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""Spoken Drama Plus Singing'" (Huaju Jia Chang): A Functional
Music-Dramatic Form in the Early Exploration of Chinese New
Opera — Centered on Nie Er's Practice

Yan GENG'!

Abstract: "Spoken drama plus singing" (huaju jia chang) is a functional music-dramatic form that
emerged during the exploration of Chinese new opera in the 1930s. Its formation is connected to
multiple artistic resources, including early civilized new drama, "new drama plus singing," modern
spoken drama, mass songs, Western Singspiel, and operetta, as well as to the national crisis, left-wing
literary and artistic practice, and the demands of mass communication. As a hybrid stage form that
employs spoken drama as its narrative core and utilizes songs to condense emotion, shape collective
identity, and facilitate dissemination, "spoken drama plus singing" addressed the complex relationship
between realistic expression, audience reception, and stage communication. Nie Er's significance
within this genre lies in his transformation of mass song experience, labor rhythms, unison singing
forms, and musical leitmotifs into methods of organizing stage music, thereby granting songs a
relatively clear dramatic function within the dramatic structure. This paper analyzes the form from the
perspectives of its generative context, the relationship between speech and song, musical function, the
transformation of national musical resources, and generic boundaries.

Keywords: Nie Er; "spoken drama plus singing" (huaju jia chang); Chinese new opera;, music
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Introduction

In the first half of the twentieth century, the development of Chinese new music and
modern drama intertwined, jointly advancing the early exploration of Chinese new opera. In
this process, "spoken drama plus singing" gradually formed a transitional and functional
music-dramatic morphology. It employed the narrative structure of modern spoken drama as
its main body, while using songs and singing passages to condense emotion, shape characters,
present collective images, and intensify dramatic conflict. Within the historical context of
national crisis and the left-wing literary and art movement, this form responded to multiple
needs: the expression of realistic themes, mass mobilization, and stage communication. It also
provided important experience for the localization of Chinese opera.

From the perspective of developmental lineage, the formation of "spoken drama plus
singing" is related to various artistic resources: early civilized new drama, "new drama plus
singing," modern spoken drama, mass songs, as well as Western Singspiel and operetta. The
complete transplantation of Western opera faced limitations in language, performance
conditions, and audience reception. Although traditional opera possessed a deep local
foundation, its formalized system required new methods of transformation when dealing with
themes of modern urban life, the plight of laborers, and national crisis. Modern spoken drama,
however, possessed clear narrative capabilities and advantages in realistic expression. Songs,
meanwhile, were easy to remember, convenient for dissemination, and effective at condensing
emotion. Consequently, the combination of spoken drama and singing became a practical
choice in the exploration of Chinese stage art during the 1930s.
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For a long time, "spoken drama plus singing" has often been understood according to
the standards of Western grand opera, and thus easily regarded as a transitional form prior to
the formation of Chinese national opera, or summarized as a simple patchwork of drama and
music. While such judgments point out its deficiencies in musical continuity and overall
operatic structure, they tend to overlook its actual functions under specific historical
conditions. When examined within the context of social change in twentieth-century China,
left-wing literary and artistic practice, and the demands of mass communication, one can see
that the value of "spoken drama plus singing" lies not only in its generic morphology itself,
but also in how it responded to the practical tasks facing stage art at the time through the
combination of spoken drama narrative and song dissemination.

Nie Er occupies an important position in the development of this genre. His
significance lies not merely in composing songs for spoken dramas, but in his overall grasp of
song placement, rhythmic morphology, unison organization, and stage function. Through the
application of mass song experience, labor rhythms, collective unison singing, and musical
leitmotifs, Nie Er enabled songs to acquire more explicit dramatic functions within the
dramatic structure, allowing them to participate in character portrayal, the organization of
collective emotion, and the advancement of conflict?. This paper takes Nie Er's relevant
music-dramatic practice as its center, analyzing "spoken drama plus singing" from the
perspectives of its generative context, the relationship between speech and song, musical
function, the transformation of national musical resources, and generic boundaries, thereby
discussing its historical significance and limitations in the early exploration of Chinese new
opera.

