1949-2000

A HISTORY

OF
CHINESE
DRAMA

&= pEEiLm

MM E =75

h
&

R0 | RSAEERIIEI 1949 — 2000 ki BB SRRy
KPR B BRI BIME DB B H SN
e KEFHEIMBEIRRDENTBIoR" =RmLEe g mmemcmes
PHEIER” LHDRHRHHIIDIES . BRI R<REMA ez 2
BRASEN R R PR KDL HIREIR DI Fi
KRS OHKIPE PR RS (SR BRI ST BE=EN
AR A D RS IRIHE <0<




W MEZTR

o 5] 3% R s
N (1949-2000)

A HISTORY

OF

CHINESE
DRAMA: 1949-2000




BERENHE (CIP) #iE

FrREEI S 1949~2000/ 8% . — K70, WIEEA
HEFE, 2002

(FHPERZARSE)

I .#F ... 0O.f8... O.®REISR—FFE—1949~
2000 IV .J809.2

FERA B B CIP iR T (2002) %5 104020 5

MPEZRERBEER

P
=

0

~

BIRR: R R 2

B T 4

WEERRER: FRE E & F W BXE SK#E F O
FHE O GHME BRE E OE AP FENWL

(HrPELEILE: 1949 —2000) HigZE

At & B
TEmE: |
THERT: 7 &
THAEEIH]: £ &
TR XESF Kb
WA ARAT: BIFEEAR ARG
KW ATHAERXIEFEEK 4 F(410016)
™ ht. www.arts—press.com
MRMEE £ . 0731-4787037
& . HEEHEBIE
B TRINEFRED I A R 5]
B Rl IR EI RS R
AR H 3. 20024 11 A%—IK

2002 4F 11 A 55— K EI R

R
S

F A 889 x 1194 1/16

EN . 14.5

Bl . 1-3000

4 B, ISBN 7-5356—1808—1/7 - 1688
xE #r: 138 7T

(RRALET A, WE20BIE, $e#]
QA R BRAR L 0 B B TR LT, R AR A TR



0L ERBED Bl KR ZER, Tk
B, LR SRRIEIS S, B MIRTTI &
BIr-K S, et v E A R RS B 2 o
H RN, MR, AR P ERE S — KBS
RFEEARMPE, —EHN WF" MBS NN
FBERAN, HENTERBIRE, ZHASEN
SRAT (A1 1] 3, K R A REHRRR AT
HEFRELARZRWHER, AREHRR B FTt
AR A BB S i B TR R K BRI
EARBERME W, SR, 20 #2288 P ERRE-S 7
REZARZBHERZ R G — T ZFREXF IR
HREATLMERET, KN FERRHCEHET
HUTEHES, EEFENRETER, UARE
B EF KA, AR A FREIE, HEXFL
Fi7G % JC W] FC IR URR iR 7 Y e B RJR , FE TN 5
B FIZARN S SER A rh ey, AR A ]
AR5 B B

FEREAN 20 4Ry Bk, PEOFRRIR R, B
FF A FEARR IR BHE, 777 2RISR
HEE P EREISE S LI BAE— SR T I
A R FRIRTITHTAT AR, TR AR BN FE R A
o TR AT RIS S B A B HEXT
A LR RIFEAT B R T HUVE . HECH SR
%, R “EN” FbiEsh+ & EEP R
CEEEY RENFE
&4 “IHE HrEagt)

(HEEY £E

R, WAL
e Y § |
EFF)?*EII:H LA JEUNESSE :

[ BEIE 2 2% I

‘AT MR ER|E
B, IRARMBAHARELT
B 18 B fe A~ 43 & F R H
LA GltEIBIK, £ 5
AR, HEERN
RBEF MK UAHEFED
Bl, MALY, FLF LR
HEZME, THRETR oeronows




BRHEZIRS A FRRZE B, 4 & BRZaT;
BlpZ h, THT L8 AHAF, NAAKRLYE, &
R ARZM; FBA—, £ A aEERIEA, ¢
B A, WA EL T Z— 87, ARBIH— AR, FTLA
Mg o R b A AR, X AK B RREHF RO, &
TRA R RGR AR, AR A RARRT P
R 5815 & B BT AT Faift 55 F RSB B T, K
WABLE S K LR XGIIFEE, ©

