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Abstract: Hue Tuong is a royal-rooted theatrical form in the world cultural heritage
city of Hue. Drawing on ethnographic observation, practitioner interviews, archival
materials, and practice-based analysis, this article examines how Hue Tuong’s bodily
practice—especially face painting, costuming, choreographic conventions, and a
codified character system—embeds cultural memory and fosters identity formation
through education. We employed a qualitative design using field observations, semi-
structured interviews with master artists, and archival/documentary sources as the main
research instruments. Data collection took place in Hue, focusing on rehearsals at the
Duyét Thi Buong Theatre, festival performances, and practitioner testimonies from the
La family lineage. Materials such as photographs, costume catalogues, and training
manuals were also gathered. The data were analyzed through thematic coding and
semiotic interpretation, identifying how colors, lines, beards, costumes, and movement
sequences communicate ethical and social meanings. The findings show that face
painting and costumes operate as semiotic codes of morality and rank, choreographic
vocabularies serve as embodied pedagogy, and character typologies provide moral
models. Moreover, Hue Tuong festivals function as “living classrooms,” revitalizing
intangible heritage for youth audiences. Implications are offered for curriculum design,
teacher education, and heritage-centered arts programs.
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1. Introduction

Hue Tuong (also referred to as hat boi in Southern Vietnam) developed under royal
patronage of the Nguyen dynasty and flourished as a courtly art that combined music,
dance, acting, and visual design. While it shares affinities with other Vietnamese tuong
traditions, Hue Tuong is distinguished by its refined tempo, courtly aesthetics, and
discreet lyrical expression, qualities that reflect the cultural identity of Hue as a
historical and symbolic center (La, 2013). More than a form of entertainment, Hue
Tuong encodes layers of civic ethics, cosmological symbolism, and aesthetic
conventions that audiences and performers alike learn to recognize and interpret. Thus,
Hue Tuong is not only performed—it is also taught and learned through apprenticeship,
rehearsal, and communal participation.



The educational significance of Hue Tuong lies in its codification of bodily
practices. Face painting, for example, functions as a lesson in semiotics, where colors
and line patterns symbolize moral qualities, social rank, or geographic origin.
Costuming, rooted in Nguyen court aesthetics, teaches civic hierarchies and cultural
identity through motifs of dragons, phoenixes, or five-elements color schemes (Nguyen,
2006). Choreographic conventions such as the khai opening set or the Pinh stance
embody principles of balance, decorum, and ethical posture. Character systems—tudng
(general), kép (male lead), dao (female lead), 1o (elder), and Hue-specific roles such
as bot (spoiled mandarin’s son)—serve as taxonomies of virtue and vice that audiences
learn to decode (Ho et al., 1995). In each of these domains, the body becomes a
curriculum through which cultural knowledge is enacted, transmitted, and remembered.

Beyond its formal structure, Hue Tuong also functions as a medium of cultural
memory (Assmann, 2011). Its repertoire preserves narratives of loyalty, filial piety, and
moral conflict that have shaped Vietnamese identity. Scenes such as Dong Kim Lan’s
filial lament in Son Hau or Ta Ngoc Lan’s tragic sacrifice dramatize ethical dilemmas
that resonate across generations, reinforcing cultural values through aesthetic
experience. Hue Tuong thereby operates as a mnemonic device, embedding collective
history within embodied performance (Nguyen, 2008). At the same time, the art adapts
to modern contexts, such as the Hue Tuong Street Performance Festival “Echoes of a
Thousand Years”, which recontextualizes the tradition in public space and introduces
heritage literacy to younger audiences and tourists.
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Figure: Character Ta Ngoc Lan, 2025.

Despite its cultural and educational significance, Hue Tuong has received limited
scholarly attention in English-language literature. Existing studies often treat
Vietnamese tuong broadly, without distinguishing Hue’s specific artistic codes,
pedagogical systems, and heritage context. Furthermore, in education research,
performing arts are frequently discussed through Western models of drama-in-
education or theatre pedagogy, leaving codified Asian traditions underexplored as



sources of embodied learning. This article addresses these gaps by positioning Hue
Tuong explicitly as a form of cultural curriculum and by analyzing how its bodily
practice functions pedagogically to transmit identity and memory.