1. The Generative Context and Functional Positioning of "Spoken Drama Plus Singing"
1.1. National Crisis, Left-Wing Literature and Art, and Mass Mobilization

In the 1930s, the deepening national crisis transformed the relationship between literary
and artistic creation and social reality. Anti-Japanese salvation, social enlightenment, and
mass mobilization became unavoidable practical issues for much artistic practice. The left-
wing literary and art movement emerged in this context, emphasizing art's intervention in real
life, the everyday sounds of urban underclass life, and social transformation. Stage art was
consequently endowed with stronger communicative functions: it needed to rapidly convey
realistic situations within limited performance conditions, organize audience emotions, and
create social impacts that could continue to diffuse beyond the theater.

These historical conditions required stage art to possess clear narrative capabilities,
concentrated emotional expression, and relatively strong communicative efficiency.
Compared to complete opera forms that demanded larger scale and higher performance
conditions, "spoken drama plus singing" was more suitable for operation within shorter
rehearsal periods and more flexible performance spaces. It established events, characters, and
conflicts through spoken drama, while manufacturing easily memorable emotional nodes
through songs, enabling stage works to produce continuous impact both inside and outside the
theater.

1.2. Formal Choices Among Multiple Artistic Resources

In the early exploration of Chinese new opera, creators faced a situation in which
multiple artistic resources coexisted. Western opera provided a reference for the combination

2 Wei Ming. 1998. The Indestructible Fire: Reflections on Directing The Storm on the Yangtze River [J]. Chinese Theatre, p.
42.
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of music and drama, yet its linguistic system, performance style, theater conditions, and
audience reception habits maintained a distance from Chinese realities in the 1930s.
Traditional opera possessed a deep local foundation and a mature system of singing, speech,
acting, and combat, but when expressing themes of modern urban life, the plight of laborers,
and national crisis, it still required new transformation. Modern spoken drama possessed clear
narrative capabilities and advantages in realistic expression, capable of directly organizing
events, character relationships, and social conflicts; songs, meanwhile, were easy to
remember, easy to sing, and convenient for dissemination, capable of intensifying audience
feeling at crucial emotional nodes. Thus, "spoken drama plus singing"—employing spoken
drama structure to carry realistic narrative and using songs to intensify emotion and
communicative effect—became a viable path in the exploration of stage art at that time.

From a comparative perspective, "spoken drama plus singing" bears certain similarities to the
alternation of spoken dialogue and singing in Western Singspiel and operetta. However,
within the historical context of 1930s China, this alternation of speech and song was endowed
with stronger functions of realistic expression and social communication. Its focus lay in
establishing new stage relationships among modern spoken drama, mass songs, and local
reception habits, while maintaining necessary distance from Western generic types.

1.3. The Functional Development from "New Drama Plus Singing" to "Spoken Drama Plus
Singing"

From the perspective of historical lineage, "spoken drama plus singing" bears an
inheritance relationship with "new drama plus singing" in early civilized new drama. In early
"new drama plus singing," songs were often inserted between passages of spoken drama or
civilized new drama in the form of folk tunes, popular melodies, or independent songs. Their
functions were usually related to audience taste, commercial performance, and enlightenment
propaganda. Because the connection between singing passages and plot was relatively loose,
music remained largely at the level of atmosphere adjustment, auxiliary expression, and stage
decoration. After entering the 1930s, with the advancement of the left-wing literary and art
movement, the anti-Japanese salvation context, and the exploration of new opera localization,
the position of songs within spoken drama structure gradually changed. Songs began to
assume clearer dramatic functions in emotional turning points, collective presentation,
conflict intensification, and scene advancement. "Spoken drama plus singing" can thus be
understood as the functional development of "new drama plus singing" under specific
historical conditions.

Within this generative logic, Nie Er's practice is representative. His experience in
writing mass songs familiarized him with concise melodies, clear rhythms, and the
mechanisms of collective dissemination; his dramatic practice also enabled him to approach
the relationship between songs, speech, action, and scenes from the perspective of the stage as
a whole. Therefore, in discussing the relationship between Nie Er and "spoken drama plus
singing," the emphasis should shift from the generalization of creative concepts to specific
music-dramatic mechanisms, examining how he granted songs dramatic functions within
spoken drama structure through musical and stage means.

1.4. Creative Intervention from Mass Songs to Stage Music

In the development of "spoken drama plus singing," Nie Er's significance should be
understood at the intersection of mass song experience, dramatic practice, and stage
communication mechanisms. Nie Er's song compositions typically feature concise melodies,
clear rhythms, concentrated emotion, and convenience for dissemination—characteristics that
formed a close relationship with the realistic expression and mass communication functions
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required by "spoken drama plus singing." For stage works that employ spoken drama as their
structural core, if songs are to play a role, they must acquire clear positions at nodes such as
character entrances, emotional turning points, collective presentation, and conflict
advancement. Nie Er's creative value lies precisely in his ability to transform the
communication experience of mass songs into methods of organizing stage music, enabling
songs to assume more concrete dramatic functions within spoken drama structure.

