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Dear Patrons, Theatre, Ko Shan Theatre

In order to make this performance a pleasant experience for the artists and other members of the audience, please
refrain from recording, filming, taking photographs, and also from smoking, eating or drinking in the theatre.
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Please ensure that your alarm watches, wireless telephones and pagers are switched off during the performances.

Thank you for your co-operation.
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The Jealous First Wife, The Tailor, The Long Journey through the Snow
Chasing the Boat on the Autumn River, The Son Who Harbours Two Ulterior Motives
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Programme duration is about 3 hours 30 minutes with a 15-minute intermission

26.6.2010 (21155 say 7:30pm
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Concert Hall, Hong Kong City Hall

CHLHERD)

The Reincarnation of a Beauty
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Programme duration is about 2 hours 30 minutes with a 15-minute intermission

P T A A YRR DR B A H ) - R 435 A 25 BT TS5 T B AR L > AR TR I R Y [T WA > DA BRAE A o
If you do not wish to keep this house programme, please leave it on the seat or put it in the collection box at the admission point after the
performance for recycling arrangement.

HHHEREEE b ERE B EmER > SRS hAE - www.lesd.gov.hk/CE/Event/artist/indexc.html
Please visit the following website for information related to application for programme presentation / sponsorship by the Leisure and Cultural
Services Department: www.lesd.gov.hk/CE/Event/artist/index.html
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The content of this programme does not represent the views of the Leisure and Cultural Services Department
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Sichuan Opera Theatre of Chengdu: Sichuan Opera - an art form of diversity

25.6.2010 (M1 Fri) 2:30pm
1L B 35 B g Theatre, Ko Shan Theatre
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The programme includes a demonstration of the masterly skills and stunts that make Sichuan opera unique, such as
‘swift changing of face’, ‘spitting fire’, ‘eye to eye’, ‘beard or no beard’, ‘repeated splits and falls’, ‘rigid fall’, juggling helmet’ and ‘feather tricks’

There will be operatic excerpts from Picking Up the Jade Bangle, Shooting the Roc and
The Eight Battle Formations that integrate the stunts into the story.

ﬁg%{;g; Tickets: $40 (FF S Admission by Enrolment)
F& '8 Exhibition
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Exhibition on Categorically Unique - The Masterly Skills of Sichuan Opera

1-16.6.2010
& L B35 K st Foyer, Ko Shan Theatre

18 28 Free Admission
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Message

The long history of Chinese opera makes it a treasure trove of cultural gems, and its exquisiteness as an art
form and the virtuosity of its performers never fail to enthrall and amaze. Starting from 2010, the Leisure
and Cultural Services Department will be organizing an annual Chinese Opera Festival as a cultural
showcase of traditional operatic art from various regions of China. The international community will be
able to see many of China’s intangible cultural heritage conglomerating here in Hong Kong.

The Chinese Opera Festival will run for 48 days and feature eight operatic art genres sung in eight different
vernacular forms — Peking Opera, Kunqu Opera, Yue Opera, Cantonese Opera, Chiuchow Opera, Sichuan
Opera and two ancient theatrical genres, the Puxian Opera of Fujian and Zhengzi Opera of Guangdong.
While preserving and respecting the cultural and artistic heritage, we also hope that the Festival would
make a wonderful and memorable theatrical feast for lovers of the arts.

We have invited twelve troupes to perform in the inaugural programme of the Chinese Opera Festival.
Apart from presenting more than thirty performances, there will be a rich variety of activities to enhance
appreciation, such as a symposium on the future development of Chinese traditional theatre, guided talks,
seminars, exhibitions and shows organized for schools only. The idea is to inculcate in our young people
knowledge and understanding of the Chinese traditional art forms.

I would like to extend a warm welcome to the participating artists and groups from various cities and
provinces of the Mainland and from Hong Kong. Thanks to your hard work, the many treasures of Chinese

culture could be conserved for our future generations.

The programme of the Festival promises to be a wonderful tapestry of Chinese opera music, colours and
performing talents.

