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The introduction marks that this article introduces the place of the Chinese opera in China history and its essence
for the people. The'main body shows the origin and development of Chinese opera from ancient times (Shang

and Zhou'Dynasties) to the Qing Dynasty, including the opera forms, characteristics, representative works,

and both significant development stages and influencing factors of each period. It includes: 1) the origin and early
forms of opera from-ancient times to the Tang Dynasty, and the characteristics of Han and Tang opera, 2) the social
background and developmeént of opera in the Song Dynasty, including the form of Song Zaju, 3) history of opera

in the northand south of the Yuan‘Dynasty and Ming Dynasty, 4) history of opera in Qing Dynasty. From its origin

in ancient times, it ha§ beemundergoing continuous evolution in the Tang (J&), Song (%), Yuan (7t), Ming (FH)
and Qing (J5) dynasties, presentirig rich and diverse forms and characteristics, becoming a shining pearl in the
cultural treasure hause of the Chinese nation. The conclusion states that the development process of Chinese opera
reflects the social outlook, cultural exehanges and integration in different historical periods. It is not only an art form,
but also a vivid witness to'the inheritance and development of the traditional culture of the Chinese nation.

Keywords: Chinese opera, Zayd, Kunqu, Chuangi¢China, history.

B cTaTbe paccMOTpeHb! aTanbl CTaHOBMEHNA W Pa3BUTUS KUTAINCKON ONepbl C APEBHIUX BpeMeH (auHacTtun LWaH

1 Yxoy) go anHactum Link. MpoaHanuaupoBaHbl onepHble qopiibl, XapakTePUCTUKIA, PENPe3eHTaTUBHbIE
npon3BeaeHms, a Takxke akTopbl BNMSHIS kaxaoro nepuogd: 1) AponcXoxaeHne 1 paHHe hopMbl onepsi

C [IPEBHUX BPEMeH [0 AnHacTum TaH;XapakTepucTuki onepsl XaHb WilaH; 2) coumnanbHbli (oH 1 pasBuTie onepsbl
B anHacTm CyH, Bkrovas popmy CyH Lisausion; 3) uetopusionepsl Ha cesepe v tore guHactm KoaHb 1 guHactum
MuH; 4) nctopus onepbl B anHacTim LinH. C MomeHTa CBoero BO3HNKHOBEHWS B APEBHIE BPEMeHa onepa
npeTeprieBarna HenpepbIBHYI0 3BOMOLMIO Npn AnHacTusx Ta (), CyH (43)f#0aHb (7T), Mud () n Ln (7/),
npeacTasnss boraTble 1 pasHoobpasHble hopMbl 1 CTAHOBSCH APKOI XeMYYKIHOIAB KyNbTYPHOI COKPOBULLHMLE
KUTaNCKOM HaLmu. B 3akmioyeHnn oTMeyaeTesl, 4To NpoLece passuTusKuTanckoin Ofiepsbl OTpaxaeT coumarbHble
B3rNsabl, KyNbTypHble 06MEHbI U MHTErPaLMIo B pa3nuyHble UETOPUMECKIE Nepuafbl. ATO He ToNbko dopma
MCKYCCTBA, HO W SIPKUI CBUAETENb HAacNea0BaHUs U pasBUIist TPaAULMOHHONKYMETYPbI KUTANCKON HaLuK.

Knroyesbie crosa: kutaitckas onepa, Lisaugion, KyHbLion, YyaHbup, Kintaits uctopnyetkne KOpHU.

Introduction. Chinese drama has a long and
complex history. Traditional Chinese drama regularly is
musical in nature. These Chinese activities can trace
its origin back a few millennia to ancient China. The
origins of Chinese theatre can be traced back 2,500
years. At the beginning of Chinese civilization, shamans
in tribal and ethnic groups held considerable power.
Sacrificial ritual music and dance performances were
considered ways in which shamans could communicate
with the gods, and acted as a channel between the
gods and man, thus unifying the human and spiritual
worlds. Early Chinese theatre developed from, and
was closely related to, these sacrificial ceremonies.

Main part. 1. Opera from ancient times to the
Tang Dynasty.