2. Research Objectives

The purpose of this study is to investigate Hue Tuong as both a cultural heritage
and an educational practice. Specifically, it aims to trace the historical development of
Hue Tuong as a distinct regional theatre tradition; to analyze its embodied practices—
such as face painting, costume design, choreographic vocabularies, and character
typologies—as pedagogical codes that communicate ethical and social meanings; to
explore how performance serves as a medium of cultural memory by preserving identity
values, aesthetic conventions, and moral lessons while engaging with intercultural
influences; and to assess the educational significance of contemporary platforms,
particularly the Hue Tuong Street Performance Festival “Echoes of a Thousand Years”,
in revitalizing the tradition and transmitting it to younger generations.

3. Research Questions

Guided by these objectives, the article addresses four central research questions:
(1) How has Hue Tuong historically developed, and in what ways does it differ from
other regional Tuong traditions? (2) How do Hue Tuong’s embodied practices—
including facial make-up, costumes, movement systems, and role typologies—function
as educational codes for performers and audiences? (3) In what ways does Hue Tuong
operate as a medium of cultural memory, transmitting values of loyalty, filial piety,
aesthetics, and ethics across generations? (4) What educational roles do contemporary
public platforms, especially festivals, play in preserving, adapting, and transmitting
Hue Tuong within modern Vietnamese society?

4. Literature Review
4.1 Studies on Vietnamese Tuong and Hue Tuong

The art of tuong (also known as hat boi) has been documented in Vietnamese
scholarship since the early twentieth century. Foundational works by Doan Nong (1943)
and Hoang Chau Ky (1973) provided early historical overviews and analyses of
Tuong’s artistic system, emphasizing its origins, aesthetics, and role in Vietnamese
cultural identity. Nguyen Loc (1998) further codified the lexicon of Tuong through a
dictionary of terminology, highlighting the standardized semiotics of costumes, facial
painting, and character types.

Hue Tuong, as a distinct regional style, has been the focus of more recent
scholarship. Ton That Binh (1993, 2006, 2011) traced its historical development and
stylistic particularities, noting its lyrical expressivity and close ties with Nguyen-
dynasty court aesthetics. Nguyen Huy Hong (1986, 1993) and Nguyen Huu Thong
(2006) emphasized Hue Tuong’s significance as an intangible heritage requiring
preservation, while La Cam Van (2013) and Phuong Dung (2013) examined costume
and performance conventions as aesthetic and educational texts. Practical resources,



such as the Hue Tuong Dance Curriculum (Trinh & Cao, 2005) and the Binh Dinh
Tuong Textbook (Ho et al., 1995), provide technical insights into performance training.
4.2 Cultural Memory and Performing Arts

The concept of cultural memory frames performance as both archive and practice.
Paul Connerton (1989) argued that societies remember through bodily practices and
commemorative rituals, while Iain Robertson and Tim Hall (2007) emphasized the role
of heritage in shaping collective memory and politics. Vietnamese scholars such as Tran
Ngoc Them (2006) and Chu Quang Tru (2000) linked cultural identity formation to
embodied and symbolic practices in the arts. In the context of Hue Tuong, Nguyen Dac
Xuan (1999) and Nguyen The (2016) underscored its capacity to preserve historical
narratives, ethics, and social aesthetics in symbolic form.

International scholarship on heritage performance—e.g., E. Gras (1997) on Hue
theatre, and comparative perspectives from Japanese Noh, Chinese Peking Opera, and
Thai Khon—highlight the ways codified performing arts condense memory into legible
sign systems. This aligns with Hue Tuong’s own conventions of color, line, movement,
and costume as mnemonic devices.

