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Modem drama and social space

in the perspective of Comparative Literature

Sunbai (Cultural Studies)
Directed by Dai Jinhua

Abstract

Borrowing problematics, theories and perspectives from cultural studies, this
thesis, designed to commence from the discourse of class and nation and develop via
a deconstructive close reading of the texts, aims to explore the dramatic and/or
theatric representations of the capitalist society lasting from the 1850s to the 1900s.
Such a reading is expected to rearticulate the historical implication of modern drama,
on the level of form in particular. And this strategy of reading, determined by the
author’s viewpoint, is to revive modemnism, which is strongly critical and rich in
imagination, and pass it on and on. '

Informed by critical thinking and western drama study, Introduction on the one
hand, functions to sketch out the academic development in the study of modern drama,
on the other hand, serves to state the issues to be discussed in this thesis. The first step
to take is to decide on the principal logics to be employed by this thesis, which is, to
be exact, to go beyond the binary inclinations in pure theories and to re-contextualize
modern drama. What follows is to articulate the space of modern society, including its
vertical dimension—class, and its horizontal dimension—nation, and to depict the
interweaving and interaction between the two dimensions, and the historically specific
complexity ushered in by them. And Preface ends with an exposition of the
fundamental assumption and aim of this thesis, which is, with the help of a close
reading of canonized texts in modern drama, to deconstruct the transferred meaning of
history in form.

Chapter One is entitled From V. Hugo to A. Jarry—France and Europe in the 1800s Paris
Theaters. Paris in the 19" century, the political and cultural centre of both Europe and the world,
was entangled in various reference frames, for example, that of global imagination, or that of class
revolution, or that of conflicts between the metropolitan and the provincial, so that its then
theatrical representations were featured by profound complexity of history. The chosen texts in the
chapter were in the first place, all written in this age of historic importance, and in the second
place, because of their individually unique achievement, characteristic of the significant stage of
drama development. Hernani by Hugo and King Ubu by Jarry, both present the declining imperial
consciousness of France and the relief map of old Europe, while La Traviata by A. Dumas fils and
Thérése Raquin by E. Zola, two master pieces of the realist drawing-room play, represent, by
exposing the veiled evils in the salon life and the metropolitan flash, the social space dominated
by class discourse. ‘

Chapter Two, entitled Wagner: Art and State—Exposing the Secrets in Lohengrin,



focuses on R. Wagner, the most important dramatist of the 19" century Germany.
Wagner was ambitious to realize, by drama as a monolithic art, the ideal of a unified
state and romanticism, and to explore the principles of internal spirit derived from the
history and the paradoxical relation between the art as a self-discipline and the art as a
political intervention. And all these are indeed self-consciously and symptomatically
represented in his opera Lohengrin. What exists between seeking for a unified and
closed homeland and the fear resulting from breaking down the existing limits are
contradictions hard to remove, and this is in fact what Wagner’s operas are designed
to represent, and also a dilemma encountered by German historical surroundings.

Chapter Three, entitled Ibsen: Modernist Programming and the Presence of
Colonial History—Peer Gynt before Sphinx, probes into Ibsen’s anti-colonialism,
which has hardly been approached by the critics. Peer Gynt’s self-interrogation points
to the modern subjects and their rationalistic dilemma, which exposes itself in that
modemist programming could never effectively homogenize the heterogeneous
beings, which it has intended to remove. Setting against the colonial history marked
by Sphinx, European historical memory and narration, which finds their origins in
Greece, automatically melt into air. In terms of dramatic forms, the separation of
subject and object has created the opposition between the protagonist’s acts and his
surroundings, so that it has become impossible for the world to be represented as a
whole by spectacle. \

Chapter Four, entitled Ibsen: Modemist Programming and the Presence of
Colonial History—An American Specter Haunting over Europe, goes further to
explore the viewing system of theatre. When a panoramic picture of the world became
impossible, Ibsen fell back on the drawing-room play—a metaphorical space of the
capital world. Europe, the stepping stone of modern historical development, has
started to experience the interruptions by modern specters, and America turns out to
be the first specter who shuttles to puzzle Europe from the exterior world. Dramas
like Pillar of Society and Lady from the Sea by Ibsen and Brandstdtten by Strindberg
are all allegorical reflections of the historical relationship between Europe and
America. A

Chapter Five takes as its title A. Chekhov: Prose Drama and Intellectuals’ Work
and Life. Locating himself in the specific context of Russian capitalist society,
~ Chekhov devotes himself to probing into the implication carried by intellectuals’ work
and the possibility for them to be exploited to construct the nation. The dramatic
plotting in dramas such as Three Sisters, Cherry Yard is not developed by the acts on
the stage, but pushed by the conflicts between the outside world, which refers to the
newly born Russia, Moscow/city, work and the truly agreeable life created by work,
and the stage world, which means the old down-broken Russia, countryside/province,
and being static. The alienation of intellectuals is involved in the alienation of
language; the characters created by Chekhov are indulged in phrase mongering,
impractical and devoid of any substantial performance, which is in effect a disavowal
of prose drama, which, through a network of dialogues, sustains a dramatic form of
existing veritable hallucination.

