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〉〉J: ‘I am very interested to know 

your thoughts on the va lue of the 

Prague Quadrennial as an international 

celebration of design and exchange of 

ideas about developments in theatre 

and I would like to put some questions 

to you and publish your response to 

them’.

布拉格四年展作为一个国际性舞台设计盛

会以及剧场发展构想交流的平台，我非常有

兴趣了解您对于这项国际性展览价值的思

考。想就以下问题和您交流，并将您的思考

反馈给布拉格四年展。

〉〉L ：谢谢。对于同时从事舞台设计实践和

教学的人来说，代表着世界舞台美术走向的

布拉格四年展，是一个我持续关注的焦点

和重要话题，很乐于就此话题与您交流。

Tha nk you. I a m glad to converse 

with you on the Prague Quadrennial 

as a practitioner and teacher in stage 

design, as it presents the trends in 

scenography across the world, which is 

my long time topic of interest. 

〉〉J: You were the curator of China’s 

national exhibition and of China’s 

s tudent ex h i bit ion at  t he P rague 

Quad ren n ia l .  I n bot h ex h i bit ion s 

you emphasised the combination of 

tradition and contemporary exploration. 

What would you say a re the main 

characteristics and aesthetic principles 

of traditional Chinese stage design? 

And what are significant trends in 

contemporary exploration have you 
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noticed? 您作为此届布拉格四年展中国国

家展和学生展的策展人，旨在突出传统与当

代探索的融合。在您看来，什么是中国传统

舞台设计的主要特征和美学原则？当代探索

的重要趋势是什么？ 

〉〉L: 中国传统戏曲舞台美术最重要的价值，

在于具有一种完整的认识世界，解释和表述

世界的体系，一种约定俗成的语法规则。诸

如不直接描绘而是暗示剧情环境，中性化

或抽象化的视觉形象，以一当十，以少见多，

以不变应万变的表现手法，由此及彼的借喻

功能，与演员表演的相互依存以及单纯、集

中、凝练的造型风格。传统戏曲舞台以此创

造了一个与日常现实相对应的世界。

The most important value of traditional 

Chinese Stage is a complete system 

and prescriptive syntax rule, which 

can acquire, interpret and represent 

the world. For example, it is used to 

imitate environment instead of drawing 

a reality by the neutral and abstract 

imagination .  ‘Show one represent 

ten’- which means minimalism - 

that less is more, counter changes 

with consistency, the metaphor that 

describes one thing with another - 

interdependence with act ion, the 

simple stylist，focused and concise 

styl ing. The world c reated by the 

traditional Chinese stage is a mirror of 

the real world.