4.3 Identity Formation and Educational Dimensions

Performance functions as a pedagogy of identity. Studies on Tuong have
consistently pointed to its role in shaping moral, civic, and aesthetic values. Nguyen
Van Chieu (2008) argued that hat boi teaches ethical behavior through role models of
loyalty, filiality, and righteousness. Nguyen Huy Hong (1986) and Nguyen Huu Thong
(2006) stressed its importance in fostering regional pride and cultural continuity in Hue.
Contemporary commentaries, such as Hoang Chuong (2016) and The Vu (2022),
emphasize preservation strategies and challenges in ensuring intergenerational
transmission.

In education studies, embodied learning theories (e.g., Lave & Wenger, 1991,
Bourdieu, 1984) resonate with Hue Tuong’s apprenticeship-based pedagogy, where
students acquire tacit knowledge through observation, imitation, and correction.
Reports from the Hue Monuments Conservation Center (2000, 2001, 2022) further
document efforts to transform festivals, exhibitions, and training programs into
informal educational spaces. These initiatives suggest that Hue Tuong is not only a
cultural relic but a living curriculum with potential applications in schools, museums,
and community programs.

5. Theoretical Framework

This study is grounded in three interrelated theoretical perspectives: cultural
memory theory, embodied pedagogy, and identity formation through performance.
5.1 Cultural Memory Theory

Drawing on Connerton (1989) and Assmann’s concept of communicative memory,
cultural memory is understood as the preservation of collective identity through
symbolic acts and embodied traditions. In Hue Tuong, cultural memory is materialized
through repeated face-painting conventions, costume designs, choreographic rules, and
repertoires of canonical plays such as Son Hau. These embodied codes act as mnemonic
devices that encode historical values and social ideals. Following Robertson & Hall



(2007), we also see memory as contested and dynamic, particularly when heritage is re-
performed in festivals for new publics.
5.2 Embodied Pedagogy

The concept of embodied pedagogy (Lave & Wenger, 1991; Bourdieu, 1984)
emphasizes learning through practice, apprenticeship, and situated participation. Hue
Tuong exemplifies this, as performers acquire knowledge not from texts but through
repetitive training in gestures, stances, vocal modes, and face painting. Each bodily
practice teaches more than technique; it encodes values of discipline, loyalty, and
aesthetic judgment. This framework allows us to analyze Hue Tuong as a curriculum in
motion, where the body is both medium and message.
5.3 Identity Formation in Performance

Identity formation is treated here as both an individual process of becoming and a
collective practice of belonging. Cultural theorists (e.g., Charles Lindholm, 2007) note
that identity is relational and often mediated through symbolic forms. In Hue Tuong,
identity is shaped at multiple levels: performers internalize social roles through role
typologies (kép, dao, 130), audiences affirm cultural belonging by decoding familiar
symbols, and communities reaffirm Hue’s position as a cultural capital through festivals
and heritage recognition. This aligns with Vietnamese scholarship (e.g., Tran Ngoc
Them, 2006; Ton That Binh, 2006) which positions performing arts as key vehicles for
cultural continuity and transformation.

6. Methodology

This study uses a qualitative, interpretive design to examine Hue Tuong as both
cultural performance and educational practice. A qualitative approach is appropriate
because the research focuses on meanings, symbols, and embodied traditions rather
than quantifiable outcomes. The design integrates ethnography, performance analysis,
and cultural interpretation.

The research was conducted in Hue, Vietnam, a UNESCO world cultural heritage
city and the former imperial capital. Hue is the center of Hue Tuong, preserved today
through the Hue Royal Traditional Arts Theater, the Hue Monuments Conservation
Center, and community troupes. Contemporary events such as the Hue Tuong Street
Performance Festival “Echoes of a Thousand Years” provided additional opportunities
to study transmission in public contexts.

