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Abstract

This research explores the transformation of Shanxi’s Small Flower Opera from a folk-art form to a nationalist cultural
narrative during China’s Second Sino-Japanese War, driven by the establishment of state-run troupes. The research
problem focuses on understanding how these troupes facilitated the shift from folk to national discourse. Two research
objectives guide the study: examining why China utilized troupes for this transformation and analysing the methods they
employed. Using a case study approach and historical document analysis, the study gathers data from government reports,
troupe records, and memoirs, employing content analysis to extract key themes. The findings reveal that troupes served as
manifestations of state presence, enabling ideological dissemination, cultural integration, and social mobilization. The
troupes not only transformed the artistic content of Small Flower Opera, removing feudal elements and incorporating
nationalist themes, but also bridged state power with local communities, uniting diverse social groups including peasants
and intellectuals. Ultimately, the study underscores the pivotal role of troupes in embedding state ideology within folk
culture, making them instrumental in China's wartime cultural strategy.
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Introduction

In the 1930s, apart from Western ballet and modern dance, as well as dances like tango and waltz—which the
Chinese referred to as social or ballroom dances—Chinese people had little understanding of their own
traditional dances (Gao, 2011). Chinese folk dances, often incorporating flirtatious body movements between
men and women, were confined to rural areas and ignored by official authorities (Liu & Gong, 2023, p.20).
However, in 1937, after the outbreak of China's Second Sino-Japanese War, the Chinese government began
to use folk art as a tool for political propaganda and for mobilizing the masses to join the resistance (Wilcox,
2018). Folk culture thus became a vehicle for nationalist discourse. Through the establishment of troupes,
China transformed folk culture to serve its political agenda. The founding of the troupe is actually a
manifestation of State Presence. The theory of State Presence primarily explores the relationship between the
state and society, emphasizing the presence and manifestation of state power within the social sphere.
Specifically, the state exerts influence on civil society through various means such as policies, laws,
movements, behaviors, rituals, settings, and more. Meanwhile, civil society adopts certain methods and
strategies to respond to this State Presence (Migdal, 1988). After the outbreak of the Second Sino-Japanese
War, the strategic advantage of Zuo Quan County in Shanxi Province—easily defensible by Chinese forces
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yet challenging for the Japanese to capture—was recognized by the Chinese government. Consequently, the
military command center was established in Zuo Quan County (Gao, 2014). Prior to the war, the Small Flower
Opera had already existed for nearly 600 years (Gao, 2014). Against the backdrop of national need, this
historically rich and widely appreciated folk dance naturally became an ideological tool of priority for the
government. Because Zuo Quan County gained national-level political significance during the war, the Small
Flower Opera also attained national artistic recognition.

In order to play the role of art in propaganda. Shortly after the outbreak of the Second Sino-Japanese
war, according to the decision of the China Military Commission, an army-mounted propaganda team was set
up in each army, and the name used for external propaganda was determined: the propaganda team of the
National Eighth Route Army headquarters was Mars Troupe (K ZJi|[4]), the 115th Division was Warrior
Troupe (%1 | [4]), the 120th Division was Combat Troupe (%} i [4]), and the 129th Division was Pioneer
Troupe (Je% )8 [4]). In September 1937, after these troupes entered Shanxi with the army, they immediately
launched activities to publicize politics and mobilize to participate in the war. At the same time, the first
propaganda team established in Yan 'an, where the Central Committee of the Communist Party of China is
located, also arrived in Shanxi in late September. Among them, Mars Troupe (X 2 J&[4]) and Pioneer Troupe
(Jo#e 1) entered Zuo Quan County with the stationing of the headquarters of the Sino-Japanese Army and
the 129th Division in Zuo Quan County (Cultural Policy Research Center of Shanxi Provincial Department
of Culture, 2017, p.176).

With the appearance of these troupes on the Zuo Quan County, Zuo Quan County first established the
first national performance troupe--Mobilization Troupe (7)) i1 il [4]). In May 1938, Taihang Mountain Troupe
(XATILEIHA]) was born. In August 1938, the Pioneer Troupe (5:#Ji|[4]) of the National Revolutionary
Committee of Zuo Quan County and the Sacrifice the National Salvation League Troupe (fli%32:FI[A]) of
Zuo Quan County were established. At that time, the troupes stationed in Zuo Quan County included the
Eighth Route Army Headquarters Experimental Troupe (J\ B % 23 SE38 R H]), Yan 'an Lu Xun Art Troupe
(EZERZARREIR), Peking Opera Troupe (FURIIA]) and Lu Xun Troupe (€11 [4]).

