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Dear Patrons,

To avoid undue disturbance to the performers and other members of the audience, please switch off your
mobile phones and any other sound and light emitting devices before the performance. We also forbid eating
and drinking, as well as unauthorized photography, audio and video recordings in the auditorium. Thank you
for your co-operation.
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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.
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Please visit the following website for information related to application for programme presentation/sponsorship by the Leisure and
Cultural Services Department: www.lcsd.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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An Operatic Legacy: Showcase of Kunqu Opera Classics Excerpts
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Storming the Chamber from The Palace of Eternal Life, Invocation to the Gods from Returning the Gold Bangle,
At Nanpu River from The Story of the Lute, Writing a Poem from The Soup that Cures Jealousy,
Seeking Shelter for His Son from The Beauty Washing Silk by the River

12.6.2011 (E#iF Sw)  7:30pm
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Inscribing on the Fan from The Peach Blossom Fan, The Obsessive Dream from Lanke Mountain,
Finding the Rat and Fortune Telling from Fifteen Strings of Cash, Killing ‘The Tiger’ from The Iron Headgear,
Following Tracks in the Snow fromThe Story of the Decorated Mansion
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Message

Chinese opera is a cultural gem combining the beauty of performing arts, visual art and literature, chiseled and polished
by numerous artists over the years. lts technical astuteness and exquisiteness in presentation has far-reaching influence
on the development of Chinese culture. Last year, the Leisure and Cultural Services Department organized the first
Chinese Opera Festival to resounding success and with overwhelming response. The Festival returns this year with an
even more diverse programme of exceptional quality, while continuing with the three-pronged mission of promoting
traditional Chinese opera, enhancing cultural exchange and fostering creativity.

Chinese Opera Festival 2011 features 15 participating groups showcasing the unique charm and delights of seven
regional theatrical genres. They include Peking opera, Kunqu opera, Gantonese opera, Chiuchow opera, Qi opera of
Hunan province, Gaojia opera of Fujian province and Pingtan - a narrative singing popular in southem Yangtze River.
The festival programme strives to provide a good mix of traditional and new programmes. It gathers a host of the most
eminent and distinguished artists with a view to providing the audience with different perspectives in appreciating
Chinese opera.

Cantonese opera has always been popular among the local audience. For this year's Chinese Opera Festival, veteran
stage director Fredric Mao has been commissioned to remake the classic, The Last Emperor of Southern Tang, as the
Festival's opening programme. We hope the production will chart a new territory for Cantonese opera in Hong Kong
while upholding the fine traditions of the genre.

In addition to the 30 stage performances, there will also be arts appreciation activities such as symposia, guided talks,
themed seminars, exhibitions, film screenings and backstage visits for students. These offerings aim to reach out to all to
savour the poignantly rich drama and musicality of Chinese opera, and, in particular, the young audience with the aim of
enhancing their understanding and appreciation of the art.

| would like to express my heartfelt gratitude to the participating artists from various provinces and cities of the Mainland
and Hong Kong. | am sure the efforts and contributions you have made towards the preservation and continued
development of Chinese opera will be deeply appreciated by opera lovers.

May | wish the Chinese Opera Festival 2011 every success.

t‘l&,{_’ Q/(/“K

Mrs Betty Fung
Director of Leisure and Cultural Services
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Lecture Series on the Appreciation of Kunqu Opera

(EEEF 2% In Cantonese)

11.4.-15.5.2011
FHESLALL T B4 3

Room ACt, Level 4, Administration Building, Hong Kong Cultural Centre
%% Speakers : B'E %E\: Cheung Lai-chun (&% R HHEMTHSEE Senior Kungu Researcher)
ok EFI Koo Siu-sun (F5#E A ER TR ST ERRE 2425 T Honorary Lecturer, School of Chinese, The University of Hong Kong)

%k B Sou Si-tai (B2 Qin Musician)
%‘J %ﬁ Lau Chor-wah (FHERE AEEFSRHAT Professor, Department of Chinese Language and Literature, Hong Kong Baptist University)