The birth of Chinese opera did not happen
overnight. When people have been exploring its
origin and formation, some date it to the Song
Dynasty (44X), some trace it back to the Han (£1%)
and Tang (/3 #) Dynasties, and some trace it back to
the ancient pre-Qin period (5 %), i.e. before the late
Il century BC. This is because the above-mentioned

eras aré of gréat significance o the occurrence and
development'of Chinese opera.

Similar to many nations in the World, the earliest
worship of the Chinese nation was the worship of the
Sun god. The most ancient legendssSaid" that the
songs and dances created,in the'Yellow Emperor era
had made a part of the Sun-welcoming sacrificial
activities. A slightly later text, «Dongjun (3 #)» in
the «Chu Ci (22 %¥)»[1], records the scene of the Sun
god worshipped with songs and dances in the Chu
area during the Spring and Autumn Period and the
Warring States Period (VIII — Il centuries BC).
Among them, there was a performance by a shaman
playing the role of the Sun god. The opera elements,
such as the interpretation of stories with songs and
dancs and the role-playing of characters, contained
there, have obtained their recognition within modern
academic community [2].

China has been a large agricultural country since
its ancient times, and agricultural sacrifices have been
certainly extremely popular since there. Every spring
and autumn farmers from all over the country were to
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offer sacrifices to the gods of the land. People used
various means such as singing, dancing, drumming,
and funny acrobatics aimed to please the gods of the
land. In the Spring Festival, farmers prayed for good
weather and good harvests for the year; in the Autumn
Festival (fk#t.) , farmers thanked the gods of the land
for their kindness through singing and dancing’. Later,
that kind of entertainment and performing activities
held in the Spring Festival and the Autumn Festival
obtained a special term of «Shehuo (#£k)»2 In the
Jiangsu ({T.#%) and Zhejiang (#i1.) areas, the «Shehuo
(#LK)» activity further evolved into «Shexi (#15)»°.
Shexi was extremely popular in the Song Dynasty (5
fX), and with the development history of «Shexi (#:
J&k)», we can clearly/seéithat the agricultural sacrificial
activities such as'Sheji brought a profound impact to
the formation of later. operas.

A dance pattern on Neolithic painted pottery
Unearthed in Qinghai (&) [3]

In addition to community sacrifices§ another form
of agricultural sacrifice in ancient times, the «Yu
Dance (%#%)», which had presupposed a singing
and dancing activity held during the sacrificial
activities for praying for rain, became also one of the
sources of Chinese opera*.

Regarding various ancient witchcraft rituals, the
Nuo ritual (##4%), which had aimed at expelling
ghosts and diseases, considered to be the most
evident, comprehensive and long lasting source of
influence to the occurrence of Chinese opera®.

! Autumn Festival (fk 1) - it is the day to worship the land god in autumn.

2 Shehuo (#f4k) - a notion for various shows performed by the people
during festivals.

3 Shexi (1/8X) — a dramatic performance performed during sacrificial
ceremonies or traditional festivals.

4 Yu Dance (%5#F) - a dance, originating in Ancient China, this dance
form was combined with witchcraft beliefs and used in sacrificial
ceremonies to pray for rain and a good harvest.

% Nuo sacrifice originated from primitive witchcraft. It was a religious
ceremony performed by the ancients to drive away diseases and bad
luck. In the Xia and Shang dynasties, Nuo culture had already taken
shape. In the Zhou Dynasty, it was incorporated into the ritual system
and became a national sacrificial activity. The exorcism rituals of the
Han Dynasty court followed the Zhou Dynasty system. In the Tang
Dynasty, the scale of Nuo sacrifice expanded and had a far-reaching
influence, moving from the palace to the people. After the Song
Dynasty, Nuo culture gradually became entertaining and combined
with folk songs, dances and dramas. In the Ming and Qing Dynasties,
Nuo culture developed rapidly in the southwest region and became an
important way for ethnic minorities to worship and pray.

The Nuo rituals started their origin in the Shang
Dynasty (751, XVI — XI centuries BC). From then
until the Sui Dynasty (F5 4, 581-618 AD), the form of
Nuo rituals (##4%) in the palace did not really change.
The overall form used to be a «Fang Xiangshi (J5 1
X)» [4], wore a golden four-eyed mask, a black top
and a red skirt, with bear skin on his palms, holding
a spear in one hand and a shield in the other, and
made a sound of «Nuo - Nuo -» from his mouth,
leading the exorcism activities. Twelve people wore
animal skins and animal horns on their heads and
played animals, and another 120 children acted as
«Yizi (kT )%», thus formed a large exorcism team .