I wish the Chinese Opera Festival a great success and hope you would enjoy all the shows.

\ et

Mrs Betty Fung
Director of Leisure and Cultural Services
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Sichuan Opera Theatre of Chengdu

The Sichuan Opera Theatre of Chengdu is a professional performing art troupe of renown, its lineage tracing back to the
famous Sanging Club Theatre Company of the early 20t Century. Over the decades since its establishment, the theatre has
created and staged many memorable productions such as The Legend of the White Snake, Wang Xifeng, Zhuang Zhon and His
Wife, The Startled Dream of the Red Mansion, Liu Siniang, Monk Mulian’s Mother, Princess Wencheng, Youth Rising from the
Ashes, Torvents in the Family, The Flood of Desires (adapted from Desire Under the Elms) and The Reincarnation of a Beanty.

The theatre is acclaimed for its high standard of performance through its strong and outstanding cast, such as winners of the
Plum Blossom Award for Chinese Theatre — Xiao Ting, Liu Yun, Chen Qiaoru and Sun Puxie, and outstanding young actors
Cai Shaobo, Wang Yumei, Wang Chao, Ma Li. It is also backed by the prolific output of its dramatists and composers such
as Xu Fen, Tan Su and Wang Wenxun. It has won many prestigious awards such as the Five ‘One’ Project Award, the Wenhua
Grand Award, the Wenhua Award for Outstanding Repertory and the Wenhua Award for Performance presented by the Ministry
of Culture, as well as the Outstanding Repertory Award, Performance Award, Playwright Award and Music Award of the
Chinese Theatre Festival.
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Sichuan Opera

Sichuan opera is one of the oldest regional theatrical forms of China. It took shape during the reign of Qing Emperors
Yongzheng and Qianlong of the 18th Century, and became popular in Sichuan, Guizhou, Yunnan, Hubei and part of Taiwan,
with Chengdu being its birthplace and seat of the operatic genre.

Sichuan opera stands out among the vatious theatrical genres of the area, with its rich vernacular colour. While it may not
have the quaint elegance of Kungu, the monumental impressiveness of Peking opera, the demure softness of Yue opera, ot the
fiery and high-flung emotions of Qingiang, Sichuan opera holds its own with its fantastic, magical and gamesome charm. Its
earthiness, rustic and yet so refreshing, is reminiscent of the mountainous terrain of Sichuan. It is, therefore, unique among the
three hundred regional operatic genres of China.

Sichuan opera has assimilated the vocal features of other genres in China and, together with the vernacular features the local
dialect, its sung music has grown from one singing style into a hybrid of five mutually non-exclusive styles of kungiang, gaogiang
(high pitch), hugin, tanxi and dengxi. OF the five styles, gaogiang is the most outstanding.

The diverse and rich stock repertory of Sichuan opera has prompted the saying that “(there are) three thousand stoties from
the Tang Dynasty, eight hundred from the Song, and countless from the ancient dukedoms of the Zhou”. Generation after
generation of men of letters and artists in the theatre had improved upon them or reshaped them. As a result, the libretti of
Sichuan opera have become literature of the finest quality, beautifully written and meticulously sculpted. There is a ‘high-brow’
category of works praised by dramatists, the literary circle and an appreciative audience, such as Trials of Love, which is desctibed
as ‘poetty in every verse’. But at the same time, there is the ‘low-brow’ category that appeals to plebeian taste, which is made up
of everyday, vernacular and indigenous elements. The humour and wit, for which Sichuan people are famous, come out strong
in both categoties, and are shared and enjoyed by audiences of different cultural sectors.

