk alone;
by his side were Lu Xun, Guo Moruo, Tian Han, Pan Hannian ... a whole generation’s gallery of
intellectuals.

The “warmth” of this book lies in the fact that it does not write these figures as towering “masters”
placed on a pedestal, but lets them appear as human beings. We see their interactions, disagreements, mutual
support, and estrangements; we see their choices and helplessness in the torrent of the times. History thus
ceases to be a timeline and a list of events in a textbook, and becomes concrete individuals, in concrete
situations, making concrete commitments.

For the readers of today—every age has its own tasks that call for people to step forward. Xia Yan’s
choices were to cross into theatre, to enter cinema, to run a newspaper in the resistance, to collect and donate.
We need not replicate his path, but we can learn from his way of facing his era: to see what is lacking, and
then step forward.

ER]

And the author’s “warmth” at this point reveals another layer of meaning. Because, through those
details, he has let us see Xia Yan’s tenderness and warmth, we no longer feel that “sense of responsibility” is
a cold moral demand. It has an origin—coming from a mother’s enlightenment, from a father’s surname,
from a person’s perception of and compassion for the world.

Finally, let us return to the title of this book: Centenary Master.

The word “master” often intimidates. But this book tells us that masters are also human beings. They

have origins, attachments, places of softness. In his thirties, he ventured into unfamiliar fields; in his later
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years, he gave away his beloved collections to the country, piece by piece. He bore the weight of his era

with his entire life, and with his entire life preserved a person’s due warmth. And the author of this book,

with his warmth and sincerity, has shouldered the responsibility of letting later generations “see” Xia Yan.
Thus, the bearer and the one who sees him meet in these pages.

Closing the book, the lean, bespectacled figure lingers long, unwilling to fade.
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Zhanjiang through Bodily Language: A Review of Entering the
Realm of Intangible Cultural Heritage: Decoding the Bodily

Language of Nuo Rituals in Lingnan region
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Abstract: In Entering the Realm of Intangible Cultural Heritage: Decoding the Bodily
Language of Rituals in Lingnan region, Zeng Huamei adopts bodily language as the central
analytical lens to examine the cultural meanings embedded in Nuo rituals. The author argues
that, in terms of operational mechanisms, Nuo rituals construct a multilayered spatial system,
including material, symbolic, imagistic, and interactive spaces. Within this framework,
participants’ bodily movements, together with ritual implements and costumes as symbolic
media, collectively produce and enact communal systems of belief. From the perspective of
cultural origins, Nuo culture is interpreted as the result of a long-term syncretic process
involving Confucian, Daoist, Buddhist, and shamanistic traditions. As for its essential meaning,
Nuo rituals are understood as an early human response to fundamental existential concerns,
particularly how to survive and how to live a better life in a dangerous and uncertain world.
With its interdisciplinary methodology, innovative bodily perspective, detailed cultural
analysis, and open scholarly attitude, this monograph makes an important contribution to the

study of culture, especially in the context of Zhanjiang, Guangdong. It not only enriches the
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academic understanding of ritual performance and embodied belief, but also offers valuable
insights into the interpretation and preservation of intangible cultural heritage in contemporary
society.
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Entering the realm of Intangible Cultural Heritage: Decoding the Bodily Semiotics of Lingnan Nuo rituals,
authored by Professor Zeng Huamei, represents a significant contribution to the field of Nuo culture studies.
Focusing on Nuo rituals in Zhanjiang, the book adopts bodily expression as its primary analytical lens to
explore the cultural meanings embedded in ritual performance, with the aim of uncovering both the
distinctive features of bodily language in Nuo rituals in Zhanjiang and their deeper cultural roots.

Employing an interdisciplinary and multi-method approach, including textual analysis and
ethnographic fieldwork, the study offers in-depth research of Nuo rituals in Zhanjiang. It demonstrates that,
in terms of operational mechanisms, these rituals construct and integrate material, symbolic, imaginative,
and interactive spaces. Within these overlapping spatial dimensions, participants’ bodily movements,
together with ritual objects and costumes, function as semiotic resources that collectively shape and perform
communal belief systems. In terms of cultural origins, the book argues that Nuo culture emerges from the
syncretic interplay of Confucianism, Daoism, Buddhism, and shamanistic traditions. Besides, regarding its
phycological mechanism, Nuo rituals, centered on exorcism and the invocation of blessings, are early human

responses to the fundamental question of how to live, and how to live well.
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The monograph is organized into five chapters. Chapter One provides an overview of the history,
current conditions, and cultural origin of Nuo rituals in Zhanjiang. Chapters Two and Three analyze the
cultural connotations and psychological underpinnings of the rituals from spatial and corporeal perspectives,
respectively. Chapter Four traces the cultural sources of Nuo practices, while Chapter Five examines their
significance and value in contemporary society. This review highlights the book’s major scholarly
contributions in four respects: the interdisciplinary methodology, the innovative analytical perspective, the
detailed cultural interpretation, and the open and inclusive research attitudes.

To begin with, the study adopts a diversified and interdisciplinary methodology tailored to its research
needs. In its fieldwork, it draws on anthropological ethnography, employing audio recording, photography,
video documentation, and interviews to capture the full range of processes and details involved in Nuo
rituals in Zhanjiang. In the historical inquiry, it utilizes textual analysis to examine local gazetteers,
genealogies, and classical sources, thereby reconstructing the historical development, geographical
distribution, and cultural origins of these rituals. In addition, the researcher incorporates a linguistic
analytical framework to examine the distinctive features of bodily expression of Nuo culture in Zhanjiang.

For instance, through meticulous historical investigation, Zeng (2024) traces the cultural
transformations of several major branches of Nuo rituals in Zhanjiang and challenges prevailing scholarly
claims regarding the origins of the “kaobing” (ritual inspection performance) tradition in Jiuxian Village. By
comparing masks, costumes, movements, and rituals, and by cross-referencing local gazetteers, the
researcher argues that this particular branch likely originated in the Fujian region rather than Jiangxi. This
research offers a new perspective on the study of Nuo culture’s historical roots.