In the Sui and Tang Dynasties, the Nuo style of
the palace completely inherited the Han (1%) Nuo,
but the folk Nuo had already shown a tendency to
secularization and diversification, especially in the
Western Regions’. Later, the Western Region Nuo in
its turn influenced the ancient Nuo in the Central
Plains. By the Song Dynasty (&1, 960 AD), Nuo
rituals had become highly personalized and theatrical,
both in the imperial court and among the people.
Those images were scattered in the performance
segments zaju operas of the Song and Jin (%, 1115—
1234 AD) Dynasties, and then integrated into the
Yuan (st) Dynasty’s northern and southern operas
along with the Song and Jin (%) Dynasty zaju operas?®.

8 Yizi (1&:F) - a special ceremonial notion. In some Nuo sacrificial
ceremonies, «Yizix is the name of a specific role, which is responsible
for communicating with gods, leading the ritual process, and assisting
the main wijzard in performing sacrificial activities, such as helping the
wizard wear Nuo toolsyprepare sacrificial supplies, etc., and playing a
quiding role in the trafsition of ritual links.

“Due to its specidl geographical location, China’s Western Regions
became an important chanmel for exchanges between the Central
Plains cultufe and the \Western Regions culture during the Sui and Tang
Dynasties. Here, Nuo culture collided and merged with local culture,
presentifg'a uniglie style. For example; music and dance elements from
the Western Regions were incorpofated into/Nuo dance performances,
making the music rhythm offNuo dance more lively, the dance
movements more graceful and agile, and enriching the artistic expression
of Nuo dance. There afe many religions coexisting.imythe Western
Regions, and these religions have also had a certain‘impact on the local
Nuo culture. In some Nuo dance perfermances, we can see the use of
Buddhist hand seals, gestures and other elements, or the integration of
Zoroastrian ritual movements with Nuo dance, which reflects the mutual
penetration of religious culture and Nuo culture, and further promotes the
diversified development of Nuo culture in the Westem Regions.

& During the Sui and Tang dynasties, the Silk Road and other important
transportation routes led to frequent exchanges between the cultures
of the Western Regions and the Central Plains. In the long-term
contact between the Western Region Nuo and the Central Plains
culture, its unique artistic style and cultural connotation gradually
attracted the attention of the Central Plains. The dance movements
of the Western Region Nuo may be more unrestrained and free, and
the music rhythm may be more complex and diverse, which contrasts
with the relatively rigorous and regular style of the ancient Nuo in the
Central Plains. For example, the Western Region Nuo may have its own
unique features in the production and use of masks, and the shapes
and colors of the masks are richer and more exaggerated. This feature
has an impact on the production of Central Plains Nuo masks, making
them more decorative and imaginative on the basis of tradition.
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The Nuo mask form also indirectly influenced the
facial makeup of the later Peking Opera and other
local operas.

Chinese folk Nuoymask [8]

If the ancient sacrificial songs and dafces made
«the distant sources» of €hinése opéra, then the
various performances and music of'the Han (#1X%)
and Tang dynasties (J&1{) can bé regarded as «the
recent source» of Chinese operay The Hand(#=1Y)
Dynasty was the first «long-term* peacef era» in
Chinese history after entering the centralized society.

In the Han Dynasty, there was a yvery popular
opera style called «Jiao’an Opera (ffiffl}sk)». As the
name suggests, it is a kind of sumo-like martial arts
play. Because of the «prescribed scene», «Jiad'an
Opera (fififiEX)» was a small «play» instead of a
sports event'.

The Han Dynasty’s Opera also included many
acrobatic, martial arts, and song and dance
performances. We can see that the song and dance
opera and jiao’an Opera (ff fitigk) of the Han Dynasty
still have many similarities with the ancient sacrificial
opera. It was the same appearance of gods and
ghosts, the same coexistence of humans and beasts.