Described as ‘(drama) infused with humanistic, etheteal and comic elements’, Sichuan opera has retained its perpetual charm
despite its ancient lineage because it is close to life. Although it has its fair share of formulaic presentations and the stock role
types of sheng, dan, jing, mo and chou, it is never encumbered by them and become fossilised. Instead, its artists have been able
to turn them round into tools to express emotions and to sculpt characters. For example, a character can change from the sedate
and reserved gingyi into a flirtatious huadan or brave wudan fighter after suffering a drastic blow in life. Other aspects include the
introduction of everyday details into the stage action. These are the ‘humanistic’ touches. As for the ‘ethereal’, they are the stunts
used to depict character and mood. An outstanding example is the ‘swift changing of face’. The ‘comic’ refers to the natural
sense of humour and optimism of the Sichuan people, example of which is ‘shadows fighting” in The Reincarnation of a Beauty.
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Lilting Tunes of Sichuan

In its development of about three hundred years, Sichuan opera has assimilated the vocal features of many other theatrical
genres in China, such as Kunqu of Jiangsu, Yiyanggiang of Jiangxi, Qingyangqiang of Anhui, Bangzi (Clapper opera) of Shaanxi,
Han Tunes of Hubei, Hui Tunes of Anhui ete. Slowly, through incorporating the vernacular features of the local dialect, its
sung music has grown from one singing style into a hybrid of five mutually non-exclusive styles, with a diversity in format, rich
repertoire of set tunes, stringent structure and exceptional features. Unlike Peking opera, Yu opera and Qingiang, which are built
upon one singing style, it is a rare gem among the Chinese operatic genres.

Among the component singing styles - kungiang, gaogiang, hugin, tanxi and dengxi — gaogiang is the most varied, and has the
widest stock repertoire of set tunes. Except for dengxi which originated from Sichuan itself, the others all found their way to
Sichuan from other provinces and tegions of China.
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Gaoqiang

Gaoqiang (High pitch) is the most important among singing patterns in Sichuan opera. It was brought to Sichuan from other
provinces during the early 17th Century. By incorporating the vernacular, folk ballads, workers’ calls and narrative singing, it
has evolved into a genre of sung music with characteristic local features. It has also retained some of the ancient traditions of
Southern Tunes and Northern Tunes, and can be sonorously flamboyant and lyrically touching at the same time.

Gaogiang in Sichuan opera is accompanied by an ensemble made up of mainly percussion instruments. The singing is
exceptional because there is only one actor who is the leading singing voice, while the others are restricted to a responsorial role.
The sung music is therefore made up of a singing voice, a responsorial chorus and a percussion ensemble. Structurally it is made
up of set tunes. But because of the large quantity of set tunes, the complicated formats — such as having more responsorial
singing than the main voice, or even simply all responsorial singing, or only coming in at the beginning and the end — will be
determined by the play itself.

Gaogiang enjoys free tempi and encourages improvisation. This gives the artists centre stage to sing, act, deliver lines, and tell
the story in whatever way they prefer. It can apply to historical plays, tragedies and comedies alike.
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Kungiang

The vocal pattern of Kungiang in Sichuan opera comes from Kungu, which was introduced to Sichuan many centuries ago.
Its original form is almost lost today because it was very much a product of a literati society, with its poetic libretti and strict
verse and rthyming patterns. The actor was expected to give clear enunciation of every utterance. Its set tunes were technically
demanding because of the undulating melodic line, and the pace tended to be slow. For all these reasons, the original Kungiang
had become obsolete. But it has a new existence in Sichuan opera. In appreciation of its cantabile qualities and the lyricism that
is suitable for dancing, Sichuan artists have picked some of the set tunes and verses from Kungiang and inserted them into other
vocal patterns for flexible applications. The reborn genre takes on a new look that is distinctly unique.

Structurally, the Kungiang in Sichuan opera is similar to that of Kungu of Suzhou, and can be either sung as ‘one style
throughout” or ‘with a combination of styles’. But there ate not many plays that adopt the first format. Most are combined with
the other vocal patterns in the genre, i.c., gaogiang, hugin and ranxi, and sometimes only a set tune or some phrases may be
sporadically used.

The dizi is still the major accompanying instrument for Kungiang in Sichuan opera. The percussion ensemble has the same
configuration as those used in gaogiang, hugin, ranxi and dengxi, but the timbre and volume are much softer and more elegant.