Among the interdisciplinary methods, the most notable one is the use of ethnographic fieldwork to
collect first-hand empirical materials, which lend authenticity and authority to the study. The researcher
conducted in-depth investigations in villages that plays crucial role in spreading Nuo culture, collecting oral
testimonies from principal inheritors, documenting each stage of the rituals through video recordings, and
photographing ritual objects such as masks and costumes. Thus, the study systematically records and
synthesizes the structure and procedures of Nuo rituals in Zhanjiang, including schedules, ritual sequences,
and incantatory formulas. It provides a rich body of material for future scholarship and makes a substantial
contribution to the preservation of Zhanjiang Nuo practice as an item of intangible cultural heritage. Overall,
this combination of interdisciplinary methods furnishes the study with appropriate analytical tools and
ensures the rigor and depth of its research.

Moreover, the book adopts an innovative analytical perspective by approaching Nuo rituals through the
lens of the body, a perspective grounded in profound philosophical traditions and aligned with current
scholarly trends in the humanities, where increasing attention has been paid to embodiment, affect, and lived
experience.

Since René Descartes advanced the proposition “I think, therefore 1 am (1641/1996)”, Western
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philosophy has largely posited a stable, coherent, and self-identical subject, centered on cognition and
rationality. Immanuel Kant (1781/1787/198) further consolidated this conception by positioning the mind,
the rational subject, as the organizing center of all experience, while the body and sensory experience were
often relegated to a secondary, even negligible status. In this way, a binary opposition privileging reason
over emotion gradually took shape, with rationality supplanting religion as the dominant spiritual authority.

However, the rationalist ethos did not ultimately fulfill the promises of freedom and emancipation
proclaimed by Enlightenment thinkers; rather, within the development of capitalism and technology, it has
been seen to perpetuate, and even intensify, the alienation of human beings. Friedrich Nietzsche was among
the first to perceive this crisis. In The Birth of Tragedy, Nietzsche (1872/1967) challenged the supremacy of
reason by revalorizing the Dionysian, thereby affirming the significance of instinct, irrationality, and the
body in cultural creation.

In the twentieth century, the phenomenological tradition further deepened the critique of the rationalist
subject. Edmund Husserl, through his analysis of the intentionality of consciousness, redirected
philosophical inquiry back to lived experience itself, while Maurice Merleau-Ponty (1962),
in Phenomenology of Perception, elevated the body to the very center of perception and meaning-making,
granting embodied, sensory experience a genuine philosophical status. In this sense, phenomenology
constitutes a crucial reflection on, and challenge to, the rationalism and scientism that have long dominated
Western world.

Phenomenology has provided an important body of theoretical resources for contemporary humanities
and social sciences in China, particularly in fields such as literary studies, cultural studies, aesthetics, and
anthropology. This influence is most clearly manifested in a renewed scholarly attention to the body, affect,
and ecological experience. In this regard, the book likewise resonates with current academic trends in China
by approaching Nuo rituals through the dual lenses of spatial construction and participants’ bodily
expression, thereby enabling a more nuanced observation of the role of the body in traditional ritual
practices. For example, in analyzing the ritual movements of Nuo master(daogong), the author examines the
spatial orientation and trajectory of their actions, revealing that such movements embody the traditional
Chinese cosmological concept of the “Five Directions”, closely associated with Daoist notions such as the
Five Elements, the Five Emperors, and the Five Deities. This perspective offers a renewed interpretation of
the cultural meanings and humanistic spirit embedded in Nuo rituals in Zhanjiang, and provides an
innovative point of departure for future research on Nuo culture.

Moreover, the book analyzes the constructed nature of Nuo rituals in Zhanjiang through participants’
bodily expressions and symbolic systems, a perspective that demonstrates a high degree of theoretical
intertextuality with Judith Butler and Bertolt Brecht. By examining the spatial organization of ritual settings
and the symbolic meanings embedded in various ritual elements, Zeng (2024) interprets Nuo performance as

a structured practice through which belief is produced—exploring how rituals shape communal faith and
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achieve the aims of exorcism and blessing. This approach resonates closely with Judith Butler’s theory of
gender performativity. Just as gender is understood as a constructed effect, faith and belief, too, are created
and strengthened by ritual performance. Under the constraints of social norms, gender is “performed”
through the repeated enactment of behaviors, discourses, and embodied practices (Butler, 1990). Similarly,
during the enactment of Nuo rituals, Nuo masters (daogong) are required to follow prescribed procedures,
don traditional costumes, and perform at fixed times each year. While ritual practices vary slightly across
different villages and regions due to local beliefs, they cannot be arbitrarily altered. As the book recounts, in
one Zhanjiang village, a Nuo master was criticized by local elders for conducting a ceremony in a direction
that deviated from tradition; he was ultimately required to repeat the ritual in accordance with the proper
orientation. Clearly, deviations from established norms can provoke anxiety and unease among believers,
and only when normative order is restored can communal equilibrium be reestablished. Gender norms
function in a comparable way: when conventional boundary between masculinity and femininity are
disrupted, social panic may ensue. Gender minorities are often marginalized or stigmatized until they are
excluded from what is deemed the “normal” social body, thereby restoring a semblance of stability (Butler,
1990).

This suggests that performativity is not confined to the domain of gender, but extends more broadly
into the realm of social and cultural life. Zeng (2024) argues that such performativity is especially evident in
the process of Nuo ritual performance, where participants oscillate between human and divine states: upon
donning masks, they are transformed into deities; upon removing them, they return to ordinary humans.
Given that Nuo rituals may last for several days and require performers to visit households to expel evil and
bestow blessings, a physically demanding process, participants must intermittently remove their masks to eat,
drink, and recover their strength. The contrast between these two states is striking: masked, they embody
powerful, heroic exorcists; unmasked, they are indistinguishable from ordinary villagers. This
transformation closely resembles the distinction between actors on stage and off stage.

Such dynamics also echo the metatheatrical techniques in drama, whereby playwrights expose the very
process of storytelling, disrupting the audience’s immersive experience and prompting reflection on the
boundary between reality and performance. Extending this further, Bertolt Brecht (1948/1964) put up the
theory of alienation that seeks to break the audience’s identification with characters, using theatrical form as
a means of political critique. The function of metatheatre, in this sense, is to make the audience aware that
what they are witnessing is a constructed performance, thereby encouraging critical reflection.