〉〉其实，我所指的传统不仅止于舞台。包

括戏曲在内的中国丰厚的传统文化形态，诗

词、绘画、建筑等等，都通过长期的潜移默

O
P
IN
IO
N
S

观
点

O
P
IN
IO
N
S

观
点

中英舞台美术家对话

PQ2015 INTERVIEW

Jing Wang




22 23

〉〉

⮱喑⓭ࣾ᜾Й߈᫚ݑ喑ᒞ৺Ɑ᜾Й⮱჎㒻ࡃ

݈҉ᕊ䌜喑ദڨ᜾Й⮱⾧䬡ᘼ䃳喑᣽ӈ⠙➦

⮱㻳㻶こत喑۠Ⴧ᜾Й⮱㞧ᱜ⿸౧ȡౕᬒ⯷

㗹ᮜ̸喑ႰЙຯह̭͗ℾ᫼᪴ࡃ᪴⮱ࡃ⤰ڕ

喑Ό᭜᜾Й߈≩⮱ᠮͲᰶڤপ⮱ധ఍喑⩌ࡃ

㞧ᱜ݈䕍⮱⠙➦䉱⎽ȡ

*O� GBDU喑XIBU� *�NFBO� JT� OPU� POMZ� JO�

UIFBUSF�CVU�BMTP�UIF�QSPMJGJD�USBEJUJPOBM�

DVMUVSBM�QBUUFSOT
�GPS�FYBNQMF�QPFNT
�

QBJOUJOH
�BSDIJUFDUVSF�BOE�TP�PO��"MM�

PG� UIFN�IBWF� BGGFDUFE� PVS� BFTUIFUJD�

KVEHNFOU
� IBWF� B SPVTFE� DSFBU JPO
�

FOSJDIFE� UIF� TQBUJBM� DPOTDJPVT
� BOE�

TVQQMJFE�UIF�EJTUJODUJWF�WJTVBM�TZNCPM
�

XIJDI�UIFO�EFUFSNJOF�PVS�TUBODF�PO�BSU��

'BDFE�XJUI�UIF� JODSFBTJOH�HMPCBMJTN
�

BMM�PG�UIFTF�BSF�VOJRVF�SFTPVSDFT�JO�UIF�

DSFBUJPO�PG�BSU�XJUI�MBTUJOH�WJUBMJUZ�BT�B�

OBUJPOăT�DVMUVSBM�HFOF�

〉〉ౕ ᒀА㝋झ̷喑⿸䋠λᄦ⑁ܧ㇫⺋ڲ⋢⮱

㼐䄨᣽◩䆎ᒮᝃ䮽૨喠ᑧ䄰㝋झ⾧䬡⮱㏜㇦

В㣤ᓄ㶕⣝⮱㜗⩞喠�∕䛺㐩व఍㉍݈䕍ڠ㈨

⮱䙺㒛㔹ڕ䲏ិᤎ⑁ܧᒏᐼ喠Вࣷ㻳㻶䷻ᵩ

⮱≄㏰ࢂ㏜喑᝭ᰶ䔆ψ᭜ᣏ㉏⮱䛺㺮䊝ाȡ

ౕᒀАⰸѩ㟞ᵤ㔨᫝⮱㝋झឭᱜহᒏᐼ⮱ฺ

ᱯ⣝䆎͸̸喑᭜ᄦ⑁ܧ㞧ᱜ᱙䉕⮱䛺᫝ᕊ㔰

হ⌞ڒҀ䃑ȡ᜾Йчϻ͚ࣾ⣝ᰶᘼͶ⮱ड़⹧喑

Όчࣾ⣝͚పэ㐌㝋झ̻ᒀА̓⩹᜼ޔ䃑䃳

হᣏ㉏᫦䲏⮱₷䕁हᑿ�ȡ

5IF� USBEJUJPOBM�$IJOFTF�PQFSB� JO� UIF�

DPOUFNQPSBSZ� UIFBUSF
� UIF� JNQPSUBOU�

Q B S U � P G � FYQ MP S B U JPO � J T � C B T F E � PO�

JOUFSQSFU JOH� UIF� TQJ S JUVB M� DPOUFOU�

PG� UIF� TIPX� CZ� SFG JO JOH� TZNCPM� PS�

NFUBQIPS�� GPDVTJOH� PO� B� QVSJUZ� PG�

TQBDF� GPS�BO�VOSFTUSBJOFE�FYQSFTTJPO��

*U� JT� B� SFUIJOLJOH�BOE� SFDPHOJUJPO�PO�

UIF�OBUVSF�PG� BSUT�VOEFS� UIF�HVJTF�PG�

UIFBUSJDBM�UFDIOPMPHZ��5IF�FYQMPSBUJPO�

PG�QFSGPSNJOH�BSUT�BOE�TUBHF�TUZMF� JT�

WFSZ� BDUJWF��8F�BMTP� GFFM� UIF� JNQBDU�

BOE� DIBM MFOHFT� G SPN� UIF� JO G MVFODF�

PG� HMPCB M J[BU JPO� BOE� UIF� E SBNBUJD�

DIBOHFT��)PX�EP�XF�LFFQ�UIF�CBMBODF�

CFUXFFO�FDPOPNJD�CFOFGJU�BOE�BSUJTUJD�

TUBOEBSET �6QEBUJOH�UIF�NBUFSJBM�BOE�

UFDIOJDBM�FRVJQNFOU� JT�FRVJWBMFOU� UP�

UIF�DSFBUJPO�PG�JOOPWBUJPO
�JTOăU�JU ��*O�

UIJT� JODSFBTJOHMZ�DPOWFOJFOU�FSB�XIBU�

JT� UIF�NPTU�WBMVBCMF� TUBHF� JNBHF� JO�

UIF� WJTVBM� JNBHF� BDRVJTJUJPO �)PX�

EP�XF�FOSJDI� UIF� UISJWJOH�IJTUPSJDBM�

SFTPVSDF�JO�B�DPOUFNQPSBSZ�XBZ �)PX�

EP�XF�FDIP�UIF�FYUFOU�PG�TPDJBM� MJGF� JO�

UIF�DPOUFYU�PG� UIF�QFSGPSNBODF � �5IF�

BS UJTUăT� LOPXMFEHF� TUSVDUVSF� BOE�

DSFBUJWF�BCJMJUZ�JT�TVGGJDJFOU�UP�EFBM�XJUI�

UIF�DPNQMFY�FOWJSPONFOU���XF�DBOăU�

JHOPSF�UIFTF�RVFTUJPOT�

〉〉J��"OE� IPX� IBWF� UIFTF� DIBOHFT�

JOGMVFODFE�UIF�XBZ�TUVEFOU�EFTJHOFST�

BSF�UBVHIU �䔆ψअࡃᔻᵤౕ᪆႓͚ϔ⩌⒉

⼨吅ࡃ⮱ᒞ৺喤

〉〉L��̭᫦䲏喑э㐌⮱᪆႓὎ᐼহڲღ̺ں

㘪䔯ᏁϷ๖⮱ࣾᆂ᫦ा喑͚ప⮱㝋㒻䮏ᵎ

䘪ౕ̺ह⼸Ꮣౝ䃫㒛̭ψ᫝⮱჋侹ᕔ䄫⼸喑

᠙ᄦ⣝А㞧ᱜ⣝䆎হ≮≫⮱ϸ㏺喑̻э࠲

㐌⮱᳣̷㐅⩨̺ह⮱㻳㻶㻯ᔢহ᝸∂⮱ധ

⵭䃚㏰喑Ό࠲᠙Ӕ䛺ޔ᱙䬽䛷হ⾧䬡ắᔢ

⮱͇̀䃫䃎ȡओ̭᫦䲏喑ᬏᰶ᪆႓ڲღহ㏼

侹⮱⼜㉜Ϻᰶڣ䛺㺮Фթ喑ᬣАহ⹫ч⣜

ධ⮱अࡃҬ᜾Йᰶγ䛺᫝჎㻳হᰡ᫝Ⴐ⮱

ज㘪ȡ�0O�UIF�POF�IBOE
�UIF�USBEJUJPOBM�

UFBDIJOH�NPEFM�BOE�DPOUFYU�OP�MPOHFS�

BCMF�UP�BEBQU�UP�UPEBZăT�EFWFMPQNFOU��

TFFNJOHMZ� DPNQMFY� DPOUFNQPSB SZ�

QIFOPNFOPO� PG � T U BHF� U F DIOPMPHZ�

BOE� GPSN��8F�NJHIU� EJTDPWFS� TPNF�

JOUFSFTUJOH� SFWFMBUJPOT
�BOE� GJOE� UIBU�

$IJOFTF� USBEJUJPOBM� TUBHF�ESBNB�BOE�

DPOUFNQPSBSZ�XPSME�VOEFSTUBOEJOH�BOE�

FYQMPSBUJPO�MFBET�UP�UIF�TBNF�UIJOH�

〉〉J��)BWF�TPDJBM�BOE�DVMUVSBM�DIBOHFT�

JO�$IJOB�IBE�BO�JNQBDU�PO�UIFBUSF�BOE�

TUBHF�EFTJHO�JO�QBSUJDVMBS�BOE�IPX � ͚

పౕ⹫чহ᪴ࡃ᫦䲏⮱अࡃ᭜॓ᒞ৺ޔݝ౧

হ㝋झ䃫䃎喤䘪ᰶᔻᵤ⮱Ҁ⣝喤�

〉〉L��䓾̶็࡮ᎡᲒ͚ప㏼≻⮱ࣾᆂ喑⹫ч

হ᪴ࡃ⮱ᐭᩫ喑ᬍ⪾㐆᜼ޔহ㝋झ䃫䃎ፓᲒ

γᐭ䭁⮱㞧ᱜ㻳䛻হ䛺㺮⮱➖䉕ឭᱜԊ䯉ȡ

䔆᭜̭͗ޔ౧ᐧま̺᫚᠁ౝ㔹䊤喑๔ಸ⑁ܧ

䶾㍮̷侙হឭᱜ䃫ิᰡ᫝ᢏА⮱㍮Ⰸ᱌喑⑁

≩হ㝋झ䃫䃎ᒏᐼ⮱็ᵤᕔᣏ㉏Ό䲋፥ܧ

䋰ȡౕຯₑᕒޔ⮱अࡃহࡃ⤰ڕᒞ৺̸喑᜾

ЙΌᙌऄݺݝ᝭᱗ᰶ⮱۟⾮হᠾᝅȡ℁ຯຯ

҂Ꭰ㶎㏼≻ݖ⯷̻㞧ᱜⅡ۳⮱ڠ㈨喠➖䉕হ

ឭᱜ䃫ิ⮱᫝᭜॓ぶहλ݈䕍⮱᫝喠ౕ 㻳㻶

ఫ׼⮱㣤ःᬒ⯷Ӭᢤ⮱ᬣА喑ϭ͵᭜ᰡᰶФ

թ⮱㝋झᒏ䆎喠㝋झ㒻ᱜຯ҂ВᒀА㻳㻿㻯

ღౕ็๔⼸Ꮣ̷ڲܧ⑁ट䉱⎽喠ࢳ⮱ࣇ͝⚔

̻⹫ч⩌≨঩Ꮑ喠㞧ᱜუ⮱ⴒ䃳㐀Ჱহ݈䕍

㘪߈᭜॓䋠ВᏁᄦ䔆ψ喑᭜᜾Йᬍ∂ఋ䖬⮱

䬛䷅ȡ

5IF� EFWFMPQNFOU � P G � U IF � $I J OF T F�

FDPOPNZ�BOE�UIF�DIBOHFT�PG�TPDJFUZ�BOE�

DVMUVSF�EVSJOH�UIF�MBTU�UIJSUZ�ZFBST�IBT�

VOEPVCUFEMZ�FOSJDIFE� UIF�QFSDFQUJPO�

PG� B S U� BOE� TVQQM JFE� UFDIOPMPHZ� UP�

TVQQPSU� JU �� *U� JT�B�CPPNJOH� UJNF�XJUI�

UIFBUSF� CVJMEJOHT� SJTJOH� TUSBJHIUMZ
�

XJUI� MBSHF�TDBMF�QFSGPSNBODFT�CFJOH�

TIPXO�GSFRVFOUMZ�BOE�UIF�VQHSBEJOH�PG�

4DIPPMT�BOE�VOJWFSTJUJFT�IBWF�UP�TFU�VQ�

B�OFX�FYQFSJNFOUBM�DPVSTF
�JODMVEJOH�

JOUSPEVDJOH�NPEFSO�BSU�QIFOPNFOPO�

B OE� HFO SFT�� W J T JPO
� DPODFQU� B OE�

CBTJD�USBJOJOH�VOMJLF�USBEJUJPOBM�FBTFM�

QBJOUJOH�� FNQIBTJ[JOH� B� TDS JQUăT�

JOUFSQSFUBUJPO�BOE�DPODFQU�PG� TQBDF��

0O�UIF�PUIFS�IBOE