Data collection combined archival research, field observation, and interviews.
Archival sources included historical works (Doan Nong, 1943; Hoang Chau Ky, 1973),
technical manuals (Nguyen Loc, 1998; Ho et al., 1995), and cultural policy documents.
Observations were made during rehearsals and performances, focusing on face painting,
costumes, movement, voice, and audience response. Semi-structured interviews were
conducted with master artists, apprentices, and festival organizers to capture
practitioner and community perspectives.

Analysis followed a two-step process. First, transcripts and field notes were coded
into categories such as bodily practice, costume semiotics, character typologies, and
ethical symbolism. Second, these codes were examined through performance semiotics
to interpret how signs communicate values and identity. Comparative references to



Peking Opera, Japanese Noh, and Thai Khon were used to highlight both shared
conventions and Hue-specific features.

Ethical considerations included informed consent for interviews and photographs,
and sensitivity when documenting ritual or linecage knowledge. Reflexivity was
maintained through field notes acknowledging the researcher’s dual role as observer
and interpreter, ensuring practitioner voices remained central to analysis.

The study is limited by its focus on Hue, which may not represent all regional
Tuong traditions, and by its interpretive scope, which favors depth over generalization.
Nevertheless, the methodology provides robust insight into Hue Tuong as embodied
pedagogy and cultural memory, laying groundwork for future comparative and mixed-
method research.

7. Findings
7.1 Face Painting as Semiotic Pedagogy

Face painting (hda trang or ké mat) emerged as the most frequently cited element
of Hue Tuong pedagogy. Observations in rehearsal spaces showed that apprentices
spend hours practicing the preparation of pigments, the laying of base color, and the
drawing of lines with flattened bamboo applicators. Artists consistently described this
process as a lesson in self-discipline and symbolic literacy. Red, for instance, is not a
mere aesthetic choice: it encodes loyalty, bravery, and upright character, as in the role
of Quan Cong. Dark red, however, can signify cruelty or tyrannical lust, as in the
portrayal of Tru Vuong. Black represents martial straightforwardness (Quach An Cong),
while white, depending on context, signals either refinement (literary roles) or treachery
(flatterers with “mouldy faces™). Gray and blue tones mark mountain or frontier origins,
conveying frankness or rustic bluntness.

Apprentices learn that each stroke carries meaning. An eyebrow slanted upwards
conveys violent temperament; a crescent mark on the forehead evokes high virtue;
“bird-wing” lines circling the eyes identify figures of extraordinary talent. Actors are
trained to recognize that the eyes remain unpainted so that they carry the character’s
spirit. This visual code functions simultaneously as a mnemonic device and ethical
syllabus, transmitting values of loyalty, humility, or arrogance in ways immediately
legible to audiences. Interviewees stressed that “to paint the face is to enter the role; it
is the first lesson in becoming the character.”

7.2 Costumes and Civic Literacy

Costumes (trang phuc) were consistently identified as a second pillar of Hue
Tuong pedagogy. Interviews with costume makers and performers highlighted that
designs are rooted in Nguyen court aesthetics yet adapted for stage. Dragon robes
denote kingship; phoenix motifs convey feminine refinement; tiger patterns signify
martial ferocity. The typology of hats (mao ctru long for the king, mao kim khoéi for
generals, van duong can for civil officials) teaches performers and audiences to read
social rank and moral order at a glance.

Colors also follow cosmological principles. In the play Son Hau, the general Dong
Kim Lan wears blue (Wood), his ally Khuong Linh Ta wears red (Fire), and the
antagonist Ta On Dinh wears black (Water). This chromatic triad visualizes



cosmological relationships: Wood generates Fire, Fire is extinguished by Water, but
Water also nourishes Wood. Students and audiences thus learn moral and narrative
structures through color logic, reinforcing the idea that costume is a lesson in civics and
cosmology.