R, 1940 4 A7+ Biinhiniag . “HER
BAEADE, EARPHEEZ, RAEBIRE S
HHT)-- - FrAIBERAEA R T RSB 5
AT B AL . AMEAERTXZ B HR A I
RIRA, SURFTCAE ZRRYEM, & 5300
HIKERT, IR EARE, WA —AF L AE
HYEHBE , FE/NTIT R R A REAIEE (Bl NEAR L . 2
FHREMEEA —LIERIY,  [HXE A B
#.7® “HlW” PAE, NRE EE, FTEER
IR LA TS W R SE BN, RITE

HREW R ERXRE FHER&

#

[ TaE

3

1 =
B gy 5

W

e RISE & LA AT 5 B &SRB
F, HRBEAETFXEWNSESHRSHEN LR
M Z AN ZARZINI TR, ENREETAHTHNE
¥ 2SS EEEER B T, tEREE T Xk
T REE AN KM ER P EY, XHER
F X BR BB BUE - KT RN HEE
FMMHER R, HRDEEBXTTT AT ERA
IR FERR = AR L PR . R, XEEMRETE
1949 4EDASE B4 T IRAAE 1L,

19494F B S I BTBURFESR AN [/ T 17 58 _EARfRT—
KEUFRE%, EFEUEE— “FPE" 8
2 3, MERANE TR P FE SRR
XRANERER., B LM FREENE, AR ELH
£EEENEHSBUG . 25U S A SIS
A FIBURAEX —BGERN B SR
B, B “BW FHXAEsh* LA N ZEHIER
W BT 13, EERP SEEZ OB N2




“DERSTHZEL, ERMST RIS I
R, [EAFTRHNER, SRRBEEHF IR
RRTHAHESZFEARLSARLEER
HEE RO, 35C e g SR AL
SHAMHAIBAM KT, HIER, Hp
RO E T KR,
FPELRFRMI T B B S B
JEH, T R4 FE TR T IR & U e
BAEH R A— AL A LAE R E BIIX — R
B ERNSFENF A RET RN ST IE
SEEZ ERER . ZOEREIGUR, HTEEHE
BREFEELSWEHER LN HBRANEIES
EAE YR, MAFWET RM—FE “Fh8k
SRR FEINEIER/NEE , I LEM
FFER S EARBL ERERRAEE
REEAMAYHEEL “SEedaR” WFE
FAR R 2 A—A BORR BB AW R R
IR “FEW T B4, BEX
L, HATERE S HRE R BEEERE
BHHRMAE, BAERAKN. BT 1 (EREGH
JHEY, BRE., RERANRA—R, BERHE™
M REES, EAREBREAT, BRAMA]
BT—A, EREAEHRE. HiFRETRN,
RRERKEGR, HIREE, BERETHIR
R FABRBR A IR 2T RBE D T—EBIEEX
HiER . SEES. BREES, BEAHRT.” ILF
EEHIPTAM: “BrAMRHERNDRES T E
S X B R A BARIR S Z B R R AR B
Ky, B2, tXHREMRHM B REEA TR
HHBR, JFRAEF - BT R EZ I AKAI
Yl BAL SMEARMFRERERS, BEPRERS
B, B—EERMAWEEERE, BEN NS
A, S, X+ A Ea I — At RIS
RIRBER LR, BWEFMT, AEEHSE
¥, EAEH SN, 4R, 1964-1966 F
BORANLH 2 BT DART DARE 4R Tt PP IR B R 72

“HEatE” MBS FEBMAR, EERET
HRRCET, R, BEEFPEBIIZY,
BRI E U a1 A A GR AN 2 Fr b3
IR “HREEE KT AW, (B2 EARE SR L
PRECHERIBUR MR, 1A BRE T2BEZHR
““THEM” NEEZARTUSRSHAEARTE, L
HEENFF T RZATE, 3 2 RS XARRHE
SN

7o ] ] B AT B L BB R AR R B SRR 20
HEWOFRWELRCEBIRG, Al EZHNA
HE b EFHREIBUR, B4 LRRT 4B
FE A GRIREITES), A KB &P —A
RARK B ERBEH 5%, BEALF X R
[EIPERIRREE H , BB BIXAEER B H BAR A
AR, (B H RF AR ER IR R FHE IR
4, BiE EERBUFEEL, RICH X RE R, &
EHH=4% RS SN ENF R E REE2EREEN
B — A ETBA B SE T BB, (ERFEXFERH &
T, B SL B 4 1 Bl A S A 3 R 0 R BB S P
ok, thAABRkEEY], 1948411 A23 H, 4%
dt AR B #8 ¢HitRA ST T IR
B TEY SR X — BN R e 2 E AT BT B B BUR
R4 . B, IRAGREIN.S SBURKZE LA,
FERER X _ERIET P ERREI R H AR T 1949 4E 10 A
1 HPEANRSES S A\RBUFELZE;, BIE
AEMNERR B, 20N ZEE] 19484 K4
dt K AR BRY RXEEAS.