�PSJHJOBM� UFBDIJOH�

DPOUFOU�BOE�FYQFSJFODF�TUJMM�IBT�B�HSFBU�

WBMVF��5IF�DIBOHJOH�PG�UJNF�BOE�TPDJFUZ�

NFBOT�XF� IBWF� UP� SF�FYBNJOF� BOE�

VQEBUF�XIBU�JT�QPTTJCMF�GPS�FEVDBUJPO�

〉〉J��)PX�JT�UBLJOH�QBSU�JO�UIF�1SBHVF�

2VBESFOO JB M� WB MVBCMF� UP� ZPV� BT� B�

EFTJHOFS�BOE�BT�B�UFBDIFS �҉̭ͧऺ䃫䃎

ጵহ᪆ጵ喑࣯ߍጰ៶ᵩఈᎡᆂᄦλᗕ㔹㼭⮱

Фթ҂ౕ喤�

〉〉L��㜗 ���� Ꭱ͚ప㝋झ㒻ᱜ⩹ݺ䒵ᐭ䓌

䕇䖀喑࣯̻ጰ៶ᵩఈᎡᆂВᲒ喑Ⴐ̭Ⱑ᭜͚

ప܍А㝋झ㒻ᱜუহ᜼ޔ⩹ϧธ䛺㻳⮱ప

䭲ϑ≮Ꭰझȡٵ᭜⩞λ㏼≻喑ऻᲒ̭Ꮣࣵ఍

ͧ䲋ڥহᩬ⇨࣌఍喑͚ప㝋झ㒻ᱜ⩹࣯̻

ጰ៶ᵩఈᎡᆂ⮱䖀䌜䒰ͧ㞝䯫౻ತ喑ѳ᭜

᜾Й̭Ⱑ⇎ᰶ͚᫚ᄦ䔆̭≨ڠ⮱ߕ∕হाప

γ䛺ݝప㝋㒻ࣾᆂ䊤͚ߕϸ㏺ȡͧᣕ⮱ڲ

㺮҉⩕ȡ᜾ϻ���� Ꭱす̭⁎࣯ߍጰ៶ᵩఈ

Ꭱᆂᐭ໸喑ι็࡮ᎡᲒϻ᱗䬡᫚ܧፚ⃼ᅷ

ᆂ㻵喑⩇㜠ౕ ���� Ꭱ఍ࣾ⩌䲋ڥ⫘ᗲ喑๔

็᪝͚ప㞧ᱜუ᱗㘪࣯ᆂᗲ̸ۢ喑᜾Ϻౕ

ᆂ㻵⮱ᰭऻ܍๖Გݝγጰ៶ᵩȡ䔆᭜఍ͧ

ጰ៶ᵩఈᎡᆂ᭜γ㼐̓⩹᜼ޔহ㝋झ㒻ᱜ

ࣾᆂ䊸߬⮱䛺㺮⿄ऐ喑ౕ̓⩹㠰డڲ㮪♣

Όᰶ̭ψ㻱὎̺ह⮱ㆨѩᆂ㻵喑➦ݘ᭜䓾

㝋झ⩺̓⮱⮱ߋᎡᲒ⩞ప䭲㝋㒻㏱㏴ͨ࡮

䃫䃎ᆂ喍84%喎喑ѳϻⰛݺⰸ喑ጰ៶ᵩఈᎡ

ᆂϺ᭜㝋झ㒻ᱜ͇̀䶳ഌࢳटᰭ䪬喑ᰭᱰ

༮হᰭڤА㶕ᕔ⮱ప䭲ᆂθȡᬍ䃧᭜ᄳ㜗

O
P
IN
IO
N
S

观
点

O
P
IN
IO
N
S

观
点



24 25

O
P
IN
IO
N
S

观
点

O
P
IN
IO
N
S

观
点

己的作品置于这样一个世界性平台上，还

是仅仅目睹别人的作品和参与各种项目，都

有助于自身观念 和方法的提升。艺术创造

可能性的拓展和认识，常常得益于开阔视

野和他人经验的启迪。中国有句古语叫做 ：

“观千剑而识器。”（View thousand sword 

and knowledge what is the best) 对我而

言，布拉格四年展的价值也在于此。 Senior 

Chinese artists have been taking part 

in PQ since 1987, which has been the 

scene for generations of scenographers, 

artists and theatre people, as they 

attach importance to this international 

exchange platform. For some reasons, 

it is not easy for them to join PQ, for 

example SARS and political issues. 