Yet, in contrast to theatrical contexts, the metatheatrical dimension within Nuo performance does not
diminish its authority or sacredness. On the contrary, it often deepens villagers’ reverence toward the
performers. This, in turn, reveals the enduring and vitality of Nuo rituals, grounded in the continuous
construction and reinforcement of communal belief.

In addition, the researcher approaches Nuo rituals from a rigorously objective and analytical standpoint,
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examining their cultural essence and spiritual core, and offering a compelling clarification of their value in a
modern cultural context. The study argues that Nuo rituals in Zhanjiang fundamentally embody the
primordial worldview and survival philosophy of early human communities—namely, how to endure and
reproduce life in a perilous and unpredictable world. On the one hand, deities associated with bravery and
virtue are venerated and worshipped, as people seek blessings and protection; on the other hand, through a
series of ritual practices, participants invoke divine power—mediated by ritual implements, costumes, and
masks—to exorcise malevolent forces and avert misfortune. Ritual performances such as Wuchang
Expelling Evil (Wuchang Qu Xie), Opening the Mountain (Kaishan), and Zhong Kui Exorcising Demons
(Zhong Kui Da Gui) vividly exemplify these underlying spiritual principles.

This interpretation resonates with Claude Lévi-Strauss’s (1962/1966) argument in The Savage
Mind that so-called “primitive” and modern modes of thought are not hierarchically ordered, but rather
differ in kind. Contrary to the common assumption that early human thinking is intuitional or mythical,
Lévi-Strauss contends that it is in fact highly rational, systematic, and classificatory. Such thought operates
through symbols and categories to make sense of the world, constituting a form of “concrete science”. He
famously likens this mode of thinking to bricolage—a process of assembling heterogeneous, pre-existing
elements (symbols, images, materials) into new configurations capable of addressing immediate problems.
For instance, in his study of the Caduveo of South America, Lévi-Strauss (1955/1973) observes a society
marked by rigid social hierarchies and limited mobility, conditions that threaten social cohesion. Yet,
Caduveo women create intricate, symmetrical geometric patterns on their faces. Through this artistic
practice, ideals of equality, harmony, and fluidity—unattainable within the social structure—are
symbolically realized upon the body.

A similar logic can be observed in Nuo rituals in Zhanjiang. The lines and symbols inscribed on ritual
masks, as well as the roles assumed and movements performed by participants, embody early communities’
aspirations for an ideal social order. Nuo masks are often modeled on five renowned divine generals from
local history, characterized by broad faces, round eyes, prominent noses, and wide mouths, projecting an
aura of righteousness, strength, and magnanimity. The roles enacted by performers likewise draw on
historical figures—generals from the Leizhou region (the historical name for present-day Zhanjiang) who
defended their countries. Through movements in Nuo rituals, these figures symbolically expel malevolent
spirits and safeguard the social order.

These symbolic forms reveal the social ideals of early inhabitants of the Leizhou region: when
contradictions or forms of oppression arise within real social structures, the “divine order” enacted in Nuo
performance functions as an imaginative mediation. It offers a more just and morally ordered world that
compensates for and soothes the inequalities of lived reality. Moreover, this “divine order” is continually
reinforced and reaffirmed through the ritual process itself. Within Nuo rituals, masks, gestures, and spatial

arrangements together constitute an integrated system of meaning. Performers do not merely represent a



152 Frontiers of Theatre Studies Vol. 1, No. 1, 2026 https: //www . ftsjournal . com

preexisting order; rather, through repeated ritual enactment, they endow this order with a sense of reality and
authority. In other words, order does not exist as an abstract principle, but is continually realized through
embodied participation and collective witnessing.

Meanwhile, the “exorcism—protection” structure embedded in Nuo rituals can be understood as a
symbolic reaffirmation of social boundaries. By concretizing “evil spirits” and ritually expelling them, the
performance effectively distinguishes between acceptable and unacceptable forces, thereby delineating the
boundary between order and chaos at the cultural level. The repeated reinforcement of this boundary not
only responds to uncertainties in lived reality, but also subtly consolidates collective values and shared
identity. In this sense, the Nuo ritual is not merely an expression of religious imagination; rather, it
constitutes a symbolic practice that integrates historical memory with contemporary concerns. Through the
interplay of heroic figures, divine order, and embodied performance, it constructs a system of meaning that
is both interpretive and regulative in function. From this perspective, so-called “primitive thought” should
not be seen as a deficiency of rationality, but as a mode of cognition grounded in concrete experience and
symbolic association—one whose complexity and internal logic merit serious consideration.

Therefore, the concreteness and complexity of such modes of thought effectively challenge the
assumptions of linear historical development and the intellectual arrogance of Western centrism. Lévi-
Strauss (1966) even suggests that so-called “primitive” peoples may possess a deeper understanding of
nature than that afforded by modern utilitarianism: plants and animals are not first known because they are
useful; rather, they are deemed useful because they have already been known. Likewise, as a concrete
manifestation of this mode of thinking, Nuo rituals call for a shift in modern perspectives—from narrow and
dismissive judgments to a more objective and equitable engagement with the historical significance and
spiritual value embedded in this cultural tradition, as well as a respect for cultural diversity.

In fact, Zeng (2024) further observes that Nuo rituals in Zhanjiang play an important role in moral
cultivation and spiritual sustenance within local communities. The performance of such rituals fosters social
cohesion among villagers, strengthens interpersonal bonds, reinforces familial and communal identity, and
cultivates a sense of reverence that encourages ethical conduct and respect for social norms. Accordingly,
the study argues that in contemporary society, efforts to preserve and transmit Nuo rituals must respect local
beliefs and aesthetic values (Zeng, 2024). They should neither be crudely dismissed as “feudal superstition”
nor reshaped according to external forces, whether official or ideological, or modern aesthetic standards.
This position effectively dispels common misunderstandings and prejudices, offering a strong defense of the
cultural value of Nuo rituals.