From this perspective, the relationship between Nie Er and "spoken drama plus
singing" is not merely that of a composer writing incidental music for a play. In his relevant
practice, he attended to the coordination among music, speech, action, and scenes, enabling
songs to connect with stage action. Especially when presenting laborer groups and social
conflicts, Nie Er organized dispersed character voices into collective stage voices through
unison singing, labor rhythms, and short, forceful melodic forms. Such treatment both
continued the easily disseminated characteristics of mass songs and intensified the emotional
density of the dramatic moment, gradually transforming songs from supplementary elements
that adjusted atmosphere into stage music with dramatic functions.

2. Nie Er's Construction of the Music-Dramatic Function of "Spoken Drama Plus
Singing"

2.1. Structural Arrangement of Song Placement

In the generic development of "spoken drama plus singing," the arrangement of song
placement is a key factor distinguishing early interlude-style "new drama plus singing" from
more mature "spoken drama plus singing." In early civilized new drama, singing passages
were often inserted between spoken drama passages in the form of folk tunes, popular
melodies, or independent songs. The connection between songs and plot was relatively loose,
serving more to adjust atmosphere, attract audiences, and decorate the stage. After entering
the 1930s, with the advancement of the left-wing literary and art movement, the anti-Japanese
salvation context, and the exploration of new opera localization, the position of songs within
spoken drama structure began to change, gradually shifting from external insertion to
functional components within the dramatic structure.

The significance of Nie Er's practice is first manifested in his overall arrangement of
song placement and function. In relevant works, songs gradually broke free from simple
placement between spoken drama passages and began to connect with dramatic nodes such as
character entrances, emotional turning points, collective presentation, and conflict escalation.
Speech mainly undertook the tasks of event exposition, character relationship establishment,
and conflict advancement; songs intervened at moments of high emotional density or when
collective images required concentrated presentation. Thus, songs acquired clearer functional
positions on stage and began to participate in the organization of dramatic rthythm and the
mobilization of audience emotion.

This treatment indicates that the focus of "spoken drama plus singing" lies not merely
in "adding songs to spoken drama," but in how songs enter the dramatic structure. Nie Er's
contribution should also not be understood merely in terms of compositional quantity or
thematic scope, but should be examined at the level of the relationship between music and
drama. Through the arrangement of song placement, length, and function, he enabled music to
gradually shift from an external additive component toward a functional factor within stage
structure, providing a relatively clear music-dramatic path for the development of "spoken
drama plus singing.
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2.2. Unison Singing, Disseminability, and the Shaping of Collective Subjectivity

Unison singing is an important method through which Nie Er handled the musical
functions of "spoken drama plus singing." Unlike solo singing, which emphasizes individual
emotion, unison singing is more suitable for presenting collective situations and shared
emotions. In works presenting laborer groups, unison singing can organize dispersed character
voices into unified stage voices, so that laborers on stage are not merely characters in the
background of the plot, but become collective subjects possessing shared emotions and
directions of action.

In works such as The Wharf Laborers' Song (Matou Gongren Ge), The Bricklaying
Song (Da Zhuan Ge), The Pile Driving Song (Da Zhuang Ge), and The Coolie Song (Kuli
Ge), Nie Er often relied on work-song-style rhythms, short forceful phrases, and relatively
concentrated vocal ranges to shape the collective voice of worker groups. These unison
passages cooperated with different types of work, labor actions, and plot advancement,
assuming the functions of group portrait shaping and stage scene organization. Their
significance lies not only in expressing the hardship of labor, but also in connecting bodily
action, labor scenes, and collective emotion through unified rhythm and collective
vocalization.

Taking The Wharf Laborers' Song as an example, Nie Er's shaping of the worker
image mainly relies on a relatively concentrated vocal range, short phrase repetition, thythmic
propulsion, and unison calls, thereby forming a musical structure suitable for mass
dissemination. The entire piece can be viewed as a sectional structure composed of several
short phrases in succession, with phrases mostly connected through similar rhythmic patterns
and repetitive vocabulary. Such structure avoids the memorization burden caused by long
passages, and also brings the song closer to the expression of work songs and mass songs. Its
formal logic is mainly manifested as short phrase repetition and rhythmic propulsion, thereby
continuously intensifying the labor scene and collective emotion®.