Driven by the construction of the national troupes, peasants are gradually keen on this matter. Many
rural areas in Zuo Quan have established amateur troupes (Cultural Policy Research Center of Shanxi
Provincial Department of Culture, 2017, P220). According to a report issued at the meeting of the leading
organ for the unification of art established by the military command center to which Zuo Quan belongs:

A FUVR200 T4 HIFIHE] - CLFERV3000 5 1k 7 B LU (RER T BIE R AF. —4
K GHIELEE DET FELHALZWILA HIRE] 2 GEE R F R HG - F 1T i
IFHFEE i E S 2OE B 2 B G LRI RG], S0 (19404F) 5 /7 2 A0
BT L08, A KGEHE T3 A (Zuo Quan County Historical Office, 1987, p.174). There are now

nearly 200 or so troupes, including nearly 3,000 performers, among which the rural troupe of Zuo

Quan County is the best. Some old women, children and young women from peasant families have

been able to perform complex program and sing complex songs for several months, and they can write

and perform themselves and transform traditional program. In Zuo Quan County, there were also

troupes organized by women, and in May this year (1940), 30 troupes of Zuo Quan County performed

together, which greatly encouraged the peasants (Translated by Meng Qingyi).

The arrival of these artistic troupes has made early preparations for the transformation of Small Flower
Opera from a folk discourse to a national discourse. Driven by the national power--troupes, Small Flower
Opera began the process of being transformed. Althusser argued that the state maintains ideological hegemony
through non-coercive institutions such as education, culture, and media (Althusser, 1971). In wartime China,
troupes served as a quintessential ideological state apparatus—they employed artistic performance as a
medium to embed nationalist discourse into folk culture, thereby reconstructing the political function of
traditional culture. This reconstruction was not a mere cultural substitution but rather an appropriation and
transformation of folk symbols under the exigencies of war. This duality reveals the dynamic process of state
presence: through the institutional framework of troupes, the state not only embedded itself in local cultural
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practices but also reinforced its legitimacy through the reproduction of ideology.

To solve this research problem, the researcher proposed two research objectives. The first is to explore
the reasons why China decided to use the troupe as an organizational form to transform dance. The second is
to analyze the specific methods used by the troupe to transform dance. Under the transformation of the troupes,
Small Flower Opera has changed from a folk discourse to a national discourse. Through the realization of the
above two research objectives, the research problem of this study has been answered.

This study holds significant value as it highlights the critical role of troupes in transforming Chinese
folk arts into nationalist cultural tools during the Second Sino-Japanese War. It offers a nuanced understanding
of how cultural practices can be shaped by state influence, contributing to the discourse on State Presence in
civil society. By analyzing the transformation of Shanxi’s Small Flower Opera, the research sheds light on the
intersection of politics, culture, and performance, emphasizing how art can serve as a medium for ideological
dissemination, social mobilization, and cultural integration. This study not only enriches historical and cultural
scholarship but also provides insights into the broader implications of state intervention in cultural practices,
making it a valuable reference for researchers in cultural studies, performing arts, and political history.

Methodology

To study the role of troupes during China's Second Sino-Japanese War, this research first employs a case study
approach, using the transformation of Shanxi's Small Flower Opera from folk to nationalism as an example to
explore the role of troupes in addressing the research problem. Secondly, this research adopts a historical
document research method, extensively collecting historical documents related to the subject, including but not
limited to government reports, troupe records, actors' memoirs, news reports, policy documents, and more, from
that period. The collected documents are systematically classified, organized, and summarized to trace the
development and role of troupes during the Second Sino-Japanese War.

The methodology of this study is grounded in the State Presence theory (Migdal, 1988), which
examines how the state manifests its presence within the social sphere and exerts influence on civil society
through policies, laws, rituals, behaviors, and social mobilization. Guided by this theory, this study analyzes
how the state embeds itself into the social structure through theatrical troupes as a medium to achieve political
propaganda and cultural integration.