(B R IXEH P E LB AR EM 19494E 44,
g “EIN” R AR T A E R SRR
KNI H AR REEIESIRMEGRBIARE:, HELER
B2 AR A S FR—E, ZARXT o E R 2
IT—IpEE E IELLE IR AR Bl , BUABE
UK T—R X E—RIFEENE “Hm”
AR G 4 ) o6 b A RGBS IS PRI CE,
EMEE IR (AR B SRR A4 BUFM
TEIYES—REREF B AT Sty BURPREIBURY 3C




M T—HEARR B E R REE 2 B84
JHER IR AR BB , AR Z DA B T
R R A AT ARR Y, TXFhETER . SRS
&, REEIOFENSAAE. ERBTATHE
FiRe B LB M o, FEXRE A MR T 28
MESEHE. SHERELERS TN AT
CH ) B ERBHIREE “IHE” FIBEEMIRS
THERHAEEMF, HERA—kEE, BX
BryR, 19494 “IHR MAREGE, 24
AFRT — A ABE R,

PRIt, X3 1949 4 LASS H9HT = E KR P st 4L
i, AEELUE 2 T X AMIBE M55 AR
SZEE EREISRE, TR%HE B T o E RS
S LIHSEE R ETRE I WEAE AR &
A RIRRARAL, B TAEX SRS, By, 7
305 | RS RILE 5 B A 1A SR B XRRIE 4
ZIEH H 5,

—HRARR LA BER S FE IR, T E B TXRER2
—NGGEiEAEMEIRTFRIIEAR, FHM T KE
BT RS R BOvH ILE R XRR & A
EE SRR, BT P ER L CER S
EHAL, CANDRBERREIXANEEE, 2R
BEEIENSEEN. HlE—HL KA
N, ATTSEAR B AR R A 40 0 X R B & B A 2
&, HEVAREIME—BEERTE, X HRERRE
SO R KRR R SRS % DI R RR
P2, AR S AR M i o R B
RIXERI RIS, RIEFHFEANDE . ERME]
Z B ARE R T AR — MBS R, FRFRRIZ
BTAAR T3 EIARIFE, SR T RRIN IARE
B E RS LRRERA ST, MRFHRE
REETER Y B A E R BARE, THEEIE
REZ B CRREIE

ET—FR ERRE s A B B A AT AR
ZA SR BRI, MBS —EFER S,
XN R RN, MEEIRFEANNIX 3K

EEER CURPERD BBEEYSRRBIHRESE

Y

BI” SXANAR AR, BEB RSB EANETE
WA

ST 0 FT P E R S XA — SE AR, A5 e)
FABIE AT ARAREIRI 22 & Z AR, %1949
20004F By L+ A BL e AR R R AR X A A R
SYrtTg . ARSI, AERXRAE
HHER, ZETAARFZEERTRR, WikKE
Eomi) (A PEXMY MRFEE (LA
T4, EHRM (PEZAXRISCELH) 8 —
B E g (CFRERE LY, AR X, ZHET %
CPEXRHBACRESED, WARE CUARMSE
), ARBDBEERE (PEREIE) &, 556,
CREXRHEY KRN EZFAFERUT 5
PHRRT &, MEXWAIMR S ARTHZ R
SRR DT S B0RL, REBHEARE| T A8 E R R




R+ E2FEBRE BRI 2 AR, IfrEgEE
SHMESE XL, MERTRHES, ARPEREITE
R E LR SR, BSB1949—-20004F 8]+
EXRE & BE NN REENFHNEER, R
FEREEREHFN R, MXTMEXL LR, &
FH ] AR BERGE A T2 P EREIE RN w2
SEFIARE I BT S

R e ASEES R i, BARIEEIARE
PART LAY RE KR, WX iiTgr, LR
FE AR, BENZETHREIEIRER “FF
2B,

RS AT “HEAMARA . ERES
g,

r2 - .

O XM, ChEFTEENMY, MB~T0T , AREMIRM 1979 FHAK.