7.3 Choreographic Grammar and Ethical Movement

Field observations revealed that Hue Tuong movement (vii dao) is governed by
codified principles. Apprentices are drilled in hand sets such as salute (chao), raised
plea (dang), arc arms (vong tay), and bird-wing hands (chim bay). Footwork includes
the Dinh stance, dragon leg, and crossing steps. These movements are not arbitrary but
express ethical stances: humility through kneeling, determination through upright
salutes, balance through symmetrical postures. Complex sequences like khai (opening),
da tran (rock spill), or nhay thanh (jumping the wall) combine gesture, stance, and
rhythm to narrate entire episodes with minimal props.

Artists emphasized that training in movement cultivates more than technical
mastery. “When you learn to control the stance, you also learn to control the self,” one
veteran performer explained. Younger actors reported that beard-swishing techniques,
though initially awkward, taught them patience and precision, while musical
accompaniment (drum cues, Khach bright mode, Nam plaintive mode) reinforced the
emotional logic of each gesture. Movement thus serves as embodied pedagogy, shaping
not only performance skill but also discipline, focus, and ethical comportment.

7.4 Character Typologies as Moral Models

The Hue Tuong character system (vai mau) organizes social and ethical lessons
into legible categories. Generals (tudng) appear with bold movements and fierce
visages; literary male leads (kép van) embody gallantry; female roles (dao) combine
delicacy with moral clarity; elderly characters (120) convey wisdom or decrepitude; and
the comic bot—a Hue innovation—caricatures spoiled aristocratic sons. Each type is
codified by a fixed palette of face designs, costumes, and gestures, enabling audiences



to “read” moral identity instantly.

Importantly, these types function as moral textbooks. Loyalty is embodied in Dong
Kim Lan’s upright bearing, treachery in Ta On Dinh’s twisted features, filial piety in
scenes of Nguyét Co’s sacrifice. Audiences interpret these patterns as ethical lessons:
virtue is rewarded, treachery punished, arrogance mocked. For apprentices, role
typologies provide a structured path of training: beginners start with minor characters,
progress to supporting roles, and only later attempt central heroes or villains, ensuring
a stepwise education in ethics and artistry.

Figure: Artist Nguyen Phong with the character Dong Kim Lan, 2023.

7.5 Psychological Expression and Cultural Memory

Although highly codified, Hue Tuong performances are infused with
psychological nuance. Iconic scenes demonstrate how stylization and realism
interweave. In Son Hau, Dong Kim Lan’s lament for his mother fuses stylized
movement with raw emotion, producing a scene remembered across generations.
Master La Chau’s portrayal of Xich Pham Nhan, where a solitary toast to a departed
friend slips into a plaintive Nam melody, was cited by interviewees as a “lesson in
loneliness and loyalty.”



Figure: Meritorious Artist La Chau painting his face, 2025.

These moments of affect operate as cultural memory in motion. They are repeated,
remembered, and transmitted across time, shaping community identity. One younger
performer explained: “When we play these scenes, we do not only act; we feel the same
pain as our ancestors. That is how Hue Tuong teaches us who we are.” Thus, the
repertoire functions as both archive and pedagogy, embedding social values in
emotional performance.

Figure: Hue Tuong face painting tools, 2025.
7.6 Festivals as Living Classrooms

The Hue Tuong Street Performance Festival “Echoes of a Thousand Years”
provided evidence of how performance now serves public education. During festival
days, streets became classrooms: costumed actors performed short excerpts; cultural



guides explained the meaning of colors, lines, and gestures; and children were invited
to try simplified face painting. Organizers noted that this format helps “translate
tradition into contemporary literacy,” enabling even tourists to grasp core codes.

Audience surveys and informal conversations indicated that many spectators came
away with a new appreciation of Tuong’s symbolic system. Teachers reported using
festival experiences as classroom resources, while young performers described festivals
as opportunities to test roles and gain audience feedback. Festivals therefore extend
Hue Tuong’s pedagogical reach, ensuring intergenerational transmission in ways that
formal schooling alone cannot achieve.
7.7 Transmission and Lineages

Finally, findings highlight the enduring role of lineage transmission. The La family,
one of Hue’s most respected Tuong dynasties, continues to train children and
grandchildren in make-up, voice, and movement. Apprenticeship is characterized by
strict discipline but also by deep familial loyalty. Archival sources and oral histories
confirmed that La Chau, the last royal artist of the Nguyen dynasty, insisted that
“children must follow the Tuong profession or lose their place in the family.” This ethos
reveals how identity is not only staged but also lived through kinship and vocation.