Through its innovative analytical perspective, rich body of first-hand research materials, detailed
cultural interpretation, and objective scholarly stance, Professor Zeng Huamei’s work opens up new avenues
for understanding Nuo rituals in Zhanjiang. By foregrounding the often-overlooked dimension of bodily

expression in the formation of belief, the study both inherits the philosophical legacy of phenomenology and
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aligns with contemporary academic trends, while demonstrating a high degree of theoretical intertextuality.
Equally noteworthy is the researcher’s commitment to an objective and inclusive intellectual ethos,
approaching Nuo rituals in Zhanjiang from an egalitarian perspective and proposing practical pathways for
their preservation, transmission, and revitalization in modern society. Through its in-depth case study, the
book also provides a valuable model for the study of Nuo culture across China, making a significant

scholarly contribution to the field.

Funding: This research received no external funding.

Conflicts of Interest: The author declares no conflict of interest.

ORCID
Weng Yuanyuan P https://orcid.org/0009-0000-1554-6661

References

Brecht, B. (1964). A short organum for the theatre. In J. Willett (Ed. & Trans.), Brecht on Theatre: The Development of an
Aesthetic (pp. 179-205). Hill and Wang. (Original work published 1948)

Butler, J. (1990). Gender Trouble: Feminism and the Subversion of Identity. Routledge.

Descartes, R. (1996). Meditations on First Philosophy (J. Cottingham, Trans.). Cambridge University Press. (Original work
published 1641)

Kant, 1. (1998). Critique of Pure Reason (P. Guyer & A. Wood, Trans.). Cambridge University Press. (Original work
published 1781/1787)

Lévi-Strauss, C. (1966). The Savage Mind. University of Chicago Press. (Original work published 1962)

Lévi-Strauss, C. (1973). Tristes Tropiques (J. Weightman & D. Weightman, Trans.). Jonathan Cape. (Original work published
1955)

Merleau-Ponty, M. (1962). Phenomenology of Perception (C. Smith, Trans.). Routledge.

Nietzsche, F. (1967). The Birth of Tragedy (W. Kaufmann, Trans.). Vintage Books. (Original work published 1872)

Zeng, H. M. (2024). Entering the Realm of Intangible Cultural Heritage: Decoding the Bodily Language of Lingnan Nuo
Rituals. Guangdong Higher Education Press.



1 1
ssssssss 8073 (Print)

sz, ETS | |E |

? Frontiers of Theatre Studies L\ /J
y BRI FEATE
June 2026

soame 1 s, Frontiers of Theatre Studies HIEP
— FTS, Vol. 1, No. 1, 2026, pp.154-164.
Print ISSN: 3106-8073; Online ISSN: 3106-8081

Journal homepage: https://www.ftsjournal.com

DOI: https://doi.org/10.64058/fts260118crsar

Close Reading, Stage Analysis, and Reinterpretation of Classics: A
Review of From Script to Stage: A Study of the Dramatic Art of Cao

Yu’s Thunderstorm

Peng Biwei

Abstract: From Script to Stage: A Study of the Dramatic Art of Cao Yu’s Thunderstorm by
Xian Liqiang is a comprehensive monograph on Cao Yu’s classic play Thunderstorm. Based
on the author’s reflections on classroom teaching, this book explores the literary connotations
and dramatic expression of Thunderstorm by combining close reading with stage analysis. The
study focuses on the existential predicaments and complexity of human nature, offering
innovative interpretations of the four core characters: Zhou Puyuan, Fanyi, Lu Shiping, and Lu
Gui. Furthermore, the book analyzes the charm of Thunderstorm’s stage art from multiple
perspectives, including dramatic rhythm, forms of address, stage design, lighting, and sound
effects, revealing the cross-media transformation mechanism from text to performance. This
work not only continues the diverse tradition of Cao Yu studies but also reinterprets the
universal human issues and contemporary significance of Thunderstorm from a modern
perspective, highlighting the enduring vitality of classic works in the dialogue between history
and reality.

Keywords: Cao Yu; Thunderstorm; dramatic art; stage research

Author Biography: Peng Biwei, Master’s student at the School of Chinese Language and
Literature, South China Normal University. Research direction: Chinese Language Teaching in
Secondary Schools. E-mail: 1521305148@qq.com.

Received: 27 Mar 2026 / Revised: 29 Apr 2026 / Accepted: 04 Jun 2026 / Published online: 30 May 2026 / Print published: 30
Jun 2026.


https://www.ftsjournal.com
https://doi.org/10.64058/fts260118crsar

Frontiers of Theatre Studies Vol. 1, No. 1, 2026 https: //www . ftsjournal . com 155

AMB: IAhmsk, FEMAEEATR—F (REALES: §8 (FF) RAZTK
A 5D

xR BRLBRF (RBIAZES: §8 (FR) KRB ZTAHA) 3§ B % &R
(FM) HEEUMTEF. ABUFE LRER TS E AL, B LAmiEL
EEERpI ARS8k, Wit (FR) HLFNHERE LN, FFXKEZANDGE
BRSEAME RN, AR, BH. FFF. FHN @A A ERITT A ML,
R, FAEARE T A, AFERA. F £ A FAFEARIN (TR %S

BhENLBLSRAAETHEET (FM) AL BaARRASHREL, $24

X489 B (FAY; REZK EEHR
ek BA: B2k, FHFEXFLFRATHALE, HFAFTQ: FHELHE, ©F
BRA5: 1521305148@gqq.com.

Thunderstorm had a profound impact, leading to 1935 being dubbed the ‘Year of Thunderstorm’. Since its
publication, Thunderstorm has swiftly besome an epoch-making classic in the history of modern Chinese
theatre, and a work that cannot be overlooked\in any account of modern literary history. Over the past 30
years of reform and opening up, the movement tQ emancipate the mind and the strengthened cultural
exchanges between China and the world have broadened scholars’ aesthetic horizons in their study of Cao
Yu. Research into his work has expanded beyond a sosiological perspective. Researchers now use
methodologies such as aesthetics, psychology, and comparative literature to examine his plays from
different angles and levels. This research has entered new realms. Fxom Script to Stage: A Study of the

Dramatic Art of Cao Yu’s Thunderstorm (published by Guangdong People’s Publishing House in 2024;

script and drawing upon stage productions, he dissects the artistic appeal of Thunderstorm from multiple

perspectives, including language, set design, sound effects and lighting.