EB|&{i /& Exhibition of The Art of Kunqu Opera
8-19.4.2011  1-12.6.2011

H#E b O RE RSB Foyer Exhibition Area, Hong Kong Cultural Centre

B2 Free Admission

DHERRI R ) DhE

Symposium on "The Sustainable Development of Kunqu in the Last Decade"
(&3@ERE BT In Putonghua and Cantonese)

10.6.2011 ¢2siri ) 7:30pm
FHESUEH O TER A2 R =

AC2, Level 4, Administration Building, Hong Kong Cultural Centre

F§7 Host : 5RBEE Cheung Lai-chun (&% EEHREEMTAF 753 Senior Kungu Researcher)
w75 Speakers : £21F{~ Cai Zhengren (_-¥5 EZE|E [ Company Director, Shanghai Kunqu Troupe)
P E KeJun (LR & EEEEE EBIFEFEE Company Director, Jiangsu Performing Arts Group Kun Opera Theatre)
F§4L¥ Tao Hongzhen (% —#ki# & National Class One Performer)
BRRE5)L Cheng Pei-kai (B ik i A B E] (k10 E(F Director, Chinese Civilisation Centre, City University of Hong Kong)
ﬁ% Eﬁ Koo Siu-sun (s A EEH B E 424 23 HT Honorary Lecturer, School of Chinese, The University of Hong Kong)

C 2011 | BI85 8 Sharing Session

(BZE X In Cantonese)

26.7.2011 =#—Tue 7:30pm
Hil S DT BRI AR B &

ACt1, Level 4, Administration Building, Hong Kong Cultural Centre
¥ Host : 3H&5K Tam Wing-pong

SBNS  BAUAR - £3ES  BRELE

Free admission. Limited seats available on a first-come-first-served basis

TS EBEBEBIPE Jiangsu Performing Arts Group Kun Opera Theatre
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Jiangsu Performing Arts Group Kun Opera Theatre was established in September 2001, and was formerly founded in 1956 as the Suzhou
Kungu Opera Theatre. The Theatre devotes itself to the preservation and perpetuation of kunqu. To date it has re-arranged and adapted
close to a hundred titles, and created another dozen of new productions of its own. The Theatre's stock repertoire features many opera
excerpts passed down by the ‘Chuan’ generation of kunqu artists, such as The Obsessive Dream from Lanke Mountain, Wandering in
the Garden and Waking from a Dream from The Peony Pavilion, The Mad Woman’s Words and A Visit at the Temple from The Pavilion
of Colourful Clouds, Writing the Petition from The Story of the Gauze Silk, Chastising His Son from The Legend of the Embroidered Coat,
full-length operas The Palace of Eternal Life, The Mistake Caused by the Kite, The Legend of the White Snake, Fifteen Strings of Cash;
and the new productions Catching Luo Genyuan Alive, The East Wind Warms the Land and The Outpost at the Yellow River. The Theatre
boasts nine winners of the Plum Blossom Award for Chinese Theatre and numerous National Class One Performers among its members,
and has given performances in close to ten countries and regions around the world.