In terms of data analysis methods, this research utilizes content analysis to conduct textual analysis of
the collected historical documents. Based on the two research objectives of this study, analytical explanations
and descriptive narratives are extracted. These contents reveal the reasons for establishing troupes as the
organizational form for Small Flower Opera during the Second Sino-Japanese War, as well as the specific
methods employed by the troupes to transform dances. The operational process of content analysis follows
these steps: First, data coding: The researcher conducts open coding on passages in the literature that address
the reasons for identifying the troupe by its name and strategies for dance transformation, generating initial
labels based on the theory of State Presence—state intervention mechanisms and cultural transformation
pathways. Next, category induction: Through axial coding, state intervention mechanisms are categorized into
two analytical dimensions—organizational substitution and ideological integration—while cultural
transformation pathways are specified as movement symbol reconstruction. Finally, cross-verification is
performed among different data sources to ensure consistency. When additional literature no longer yields new
coding categories, the thematic refinement is deemed complete.

Results

Research Objective 1: Explore the reasons why China decided to use the troupes as an organizational form to
transform dance.

First, the civil society of the past is no longer suitable for the environment of war. Troupe organizations
have replaced civil society.

In December, 1942, at the symposium of the cultural circles of the military command center where Zuo
Quan is located, Li Xuefeng, a military political commissar, pointed out: &4 il [ A] DLt & BE A SC 28 35T
WA, eAEEROER, EEFRABL 1 XEEMERFE (Yi &Yang, 1989, p.113). Translated
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into English is the rural troupe can be said to be the bud of a new form of mass art movement, which has a
transitional function and deserves our good attention and training (Translated by Meng Qingyi). With the
headquarters of the Eighth Route Army and the troupe of the 129th Division stationed in Zuo Quan, in order to
quickly and fully organize the peasants to participate in the war, under the unified leadership of the state, the
art workers and cultural workers of these troupes set off a cultural upsurge of the Sino-Japanese War. In the
past, non-governmental organizations used to entertain peasants were obviously not suitable for revolutionary
propaganda and mobilization. As a result, non-governmental organizations were replaced by the rapidly
established national troupes. The name of the Small Flower Opera before the outbreak of the war was Wen She
Huo (3Cft2K) (Li et al., 2014). This was a form of integrated performing art combining singing and dancing.
Wen She Hou was traditionally organized by the she (1), grassroots in rural China with feudal and patriarchal
characteristics (Li & Liu, 1992, p.1). As aresult, activities of the She (ff) carried strong elements of superstition.
However, the outbreak of the war rendered the existence of feudal organizations untenable (Gao, 2004).
Choreographer Huangfu Shuyu recalled:

PO IR RGN BURBCA ML T, P BLZ IR HHE BAERL 5, AR N2 CRFRIE D B
NEBONEON T E T . AEPURATH BUF AN EREARSCRE S NAEUI R RMESS, &
FERE FURIRR 20 20 08, sl X F . il 2 e MBUT & e, BUFA#EERL &
THEML, SRSEAEKS, XE—PMKBh, 9T 1E KK 1 (Gao, 2004, p.523).
After the start of the war, village governments replaced the She (1), so performances were no longer
held in She (ff) but in village schools. Primary school teachers became the main driving force. Before
the war, village governments did not involve themselves in organizing cultural or entertainment
activities, nor was this part of teachers’ duties. I once worked as a teacher in Aikou and Matian and
had no such responsibilities. During the war, however, propaganda was led by the Party and the
government, with educational departments, county propaganda offices, and cultural federations
playing key roles. This marked a significant shift, greatly strengthening leadership in this area
(Translated by Meng Qingyi).

The state's strengthened control over the choreography of Small Flower Opera allowed state-led troupes to
replace the previously grassroots She (ff) organizations. The groups responsible for its choreography
transitioned from grassroots entities to state organizations, shifting its cultural narrative from a folk-art form to
one rooted in nationalism.

Second, China's adoption of the troupe as an organizational form is a strategy to integrate the ideology
of more Chinese, including intellectuals. Although during the war, China's main solidarity was the workers,
peasants, and soldiers, who made up the majority of China's population (Mao, 1991, p.381).