From the perspective of melodic morphology, the melodic contour of The Wharf
Laborers' Song is relatively limited, with a concentrated vocal range, often moving between
neighboring tones, employing more stepwise motion and repeated notes, and less dependent
on large leaps and decorative melodies. This writing facilitates pitch stability and vocal unity
in unison singing, while also lowering the performance difficulty for non-professional actors
or ordinary masses. The simplicity of the melody itself constitutes part of the work's
communicative function, enabling the song to be quickly learned, quickly memorized, and
disseminated beyond the theater.

Rhythm is the primary source of momentum in this song. The score reveals frequent
use of triplets, syncopated rhythms, and dotted rhythms. Triplets bring a continuous sense of
propulsive urgency; syncopated rhythms break uniform strong-weak patterns to form call-like
cadences; dotted rhythms enhance the action-oriented impact of phrases. Because the melodic
contour is not large, musical tension is mainly obtained through rhythm. Especially in short
phrases such as "Move it! Move it!" (Ban ya! Ban ya!) and "Ai yi yo yo!", rhythm is closely
combined with linguistic stress, forming a hailing effect close to that of work songs. This
rhythmic treatment enables the song to connect with stage actions such as carrying, lifting,
and walking, while also giving unison singing a stronger sense of physicality.

3 Xiang Yansheng. 1990. Pioneer of Chinese New Opera: The New Opera The Storm on the Yangtze River and Its Song
Dock Workers [G]. Anthology of Chinese Opera Art. Beijing: International Culture Publishing Company, p. 180.
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Example 1: The Wharf Laborers' Song

From the perspective of phrase structure, the work extensively employs short phrases
and call-style repetition. Short phrase structures give both lyrics and melody strong
memorability, while also facilitating clean entrances in unison singing. Vocabulary such as
"Move it! Move it!" and "Ai yi yo yo!" itself possesses the nature of labor calls, serving both
as emotional release and as prompts for action rhythm. Their continual appearance in the song
creates clear aural markers. For stage music with propaganda functions, this repetition serves
to strengthen memory, unify emotion, and organize collective voices.

In terms of lyrics, The Wharf Laborers' Song employs concrete and bodily language to
present the labor situation. Words such as "sack," "steel," "iron plate," "wooden crate,"
"skeleton," and "blood and sweat" give the labor intensity and physical depletion of wharf
laborers direct stage images. The "we" and "they" in the lyrics form a clear social relationship,
directly connecting the bodily endurance of laborers with social oppression®. Thus, the song's
propaganda function is mainly formed through concrete objects, bodily experience, and
collective appellations.

Therefore, the disseminability and dramatic function of The Wharf Laborers' Song
derive from the synergy among melody, rhythm, phrase structure, and lyrics. It lowers the
performance threshold through concentrated vocal range and short phrase structure; creates a
sense of labor action through triplets, syncopation, and dotted rhythms; strengthens memory
points through call-style repetition; and transforms individual labor experience into collective
expression through unison singing. Unison singing here is not merely a form in which
multiple people sing together, but also a musical mechanism for shaping collective
subjectivity. It gives the wharf laborers on stage a unified vocal image, and also transforms
the function of songs in "spoken drama plus singing" from simple interludes into stage voices
possessing dramatic organization and social dissemination significance.

2.3. Musical Leitmotifs and Dramatic Advancement

In addition to unison singing, the repeated appearance of songs also constitutes an
important means through which Nie Er handled dramatic structure. The use of The Newsboy's
Song (Mai Bao Ge) can illustrate the narrative function of songs in "spoken drama plus
singing." Originally possessing distinct street characteristics and disseminability, with a short
melody, lively rhythm, and easy audience memorization, it entered the stage not merely as an
independent interlude, but also as a musical leitmotif connecting characters, scenes, and the
social environment.

In relevant dramatic works, the multiple appearances of The Newsboy's Song enable
the same melody to acquire different meanings in different dramatic situations. At the
opening, it can establish street space and realistic atmosphere, introducing the relationship

4 Tian Han. 1956. The Storm on the Yangtze River: Postscript [M]. Beijing: Art Publishing House, p. 77.
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between newsboys, workers, and social news; during plot advancement, it can undertake the
functions of scene transition and information transmission; when dramatic conflict intensifies,
the originally lively melody may form a contrast with cruel reality, thereby enhancing tragic
tension.