BEE|BE Shanghai Kunqu Opera Troupe
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The Shanghai Kungu Opera Troupe was established in 1978, and was formerly the Youth Peking and Kunau Opera Troupe of Shanghai.
The Troupe was under the leadership of Yu Zhenfei, maestro of Peking opera and kunqu arts, in its earliest days; its current Company
Director is Guo Yu. The Troupe boasts a talented cast, including seasoned virtuosi and National Class One Performers Wang Zhiquan,
Fang Yang, Ji Zhenhua, Liu Yilong, Zhang Xunpeng, Zhang Mingrong, Zhang Jingxian, Yue Meiti, Liang Guyin and Cai Zhengren; Gu
Haohao, winner of the Plum Blossom Award for Chinese Theatre and a leading artist in the field in Shanghai; and National Class One
Performers of the young to middie-aged category, such as Miu Bin, Wu Shuang, Shen Dieli, Li An, Liu Jie, Ni Hong and Yu Bin. Nine
of the Troupe’s members have won the prestigious Plum Blossom Award for Chinese Theatre on a total of ten occasions, and twenty
have won Lead, Supporting and New Actor Awards at the Shanghai ‘Magnolia’ Awards for Chinese Theatre - Performing Arts. Since
its establishment, the Troupe has revived and arranged close to three hundred traditional opera excerpts, such as Catching Sanlang
Alive, The Novice Monk and the Young Nun, Asking for Tea, The Inebriated Poet Li Bai, Searching the Mountains and Stopping the
Cart, Cleaving Open the Mountain to Save His Mother, Invocation to the Gods to Subdue the Demons, Kneeling by the Pond, Making
a Marriage Proposal, The Drunken Messenger, The Party, Castigating Cao Cao in the World of the Living, The Night Watch, Waylaying
the Horse, The Male Prisoner and Infernal Judgment. In 2002, a number of the Troupe’s artists were honoured by the Ministry of Culture
for their long-term dedlication to kunqu and for their significant achievements, and were named Representative Exponents of Intangible
Cultural Heritage at National Level.



STER A &N EBIPR Suzhou Kunqu Opera Theatre of Jiangsu
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Established in October 1956, the Suzhou Kunau Opera Theatre of Jiangsu Province was formerly the Su and Kunqu Opera Troupe of
Jiangsu Province. For the five decades since its inception, the Theatre has staged many full-length kunqu productions such as The
Peony Pavilion, The Palace of Eternal Life, The Story of the White Rabbit, The Hairpin, The Story of the Wooden Hairpin, etc., an addition
to performances of over two hundred opera excerpts. The Theatre has been the cradle of four generations of kunqu artists, who are
distinguished by the Chinese characters - Ji, Cheng, Hong, or Yang - incorporated as the middle character in their stage names. The
effort testifies to the group’s significant contribution towards the preservation and development of the art. Members of the Theatre have
accomplished sterling achievements in the field, notably Wang Fang, who won the coveted Plum Blossom Award twice. In 2002, four
arlists, Wang Fang, Tao Hongzhen, Yang Xiaoyong and Lu Fuhai were presented UNESCO's Award for Promoting Kunqu Opera. Over the
years, the Theatre has participated in each of the annual Kunqu Performance Showcase, as well as in the 2™ and 6" China Arts Festival.
It has garnered over 20 awards at events including the Al China Showcase of ‘Best of China’ Repertories organised by the Ministry of
Culture, the All China Artistic Exchange Showcase of Young Performers in Kunau, the All China Showcase of New Kunqu Repertories, the
2" Kunqu Festival of China, and the All China Accreditation Competition for Young Kunqu Performers. There are currently ten National
Class One and twenty National Class Two Performers among its members.

b S h{EYEE China Kunqu Opera Museum
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The Chinese art form of kunqu was among the foremost cultural forms of expression to be inscribed into UNESCO?'s list of ‘Masterpieces
of the Oral and Intangible Heritage of Humanity’ (now renamed ‘Intangible Cultural Heritage’) on May 18, 2001. In a bid to preserve and
perpetuate the art, the Ministry of Culture of the People’s Republic of China and the Jiangsu Municipal Government jointly authorised the
creation of the China Kunqu Opera Museum at the site of the historical Quan Jin Hall by expanding the existing Suzhou Traditional Opera
Museum. Phase | of the project was officially inaugurated on November 22, 2003. The new Museum is armed with the multiple missions
of salvaging repertoires on the verge of extinction, preservation, academic research, training and performance of kunqu, and is now an
important showcase venue of the art form. The museum’s layout follows the principle of fully utilizing the outstanding architectural features
of cultural monuments for the benefit of highlighting the ‘oral and intangible assets’ of kunqu.