However, a closer look reveals that those two
were essentially different. The gods and ghosts in
the ancient sacrificial performance always possessed
a material utilitarian purpose: praying for rain, or
exorcising ghosts, or praying for victory over
enemies, or praying for a good harvest. Furthermore,
the gods, ghosts, beasts, humans, and immortals in
the Han Dynasty event made people feel that it used
to be a scene of common entertainment, with an
obvious celebration nature?. From this point of view,
we can probably say that the Han Dynasty opera

! Jiao'an Opera (fifil/5k) — a wrestling entertainment activity that
originated in the Liao and Jin Dynasties. As a comprehensive art
form, Jiaosuo Opera combines multiple elements such as drama,
music and dance. It not only has a storyline and characters, but also
includes martial arts demonstrations and musical accompaniment,
forming a unique performing art.

2 During major festivals, drama performances in the Han Dynasty were
an important celebration aimed at adding to the warm and cheerful
atmosphere.

used to be the process of transformation from the
material  utilitarianism of ancient sacrificial
performances to the spiritual utilitarianism. There is
no doubt that the Han Dynasty performance became
more operatic than before, and it was a great
progression to the opera of later generations.

Some people starts Chinese opera from Tang
Dynasty performances, known as «Tang Xilong (&
[5&7%)» Like Han Dynasty opera, «Tang Xilong» is
also mixed, and its degree of similarity to opera
varied. There were a lot of simple singing and
dancing, skills, and juggling elements, but there
were also very decent singing and dancing actions
that appeared to be similar to later operas®.

There was a famous play in Tang Dynasty opera
known as «Tayao Niang (##%4)». It was a rumor on
the stage. It was about a beautiful young woman in
Northern Qi Dynasty (dt#5, 550-577 AD), who had
an ugly husband who had been addicted to alcohol
and appeared to be beaten quite often. The wife was
full of resentment and could only complain to her
neighbors. During the performance, the male actor
wore women'’s clothes and walked slowly on stage,
singing while walking and tapping the beat with his
feet. After singing a section, the surrounding helpers
sang along in unison. When her drunken husband
came on stage, they pretended to fight, which made
the audience laugh [6].

«Tayao Niang (7% 4K)» was a small song-and-
dance, performance with a strong sense of opera,
with @y storyline, character costumes, singing,
reciting, acting and fighting, which had indeed been
very outstanding among Tang public shows. In
«Tayao Nidhg (57%1%)», we can already feel the
artistic characteristics of Chinese opera, such as
«telling stories4£with songs and dances», the
integration of#Singing,reciting, acting and fighting,
the ‘opposité roles of memand women, the contrast
betweenibeauty and ugliness, and the combination
of lyricism’anddeasing. However, «Tayao Niang (%
#HI)Uis donly an ex€eption among Tang
performances, and the integration of various artistic
elements in «Tayao Ni@ng (##%4¢)» appeared to be
just a «coincidencey. It failed to consolidate that
trend of integration of multiple artistic’elements. She
failed to lead an era of operagAfter «Tayao Niang (i
#UR)», i.e. after 907 AD, the history of Chinese
opera fell almost silent for another five hundred
years.

2. Operas of the Song Dynasty (#AX).

The Song Dynasty (1Y) was of extraordinary
significance in the history of the development of

% Tang Xilong is similar to Han Baixi, showing mixed characteristics. It
contains many art forms, such as singing and dancing, skills, juggling
and other elements. Some performance forms in Tang Xilong were
inherited by later dramas. For example, the way of expressing
character emotions and plot development through dance movements
in song and dance dramas was further developed and improved in
later dramas. Many postures and gestures in later dramas can be
traced back to dance movements in Tang Xilong. At the same time, the
role-playing and simple dialogue forms in Tang Xilong also provided a
basis for character creation and line creation in later dramas.
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Chinese opera. Compared with the cities of the Tang
Dynasty, the urban economy of the Song Dynasty
(#24%) was more prosperous, and its urban system
was closer to that of modern cities. The nature of the
capital had changed from a political and military
center to an economic and trade center. The number
of urban residents increased significantly, and the
citizen class rose rapidly. There were brothels and
theaters of all sizes throughout the downtown area,
becoming places for citizens to linger and entertain’.

Brothels and theaters became places where the
performances of the geji (#%) had made standard
commodities. The emergence of theaters marked
the transition of the,geji from the original festival
performances to daily performances, which meant
that the geji performancesihad started to move along
the road to commereialization, and had thus indicated
that the professional team of Chinese opera artists
had initiallytaken its evident shape?.