Q@ Mim: (FIBEAFPAEE LS RE), KR 1540FE2A 1S (hEXLY €IFS,
318 (THTIHRAA) WY, W4A13~414 D0, LABW AR 1979 £ IR,

@ MEE: (EFRBRLRMMKILASE RS FOWEY, 1964568230, SATRER
RPN (GRAZR) MM, EHERNEFCRFICHBRR . GBI LIRS
LAY, W43, PBEBEEE, 1984 FERBMEM,

@ RERZZAEIRRZBFOBAXZ LEERETEY, 1966F2 4, #3518 CRER
BiE - JuReey, M558 T, SR ISBN kil 1999 SRR,




Foreword

I'u Jin

Chinese drama underwent, in the twentieth
century, changes that it had never experienced before.
The impingement of western drama upon native
productions, especially that of its theories and concepts,
permeated gradually from the city to the countryside.
Of course, this was not the first collision of Chinese
drama with foreign performing arts. Chinese drama
owes its rocketing maturity during the two Song Dynasty
periods from its long obscurity to many factors, not
excluding the intercourse between the native and the
foreign cultures, notably performing arts, nor excluding
the influences of such artistic forms as narratives
termed Bianwen and folk ballads termed Zhugongdiao
developed during the introduction of Buddhism from
Central Asia. The twentieth century exchange between
Chinese drama and western performing arts, differed
much from that of a thousand-odd years ago when such
art forms as Bianwen were introduced into the central
lands, in that Chinese drama was already of very well-
developed forms and rich techniques, and in that it was
already of highly mature aesthetic style. But what was
striking this time was that, when confronted with
artistic concepts and theories and cultures from foreign
lands, Chinese drama, with that incomparable and
unique artistic beauty, exhibited an inconceivable
fragility and timidity.

During the entire first half of the twentieth century,
the impact of west drama was expressed not in the
introduction and translation of dramas or the staging
and the difficult development of the westernized new
dramas in big and medium-sized cities where
intellectuals gathered, but in the fatal verbal attack on
the indigenous drama by some groups of radical
intellectuals armed with western theories and concepts,
the most typical example of which is the total denial of
traditional Chinese “old drama” in La Jeunesse during




the New Culture Movement. As Liu Shousong pointed
out in his History of New Literature of China,

The revolution of drama in the May Fourth
Movement focused primarily on two aspects:
- the repudiation of old Chinese drama and the
translation of western dramas. New creations
were few. Advocators at that time were
generally in this opinion; “Our old scripts are
bad. They have nothing as literary merits in
them, and are incapable of improving social
traditions. The unbearable jarring sounds of gongs
and drums and half—naked actors exchanging
blows in the display of martial arts make it all
the more tedious. The structure of the theatres
is that old—fashioned one of the middle ages.
The occasional scenery—making is the ludicrous
imitation, which is only enough to impede artistic
advancement. Unless everything is discarded
and scripts in plain speech are used, Chinese
drama would never expect a day of progress.”
In line with this interpretation, therefore, they
believed that “if real drama is expected, it will
naturally be the drama of the western style,
never the painting—mask drama.” Hence Chinese
drama was confined to the narrow circle of the
intellectuals and the city dwellers, isolated long
from the mass of workers and farmers.

Zhou Yang deplored in 1940, “Old forms of art
enjoyed a long history. They prevailed and still prevail
among the populace. Their dominance has not been
eroded by any new art form in the countryside, where
new arts seldom tread. Even in our previous military
bases, or metropolises which used to be cultural centers,
old art forms are in the least sense weak. No single
creation of new arts is able to compete with traditional
Chinese serial novels among the average urban people.
There's not a single stage built for western drama
across the country while theatres for old Chinese

drama are countless.” Western theories of drama

unquestionably got an upper hand in the theoretical
realm, but they could hardly withstand the power of
traditional Chinese drama on the stage. The cause of
this is that they were backed by forces outside drama,
or even outside the whole domain of arts. It was by the
prevailing power of the West in military, political, and
economical areas, and with the worldwide expansion
of western cultures, that they were transplanted into
China. Such ways of exerting influence might easily
change the preferences of the elites, but it did not entail
a real change of the tastes and interests of thousands
and millions of average people. This was not the case,
however, after 1949.

The new government, founded in 1949, satisfied
not just with the change of power in the common sense,
anticipated, in creating a “new China”, a top-down
reconstruction of the state concerning two primary
dimensions—socialism and modernization, which was
expected to lead eventually to a fundamental change of
the whole state of the national life in all areas including
social, political, economic and cultural ones. The
theoretical and ideational resources of this reform had
origins in the introduction of the European thinking by
the May Fourth New Culture Movement. But the core
of them is the “advanced Soviet experiences”, that is,
the political, economic, and cultural theories shaped
gradually from Lenin to Stalin, by adapting the post-
Renaissance European thinking in the peculiar Soviet
fashion. Even when the “Big Soviet Brothers”
themselves had turned away from the obvious defects
of these“experiences”, to new possibilities, the leaders
of new China still stuck faithfully to the theories and
ideas which were already exiled from the land that
produced them, and further prided themselves on being
the genuine successors of Leninism and Stalinism by
launching a prolonged repudiation of Revisionism.