HEIES"

Sichuan Opera Musicians
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Hugqin

‘Hugin’ in Sichuan opera actually refers to a combination of a number of vocal patterns, with an emphasis on the bar, or
‘beat’. The singing is dominated by a vatiety of bars of ‘strong’ and ‘light’ beats. Unlike the set tune form which allows for long-
short pairing of verses, the libretti are uniform in length, mostly in seven-character or ten-character vetrses. The hugin vocal
pattern was formed duting the reign of Emperor Qianlong of the Qing Dynasty (r. 1736 -1795). It is so-called because the lead
instrument in the accompanying ensemble is the small hugin. The singing style is basically of two types: the ‘erhuang’ and the
‘xipi’. Together they are called pihuang for short. The instruments to accompany the singing are sanxian, erbu and yueqin.

The erhuang style can be sung in three modes: the zhengdiao mode expresses pensive, solemn, reserved or lighthearted moods;
the fan-erhuang mode expresses deep sorrow, self-pity and a mixture of sadness and anger; and the /aodiao mode expresses
strident emotions. The xzp is very different in terms of musical expression, as it expresses sanguinity, flair, high-flung emotions,
restraint and flowing qualities. While x7p7 and erhuang may be separately used, there are also many plays in which both are sung,
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Tanxi

The vocal pattern of zanxi originates from Qingiang of Shaanxi. It is also called Gaibanzi because it uses the gaizhi hugin as
the lead instrument, or Chuanbangzi because it adopts the bangzi (clapper) as the rhythmic instrument. Despite its provenance,
it shows little relation to Qingiang in technical terms, i.c., the melody, vocal techniques and the vocal patterns, because it has
assimilated the Sichuan vernacular, its percussion music and its folk music. The age-old evolution process has yielded a unique
style. But then, in terms of musicality, thete are still traces of the Qingiang provenance.

Emotions expressed in zanxi are in two types of melodies: happiness
and joy are sung in the ‘sweet’ tones of zianping, while sorrow and
devastation, in the ‘bittet’ tones of kuping. They are independent
of each other, but they also share
similarities of mode, ‘strong’ or ‘light’
beat, and in the structure.
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Dengxi

Dengxi originates from the song and dance performance at temple fairs in Sichuan. It is also a relic of the ancient tradition of
holding lantern fairs in the Sichuan region — hence the gente of ‘dengxi’, meaning ‘lantern opera’. The performances are usually
playlets inspired by everyday life, and the music taken from folk songs or ballads of the villages. The unique features of this type
of singing is that the tunes are short and rhythmic, and the melody is lively. It is therefore typical of the Sichuan vernacular.
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The Responsorial Chorus

In Sichuan opera, the use of the chorus in the unaccompanied singing format of gaogiang has many functions. The most
important is to determine the vocal pattern and the pitch for the actors to follow. Traditionally, the lead player of the
percussion — the drummer, usually a man — would also be this leading voice. But this role was abandoned after the 1950’s, when
the chorus was changed to an all-female voice.
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Percussion Ensemble

The ensemble that consists only of gongs and drums is the ‘soul’ of the music of Sichuan opera
in that it streamlines the generic style of the play, shapes the stage performance, and controls the
pace and the action etc. The ensemble is made up of a drummer and four other musicians. The
drummer leads by providing drum beats on the xizogu (small drum) and beating time with the
clapper. The other four would play the
xiaolno (small gong), daluo (large gong), daba
(large cymbal) and ranggu (barrel drum).
These five are considered the set-up for
‘military scenes’ because of their strident
(described as ‘hard’) sounds. The strings and
winds, on the other hand, are considered the
set-up for ‘civil scenes’, that is, without any
fighting routines.
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Barrel drum
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Masterly Skills and Stunt Acts