1. From Class Analysis to Empathy for Human Nature
Since its publication, Thunderstorm has undergone three theoretical shifts in its critical approach, offering a

microcosm of the development of modern Chinese literary criticism. During its formative years in the 1930s
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and 1940s, sociological criticism held sway. Zhou Yang (1984, p. 203) states that Thunderstorm “exposes
the cruelty and wickedness of the feudal family system”; this method of class analysis continued to be
employed after the founding of the People’s Republic. In 1951, Wang Yao’s Draft History of Modern
Chinese Literature was published, marking the appearance of the first work on the history of modern
Chinese literature. This work described Thunderstorm as “the evil and tragedy caused by irrational social
relations”. Influenced by the prevailing social climate of the time, Wang Yao (1953, p. 272) specifically
identified the Zhou family as “bourgeois” and the Lu family as representing the “working people”; the
narrative of the relationship between the two families thus revealed the dynamics of class struggle. Wang
Yao’s views outlined above exerted a significant influence on Chinese academic circles throughout the
1950s and 1960s, and indeed into the 1970s and 1980s. Subsequent editions of A History of Modern
Chinese Literature largely adopted this perspective, or developed it further in a more “left-leaning” direction.
However, class criticism does not appear to have been Cao Yu’s original intention in writing the play. In the
preface to Thunderstorm, he states:“l was not explicitly conscious of seeking to rectify, satirize or attack
anything”(Cao Yu, 1936, p. 182). On the contrary, what drove him to write was a “complex and primal
emotion”—a sense of bewilderment at the “cruelty” and “coldness” of the universe. The literary critic Liu
Xiwei wrote in 1935 (p. 116) that “the most powerful yet unseen force running through this long play is a
pervasive sense of fate.” The ideological liberation movement of the 1980s gave rise to a shift in the
interpretation of human nature. Qian Gurong’s view that “literature is the study of humanity” was creatively
applied in the study of Thunderstorm. Criticism during this period began to focus on the psychological
motivations underlying Zhou Puyuan’s role as an authoritarian patriarch, while discussions of Fan Yi’s
“demonic nature” gradually moved beyond moral judgment. Since the beginning of the 21st century,
research has exhibited a growing methodological diversity. Recent studies have placed greater emphasis on
interdisciplinary perspectives, with new approaches such as psychoanalysis, narratology, and spatial theory
continually enriching the interpretive landscape of Thunderstorm.

It is within this context that the author of this book reconstructs the interpretive paradigm of this classic
tragedy from a sympathetic perspective imbued with humanistic concern. This critical approach embodies
the fundamental spirit of philosophical hermeneutics: the critic reflects upon and transcends the
presuppositions of traditional class analysis, taking empathy and understanding as the starting point for
interpretation. This liberates the characters in Thunderstorm from stereotypical and symbolic labels,
returning them to their authentic existential predicaments, and thereby establishes a more ontologically
meaningful channel of understanding between the interpreter and the text. The book’s character analysis
vividly illustrates the practical tension inherent in this perspective. Taking Fan Yi as an example, the study
does not stop at the superficial appearance of her “thunderstorm-like” rebellion, but goes further to reveal
the internal conflict between the suppressed instincts of life and the inescapable psychological dependence

lurking behind her extreme defiance; regarding Shi Ping, the study breaks away from the conventional
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portrayal of her as a victim, pointing out that her “suffering” stems largely from her subjective perception. It
should be noted that the “empathy” practiced in this book is not mere sentimentality, but rather an
empathetic understanding grounded in rigorous close reading of the text. It requires researchers to set aside
preconceived moral judgments, delve into the subtle inner worlds of the characters, and discern the
dilemmas and struggles they face within specific ethical relationships. In a sense, this approach not only
reinterprets the character portraits in Thunderstorm but also serves as a proactive response to the current
trend in literary studies of returning to the essence of literature. Of course, as the focus of research shifts
toward the characters’ inner emotions and existential dilemmas, a key question for further exploration in
subsequent studies may be how to return to a humanistic perspective while ensuring that the rich socio-
historical dimensions inherent in Thunderstorm continue to interact organically with this humanistic
interpretation, rather than creating underlying tensions. Guided by the insights of this theoretical perspective,
as we proceed to the book’s analysis of specific characters, we can more clearly discern the practical logic
and interpretive tension inherent in this research approach.

By examining the characters’ personalities and the historical context, the author demonstrates that the
tragedy depicted in the play is neither a simple product of social criticism nor an inevitable consequence of
individual moral failings, but rather a complex outcome of the interplay between the limitations of human
nature and the irresistible forces of fate under specific historical conditions. Each character is both a victim
of the tragedy and an accomplice to it; in their quest to find meaning in life, they unwittingly become
entangled in the absurd cycle predetermined by fate. This sympathetic perspective is deeply aligned with the
philosophy that guided Cao Yu in writing Thunderstorm. Cao Yu once remarked: “I reflect on how pitiable
human beings are—full of ambition and confidence, as if they were the masters of their own destiny, yet
often unable to control their own fate.”(Cao Yu, 1936, p. 182) Within the dramatic universe of
Thunderstorm, he constructs a tragic cycle from which no one can escape. Si Feng is electrocuted to death,
Zhou Ping shoots himself, Fan Yi descends into madness, and Shi Ping breaks down. Even Zhou Puyuan—
whom many view as the perpetrator—plunges into the abyss, ultimately facing a desolate fate marked by his
wife’s madness and his own death in old age. This design of a tragedy involving all characters serves as an
inquiry into the predicament of human existence: when individuals cannot break free from the shackles of
their era, and when free will is in eternal conflict with the inevitability of fate, how should we view the
weaknesses and struggles of human nature? In discussing O’Neill’s influence on Cao Yu, Long Zhaoxiu
(1997, p. 57) points out that both Cao Yu and O’Neill were committed to creating characters with “split
personalities characterized by multiple facets”—that is, characters embodying “multiple aesthetic forms of
beauty and ugliness, good and evil, sorrow and joy.” Such characterization clearly transcends simple
judgments of good and evil. This is precisely where Cao Yu surpasses many of his contemporaries: he is not
writing a moral play about the consequences of good and evil, but rather portraying a structural predicament
from which no one can escape. It is on this point that the book’s empathetic perspective resonates with Cao