This treatment demonstrates the changing functions of songs in "spoken drama plus
singing." Songs no longer only express emotion at emotional high points, but can also
participate in the organization of dramatic time as narrative markers. They preserve the easily
disseminated characteristics of mass songs while acquiring structural significance within the
stage. Thus, Nie Er's music-dramatic consciousness is manifested in his grasp of song
repetition, placement, and semantic variation.

2.4. Stage Coordination of Speech, Song, and Action

The stage effect of "spoken drama plus singing" also depends on the coordination
among spoken dialogue, singing, and physical action. As a music-dramatic form that employs
spoken drama structure as its main body, it cannot rely solely on songs themselves to
complete dramatic expression, but must establish cooperative relationships among speech
advancement, song intervention, and stage action’. Speech undertakes narrative and conflict
organization; singing concentrates emotion and strengthens the sense of collectivity; action
gives visible bodily form to musical rhythm and stage scenes.

This cooperative relationship is especially evident when presenting labor scenes.
Labor actions can correspond to song rhythms, so that audiences not only hear collective
voices but also see the bodily rhythms of collective labor. The combination of singing and
labor action connects musical thythm with body language, making songs not merely sonic
material but also a means of organizing stage action.

Thus, Nie Er's contribution to "spoken drama plus singing" can be understood as a
comprehensive music-dramatic practice. Through his treatment of the relationships among
songs, speech, and action, he enabled music to acquire more concrete stage functions within
spoken drama structure. Such practice did not fundamentally alter the basic nature of "spoken
drama plus singing" as spoken-drama-centered, but to a certain extent elevated the degree of
integration between songs and drama, also providing extendable experience for the later
development of Chinese new opera.

3. The Staging of National Musical Resources and Mass Communication Mechanisms
3.1. The Stage Transformation of Work Songs

From the perspective of ethnomusicology, Nie Er's absorption of folk musical
resources such as work songs cannot be simply understood as material transplantation. Work
songs were originally related to rhythm coordination, collective cooperation, and physical
exertion in concrete labor. After entering the stage space of "spoken drama plus singing,"
their functions transformed. On the one hand, characteristics of rhythmicity, responsorial
structure, and physicality were preserved; on the other hand, these characteristics were
reorganized into stage music expressing laborer identity, labor scenes, and collective emotion.
This transformation enabled folk sounds to acquire modern music-dramatic functions. They
were no longer merely local color or folk traces, but also participated in the presentation of
realistic themes. Work-song-style rhythms could transform bodily action, labor intensity, and
collective cooperation into audible musical order, enabling audiences to perceive the situation

5 Liao Kecheng. 2002. "Dramatic Language and Character Personality [J]". Journal of Guizhou University (Art Edition). (01):
76-78+87. DOI:10.15958/j.cnki.gdxbysb.2002.01.018.
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of laborers through sound. Thus, folk musical resources became an important medium in
"spoken drama plus singing" connecting realistic experience with stage expression.

3.2. Urban Sounds and Modern Communication

The musical sources of "spoken drama plus singing" were not limited to traditional
rural folk music, but also included sound experiences from modern urban life. The Newsboy's
Song presents newsboys, streets, newspapers, and street cries, possessing obvious attributes of
urban space. It transformed the everyday sounds of urbanJi)Z= life into singable stage songs,
enabling modern urban experience to enter the musical language of new opera exploration.
This point illustrates that Nie Er's "popularization" relied not only on traditional folk
melodies, but also included sensitive grasp of modern communication media and urban
sounds. Newspapers, streets, phonograph records, theaters, and mass rallies together
constituted the space of musical communication in the 1930s. Songs completed dramatic
functions on stage, and could continue to circulate beyond the stage, forming broader social
communication effects.

3.3. Popular Language and Disseminability

The mass communicative power of "spoken drama plus singing" is closely related to
its linguistic mode. Spoken dialogue stays close to everyday oral speech, responsible for
expositing events, organizing conflicts, and establishing character relationships; lyrics
emphasize concision, clarity, and repeatability, enabling audiences to rapidly grasp character
situations and emotional directions. Popular language here can be understood as a creative
strategy oriented toward stage communication and mass reception, not equivalent to the
simplification of artistic expression.