Troupe, as a traditional Chinese opera performance group, appeared in China probably during the New
Culture Movement against feudal culture initiated by China intellectuals in the early 20th century. At that time,
the art circles and young students in China Shanghai, Beijing and other metropolises used western art forms for
reference and set up various troupes, which implied their yearning and admiration for new culture (Han, 2012,
p-133). However, during the Second Sino-Japanese War, the Chinese government continued to use terminology
introduced from the West by intellectuals. While this might seem to contradict the era's emphasis on the
proletarian workers, peasants, and soldiers, it actually served to balance the government's preferential policies
toward these groups with its rejection of intellectuals. At the end of 1939, Mao Zedong wrote the article
Absorbing a Large Number of Intellectuals (KWL WUAITR7>F), severely criticizing the improper attitude of
the revolutionary ranks towards intellectuals:

WEZENPHTE, ERAEEIRD TR EEN, A E RARRR D T2/ FRHR D
THIOE . FZRAVIPRER, EABTLT R EFRWCE E2 4. 2T E, EAE
BRI TG RAMIRARAE, 2l T AEARRD 7T a F I E N, A
TG D 3 57 B I 55 R KR 231 IO AR R IR 55 B RTR 70 3 IR X, ANTEAS 587 B 2%
W6 I AE a0 R BRATT 4 < AR 21, AR ] 2 SO A R P 8 Al 75 2 A I A R 1 o 26 R
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TR EM, CHAEARATR M ENC LG TR ET, A 7 EEMN TR
XFAE R FI2H (Mao, 1991, p.618-619). Many cadres in the army have not noticed the importance
of intellectuals, and they still have the psychology of fearing intellectuals or even rejecting them. Many
schools we run are still afraid to recruit a large number of young students. Many local party
departments are still reluctant to admit intellectuals to the party. This phenomenon occurs because we
don't understand the importance of intellectuals to the revolutionary cause, the difference between
intellectuals who serve the landlord bourgeoisie and intellectuals who serve the peasant class, and the
fact that bourgeois political parties are desperately competing with us for intellectuals. Japanese
imperialism is also using various methods to buy off and anesthetize China intellectuals, especially
that our party and army have created a backbone and have the favorable conditions to master the ability
of intellectuals (Translated by Meng Qingy1).

Although the revolutionary goal at that time was to unite the broad masses of workers, peasants and
soldiers, it did not mean to exclude intellectuals. The performance group was transformed into a troupe, and the
content of the performance was mainly to show workers, peasants and soldiers and the art created for them. On
the premise of adopting the experience of intellectuals, this has satisfied the enthusiasm of intellectuals to
contribute to the revolution, and also achieved the goal of uniting a large number of Chinese people in the state
of war.

Therefore, it does not mean that China pursues Westernism by naming the troupe commonly used by
China intellectuals. Ideologically, China government attaches great importance to the study of political theory
of troupe members. The government organized troupe members to attend classes and learn political theories

T

such as the Communist Party Declaration (3753 B ). The leaders of China government are also very

concerned about the troupe. Zhu De, commander-in-chief of the People's Liberation Army of China, always
visits the performers in backstage before watching the performance (Cultural Policy Research Center of Shanxi
Provincial Department of Culture, 2017, p.222). This promotes the political consciousness and emotion of the
troupe members to stay with the country all the time, and achieves the identity politics recognition. The
government of China puts forward that the masses are the source of culture and art, and requires a troupe to
always check whether its programs play what peasants think. Troupes should always accept the test of the
peasants and regard the peasants as collective critics and directors, so as to truly learn practical things, to achieve
the combination of the thoughts of the artistic workers and the peasants, to write more touching works urgently
needed by the peasants, and to create more abundant art (Ya, 1944). In this way, these troupes are actively
involved in creating art in the service of the workers, peasants and soldiers. As Ruan Zhangjing, head of the
Taihang Mountain Troupe, said,

PATRIL T F5 2 REIAN, XL, HRAEREARRIIN 7 HL. Pk, PR B, XEER
AR SCEA, HR AR NRAEFR. A 7T REREZAFEZ )G, REEHZERK
YR B, IR, BEAERE XA (Gao, 2014, p.133). We have found a variety of folk songs, and
these works are all in the minds, lips and fingers of the peasants. These folk forms of art all reflect the
life of rural people. With the enlightenment of these folk arts, I also used these forms to choreograph
dances and opera, which peasants like to watch (Translated by Meng Qingyi).

The troupes created and performed works that depicted workers, peasants and soldiers to show that China was
united with the people at large. The troupe will not adopt a negative attitude towards folk culture, and even to
some extent have to adapt and accommodate the limitations of folk culture that are difficult to overcome in the
short term, so as to achieve extensive and effective social and political mobilization.