Yu’s creative spirit.
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2. The Characters of Thunderstorm in the Dilemmas of Human Nature
In 1962, Mr. Qian Gurong published a lengthy essay titled “A Discussion of the Characters in Thunderstorm”
in the first issue of Literary Criticism. Drawing on his theoretical perspective that “literature is the study of
humanity,” he returned to the fundamental stance of literature as the study of humanity to analyze characters
such as Zhou Puyuan and Fan Yi. Mr. Qian Guorong’s research transcended the socio-historical critical
paradigm prevalent at the time, refocusing attention on the characters’ inner worlds and the essence of
human nature, thereby opening a new avenue for the study of the characters in Thunderstorm following the
founding of the People’s Republic of China. In the character analysis of Thunderstorm in Chapter 2 of this
book, the author fully incorporates Mr. Qian Gurong’s research methodology on “character studies,” while
integrating the wisdom of academic predecessors with his own unique insights to analyze the four core
characters of the older generation in the play: Zhou Fanyi, Lu Shiping, Zhou Puyuan, and Lu Gui.
2.1 The Demon of Despair: Fan Yi

In the pantheon of characters in modern Chinese drama, few evoke such a complex mix of love and
fear, pity and sorrow as Fan Yi from Thunderstorm; even Cao Yu himself remarked, “I love watching
women like Fan Yi.” Chapter 2 of this book, titled “The Forging of Demons and Ghosts,” examines Fan Yi,
focusing its analysis on her strikingly “demonic” traits. Interpreting Fan Yi from this perspective highlights
her unique rebellious nature and the abnormal characteristics inherent in that rebellion. The author places
Fan Yi within Cao Yu’s lineage of female characters, noting that she, along with Chen Bailu from Sunrise
and Hua Jinzhi from The Wilderness, forms a series of characters imbued with a “demonic” quality,
reflecting the author’s consistent aesthetic pursuit. This wild quality, marked by primal impulses and the
vitality of life, also allows Fan Yi’s “Thunderstorm-like personality” to resonate with Western dramatic
culture. The intense, even twisted emotional bond between her and Zhou Ping is a manifestation of this
primal desire; its obsession and madness led Zhou Ping to call her a “ghost.” Yet Fan Yi’s allure lies not in
her “wickedness,” but in the vitality of her humanity, which erupts in extreme ways, and in the destructive,
unbridled force of life that breaks all conventions.

Previous studies have often viewed Fan Yi as a microcosm of the May Fourth women’s awakening,
arguing that she embodies a powerful voice for individual liberation. This book challenges that
interpretation. The author acknowledges Fan Yi’s spirit of resistance; within the suffocating confines of the
Zhou Mansion, she was indeed the only one who dared to challenge Zhou Puyuan’s authority. But the
question remains: what is the root of this rebellion? Why didn’t Fan Yi simply leave the Zhou Mansion?
This book’s answer is that Fan Yi’s rebellion was not based on the awakening of modern female
consciousness, but rather stemmed from repressed instinctual desires. She yearned to break free from her
cage, yet never imagined the world beyond it. This contradiction made her rebellion both intense and blind,
exhibiting distinct irrational characteristics, and ultimately leading to destruction rather than liberation. This

assessment hits the nail on the head. As the book states, “her greatest demand of Zhou Ping was the
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exclusive possession of his love, and her minimum demand was that he take her with him; the only thing she
did not demand was female independence” (Xian Ligiang, 2024, p. 71).

In summary, this book’s interpretation of Fan Yi neither glosses over her destructive tendencies nor
exaggerates her awakening; it enriches the depth of her character while further highlighting the realistic
weight and intellectual depth of the female narrative in Thunderstorm.

2.2 The Bound “Mei”: Shi Ping

Amid the tragic turmoil of Thunderstorm, the character of Shi Ping is often reduced to that of a pure
victim, an unfortunate woman abandoned by Zhou Puyuan, bearing the merciless blows of fate. For a long
time, the relationship between her and Zhou Puyuan has also been interpreted as one between oppressor and
oppressed. While this past interpretation aligns with the work’s social critique, it has diminished the
psychological complexity of Shi Ping as an independent individual to some extent. The chapter “Everything
Is Fate: A Study of Shi Ping” in this book offers a new perspective on Shi Ping: no one can deny that she
had a tragic background and led a life of suffering. However, through an in-depth analysis of her “suffering,”
we discover that this pain stems largely from her subjective perceptions.

The book argues that the detailed descriptions in Thunderstorm actually support this conclusion. The
Shi Ping portrayed by Cao Yu is “fair-skinned and looks to be only thirty-eight or thirty-nine years old,”
which stands in stark contrast to the weathered image we might imagine. Cao Yu clearly had no intention of
using this to emphasize Shi Ping’s destitute condition, if that were the case, she would have appeared even
older than her actual age. The author thus raises the following question: The academic consensus regarding
Shi Ping’s “tragic fate” largely stems from her own account during her reunion with Zhou Puyuan; however,
these lamentations themselves reflect Shi Ping’s subjective feelings rather than her purely objective
circumstances. An even more telling detail is that when Shi Ping unexpectedly encounters Zhou Puyuan at
the Zhou Mansion, she repeatedly refers to her expulsion from the Zhou family as having occurred “thirty
years ago.” Yet she left with the newborn Lu Dahai twenty-seven years ago; “thirty years ago” was precisely
the period when she and Zhou Puyuan were in love. This temporal discrepancy reveals Shi Ping’s deep-
seated longing for the good old days—she unconsciously uses happy memories to overshadow her painful
experiences. (Chen Sihe, 2003) In my view, when reading Thunderstorm in the past, we often focused solely
on the nostalgia embodied by Zhou Puyuan’s thirty-year-long preservation of old furniture and maintenance
of old habits, yet few paid attention to the equally deep attachment to the past that existed within Shi Ping’s
heart. Zhou Puyuan’s nostalgia is overt and materialistic, whereas Shi Ping’s fixation is latent, deeply buried
in her subconscious, and only emerges through such detailed analysis. This analysis in the book offers a
meaningful shift in perspective.