There is a saying among the audience of Chinese opera that “Peking opera is for listening, Sichuan opera is for watching”. A little
too conclusive it may be, but there is a certain degree of truth in it. The reason is that the vocal music of Peking opera has been
so well-honed that it is worth listening to over and over again. At the same time, the stories of its plays are so familiar to its fans
that they can just close their eyes md enjoy the music without seeing what is happening on stage. On the other hand, Sichuan
opera is technique-based. The same story as interpreted by different actors would be performed differently. One example is the
opera excerpt of Goimg Up to Hongtai Mountain. The rogue Xiao Iang wants to kill a scholar in order to seize his beautiful
wife. The characterization is totally different between two famous Sichuan opera actors in this role, Peng Haiging and Cao
Junchen. Peng would use the slelght of hand’ of the ‘disappearing broadsword’ to portray the sly and ruthless Xiao, while Cao
would abandon any trick but concentrate on charactetization through acting. The choice determines the focus of interest for the
knowing audience, and this forms one of the core attractions of the theatrical genre.

The artists of Sichuan opera refuse to settle for mere acting and singing. So, in order to highlight sudden changes of emotions or
turn of events, they would use various tricks, physical ot illusory, for stunning visual effects. They have created numetous ways
of characterization and portrayal through improvisations and stage experience which become routines, masterly acts and stunts.
That is why we can see the magical ‘swift changing of face’, ‘instant third eye’, ‘the colour of the beard changing from black
to white in a split second’, ‘spitting fire” etc. Such highly imaginative expressions and bravura techniques pepper the play with
elements of surprise, and the audience is kept interested all the time. This clever balance between entertainment and aesthetic
appeal is an important component of Sichuan opera.
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Swift Changing of Face

This is the traditional theatrical technique that has made Sichuan opera stand out amongst other forms. The ‘face changing’ is an
exaggerated way of externalizing emotional changes in the character. The ecatliest example is Oz Guizheng Mansion (also known
as Three Disguises), in which the hero, Bei Rong, is portrayed as an itinerant chivalrous swordsman who is adept in disguising
himself. Then in 1958, the ‘face changing’ stunt was applied to The Legend of the White Snake. But it was not until after the
1980’ that female performers were allowed to petform this stunt.

There are basically three techniques involved to achieve the ‘swift changing of face’ — ‘smearing’, ‘powder-blowing” and string-
pulling
Smearing - The actor applies cosmetic paint on the part of his face that needs changing colour beforechand. At a
certain point of the performance, the actor quickly smears it to change his face colour. Examples are Xu
Xian in The Legend of the White Snake, Pei Yu in Saving Scholar Pei, and Prince Zhao in The Qi Court in
Chaos.

Powder-blowing -~ Fine cosmetic powder of gold, black or silver is placed in a containet prop, such as a wine cup, beforehand.
At the appropriate moment, the actor blows into it with his eyes closed while holding his breath. The
powder will puff up and stick to his face and change its colour. Examples are Shi Huaiyu in Catching Shi
Huaiyu Alive, and Le Yangzi in The Siege of Zhongshan.

String-pulling - Several masks are
painted on pieces of thin silk
and stacked together to cover the
face. Each mask has a thread that
is led to an inconspicuous part of
the costume. At the appropriate
moments during the performance,
the actor would whisk away the
masks one by one by a fling of
the hand, a flick of the cloak etc.
The action must be quick, crisp
and smooth. Examples are the
Incarnated Human Form of the
Purple Gold Alms Bowl in The
Legend of the White Snake, and Nie
Long in The Beach of the Yearning
Son.
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Wearing a Long Beard

This is one of the standard routines for an actor
performing male roles in Sichuan opera. The long
false beard can be held in various ways to suggest
the character’s feeling of anger, dilemma etc.
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Beard or No Beard

The ‘beard routines” are rather common in Chinese opera, but in Sichuan opera,
the visual interest lies in the ‘stunt’ effect. Here are two of them:

Beard or No beard - In Hua Rong Shoots Down a Condor, Hua Rong disguises himself
to become a coach driver of a household in order to see the young lady he loves. So
when the mistress of the family asks for the coach, he is the driver and wears a beard.
But when the young lady comes, suddenly his beard is gone, leaving him a clean-shaven,
good-looking young man. His beard is back on in a split second when her sister-in-law
appears. The sleight of hand is even more magical than ‘swift changing of face’. Wang
Daoling in The Legend of the White Snake also pulls this stunt.