However they never to stop follow 

closely PQ’s activity and introduce PQ 

to Chinese people, which has played a 

key role in enriching the development 

of Chinese scenography. For me, I have 

taken part in PQ from 1991, even during 

the 2003 Chinese SARS outbreak. I had 

arrived in Prague for the last few days of 

the exhibitions. Why we are so focused 

on PQ? Because is a significant way to 

catch the tendency of the international 

scenography community. Although 

there are other exhibitions, such as 

WSD, which is organized by OISTAT, 

PQ still is the most authoritative and 

most represent at ive i nter n at ion a l 

exhibition. Whether it is to put their 

works on such a global platform, or 

just witnessing other people's work 

and participating in various projects, 

it will help improve their concepts 

and methods . Artistic creation and 

a w a r e n e s s  o f  t h e  p o s s i b i l i t y  o f 

expansion is often thanks to enriching 

their horizons and being inspired by 

others. China has an old saying: ‘View 

thousand sword and knowledge what 

is the best’. For me, the value of the 

Prague Quadrennial is expressed in this 

saying.

〉〉J: What changes and trends have you 

noticed at the PQ over recent years? 在

您看来近几届的布拉格四年展的变化和趋势

是什么？ 

〉〉L: 留意近几届布拉格四年展中的各种文

字表述，跨学科（interdisciplinary）、越界

（cross boundary）、混 杂 (hybridization)、

互动（interaction）这些关键词频繁出现。

它们标志着布拉格四年展的最新趋势和特

点，并且在展览的各个部分和从各种角度得

到印证。

I have noticed interdisciplinary, cross 

boundary, hybridization, interaction, 

which have frequently appeared in PQ 

over recent years. These indicate the 

new trends and character of PQ by the 

different parts of the exhibition.

〉〉包括舞台美术在内的戏剧艺术是存在于

特定时空中的活的艺术。从这个意义上讲，

它与传统的展览形式有着先天的矛盾。我注

意到，对于 PQ 展既往展览形式的质疑由来

已久，PQ 展的历史，也是不断克服缓解舞

台美术的现场性与展览形式的文献性之间矛

盾的过程。早些年是复制原大的布景部件使

观众身临舞台美术其境，或利用视频录像设

备呈现演出实况。1999 年第九届布拉格四

年展开始，近十多年来开始引入现场和互动

因素，强调跨学科的不同艺术门类交汇。从

上届 2011PQ 展开始，展览名称从“布拉格

国际舞台美术与剧场建筑四年展”到“布拉

格国际演出设计与空间四年展”的更替，标

志着对舞台美术和剧场建筑概念更为宽泛

的界定。近年来，PQ 展本身也从四年一次

的定期项目，逐渐演变为，在每四年之间仍

不间断举行各种论坛，主题工作室的常设研

究平台和专业信息中心。

Theatre arts is present in a particular 

space-time in the living arts，which 

c ont r a d ic t s  w it h  t h e  t r a d it ion a l 

exhibition form. I have noticed PQ’s 

history is the progress of overcoming 

contradictions between the live event 

a n d do c u m e nt a .  D upl ic at i ng t h e 

original set immerses the audience 

in a dramatic scene, or present the 

performance by video. PQ has been 

emphasizing the interdisciplinary 

interaction since 1999 by using live 

and interactive exhibitions. Instead 

of the original title ‘the exhibition of 

scenography and theatre architecture’, 

the new title ‘Prague Quadrennial 

of performance design and space’, 

has lead to a broader extension of the 

concepts of scenography. In recent 

years, the PQ exhibition has gradually 

evolved into a permanent research 

platform theme studio and professional 

in formation center, as well as the 

various forums held every four years in 

between.