Chapter Six is entitled W.B.Yeats: Poetics of Decolonization and Irish National




Drama. In the whole modern drama movement, Irish national drama has every
qualification to be referred to as the model that evokes and constructs a national state
through drama, and as such, this chapter will focus on the argument of Yeats’ theories
of national drama and his concerned production. Yeats prefers the artistic principles of
romanticism to the social critic realism that has been popular since Ibsen on. Yeats
emphasizes the inner truth’s transcending the exterior reality, poem’s privilege over
mimicking; he argues that realism is nothing but a product of the metropolitan print
culture, and that the authentic national drama should bring back the music quality and
liveliness of the oral Irish folk literature. Such a belief in art is rooted in his standing
against the bourgeois culture in London and the British imperialist culture. Yeats’
nostalgic imagination over the Irish history and country life is, however, not shared by
his folk people; and what could be discovered in his master piece of national drama ,
Cathleen Ni Houlihan, including the script itself and its performance, would be Yeats’
emotional sufferings in recognizing the identity of nation and class.

The concluding part summarizes the above-mentioned approach designed for
reading .the canonized texts of modern drama, refreshes the problematics running
through the thesis, and suggests, through a concise discussion of the modern dramatic
concepts and the historical implication carried by the various forms of Chinese Opera

(%) and Spoken-drama(i% &), a channel for this approach and the problematics
to serve the studies of modern Chinese theater.

Keywords: class nation colonialism modern drama Ibsen
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BUERES: —FMRUBRGAELEREI B HNIAIER (tragedy in modern
dress), BIELG DAERUELEI. AT EUABRSN AR FRIGTER N B AL .
ERAFAORS, XHMEEETRRBRENZFENHERERN S5, mE=
T LA A A K RFERNEERE (Jean-Paul Sartre) MIARA . AR,

TEERERANE, K5 MEATLEAE TRARBFROER, X—K
EHBEERKE TREFEZ MBREY. R, k. £BS—58$
WHEREFRNMERR, EXXETEEBRAPEARNNEFLASEEERMA
BAREEFTHREESHEAARF. “UEH BEFKMEIER” RAENI#%
FEARAHEAX-FEY, GRRBUALHASROMLET 2L, BRT

! Eric Bentley: The Playwright As Thinker, New York: Meridian Books, 1946.
? X—XMHOERBEATHDY - 8: (5 MESERN), FEEF, KARTHSRE:
(5 MEWRED), % 254~257 |, JLRl: SMEHFESHIREIRIE, 19824,
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—FHER IR RLAIBLR . N5 B E B R E EERA LT B BRI R AR
BARR, AEERRATBREZAERIRE S ESSREKA—EHAZER
%, BRATRAATHEEMELL F R FE LERE T L/ RIS TR RB R FEX

.
Mo

4, BUCRBIMIBIFORA: —HMSLREESNBRER

AL R, RIVERMA T UM SHEE N £ SHRLE X ETRINEL
ok, RIEIE T BB R £ XUX 5 — &Mk, 3 Bt BAOURBIX B £
Bk, BIRMEG FTE BRI, BT, R E BN EXR.
—— SR, WERUR T HICREIRTE R U AR, REEE A
BRIN (N BERNRAER) X—REIZERAE.

B MEAE T T OB T T WO AW, RS BACRBITI S MER
REZSATE, BEANEHBNARREBEHEANRS. BEREERE
HEHBIE T SRS E R L— “HEN BRFNBUER” X—&r X, X
FRISHEAL A B R AR, B EEE AN AERERTET . X5
MMEEEER, REWARHRBESHAKY N —Fn T RBEFIRE, BT
H—RFYEE (B0 R: REINAR, RERCZIERERN? ) MELEH
B,

MERIE - BREEN 1954 SR CRH R IOREY —3, RATATCULE %
B 36 F 303t SRRBIPE R — T S KBS . BREET A T 24 EIRIEMER
“HU—ATE” Big, B NEIE B RIS KRR A A R AR, SRS
ARBISA SR F R R « RN B B B S EE B E R E
BRI 24 AR R 4 o BB SR R0 B35 U B TF SR BB Ak AR Bk k
B B A RIS Hh S U - “ B S B , R — RS B, EIRR (play),
TRERATREMN, CRTEEEN, TRMHELR, RITHET UL YRE
(drama).” TFRRBI/BIH IS SIZROPRE “BL” —RBENIEH: “5
WL SEERTH, BETENER, KERLKUNE, mE—FE
(1850~1950) BRAERMHTBIXHBM. ” YEAEXES, B (ENHBRENR

! Raymond Williams: Drama In Performance, 2 172. 173 T, New York: Basic Books, 1968.
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By, EREENTEREEULHERIEM “RR” NEESEEMS A,