Younger members described learning by “watching the hand of the master” and
“listening to the drum’s breath,” suggesting that tacit knowledge—the rhythm of beard
swishes, the exact pause between drumbeats and gestures—remains central to
transmission. Such family-based education reinforces Hue Tuong as a living tradition,
sustained through personal memory while continuously adapting to modern contexts.

8. Discussion
8.1 Hue Tuong as Cultural Memory in Motion

The findings confirm that Hue Tuong is not only an art form but also a medium of
cultural memory. Each coded element—face painting, costumes, gestures, and character
typologies—functions as a mnemonic device that recalls historical narratives and
ethical conventions. This supports Connerton’s (1989) argument that societies
remember through ritualized bodily practices. In Hue Tuong, memory is sustained not
in archives but in pigments, robes, and choreographic sequences repeated across
generations. As audiences recognize red faces as loyal generals or tiger-embroidered
robes as martial power, they actively participate in the reconstruction of collective
memory. Thus, Hue Tuong embodies what Robertson and Hall (2007) describe as the
politics of heritage, where performance secures cultural continuity while adapting to
contemporary audiences.
8.2 Identity Formation through Embodied Pedagogy

The study also demonstrates that Hue Tuong is a pedagogy of identity.
Apprenticeship in face painting, costume preparation, and choreographic grammar
constitutes an embodied curriculum that trains not only technical skill but also values
such as loyalty, humility, patience, and self-discipline. This aligns with theories of
situated learning (Lave & Wenger, 1991) and habitus (Bourdieu, 1984), where identity
is formed by “doing” within a community of practice. Performers become who they are
by inhabiting codified roles, while audiences affirm belonging by decoding the same



visual and gestural language. In this sense, Hue Tuong shapes both individual selthood
and collective identity, functioning as what Tran Ngoc Them (2006) calls a carrier of
Vietnamese cultural identity.
8.3 From Courtly Symbolism to Contemporary Education

Another significant finding is the transition of Hue Tuong from a court-centered
art to a public educational resource. Earlier scholarship emphasized Tuong’s
association with royal performance and court ritual (Hoang Chau Ky, 1973; Ton That
Binh, 2006), but recent studies highlight its adaptation in schools, museums, and
festivals as part of Vietnam’s broader cultural preservation agenda (Nguyen Huu Thong,
2006; Hoang Chuong, 2016). The Hue Tuong Street Performance Festival “Echoes of
a Thousand Years” exemplifies how heritage can be transformed into community
pedagogy, a point consistent with Connerton’s (1989) observation that memory is
sustained through commemorative practice and with Robertson and Hall’s (2007) claim
that heritage becomes meaningful when recontextualized for public engagement. In this
sense, festivals provide “living classrooms” where youth, tourists, and non-specialists
learn to decode colors, lines, and movements as cultural texts. By bridging the gap
between heritage preservation and civic learning, Hue Tuong’s symbolic system
illustrates what Tran Ngoc Them (2006) described as the educational role of Vietnamese
cultural identity in modern life.
8.4 Comparative Insights and Global Relevance