The author of this book argues that what is often termed a tragedy of fate can also be seen as a tragedy
of character in Shi Ping’s case; her suffering stems from an inescapable tendency to compare her

circumstances. She unconsciously uses Zhou Puyuan and life at the Zhou Mansion as a benchmark against
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which to measure her subsequent marriage and her years of wandering. Precisely for this reason, the failure
of her two subsequent marriages was not merely due to the hardships of life, but rather because she had lost
the ability to invest in new relationships. While I largely agree with this interpretation, I do have some
reservations. Although there are certainly psychological reasons why Shi Ping was unable to invest in new
relationships, might the character of her two husbands themselves have been a significant factor? In
particular, given Lu Gui’s crassness and selfishness, it would likely be difficult for anyone to form a genuine
emotional bond with him. Nevertheless, it cannot be denied that this perspective breaks through the flat,
stereotypical perception of Shi Ping, liberating her from the rigid image of a pure victim and allowing us to
see a more multidimensional and modern tragic female figure.

2.3 The Model Prisoner: Zhou Puyuan

In previous studies of Thunderstorm, the character of Zhou Puyuan has often been reduced to a
stereotypical representation of a ruthless capitalist and feudal patriarch. Going beyond moral criticism, the
book offers a more explanatory perspective: Zhou Puyuan is essentially a “model seeker” who internalizes
social norms into obsessive self-standards, only to become the antithesis of his own pursuit. This
interpretation reveals that Zhou Puyuan’s tragedy does not stem from a lack of morality, but rather from an
excessive fixation on it.

The author outlines Zhou Puyuan’s efforts to cultivate a model image from multiple perspectives. In his
professional life, he transformed from a feudal landlord into an industrialist, using the knowledge gained
while studying in Germany to develop mines, build bridges, and run businesses; within his family, he
maintained order as the patriarch, striving to create “the most harmonious and orderly” household. Even his
retention of Shi Ping’s old belongings and his contradictory attitude, as shown in the line “There’s no need
to bring up the past,” are, in the author’s view, not just a hypocritical performance. Instead, they reflect a
subconscious attempt at self-glorification. By recalling the past, he tries to present himself as a man of deep
loyalty and integrity. However, this self-image is full of self-deception. Paradoxically, it was precisely this
moral self-discipline that led to an even greater family tragedy. He treated family order as unquestionable
authority while ignoring his family members' emotional needs, causing Fan Yi to become so repressed that
she fell ill and Zhou Ping to sink into a state of mental distress. This inevitably brings to mind the classic
tragic irony found in ancient Greek tragedy: just as Oedipus, the more he strove to evade the oracle’s
prophecy, the more precisely he walked into the trap of fate; so too did Zhou Puyuan, the more he was
obsessed with becoming a moral exemplar, the more he went against his own nature by stifling genuine
human needs, thereby transforming moral norms into instruments of oppression.

The author’s analysis of Zhou Puyuan’s concept of time is equally intriguing. As an early national
capitalist, Zhou Puyuan brought the factory’s efficiency-driven logic of time into his family life. The author
observes that Zhou Puyuan measured time in minutes inside the Zhou Mansion; he even managed to force

Fan Yi to take her medicine in just seven minutes. This detail exposes the absurdity and cruelty of running a
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household as if it were a factory. The family is supposed to be a flexible emotional space, but Zhou Puyuan
imposed the industrial society’s concept of time upon it, turning every family member into a to-do item on
his schedule. The author particularly agrees with the author’s further observation that this pattern of
alienation has, in fact, been passed down from one generation to the next. Zhou Ping, having gone from
initial rebellion to eventual submission, chose to follow in her father’s footsteps. This not only signifies the
successful replication of Zhou Puyuan’s pattern of alienation, but also reveals the psychological predicament
of the entire feudal bourgeois family: under the dual oppression of efficiency-at-all-costs and authoritarian
rule, human nature is distorted and emotions are suppressed, free will is gradually eroded, and the family
ultimately falls into a tragic cycle. In this sense, Zhou Puyuan is not only the oppressor of his family but also
the first prisoner of this logic of alienation.

2.4 The Misunderstood Clown: Lu Gui

In studies of Thunderstorm, Lu Gui is perhaps the least controversial character. Slippery, opportunistic,
and manipulative—even going so far as to scheme against his own daughter—he has long been viewed as a
pure villain or a comic figure. This book reinterprets the character of Lu Gui within the context of the logic
of the underclass, offering a new perspective on him. The author argues that Lu Gui’s scheming and
sycophancy are essentially a distorted survival instinct. For a lowly servant of old China with neither status
nor security, such petty cleverness was just a way to survive. This shift in perspective does not whitewash
his despicable actions. Instead, it compassionately views the distortion of human nature under survival
pressure, reflecting a realistic concern for the fate of ordinary people.

The author’s discussion of Lu Gui’s situation within his family is also striking. The book points out that
Lu Gui boasts, “Who doesn’t say I, Lu Gui, am the best?” Yet in the eyes of his wife, son, and daughter, he
is a complete failure. Shi Ping looks down on him, Lu Dahai despises him, and Si Feng merely obeys him
superficially. His so-called status as the head of the household was nothing more than a hollow title; within
the family, he was unable to prevent Shi Ping from leaving home years ago to work as a domestic servant,
nor did he have any say in Sifeng’s romantic choices. The book also contrasts the parental figures of Lu Gui
and Zhou Puyuan: Zhou Puyuan’s authoritarianism is rooted in economic and social power, whereas Lu
Gui’s “dream of being a patriarch” lacks any basis in reality. This comparison spot-on reveals that in
Thunderstorm, even becoming a despicable patriarch requires qualifications that Lu Gui lacks. So his
ridiculousness takes on a tragic undertone.