FgR BN EEBIMIRE, 3 1950 EROBREERE, LT = Bt
(Roland Barthes) #H “i8E KB (theatre d'acteur)” 1 “YEE KA (theatre
d'auteur) "X —HIFARIE, B F A HWAIRE ZEWMEEAAT NP John
Gassner: (FAREIRRERSEE), 1956 F) X TFREEEEEY (Reality,
EAE S T HB) MBS (Theatricality, EPEI) M -inigl, REEEHER
FiEHB « a4EBHF (Peter Szondi: (BUCIREIFEIL), 1956 F) 7E4kA& N HTFE
Hat FIRBA S (Bpisch) 53RBIHF (Dramatisch). RILAZER Tt S3EE
HHX 4, Lk AR LN “IRE/EIS” XR—UENARERR. BR L
BB LA EE BEFERARE K RERFERA— M NEIREIERI . NCEHE
FIRSEREEERE, ERM O ARFETRRNE |, MEFETE
fBErEd. TEEENEEREEN L, ZRAERET 23 BRREK
MEBUAHAERRESHEE—RATXMHAZLERESEHEFINE
RESE.

BT RERE EMERENR. ETht, BN “ANTER” EarREIRR
B E A EBRLXAE 55 308 B AL T . X B BRATR IR 5 KRR E “ B
Fil” X —@BF P EHERANLDIRLEE K, Y FHMELE TRAE AR
THARENKIENER, HERDARMREFTEMRT EREFHRE .
1960 FRRMIREREBWEFR T T HREEAMBEHRANSEENE, H0
Bh—EHE T ERSER: UFE—RIREBLR T ESNHLSHFNER,
HEFMENENAZT; PUFERSEFENRLEENTEHERR, Bl
BRI TRNESE. AN ESSRONFZ . —RTX NN FZ H#, 5B
BEERTARERARBRRE P ZE: BRRL ST g . §—HA,
Bl “BERIST” KIER, HEANTELR ERET HEAMILE. XRHE
KItEiR. “RIA” RBIFRITAIZ BT AEAESA A LR A 2 e — R A R ED
%, REELRBEMBAIAET “ATHER” Edo i, —BEHRY, X
AT & AT IR L RAT B AN : B4 LB EE 8FHIHRFE—

P RTEER - BB (“ERMAL” ER TIBMELE” ? ), WA COLER), B
72~90 BT, SWHER, JbaT: PEALRE MR, 2000 4F. XEXEE, BHBEL “F
A" REIKIRZERIFIR “ZRHLE” 1.
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R RRREUHE LA RRIER R 45 (Dario Fo) T 1997 SF#% JURH
BHI A E RS EARBRZEREX (FICEHMPARELR) —
1578 - /iB 7 (Peter Brook) FIFEZ « iff 544 (Richard Schechner) KI/E#EZN,
B NAT— I “FKiE (performance)” IR 5 LR R R SRR R
M. EEEARMAFHREEITHUE, KRB LR AR R E AR
FAREHNREBUFENEGRECDEER— “NTER” LG EMAT
Fis. BiFXEBEREERPERTNBZANEEINER: EMLSET, MRE
KA T X —EMMSEN— AR E R, BEdTZRIS.
F&, —MRFEZREBNNPLIAT, EEEiR ENRARERRF 5

¥. 1970 ERPEH, REIFFSEFF AT EMERARRBI LT XEHFRIRGE.

Tk, —HERZE, BAEE. 1970 FRPEM, REFSEFHEER
MEERRE RSB RIRRTER. 2HEER. EEAZE - T IURER

% (Anne Ubersfeld) [ (BIiExRE), BEFEHSHEFME - TIEHMFF (Manfred,

Phister) H1 (REIELSRBIHH) MKEHE - FERK—BHH (Erka
Fischer-Lichte ) =& A (GRBIMKF 52, HEREB ¥ HBHE TR &2 (Keir Elam)
B (RIS SREIMAEE), SEEME THRIRRE” TERNDT « LRk
(Martin Esslin) 157 —BAXEHE-——HERZ £, SPHBK. REZE
20 0 B R S AR AR A L SO AZE A T o R AT A AR S
R HIDARED: BHRRTRAERGEEREERR, HER2EE -
BIRAER T AT TR BT R 2R A LSRR . EXRET, RERS
22 I LR RS L 3% K B AT 1950 LT “ARBI/BI”
CERR “SCAMRH” MRE. TEESE URURIE A BRI E A0S R
RZE, HREEEACAME “BR” THEOET LA S, REED
B R I RS RS 2R, e A AR, (EIX I R AR B S 25t
EAUFENERIGERARB: XHEEH AR RELEEY FREN, T
RTE 1960 SERBIE M RIS H KIS, BRMERG R K 25 A SR 2R
R BRI — R

PR (ATEMFHEE) FREEE—0E: “H% —BUTEN, ETR%EEE,
BOASSREMMBHE T .” —H5| AARB: (‘ERNZSE” L “HRNRLE” 1),
(Cie#em), 55 80 M.