〉〉PQ2015 的展览场地也有重大的空间理

念变化，不再是常见的大面积展厅，而是分

布在布拉格老城中心的一批历史建筑和露

天公共空间， 展览与古老的城市环境融为一

体，这与当今世界范围大量特殊地点演出的

理念也是同步的。本届展览除传统的国家与

地区展、空间（剧场建筑）展，学生展之外，

又加入了现场制作展、物件展，化妆表演展，

空间实验室和论坛等新的单元， 这些单元明

显的特点是，延续并扩展了 1999 年 PQ 展

以来加强现场性和互动的取向。

The concept of the PQ2015 exhibition 

itself changed significantly, which was 

located in historical architecture and 

public space in the old town instead 

of the normal exhibition space. The 

combination of exhibition and old town 

is synchronized with the concept of 

contemporary specific performance 

as well . In addition to international 

exhibitions on countries and regions, 

performing space, ephemeral section of 

architecture, and student exhibitions, 

new ex h i bit ion u n its on obj e c ts, 

makers, tribes and space laboratories 

were present at PQ 2015. All of these 

u n it s show t he cont i nuat ion a n d 

expansion of PQ and the emphasis on 

living and interaction.

〉〉近年来 PQ 展的一个明显走向是，舞台

设计模型和方案的逐渐缺失 ，而代之以主

题性的空间设计或视觉装置，从本届展览看，

后者已成为主流。我的理解是，在不同艺术

门类相互影响滲透之外，由于交通，网络信

息传播和数码制作技术的日益进步，观看演

出比过去任何时候都更加及时和便捷，舞

美展览中仅是记录或复制演出已显得不足。

如果说 20 年前的布拉格四年展旨在“以舞

台美术展示戏剧”，今天的展览则更侧重于

在戏剧演出原有的物质和精神背景缺失的

条件下，让那些影响戏剧和舞台美术发展的

因素呈现出来，在展览现场创造新的语境。

当然，作为一个专业交流平台，布拉格四年

展如何满足国际间同行互换具体工作成果
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的需求，如何保持自身特点而有别于其它大

型的国际艺术展， 仍是需要探讨的问题。

In recent years, a trend in the PQ is a 

gradual reduction in stage models and 

production photos, instead replaced 

by t he t hemes of space design or 

visual arts, these now becoming the 

mainstream themes. My understanding 

is that not only have different kinds 

of art inf luence each other, but the 

progress of social media and media 

technology has made it easier to watch 

performances more than past years. 

PQ used to focus on stage model and 

productions but this aspect is not good 

enough now. If you can say the aim of 

PQ is to present performance art by 

scenography for the last 20 years, but 

now the emphasis is on presenting a 

new trends in exhibition by discovering 

all elements of performance arts. Of 

course, there are stil l issues to be 

explored, such as how to meet the 

desires of the international counterparts 

in exchanging creative works, or how to 

maintain the characteristics of PQ from 

other large international art exhibitions.

〉〉J: Your design for The Peony Pavilion 

won the Honorary PQ 2015 Award for 

Performance Design. Can you explain 

how we can see the combination of 

tradition and innovation in this design? 

In what ways have you applied new 

aesthetic ideas to Chinese Opera? 

您设计的《牡丹亭》获得布拉格 2015 演出

设计荣誉奖，您能介绍一下我们怎样从这部

作品里看到传统与创新的融合？你所实践和

探索的中国戏曲新美学是怎样的一条路？

〉〉L: 中国传统戏曲给我最大的启示是，以

小见大，以少胜多，以有限表达无限。这与

中国传统美学一脉相承，也契合剧场艺术本

质。在我看来，这种简洁和空灵当然不是简

单，而是为了达到更有力表达的一种舍弃和

克制，特别是包含对演员表演潜力的预期。

在我的《牡丹亭》设计中，正是汲取了这种

美学原则。与传统戏曲舞台处理手法所不

同的是，舞台设计基于一个象征性的空间概

念 ：女主人公窄浅局促的日常生活空间与使

她精神得到舒展的，豁然开阔的园林空间的

前后并置。前者只占用了舞台前区约三米深，

而后者占用了舞台中后区近三倍于前者的深

度。此外，设计中大面积留白和极简的舞台

构图，试图在视觉形式上寻求中国传统艺术

精神与当代审美特点的契合。

Wh at is en l ighten i ng for me f rom 

Chinese traditional opera is the idea 

to express m a ny t h i ngs wit h one 

word. This is the same principle of 

traditional Chinese aesthetics, but 

it  a l so coi nc ide s wit h t he i n n at e 

c h a r a c t e r  o f  t h e at e r  a r t s .  I n  my 

view, this purity and ethereal is not 

simple, but is to express abandon and 

restraint, especially for the potential 

expectations of performers. The design 

of "Peony Pavilion" presented these 

aesthetic principles, which is based 

on the concept of a symbolic space. 