The main form_ of operadin the Song Dynasty (&
) was «The Song Zajud#<#iE)». «The Song Zaju
(R¥EH1)» was a short@pera perfermance style, with
four to five characters. Before «the mainfpera «, a
section of ordinary and“familiar things occurred in
the neighborhood would have'beengerformed. “The
main opera” usually had two se€tions, and ended
with a funny and provocative skit.

The content of the main opera was complicated,
and the story presupposed a funnystyle often,
containing the meaning of warning and remonstrance.
«Song Zaju (K#EE)» used to havedits base in a
dialogue or accompanied by singing and dancing.
Some sang large songs; some did chanson, various
lyrics, and even folk songs. The form used to be very
free.

Compared with the previous forms of opera, «Song
Zaju (R4EE))» was already a grand spectacle and the
level of performance had greatly improved, but it was
still incomparable with opera of the Yuan (7t) Dynasty
and later. A careful analysis shows that «Song Zaju (&
HEE)» was only a transitional product, and its focus
was still on folk culture, such as various religious
sacrificial activities, seasonalfestivals, folk entertainment
activities, and life rituals. Opera-like activities, dominated
by Zaju performances, mixed themselves with a large
number of folk activities, but they had the tendency to
develop into independent opera®.

' Brothels and theaters: Fixed entertainment venues that emerged in
large cities between the Song Dynasty and the Yuan Dynasty. These
places usually had multiple performance studios for artists to perform
various dramas, acrobatics and other programs.

2 Brothels and theaters originated after the reign of Emperor Renzong
of the Northern Song Dynasty. They experienced a period of
prosperity of about 400 years and gradually declined until the middle
of the Ming Dynasty. They were popular in the northern region at first,
and then spread to the south with the migration of the Song Dynasty.
The reasons for the decline: on the one hand, most of the theaters
were destroyed due to wars; on the other hand, after Zhu Yuanzhang
established the Ming Dynasty, he restricted citizens’ entertainment
activities, which accelerated their demise.

® From the division of roles in Song Dynasty drama, it can be seen that
the basic roles in later operas had been basically formed at this time.

In order to show clearly how many skills were
integrated into opera-like actions during the Song
Dynasty (:21%), we can propose our analysis of early
opera scripts. Generally speaking, the Chinese
opera possessed its three major sources: 1) a song
and dance opera, 2) a comedy, and 3) singing only
one. Thus, during the transition period between the
Song (%K) and Yuan (Jt) Dynasties, the highly
integrated oriental opera within singing, dancing and
speaking used to be like a flower in bud.

3. Operas of the Yuan (Jt) and Ming dynasties.

Chinese opera has passed through a long
process of gestation, germination, brewing and
growth. During its development, various artistic and
non-artistic factors experienced countless collisions,
perceptions, integrations and synthesis, and finally
ushered its most glorious phase. In Xl and XIlI
centuries, the two forms of southern opera and
“Northern Zaju (t##E])” have gradually obtained
their forms in the north and south of China almost at
the same time*. Since then, that artistic wonder «of
two branches and two beauties» has been
illuminating the Chinese theater for hundreds of
years.

(1) “Northern Zaju (At##E1)".

From the transition period between the Jin (%)
and Yuan (Jt) dynasties to the middle of the Ming
Dynasty (i.e. XV-XVI century), it was the entire
pfocess of the emergence, development, maturity
and decline of “Northern Zaju (t##&1)”. In that long
history.of development and evolution, a large number
of writers and works emerged.

For the sake of discussion, those hundreds of
years of higtoryyof “Northern Zaju (IL#E1)” we can
divide dnto fouryperiods. The first period, or
«emeéergence period,» was from c. 1200 to 1234,
when the Yuan (Jc) army had destroyed the Jin (£)
Dynasty. During that period, the Pingyang area
made the'center of opera activities in northern China
that was in so@thern Shanxi and northern Henan.
Recently, the scholars have'discovered many opera
relics in that area, including ancient stages, tomb
stone carvings, and carved bricks®. In addition, rural
sacrificial opera acfivities in that area_had always
been very active, and in recent years, the scientists
discovered original text ofsthe sacrificial opera of
«The Book of Rituals for Welcoming Gods and
Festivals (i ZE4L1GEIE & )». All signs indicate
that that text has been the «cradle» of “Northern
Zaju (AL#EE1)".