E &l Kunqu Opera
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Kunau opera refers to a form of Chinese traditional theatre performed in the vocal style of kungiang (also called kunqu). As a singing
style, kungiang gained popularity in the Kunshan area of Suzhou during the Yuan and Ming periods in the 14th Century. It was refined
and improved upon by the literati of Ming Dynasty, such as Wei Liangfu, to achieve a standardized artistic form. The result was a vocal
genre of mellifluous charm called shuimogiang (‘water milling vocal style’) and a stringent observance of the tonal system. The literati
even wrote libretti to promote this singing style, and trained artists to perform. As a result, an operatic genre with a performing mode and
stage aesthetics that were rigorous and comprehensive, Kungu opera, was born. In the centuries to come, Kunqu opera was to become
a model for later operatic genres, and has therefore been described by historians as ‘the mother of Chinese theatre’ and ‘the source of
all operatic genres’. In 2001, UNESCO declared the first list of ‘Masterpieces of the Oral and Intangible Heritage of Humanity’, of which
Kungu opera was one.

Kunqu opera’s highly integrative performing mode brings together movements, delivery of lines and singing to present a story. Over the
long period of its development, it has come to encompass diverse art and cultural forms including literature, music, dance, fine art, martial
arts and acrobatics. A Kunqu opera performance may include poetry, various types of prose, string and wind ensembles, gong-and-
drum music, singing accompanied only by clappers etc. Movements are immaculately executed, with different parts of the body following
specific routines, such as hand, eye, body movements and steps, and the use of ‘hand-wrist turns” and ‘flowing sleeves’. A table and
two chairs are enough to constitute the mise en scene from which numerous scenarios take place that evoke the audience’s most vivid
imaginations. Costumes and make-up can be subtle, florid, or both, to serve as fol of characters. It is therefore a genre that is capable of
the richest interpretation.




EBIBIZ The Libretti of Kunqu Opera
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There are two types of Kunqu opera lioretti: chuangi and zaju. Chuangi refers to libretti of the Southern artistic tradition, and were highly
popular in the south of China since the Southern Song Dynasty (1127-1279). Plays of this genre often drew their inspiration from the
legends and love stories told in novellas of Tang Dynasty. This form did not reach full maturity until the Ming Dynasty (1368 - 1644), when
a spate of new works was written, and the heyday continued through the Qing Dynasty (1616-1911). The constitution of zaju is dual: one
being the libretti popular in northern China passed down from the Yuan Dynasty (1206-1368); the other being works composed after the
Zzaju format during the later Ming and Qing periods. Some of the celebrated Kunqu opera libretti include To the Banquet Armed by Guan
Hanging (Yuan Dynasty), The Story of the Lute by Gao Ming, The Beauty Washing Silk by the River by Liang Chenyu (Ming Dynasty), The
Peony Pavilion by Tang Xianzu, The Palace of Eternal Life by Hong Sheng (Qing Dynasty) and The Peach Blossom Fan by Kong Shanren
(Qing Dynasty), all of which are now considered classics of Chinese literature.

}TFEE Opera Excerpts
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A chuangi can be performed in its full length in a series of consecutive performances, or in the form of independent, shorter opera
excerpts. Opting for the latter allows performers to strive for greater focus and perfection, and usually has the effect of highlighting the
performance by a certain role-type. Zaju on the other hand tends to be shorter, comprising only four sections, but can also be performed
in excerpts. Opera excerpts are the gems of Kunqu opera. Today, there are about two hundred excerpts extant in the stock repertoire.

E M= The Sung Words in Kunqu
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In early regional operas, the words were sung and recited in regional dialects. Kunqu however was performed in a unique stage language,
invented by a phonology expert and librettist, Zhou Deging (1277 - 1365), of the Yuan Dynasty. Zhou took the Northern Mandarin dialect
spoken in the Central Plains (present-day Kaifeng of Henan province) and combined it with the standard pronunciation for the written text
used throughout China to create a language that would faclitate composing sung music. He compiled a volume titled The Phonology of
the Central Plains on the rules for singing and music composition under such a system. Sung words in kunqu followed this phonology; but
as the vocal style kungiang originated and developed in southern China, the sung words inevitably brought in the vernacular features of
the southern regions. The stage language of kunqu therefore varied between the early Yuan and the later Ming and Qing periods. Today,
the sung words follow the standardized system in The Essence of Phonology, edited by Shen Chenglin of Qing Dynasty.