It can be seen that, Although the intellectual discourse established with reference to Western modern
ideology and culture was restricted during World War II, the establishment of troupes—the medium through
which Small Flower Opera transformed from a folk discourse to a national discourse—embodies the
characteristic of taking proletarian folk culture as its essence while embracing modernism of Western culture.
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Research Objective 2. Analyze the specific methods used by the troupe to transform Small Flower
Opera from a folk discourse to a national discourse Action refactoring.

With the widespread establishment of troupes, the local rural mass cultural activities have also
undergone a transformation, and the people of Zuo Quan have actively participated in the performances of
Small Flower Opera, and various purposeful and planned cultural activity organizations have gradually formed.
Before that, some groups performing in the folk were unwilling to obey the Communist Party of China's
leadership because they were bewitched by Japanese soldiers. But they also became an artistic force for the
country. These performers said:

J\BRZEBR AR, SO FIVEATT U )\ B ZE B AR, 26 Ja AN BRI SR AT AL, At 2w
MEAEBN, —RET/NH/AINK, Nk, EARKK, X2 % MHM (Shanxi Provincial
Department of Culture Cultural Records Compilation Office, 1983, p.448). Before the Eighth Route
Army came, the Japanese told us that the Eighth Route Army looked down on those who performed
art of peasant culture, and that after becoming a member of the Eighth Route Army, they either fought
wars or propagated politics, distributed some grain a day, and were not allowed to make money. Now
it looks like this is a lie (Translated by Meng Qingyi).

The troupe also holds considerable authority among the people of Zuo Quan. For example, if there is a
contradiction in the life of peasants, they will invite members of the National Troupe wearing the Eighth Route
Army costumes to judge (Shanxi Provincial Department of Culture Cultural Records Compilation Office, 1983,
p.448). According to Yang Fengming, who served as the director of the Zuo Quan county Cultural Center,
recalled:

YR, WX, ERHZESGIXHN, ARERIWER, #T DA 2085 1 S di dl ek, # T
CAWT 2R OB Sk, #rT BAE B & AR Ut H AR iE . 1B E. XEHERARE 2P
R M) BEARSCAE AR TGS HIE RS TS kRS T ANREEA (Gao, 2014, p50). In China's
military command centers, in places not occupied and controlled by the government, and even in areas
occupied by the Japan army, wherever you go, you can hear loud revolutionary songs, you can hear
inspiring speeches, and you can see anti-Japanese slogans and cartoons in various forms. These are all
things that the peasants themselves have set up. The peasant cultural propaganda activities truly serve
the war and the people (Translated by Meng Qingyi).

In the winter of 1939, there was a national troupe called Taihang Mountain Troupe (XAT [LJE4]) in
Zuo Quan. This troupe has performed in local villages many times and provided some services to people,
helping to establish such as national revolutionary rooms, rural clubs, rural troupes, literacy classes, night
schools, children's troupes singing, teaching peasants literacy, choreographing and performing theatrical
singing and dancing programs, and tutoring artistic talents. These services enlivened the cultural life of the
countryside and stimulated the enthusiasm of the people for the war of resistance (Zuo Quan County Historical
Office, 1987, p.183). The peasants have watched a lot of the programs performed by professional troupes, and
their requirements are also higher, and they want to watch the performances of professional troupes (Zuo Quan
County Historical Office, 1987, p.183). Under the influence of Taihang Mountain Troupe (K47 LI [2]), the
popular peasant organization in Zuo Quan at that time was the national revolutionary rooms. The national
revolutionary rooms organized itself in the village and set up different departments, among which the art
propaganda team was the most popular department for peasants. The department includes amateur troupes and
various peasant culture activity teams. These teams rehearse during their off-seasons and perform on major
festivals (Wang, 2004, p.361). These amateur troupes are the primary school teachers and students in the county.
It is the duty of the education department to carry out Sino-Japanese cultural activities without separating culture
from education. Teachers in the county are of course propagandists, initiators and popularizers of Sino-Japanese
culture (Huangfu & Zhang, 2012, p.24). Every winter and summer vacation, teachers and students have the task
of helping the village to carry out various publicity activities (Wang, 2004, p.361).
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Discussion