This book’s interpretation of Lu Gui reminds us that, before rushing to label a character as a “villain,”
we might first ask: Where does his “evil” come from? What role does the social structure play in this?
However, we must be mindful that acknowledging the social roots of “evil” does not automatically absolve
individuals of moral responsibility. The complexity of Lu Gui’s character lies precisely in the fact that he is
both a victim of social oppression and an agent who actively chooses to commit evil deeds. The tension

between these two aspects leaves ample room for further exploration of this character.
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3. The Multifaceted Stage Art of Thunderstorm

In Chapter 3 of this book, titled “An Aesthetic Analysis of Thunderstorm,” the author examines the play’s
dramatic rhythm, stage vocal delivery, color, and lighting. Regarding the dramatic rhythm in Thunderstorm,
he pointed out that rhythm refers to regular variation, a regularity built upon the repeated appearance of
similar elements. Whether it be the variations in pitch, volume, duration, and intensity at the phonetic level,
or the modes of expression and scene reenactment at the narrative level, all contribute to a unique dramatic
rhythm. The rhythm of a play is multi-layered. At the micro level, every word and syllable of an actor’s lines
contains thythmic variations; from a macro perspective, the repeated use of similar expressions can also
create thythm. For instance, similar phrases such as Zhou Puyuan’s remark to Zhou Chong, “Neither you
nor your mother knows what ails you,” and Lu Gui’s remark to Si Feng, “Neither you nor your mother
knows the value of money,” create a rhythmic echo within the narrative. The way the two men speak to their
families also creates a sense of repetition, giving the plot’s development a certain rhythm or a regular pattern.
It is worth noting that rhythm can be expressed in a wide variety of ways: the pace of characters” movements,
the intensity of sound effects, the contrast between character traits, and even stage direction, lighting
changes, and scene transitions can all create variations in thythm. It is precisely these changes that breathe
life into a play, “without variation, there is no rhythm; without rhythm, there is no drama.” The author also
points out that we must distinguish between two dimensions: the internal rhythm of the script and the
rhythm of the stage performance. The former is conveyed through the text, while the latter is the artistic
effect ultimately experienced by the audience. For the general reader, the process of understanding the
rhythm of a play offers an open space for interpretation. For actors and directors, however, this must be
transformed into a visual performance rhythm through a series of artistic re-creation processes, including
professional interpretation and stage design. The author also uses the first act of Thunderstorm as an
example to analyze the play’s fast and slow pacing. Although the opening dialogue between Lu Gui and Si
Feng harbors underlying tension, Lu Gui’s patient guidance lends it a gentle, unhurried rhythm; the mother-
son exchange between Fan Yi and Zhou Chong is similarly warm and unhurried. This slow pace shifts after
Zhou Puyuan enters the scene; his habit of frequently interrupting others and abruptly changing the subject
accelerates the play’s rhythm. This fast-paced dialogue stems not only from Zhou Puyuan’s time constraints
but also from his domineering and autocratic personality. This contrast in pacing not only shapes the
character but also creates a dynamic tension in the dramatic conflict, showcasing Cao Yu’s masterful control
of the play’s rhythm.

Regarding the use of honorifics in Thunderstorm, the author believes the play exhibits the following
characteristics: First, the higher a person’s social status, the fewer types of honorifics they use when
addressing the same individual; conversely, those of lower social status tend to use a greater variety of
honorifics when addressing the same person, and there are differences in their usage between public and

private settings. Second, within the Zhou residence, spouses address each other by their first names; for
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example, Zhou Puyuan occasionally calls Fan Yi by her first name, and both Lu Shiping and Zhou Fan Yi
have addressed Zhou Puyuan by his first name. This practice does not exist in the Lu household, yet
addressing each other by first name is a hallmark of a civilized family. Specifically, in the scene where Zhou
Puyuan and Lu Shiping meet, Lu Shiping initially addresses Zhou Puyuan with honorifics such as “Sir,”
which not only conforms to the hierarchical order of the Zhou Mansion but also hints at the dynamic of their
relationship during her time there. It is only after Zhou Puyuan recognizes her as Shiping that she switches
to addressing him as “you” and “Puyuan.” This shift in address not only reveals Lu Shiping’s complex inner
emotions but also highlights her steady and composed nature, standing in stark contrast to Lu Dahai’s
rashness and Lu Gui’s tendency to be petty and complain. Third, when the same term of address is used by
different characters, it can reveal distinct personalities. The same phrase, when spoken by different people,
conveys vastly different emotional tones and attitudes. For example, both Lu Gui and Lu Shiping referred to
Si Feng as “my daughter”; while Shiping’s use of the term conveyed trust and pride, Lu Gui’s tone was
tinged with flattery and an air of authority. Fourth, the use of similar terms of address can imply character
relationships and enhance the drama through intertextuality. Lu Gui repeatedly calls Lu Dahai “you little
bastard,” and when speaking to Si Feng about Lu Dahai, he says, “Who knows what kind of son that bastard
has raised?” In Act III, he curses Zhou Puyuan as “old man, you old bastard.” The terms “little” and “old”
refer to age. Although Lu Gui does not know that Zhou Puyuan and Lu Dahai are father and son, he
inadvertently labels them as “old” and “young.” Readers and audiences, aware of their true relationship,

cannot help but smile knowingly when they see or read this.

4. Conclusion
From Script to Stage: A Study of the Dramatic Art of Cao Yu’s Thunderstorm offers a unique academic
perspective and provides an in-depth interpretation of this classic of modern Chinese theater. Professor Xian
Ligiang has distilled his years of teaching experience into a systematic academic study that not only
continues the three-decade-long tradition of diverse scholarship on Cao Yu but also charts a new path for
interpreting Thunderstorm from the perspective of stage arts. Through a nuanced analysis of the four central
characters, a keen grasp of the play’s language, and a unique interpretation of stage elements such as set
design, sound effects, and lighting, this book not only reveals the enduring artistic appeal of Thunderstorm
but also demonstrates the vitality of a literary classic that continues to be reinterpreted across different eras.
At the same time, This book offers valuable insights into the contemporary relevance of classic texts.
Through modern interpretations of the characters, it reveals that the issues reflected in Thunderstorm, such
as the estrangement between parents and children and the solidification of class divisions, still resonate with
contemporary society. This dialogue across time and space highlights the vital role of literary criticism in

bridging history and reality, as well as theory and practice.
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