The second period of Northern Zaju can be
traced back to 1234, when the Yuan (Jt) Mongols
ruled northern China, to the early XIV century. That
was the most glorious golden age of Northern Zaju.

4 Southern opera originated in Wenzhou, Zhejiang in the middle of the
Northern Song Dynasty, and Northern Zaju was formed in the late
Song Dynasty.

5 Such as the dance pavilion of Hou Tu Temple in Qiaoshang
Village, Wanquan County, built in the second year of Jingde in the
Song Dynasty (1005) , the brick carvings of Zaju in Song Dynasty
tombs in Yanshi, Henan, and the murals of Zaju in the main hall of
Mingyingwang Temple in Hongdong, Shanxi.
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Both the script writing and the stage performance
were excellent. Dadu (the capital of the Yuan (Jt)
Dynasty, now Beiding) was the center of Northern
Zaju activities during that period. Many outstanding
Zaju writers have emerged during that period,
creating a large number of masterpieces that later
have been handed down from generation to
generation.

(2) Southern Opera (i/5k).

Southern opera, named for its contrast to
“Northern Zaju (t#51)”, originated during the
Xuanhe (‘& f) period of the Northern Song Dynasty
(A&, 1119-1127 AD) and flourished during the reign
of Emperor Guangzong (Jt:5%, 1190-1194 AD) after
the Song Dynastyf (%4{t) moved south. We can
roughly divide the development of Southern opera
into three periods.

The first period Was:the Wenzhou (/1) Yongjia
(7k3%) periody Wenzhou (ifi i) Yengjia (7k3%) was
the hometown of,SeutherndOpera. That period was
the infancy of Southern«Opera, which had obvious
folk cultural characteristics. Most,of the works were
collective creations of talented people in book clubs,
with folk art characteristics_such as collectivity,
anonymity, inheritance, and variability.

The second period was thé time of growth,
centered on Hangzhou (#i/l). After the Yuah (Ot)
Dynasty destroyed the Southern Seng Dyriasty (4
1R), the isolation between the north ‘and the south
was broken, and the “Northern Zaju (dt)” moved
south. The opera scene became temporarily
prosperous in the north and declining in the south.
However, soon the southern opera, which fad
appeared to be at a disadvantage in terms of artistic
level, absorbed a lot of artistic nutrients from the
“Northern Zaju (AtZk%])”, and quickly grew stronger
and matured. First, the southern opera made
extensive use of the themes of the “Northern Zaju (
Jb#EE]). Secondly, it learned from the “Northern
Zaju (At#EE])” in terms of music and singing. The
«north-south combination» appeared, making the
southern opera music system richer and more
expressive. In addition, personal creations with
signed authors also appeared during that period’.

The third period was the mature period when it
had widely spread itself to the south at the end of the
Yuan (7t) Dynasty and the beginning of the Ming
Dynasty (i.e. at mid-XIV century AD). During that
period, the spread of Southern Opera was no longer
limited to the Jiangsu and Zhejiang areas, but also
expanded to Jiangxi, Anhui and other places. In the
Ming Dynasty (FH1Y)), the Southern opera system got
its new name of Chuangi ({#F), which became very
popular among the audience, especially in the
Jiangnan area (YLFHu[%). The formation of the
«Four Major Vocal Styles» in the south was in line
with the prosperity of the Ming Dynasty Chuanqi, we

" The personal works of named authors during this period include:
«Pipa Ji(FE L) « by Gao Ming(51 B) , «Baiyueting Ji(FE H 521¢)
« by Shi Hui(jifi ) , «Jingchai Ji(3]%£X3L) « by Ke Danqiu(FF Ir:) ,
«Wang Huan(E %) « by Huang Kedao(#% 7] i) , etc.

mean namely the Yuyao Tune (£ #kfz), Haiyan Tune
(5 fx), Yiyang Tune (\F%Hz) and Kunshan Tune
(B 1L I%). The rise of local vocal styles was related to
the richness and complexity of the local language in
the south.[7]

When a particular version of music spread to a
new place, it must have been localized before local
people would have accepted it. At the same time, it
was to be combined with local folk culture to meet
the entertainment needs of the local people. Kun
Opera (1) was the descendant of Kunshan Tune
(B 111 1%) in the Ming Dynasty, Yiyang Tune (XF51%) ,
and finally developed into various Gaogiang Opera
(7=1%%), Bangzi Opera (#-1-15k) and modern Peking
Opera (5.