A Black Beard that Turns White — In the civil version of the play Az rhe Zhaoguan Checkpoint, Wu Zixu is defecting to the State of Wi,
but on reaching the Zhaoguan checkpoint, he sees his own likeness hanging there as a wanted person. So he goes to the hermit Dong
Ougong’s place to seek shelter for the night. His anguish turns his hair and beard from black to white overnight. The guards cannot
recognize him and seize Huangpu Nei instead, so he passes the checkpoint safely. Other characters that are performed with this magical
change include Le Yangzi in The Siege of Zhongshan, and Lu Dongbin in The Vixen with Nine Tails.
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Hair-flinging 3
In ‘hair-flinging’, the performer flings a bunch of long hair tied up at the top of the
head to show strong emotions. In Sichuan opera, there are seven ‘flinging’ routines that can make the hairpiece go in different
ditections and motions. Examples are the actor performing the role of Xu Jia in Giving Away the Silk Robe, who flings his
hairpiece to show his penitence and the hair can wind up as a bun on the top of his head. Other examples are The Military
Formation and A Visiz 1o the Grove.
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Balancing a Lit Lamp

In ‘balancing a lit lamp’, the petformer can roll over, turn and do a balancing act while all the
time the oil lamp on his head would not drop or blow out. One typical example is P: Jin
Balances a Lamp. Pi Jin is punished by his wife for gambling by placing a lit oil lamp on his
head. The actor playing Pi needs to roll and turn on three long and narrow benches.
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Spitting Fire

‘Spitting fire’ is one of the stock stunts in Sichuan opera. The performer would have some resin
powder in his mouth. When another actor holds a lit torch to him, he would spit out the resin in
one continuous breath. The lit powdet becomes a flame that looks like coming from his mouth.
Later performers would use kerosene instead of resin for an even more stunning effect.

The fire-spitting stunt is often used in plays involving supernatural themes. One example is the fight between the Wind God and
the Fire God with the White Snake, in The Legend of the White Snake. It creates a highlight in the performance and makes the
story even more memorable for the audience.
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The Magic Candle

The candle that would not go out is an impressive trick of magic. The actor
would blow it out in front of the audience, but with one quick flick of the
sleeve, it is lit again. This appears in such plays as Catching Shi Huaiyu Alive,
Catching Sanlang Alive and The Vixen with Nine Tails.
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The Disappearing Broadsword

This is a famous masterly act in Sichuan opeta, exemplified in Xiao Fang's
Murderous Scheme on the Boat. The rogue Xiao Fang wants to kill a scholar in §
order to seize his beautiful wife. A broadsword of mote than two feet long . =<8 :

would appear and disappeat in the wink of an eye. It vividly suggests the sly and ruthless character of Xiao.
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Body-lifting

In ‘body-lifting’, the performer can give the illusion of being ‘lifted” in mid-air by curling
up his feet. This masterly skill suggests the character’s frightened state when he is caught
by a ghost.
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The Instant Third Eye (‘Stamping’)

The ‘third eye’ is a symbol of enlightenment in Buddhism. Tt
is said to be hidden between the brows, but when it opens, it
can identify evil spirits. In T'he Legend of the White Snake, Monk
[ahai invites God Veda to subdue the White Snake. In the
fighting scene between the two, the actor playing Veda would
first stick an ‘eye” on the tip of one of his boots and cover it up
before he goes on stage. Then at the appropriate moment, he
would say, “Let me open my Eye of Enlightenment and sce...”,
he adds an ‘eye’ in the middle of the forchead by one quick-as-
lightning kick. It is said that this mastetly skill was first invented
by Kang Zilin, a legendary name in Sichuan opera.
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The Feather Tricks

The “feather tricks’ can number as many as twenty-cight, and ate role-specific. The performer makes the two feathers on the
headgear go in and out, roll and turn, or even stand upright. Examples ate Lu Bu in The Stratagem of Killing Two Birds with
One Stone, Zhou Yu in A <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>