Comparisons with other Asian theatre traditions further highlight Hue Tuong’s
unique contribution to performance pedagogy. Like Peking Opera and Japanese Noh,
Hue Tuong relies on codification of face, costume, and movement (Doan, 1943; Nguyen
Loc, 1998). However, as noted by E. Gras (1997) and La Cam Van (2013), Hue Tuong
places greater emphasis on realist-leaning psychological expression, which
complements stylization and deepens emotional authenticity. This balance confirms
earlier arguments that Vietnamese Tuong, particularly in Hue, cultivates both symbolic
literacy and expressive immediacy (Nguyen Van Chieu, 2008). For heritage education
more broadly, this case resonates with international research that views embodied
performance as a model of intercultural pedagogy (Assmann, 2011; Bourdieu, 1984).
Thus, Hue Tuong illustrates how local traditions can serve as global models of
embodied learning, offering insights for arts educators beyond Vietnam. Integrating
codified traditions into curricula, as scholars of intangible heritage education have
advocated (Ngoc Ha, 2020; Ministry of Culture, Sports and Tourism, 2015), can enrich
aesthetic education, intercultural literacy, and heritage appreciation.
8.5 Implications for Curriculum and Teacher Education

The analysis suggests practical implications for integrating Hue Tuong into
contemporary education. Schools can use simplified face charts, costume motifs, and
gesture drills to teach cultural literacy and ethical reflection. Teacher-training programs
can incorporate modules on performance semiotics, safe application of makeup, and the
use of movement as a tool for character education. Community partnerships with the
Hue Monuments Conservation Center and local troupes could ensure that heritage
knowledge is transmitted authentically while still accessible to learners. By treating
Hue Tuong as a cultural curriculum, educators can cultivate historical awareness,



aesthetic sensibility, and civic identity in ways that conventional textbooks cannot.
8.6 Challenges and Future Directions

Despite these potentials, challenges remain. Hue Tuong faces pressures of
modernization, audience decline, and the risk of simplification for tourist consumption.
Preserving its educational value requires balancing fidelity to tradition with creative
adaptation. More systematic documentation, digital archiving, and bilingual teaching
materials could broaden access while safeguarding authenticity. Future research might
include longitudinal studies of student learning outcomes, cross-regional comparisons
with Binh Dinh or Quang Nam Tuong, and experimental curricula that integrate Hue
Tuong with other art forms. Such efforts would strengthen Hue Tuong’s role as a
sustainable educational resource in both Vietnam and global heritage discourse.

9. Conclusion

This study has demonstrated that Hue Tuong functions as both a cultural archive
and an educational practice, where embodied codes of face painting, costuming,
choreography, and role typologies transmit collective memory and shape identity.
Through qualitative analysis of performances, interviews, and archival sources, the
research highlighted how symbolic signs—colors, lines, gestures, and costumes—are
not mere decoration but operate as pedagogical tools that teach loyalty, discipline,
social hierarchy, and cultural belonging. Hue Tuong, therefore, affirms Connerton’s
(1989) thesis that societies remember through bodily practice, while also exemplifying
how identity is learned through situated performance.

The findings also suggest that Hue Tuong has successfully transitioned from a
court-centered art to a public educational resource. Festivals such as “Echoes of a
Thousand Years”, along with museum exhibitions and school-based programs, show
how heritage can be recontextualized as informal education. These initiatives transform
Hue Tuong into a “living classroom” that engages both performers and audiences in
cultural literacy, ethical reflection, and aesthetic appreciation. Such adaptability
underscores the art form’s resilience and its continuing relevance in modern Vietnamese
society.

For educators and policymakers, Hue Tuong offers a model of cultural curriculum.
Integrating its semiotic systems into arts education can cultivate historical
consciousness, intercultural competence, and civic identity. Teacher training, school
partnerships, and heritage-based curricula could further embed these lessons in
contemporary education. At the same time, sustaining Hue Tuong’s educational role
requires addressing challenges of modernization, audience engagement, and
safeguarding authenticity. Documentation, digital archiving, and collaboration with
practitioner lineages are essential strategies for long-term preservation.

In conclusion, Hue Tuong exemplifies how a traditional performing art can serve
as a bridge between memory and modernity, identity and pedagogy. As Hue continues
to assert itself as a world cultural heritage city, Hue Tuong provides a vital case of how
intangible heritage can be transformed into an educational instrument, ensuring that the
values and identities encoded in its embodied practice continue to shape future
generations.
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