It should be said that during the Yuan (;t) and
Ming dynasties, the Chinese theatre scene presented
a «two branches and two beauties» scene. Although
each gained its rises and falls, one flourished while
the other withered, or one flourished while the other
declined, overall, the two were still accompanying
each other, echoing each other from a distance, and
reflecting each other for hundreds of years. Although
the Northern Zaju declined greatly after the middle of
the Ming Dynasty, the Southern Opera accepted its
artistic influence and artistic nourishment partly, and
it partly penetrated into folk literature and art. Until
hundreds of years later, in the middle of the Qing
Dynasty, the Northern Zaju was visible in the local
operas that had emerged in various places.

4 “Local operas in the Qing Dynasty.

The Qing Dynasty (i%1%) was another crucial era
in the historysof Chinese opera, especially after the
middle of that time. The rise of local folk operas in
varioussplaces became its symbol, showing a new
looke®f its flourishing. The rise of local vocal styles
and, operas accompanied closely to the decline of
Kunqu, Opefa and it§ inability to maintain a unified
situationy The prasperity of local vocal styles after
the middle’ of the Qing Dynasty was different from
the «féur major vocal styleS» pattern limited to the
Jiangnan area in the Ming Dynasty. It blossomed all
over the country, from' north of/the Yellow River to
Lingnan, and soon éntered the/city, with Beiding (1t
1) and Yangzhou (#%/11),as its'bases?.

In 1790, the Sanqing Treupe (— & Jf) from Anhui
(%) came to Beiding (JL31) to perform. After the
fusion of the Hui (), Qin (Z), Chu (%%) and other
vocal styles, Peking Opera (%) appeared. Then it
flourished and formed various schools during its
development, becoming China’s national opera [8].

Conclusion. The development of Chinese opera
is like a magnificent epic. From its origin in ancient
times, it has undergone continuous evolution in the
Tang (J#), Song (%), Yuan (Jt), Ming (#) and Qing
(i#) dynasties, presenting rich and diverse forms
and characteristics, becoming a shining pearl in the
cultural treasure house of the Chinese nation. From

2 Beiding (Atx¥) was the political and economic center of northem
China at that time, and Yangzhou (47l was the economic center of
southern China at that time.
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the perspective of origin, the ancient sacrificial songs
and dances, as the «distant source» of opera,
contain elements such as story interpretation and
role-playing with songs and dances, and are closely
linked to the production, life and spiritual beliefs of
the ancient people. The performances of the Han
and Tang dynasties are the «near sources», such as
the «jiao’an Opera (ffi #it/gk)» of the Han Dynasty and
«Tayao Niang (##%4R)» of the Tang Dynasty, which
gradually turned to the direction of mass
entertainment, making the entertainment and artistry
of opera continuously enhanced. The Song Dynasty
was an important turning point in the development of
opera. The prosperity, of the urban economy led to
the rise of the citizén ¢lass. The emergence of the
theater marked the commercialization of opera; also,
Song Zaju came into being. Although it was still a
transitionald form, it hlaid the foundation for the
developmenthof operfa in latef generations. During
the Yuan and*MingDynasties, southern opera and
northern Zaju complemented,each jother. Northern
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opera originated in Pingyang, and later reached its
peak with Dadu as its center, and many outstanding
writers and works emerged; Southern opera
sprouted in Yongjia (7k%%), Wenzhou (i), and
later developed and matured in Hangzhou. In the
process of dissemination, it continuously absorbed
the nutrients of northern opera, forming the «four
major vocal styles» in the south, and promoted the
prosperity of Chuanqi (f#%7). Local operas flourished
in the Qing Dynasty, and the birth of Peking opera
(CXF) was an important milestone in the
development of Chinese opera. Peking opera
integrates a variety of vocal styles, continues to
develop and innovate, forms many schools, and
becomes the quintessence of China. The
development process of Chinese opera reflects the
social outlook, cultural exchanges and integration in
different historical periods. It is not only an art form,
but also a vivid witness to the inheritance and
development of the traditional culture of the Chinese
nation.
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