Especially noteworthy is that such rectification did not
limit itself in areas directly linked to modernization
such as social institutions and modes of economy, but
fell without saying upon those seemingly less connected
fields, e.g., arts, including, of course, drama.

What new China inherited from the Soviet Union
were theories and principles from Lenin to Stalin, not
necessarily the Soviet practices. Leaders of new China
did not refrain from pointing out the gaps between the
Soviet ideal and its reality. The new government made
it a point, at least in the drama, to stick to Soviet
ideology instead of being a pupil dogging its footsteps
behind. This is demonstrated by the fact that ten odd
years later two important figures, Zhou Enlai and Jiang
Qing, who played a decisive role in the steering of the
50-year development of Chinese artistic culture,
successively pointed out that there were certain defects
of the“advanced Soviet experiences” . Zhou observed
that drama should place stress on modern subject
matters, and pointed out:“The Soviet Union has
worked for 40 years. But in arts, especially in drama, a
laggard it is. Their ballets in play have always been
classical, with nothing modern at all. They've acted a
ballet, Flames of the Paris Revolution, and it is just so
so. It's something like a modern one, but still about the
bourgeois democratic revolution, not Paris Commune.
They wrote one about proletarian revolution, but didn't
perform it. The rest are all classical. Even the great
Paris Revolution with the march toward Marseille, is
anyhow, something bourgeois! Nothing else they have!
Let alone the present revisionist dramas, dances, and
films.” Jiang Qing thus criticized Stalin,“Stalin is a
great Marxist-Leninist. His criticism of modern
bourgeois arts is trenchant, but he accepted the so-
called classics of Russia and Europe without a critical

eye. This has led to serious consequences.... We should

learn a lesson from Stalin. Things ancient and foreign
ought to be studied. To refuse to do this is wrong. But
we must approach them critically so as to serve the
present with the ancient and serve the Chinese with the
foreign. To the comparatively well-composed
revolutionary art works of the Soviet Union after the
October Revolution, we should also keep alert. There
is to be no blind worship, nor even blind imitation.” Of
course, the successive criticisms by Zhou and Jiang
from 1964 to 1966 respectively on the “revolutionary”
and “combative” insufficiency of the Soviet dramas,
were made against the background of the deterioration
of the Sino-Soviet relationship. Even at the start of this
diplomatic relationship, however, when leaders in the
area of drama could not so publicly complain about the
“Big Soviet Brothers”, they did not totally accept the
basic principles that the Soviet Union had put into
effect since the October Revolution. In fact, the Chinese
attitude toward classical arts was all the more radical
than that of the Soviet in even the cruelest years of
Stalin times.

Radical policies of dramatic development were
drafted and implemented as early as in the 1940s in
Yan'an. But, the policies dominated by the official
institutions were primarily applied to the performances
of the troupes of the Yan'an government and its armies,
exercising little influence upon the drama performance
and appreciation in the life of the common people. Folk
dramas in Yan'an and its peripheries, from the repertory
to the style, did not show any essential change. Later,
however, the Communist Party and the Nationalist
Party went into war immediately after the end of the
Anti-Japanese war. The unexpected crushing defeat of
the Nationalist awakened the CCP and its army to the
possibility of a unified new regime. Against such a
background, a new policy on drama making to be



exercised all over the country became increasingly
pressing. The policy had its precursor in the editorial
entitled “A Planned Step-by-Step Reform of the Old
Drama”in the People's Daily on November 23, 1948.
It seems that, in the light of dramatic concepts and
policies, the history of drama of new China began not
from the founding of the PRC on October 1, 1949, but
from this editorial in People's Daily, if not from the
Yan'an times.