The disseminability of Nie Er's related songs also derives from the coordination
among language, melody, and rhythm. Short-phrase lyrics suit short musical phrases;
repetitive vocabulary suits clean unison entrances; and direct realistic images can rapidly
establish emotional relationships between audiences and stage characters. Thus, songs can
serve dramatic situations while leaving clear aural markers in audience memory.

4. Historical Significance and Generic Boundaries
4.1. Significance for the Exploration of Chinese New Opera

The historical significance of "spoken drama plus singing" is first manifested in its
provision of an operable early path for the exploration of Chinese new opera. Between
Western opera, traditional opera, civilized new drama, and modern spoken drama, creators
needed to find a stage form that could both handle realistic themes and enter the space of mass
reception. "Spoken drama plus singing" guaranteed narrative clarity through spoken drama,
intensified emotion and communication through songs, and enabled music drama to possess
relatively strong realistic functions under specific historical conditions.

Nie Er's practice further propelled the functionalization of this form. Through the
arrangement of song placement, the organization of unison singing, the staging of labor
rhythms, and the repeated use of musical leitmotifs, he enabled songs to gradually shift from
additive interludes toward functional factors within dramatic structure. This experience
possesses enlightening significance for later national opera, yangge opera, and new China's
opera creation. Subsequent works inherited the combination of speech and song, realistic
themes, and popularized language, while also continually attempting to solve the problems of
musical integrity and dramatic continuity.
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4.2. Generic Limitations and Historical Boundaries

The limitations of "spoken drama plus singing" are also closely related to its
functionality. Because it employs spoken drama structure as its main body, songs mostly
appear at key emotional nodes, collective scenes, or communication needs; therefore, music's
ability to continuously propel drama remains limited. Compared to through-composed opera
or mature music-dramatic structures, its musical organization presents more as nodal,
sectional, and functional.

In terms of characterization, "spoken drama plus singing" is relatively adept at
expressing collective situations, collective emotions, and social conflicts, but relatively
insufficient in the continuous musical characterization of individual psychology. Unison
singing can form strong collective subjects; solo singing can also assume certain lyrical
functions; but the inner development of characters still mainly relies on speech and plot
advancement. Thus, one can see that the value of "spoken drama plus singing" in the history
of Chinese new opera should be understood within the context of stage-specific exploration. It
provided experience in realistic expression, mass communication, and the transformation of
local musical resources, while also leaving subsequent problems such as musical continuity,
depth of psychological characterization, and overall structural maturity.

Therefore, the evaluation of Nie Er and "spoken drama plus singing" needs to
maintain balance between historical value and generic boundaries. Nie Er's contribution lies
in enabling songs to acquire clearer dramatic functions within spoken drama structure, and in
expanding the social impact of stage art through the communication mechanisms of mass
songs. Meanwhile, this genre still retains obvious spoken-drama subjectivity and stage-
specific characteristics; its significance is mainly manifested in its exploratory value in the
process of Chinese new opera's formation.

5. Conclusions

In summary, "spoken drama plus singing" should be understood at the intersection of
the national crisis in the 1930s, left-wing literary and artistic practice, the demands of mass
communication, and the localization of Chinese new opera. It is a functional music-dramatic
form that took shape in response to the needs of realistic narrative, mass mobilization, and
stage communication. Its formal sources involve multiple resources including civilized new
drama, "new drama plus singing," modern spoken drama, mass songs, Western Singspiel, and
operetta, ultimately acquiring new stage functions under China's specific historical conditions.
Nie Er's importance within this form is manifested in his concrete construction of the dramatic
functions of songs. Through the use of unison singing, labor rhythms, short phrase repetition,
disseminable melodies, and musical leitmotifs, he enabled songs to enter spoken drama
structure and participate in group shaping, emotion organization, and conflict advancement.
Works such as The Wharf Laborers' Song demonstrate that Nie Er could form collectively
voiced sounds with communicative power through concise melodies, strong rhythms, and
direct lyrics; the stage use of The Newsboy's Song illustrates that mass songs could also be
transformed into narrative markers and dramatic leitmotifs.

The historical value of "spoken drama plus singing" lies in its provision of early
experience for the realistic, popularized, and music-dramatized exploration of Chinese new
opera. Its stage-specific boundaries are equally clear: strong spoken-drama subjectivity,
limited musical continuity, and a degree of musical characterization of individual psychology
that still awaits deepening. It is precisely within the combined action of this historical value
and generic boundaries that the relationship between Nie Er and "spoken drama plus singing"
possesses academic significance worthy of continued discussion.
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