EV N
=2 VATES'E

AR [ R 38 ZIARGE b e (14 T J - A
PR RIBERS

HAE AL 0] it

2010-05



19






ABSTRACT

This paper aims to study how to promote performing arts of Chinese Opera
heritage by means of films. As atreasure of Chinese traditional culture for thousands of
years, Chinese opera has been entertainment and a major food for thought, which
satisfies mass cultural needs of walks of al life, with distinct personality traits, aesthetic
appearance and connotation. While the film as a form of art with its own aesthetic
properties, was given birth in the late 19th century with help of modern industry as well
as science and technology. As competition between the medias getting keen nowadays,
it is undeniable that the emergence of film industry help the traditional Chinese opera
spread over unprecedentedly. However opera and film are essentially such two different
art forms that putting the opera performances onto screen in a perfunctory fashion will
absolutely make it embarassed. Film as a medium of art, shoulders an important task of
passing on the cultural heritage of traditional Chinese opera, it must be carried forward.
Hence, production as " art opera films', "feature opera films ", "musical opera films'
and so on begin to hit the market, which denies unique features of opera performance
such as stylization, virtualization, liberaization, stage assumption and adapt to no
norms of creating work of Chinese opera. Years ago when shooting a Peking Opera
"Sha Jia Bang", someone proposed that the green background of reed marshes should be
shot on locations, artists of the movie went to this beautiful Y angcheng Lake in advance
to survey location, only to return and draw the conclusion that the stylization of Peking
opera performance would be difficult to realize when shoot the film on location; another
example is "Taking Tiger Mountain by Stradegy", in the scene called "Hunting Tigers',
with virgin forest as backdrop, Yang Zirong wields a whip, resorting to physical
movements to complete the entire "crossing the forest sea, traversing the snowy land”
both in time and space. If it should be shot on locations, and away from the Yang
Zirong's stylized movements in the traditional opera, instead, put him on a rea horse to
speed in real life and while let him sing his lines, how ridiculous would that be? And if
Yang Zirong with his whip, with only physical movents to perform his running in the
real scene of forest sea and snowy land? Or, think about Yang Zirong's exaggerated
expressions on stage: would it feel affected putting his performances such as frowning
when in pain, pleasure when happy and his glaring eyes when in anger, onto the
filmscreen? The current opera film which are mostly shot on locations (authent



environment and genuine props) instead of using the virtual devices on stage, make turn
the stylized performances into life performances. The author believes that, opera
without stylization is opera dismembered, hence its artistic value exist no longer!

Therefore, the only way to inher and pass on performing ats of Chinese opera is to
fathfully record it relying on filming techniques.

Paper will be unfolded in these four following parts:

Part |: the description of the aesthetic characteristics of Chinese opera and of film
arts. First of all, from the ontological point of view, opera performances aims to enrich
the unlimited life content and condensed them into a very limited stage image, to
sublimate the reality into conception. To be exact, it is a theater art, with liberaliztion as
its soul; The film ta kes cameras as narrative units, it is made of moving pictures of
sound and image, the rehabitation of materia redlity, it is essentidly different from
opera; Secondly, from a audience-performer relationship point of view. The fanciest
charm of opera is that actors and audience together accomplish the work at the same
time and in the same space , the actors performance, may it be of happy or sad, can
enjoy the audience’ s loudly screaming "bravo ", and the chain reaction of the audience
directly stimulate the actors performances. When watching the films as audience, they
see on screen only the images, while actors and audience’s appreciation of the work are
not completed at the same time and in the same space. Finaly, concluson of the
argumern.

Part 1I: The discussion of the essentia differences between the characteristics of
the opera art and film art. First of al, opera performance express life issues by means of
stylization, it is also a basic resort to shaping character and creating the artistic
vocabulary of images on stage; virtuaization on stage plays an important role in free
space-time transforming , without styliztion and virtualization, Chinese operas artistic
individuality will become blurred. Secondly, we can aso appreciate the exaggerated,
romantic representation of life by examing the role of “ clown” , and achieve "teach
through lively activities' purposes as hearing laughter from the audience; finaly, film
performance calls for "real, natural, true color" as its basis of creation, comparing to
opera performances, movie actor’s performances are rather fragmental. Every fragment
or scene shot is controled by the directors. Therefore, it is often said that the film is a
adirector-centered art form, while the operais a actor-centered art form.

Part I11: the illustration of the opera performing principle on stage - conflict
between hypothesis and the movie language. First of al, by the stage assumption can



not only Chinese opera’s " floating beauty "be reflected, but aso the pursuit of unique
aesthetics " charm "," mood "," virtuality " in opera; Secondly, with examples it
demonstrates that montage can be distinctive narrative means; Finally, the masterly
narrative techniques seen in film-makings can by no means be applied to traditiond
Chinese opera.

Part IV: emphasis on the fact that the only way to trandate stage art into the film
art is to make it a documentary. Firstly, it's difficult to make chinese opera an art opera
films (such as song and dance feature films, musicals feature films, etc.) because the
core of operaisto play, which means weakening the performance, plot and characters
personalities; Secondly, are just manifestation of its own, only the organic combination
of both songs and dances and opera can this magnificent work of Chinese art cast its
shine forever; Findly, film create "readlistic", "reproduced” beauty , film makers can
make great contribution by applying and high-tech equipment and photographic means
to perfectly and accurately record opera actors superb performances.

In concluding part, | appeal to the audience "return to" theater to enjoy the real
opera performing arts. because although movies can provide the backstage interviews,
behind-the-scenes the audience find them rarely to see, but they can not provide
thousands of years long traditional Chinese opera culture - theater effect. How to utilize
movie as a favorable media while avoiding weaknesses and extend advantage, so that

the traditiona opera could be promoted, is to faithfully record it.

Key words: Chinese opera performing, movie performing, aesthetic characteristics, art

characteristics, audience-actors relationship
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Fig.2.1 Butterfly lovers directed by Nian Sanghu in 1954
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2.2
Fig.2.2 Tan Xinpei character in Mount Dingjun
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Fig 2.3 Me Lanfang play the role of Han Yuniang in Life and Death
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Fig 2.4 stage photos of Jade Bracelet
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Fig 2.5 stage photos of the Deng Opera Who Is She Marring?
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Fig 2.7 Zhouyu in Gathering of Heroes
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Fig 3.2 Yan Fengying's marvelous performance in emperor's Female son-in-law(2)
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Fig 3.3 the film poster of emperor's Female son-in-law
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Fig 3.5 Deng Opera — the Marring off of mother
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3.7

Fig 3.7 the hero jupmed from the 10-meter-high waterfall
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Fig 4.1 vacant stage of opera performance
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Fig4.2 grand opera stage



4.2

(18]

26



1936

13

27



28



29



5.1

5.2

»[20]

1909

30

»[21]



10

2006

12

20
11

31

[22]

5.1



51

Fig5.1 The Drunken Beauty Farewell, My Concubine Universe Life and Death
Dreamin the Deserted Garden Phoenix Returning to ItsNest Anecdotes of Taizhen Mu

Guiying Commands MuLan Jinshan Temple
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Fig5.3 poster of the opera movie — The story of pearls
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Fig5.4 the opera Dream of the butterfly
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Figh.5 poster featuring Mel Lanfang Figs.6 Chi Xiaogiu's performing in Taiwan
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Fig5.7 Zhang Huoding's performing in Taiwan  Fig5.8 Yan Shaokui gives performances in Europe
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