Nonetheless, the beginning of this history is still
assigned to 1949. The condemnations of the radical
intellectuals of the May Fourth periods failed to
undermine the foundation of traditional Chinese drama,
and their actual artistic influence was also quite limited;
much the same way, an essential reformation could not
be achieved by one or two articles, even though they
were as appreciated as the ones in La Jeunesse or as the
editorials that could be read as the codes of law enacted
by the government. It would be unimaginable to fulfill
the reform in realms of art like drama, which has
always been an important part of the popular cultural
entertainment, without the corresponding reform of
the institutions. Only after 1949 did such an overall,
institutional reform become possible. It was because of
this institutional reform that Chinese drama began to
take on a new look. Though such a change was not
identical with the advocacy of the radical intellectuals
who wrote in La Jeunesse for total negation of “the old
drama” in the May Fourth Movement, they share the
same way of thinking. More important is that the
thorough reformation of “the old drama” after 1949
was no longer the sheer talks of a group of men of
letters.

Therefore, the narration of this history of drama
after 1949 does not confine itself to the theoretical

expressions in the ideational domains by men of letters,

but focuses more on the changes in the institutional
aspects, and in the general presentations of the real
stage performances, and extends attention to the
interactions that occurred in the process of such changes
between the new dramatic concepts introduced from
foreign lands and the old dramatic traditions of remote
origins.

There are various possible approaches to the
writing of drama histories, and the comprehensiveness
of drama as the synthesis of diverse artistic devices
adds even more to the diversity. The most common
approach is to render it into a history of dramatic
literature, a practice which is the earliest acknowledged
and the most accentuated due to the sublimity of
literature in Chinese history. For quite a long period of
time, the idea has been generally accepted that the
drama script is considered as the most important or
even the only important carrier of drama, and the
development of dramatic literature as the core of the
development in the realms of drama, and the
achievement in dramatic literature as the most important
achievement of drama. Yet drama is drama, not any of
the other artistic genres, because it is completed only
when the script is conveyed into the performance on
the stage, and because its special charm can be
experienced only by going to the theatre instead of
reading the texts.

It seems unquestionable that a history of Chinese
drama should include all the makings that could be
termed “drama” in China, instead of being a history
of drama of the western style. I wish that the
understanding of the connotation of the term could go
back to its plain and explicit being.

With such an understanding of the history of
Chinese drama, this book is intended as a description of

the author's cognizance of and comment on the



development of Chinese drama in the 50 odd years
from 1949 to 2000. This research is indebted to many
important works, including: Contemporary Chinese
Drama by Zhang Geng and Forty Years of
Contemporary China by Zhu Yinghui, two of the most
outstanding of their kind; An Outline History of
Contemporary Chinese Dramatic Literature by Wang
Xinmin, and A General History of Chinese Drama of
the Western Style by Ge Yihong, two of the instructive
works in the area; and A History of Contemporary
Chinese Drama of the Western Style by Gao Yilong
and Li Xiao, and A History of Contemporary Dramatic
Literature by Xie Bailiang, and A History of Peking
Opera of China by Ma Shaobo, all works worthy of
special nomination. Records of Chinese Drama, an
epoch-making colossal making, provides the author of
this book with a brave-new platform of resources with
previous historical materials unexposed to people
before, and with a brand-new point of view as well to
outline the development of Chinese drama in the past
50-odd years. To the author of this history, the
understanding of the value and the significance of the
tradition and the attitude toward the tradition, and the
sequence of changes of Chinese drama at the stratum of
institutions, make two factors of crucial importance
that decide the orientation of the development of Chinese
drama, and that promote interpretation of the
developmental history of Chinese drama. In such a
sense, this book can be regarded as the history of the
destiny of the Chinese dramatic traditions, and as the
history of changes of the dramatic institutions, of the
past 50-odd years.

History is the spiritual footprints of the antecedents.
There may be right things and wrong things in the past,
but there is no simple clean-cut criterion of good and

evil for valuating the history, or the historical figures,in

particular. The valuation of history, should be based on
what Chen Yinke termed as “sympathetic
understanding” . Lu You is right in saying: “No idea
is as eternal as the public opinion; no sage contradicts

the public mind.”
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INTRODUCTION

This book presents a detailed description and insightful
evaluation of Chinese drama from 1949 to 2000 from a brave-—
new perspective. The 52—year history is divided into four
major periods, each of which is entitled with a phrase that
best illustrates its characteristics. They are respectively
“Blossoming of Hundred Flowers, Profusion of New Works”
“Exaltation of the Great Leap Forward, Reminiscence of the
Revolutionary Past”, “Lofty, Great, Perfect Protagonists,
Three Foregroundings”, and “Retroversion Back into 17 Years,
Prospects forward into the New Century”, which all together
bring out the general features of these four ages of history.
The exploration then goes beyond the factuai dascovary to
the controling mﬂuences that mststutlonal ‘
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