The heroine’s narrow space of normal 

life and the broad garden space are in 

tandem. The heroine’s narrow space 

occupies only about three meters deep 

downstage, whilst the garden space 

occupies nearly three times the area 

of the former upstage. In addition, 

the stage composition of a large area 

of blank space and minimalist stage 

composition is an attempt to seek the 

combination of Chinese traditional art 

and contemporary aesthetic features in 

the visual form.

〉〉有着悠久历史的戏曲剧种的演出，在中

国占有比话剧和歌剧舞剧大得多的比重。近

二十年来，我常有机会担任不同戏曲剧种的

舞台设计。在剧场里一次次浸润在不绝于耳

的唱腔和乐声中，时间长了，那些繁杂形式

下的情绪符码逐渐变得清晰可辩，也越来

越体味到那些穿越千百年的精神信息与自己

内心的呼应。文化传统或文化属性是具体可

感的生命现象。我相信戏曲中所含的这类文

化基因，远比它的表面形式更无尽和长久。

由此感到，在今天从事戏曲舞台设计，不止

是职业需求，不止在于有机会与古老的文化

对话，也在于借戏曲美术原则认识舞台。事

实上，上述中国传统文化因素并非一个孤立

和封闭的系统，它们与现代艺术现象有着诸

多契合或对应。 中国戏曲和其它艺术表现

形式的以少见多，不能不让我们想到路德维

希·密斯·凡德罗著名的“少即是多”的建

筑理论，菲里浦·格拉斯的极简主义音乐和

罗伯特·威尔逊大面积空白画面与慢节奏的

舞台处理。虽然其语境与中国戏曲形式有所

不同，但所触及的本质却相关，至少在开掘

有限元素潜力的方面，显示了类似的内在联

系。从所有这些联系或契合中，可以看出中

国传统美学精神的延续，更新，特别是与现

代审美需求殊途同归的可能。我在艺术实

践中，正是希望以当代美学视角回望中国戏

曲及传统文化形态，从中发现新的创造途径。

T r a d i t i o n a l  C h i n e s e  o p e r a 

performances occupy a much larger 

proportion more than drama, opera and 

dance in China. The past two decades, I 

have had lots of opportunities to design 

for traditional operas. I appreciate more 

and more spiritual information that 

echoes with my inner world when I was 

immersed in the traditional music and 

songs. Cultural traditions or cultural 

attributes give a specific sense of life 

phenomena. Cultural genes of tradition 

opera are more endless and lasting 

than its surface form. Today, when we 

design for traditional Chinese opera 

we focus on how to use the aesthetic 

principles, not just the professional 

fame, not just for the opportunity for 

dialogue with the ancient culture . 

In fact, traditional Chinese cultural 

factors are not an independent and 

closed system; there is a combination 

with contemporary arts. For example, 

the less is more, the simpl ism in 

Chinese opera and other art forms 

reminds me of the architectural theory- 

less is more from Ludwig Mies van der 

Rohe and minimalist music from Philip 

Glass, and also presented by Robert 

Wilson’s direction . Although the 

context of their work and Chinese opera 

forms vary, the essence is related - 

there is a similar internal relation. From 

all these, we can feel the extension of 

traditional Chinese aesthetics, up-to-

date, especially with the possibility 

of getting to the same place with the 

moder n aesthet ic dema nds . I n my 

practice, I hope to discover a new way 

through looking back at Chinese opera 

and traditional cultural forms from a 

contemporary aesthetic perspective.