These amateur troupes transformed Small Flower Opera, shifting its content from depicting romantic
flirtations between men and women to suitable material for political propaganda. Huangfu Shuyu, who was
responsible for choreography in a Small Flower Opera troupe, said Small Flower Opera had only one theme in
the past, which was romantic flirtations between men and women. Songs depicted incorrect relationships
between local men and women, using the most offensive lyrics and the lewdest melodies, accompanied by
dancing moves like twisting and hugging. If it exposed the evils of the old society, the education it provided
people was exactly the opposite (Huangfu, April 20, 1945). During the transformation process, the troupe
initially used Small Flower Opera's dance moves directly to perform political propaganda content (Shanxi
Federation of Literary and Art Workers, 1959). As described in the article A Preliminary Summary of Cultural
and Recreational Activities in Zuoquan Rural Areas (ZETURM AR SRIG B FIWIP £.45) on January 20,
1944:

USRI, /NR PR KA & AP, RN E i o & A NERPTEIE . (2
R BRI T L CCHtkO Zim, MIEELES L, KBRS L, #&
MR, S, AEBRERX EEESRNRE T IRERMES 2R (Anonymous, January
20, 1944). At the beginning of the Second Sino Japanese War, the majority of the ditties were suitable
for the war effort, and at the same time, war ditties had already been widely sung in Small Flower
Opera performances in various villages. However, in terms of form, they still used the old scenes and
appeared on street stages, mostly in pairs of men and women, waving scarves and fans, hugging and
embracing. In terms of performance form, they developed the lewd art of the old form to a higher level
(Translated by Meng Qingyi).

Such performances were obviously unsuitable for political propaganda. Later, when transforming Small Flower
Opera, the troupe came up with a new idea: new creations must replace the old set, and they could not be simply
abolished (Shanxi Federation of Literary and Art Workers, 1959).

For example, there was a Small Flower Opera work called Four Seasons Production (lUZE/E ) that
depicted scenes of productive labor. The troupe changed the Hu Suo Step (AM&#¥), which depicted women
walking, to the Three-Point Step (= si#) in this work. In the past, due to the feudal custom of footbinding,
Chinese women's feet were only three inches long. This caused them to walk in a shaky manner. People on
stage created a step called the Hu Suo Step (A "%*¥) to imitate this posture (Li & Liu, 1992). To transform this
old, feudal-laden movement, the troupe choreographers changed it to the Three-Point Step (= si#47): first
landing on the toes, then the ball of the foot, and finally the heel (Li & Liu, 1992). After the transformation,
Four Seasons Production (M4Z5/E77) had the effect of promoting labor, and the productive labor throughout
Zuo Quan County achieved great results (Tang, 2017, p.68).

Through meticulous work division, the troupe had a positive impact on the performance and
choreography of Small Flower Opera. Small Flower Opera eliminated movements that were not suitable for the
needs of the state, and as a result, it gained the right to national discourse from its folk status.

Conclusion

The intervention of the state forces has transformed Small Flower Opera from a civil state to a national discourse,
and this transformation process has benefited from the efforts of the troupes. Troupes represent the direct
intervention and control of state institutions over folk culture. The text mentions that during the War of
Resistance, the Chinese government established state-run theater troupes, such as the Taihang Mountain Troupe,
replacing the previous feudal "she" organizations that dominated cultural activities. This transformation
signifies the state's deep involvement in folk culture through theater troupes, integrating it into the national
political system and exemplifying a direct expression of State Presence. The state spreads ideology through
troupes. During the Second Sino Japanese War, troupes not only served as artistic performers but also became
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tools for political propaganda and mobilization of the populace to participate in the war. The content of their
performances shifted to focus on workers, peasants, and soldiers, serving the political goals of the state.

Troupes serve as executors of state policies and cultural integrators. Their transformation of traditional
dance performances, such as Small Flower Opera, involved converting folk art forms with feudal content into
national and realistic state culture. This transformation reflects both the state's regulation of culture through
policies and its ability to enhance ideological control through cultural forms. Troupes demonstrate the state's
deep penetration into local areas. Through the establishment of theater troupes, the state not only transmitted
cultural and political ideologies but also altered the structures and cultural practices of local societies, as
exemplified by village school teachers taking over recreational activities and the spontaneous organization of
rural theater troupes mentioned in the text.

Through this article, we can clearly see that theater troupes during the War of Resistance were not merely
cultural institutions but also concrete manifestations of "state presence." Theater troupes bore the task of
disseminating state ideology. By transforming traditional culture, they enhanced their control over society.
Furthermore, theater troupes infiltrated state power into local culture and social structures, becoming crucial
bridges between the state and the populace.
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