EEIEE The Performers of Kunqu Opera
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Taking the centre stage in Chinese traditional theatre, actors must possess sound training in basic skills. They must excel in the
‘four skills’: singing, recitation, acting and dancing; and must also be proficient in the ‘five movement routines’ - for the
hand, eye, body, foot, and combined coordination. The ‘four skills’, to be performed in tandem with movement routines, are
subject to established performance criteria.

Singing:  bright, sonorous vocal tones should convey the charm and flavour of the unique enunciation and tuneful melodies of kunqu.
Accurate enunciation must be paired with an orthodox singing style.

Recitation: as in singing, recitation must attend to rhythm and prosody.
Acting:  graceful postures and stylised movements are refined forms of the actions and gestures performed in everyday lives.

Dancing: dance is an extension of stylised movements, usually crafted with a greater structure and theme. In Kunqu opera, dances
correspond closely to the sentiments and themes explored in a work, and are not presented as stand-alone performances.

In addition to training in basic skills, Kunqu opera artists also undergo specialised training for their respective role-types. There are five
main role-types in Kunau opera: sheng (young male roles), dan (female roles), jing (painted face), mo (old male roles) and chou (comic
roles). Each category can be broken down into further subdivisions, which have their own distinctive performance styles and routines.
In the art form’s heyday, the popular presentations of chuangi in their serialized form, staged over a period of time, placed an emphasis
on rich and comprehensive displays of role-types. Characters were numerous but never repetitive so as to add colourful variety in the
performances.

Sheng (male) roles

Daguansheng (older crown-wearing male) portrays men of status at their prime. Actors must have a clear, sonorous voice, and
performance routines convey charm and poise.

Xiaoguansheng (younger crown-wearing male) portrays young men of status. The repertoire for xiaoguansheng features equal parts
singing and acting. Actors must demonstrate both poise and youthful versatilty.

Jinsheng (young scholar) portrays carefree, free-spirited youth. Actors exhibit a bookish, graceful air, and sing in pleasing, rounded tones.
Kusheng (poor scholar), also called giongsheng or xiepisheng, portrays destitute young male scholars.

Zhiweisheng (headgear-wearing male) portrays young men of the ‘military’ category. Actors must be versed in ‘civil’ and ‘military’
performances, and must be able to perform “feather tricks’ with the headgear.

Dan (female) roles

Laodan (old woman) portrays female characters advanced in years. Actors sing in sonorous tones, and often portray the paragon of a
wise and devoted mother in the olden days, whose loving care is expressed through her severe manner.

Zhengdan (leading female) portrays females in their middle ages. Zhengdan roles often involve a lot of singing, and require a bright,
robust voice. Characters include the chaste, and women under hardships and suffering.

Zuodan (child) portrays cheerful and sprightly young females, including youths and children. Actors sing in gentle tones and display
suppleness in their movements.

Sidan, also chidan (assassin female), portrays the martial-trained, and includes characters of bold, even vicious personalities.

Wudan, also guimendan, portrays high-born young females who are not yet married.

Liudan, also tiedan, portrays clever and lively maidservants.

Jing (painted face) roles
There are two categories of jing roles: damian (large painted face) or baimian (white face). Damian can be further subdivided into
hongjing (red painted face) or heijiing (black painted face); and baimian into xiangdiao baimian and lata baimian (scruffy white face).

Mo (old man) roles
Laosheng (old man) performs repertoires that underscore singing skills. Actors must be able to reach the high registers and have a broad
vocal range.

Laowai (bearded old man) portrays elderly characters of senior standing in the community. Singing is crucial in laowai roles, and is
delivered in bold, robust tones.
Fumo (supporting old man) portrays elderly males of low social standing who live in poverty.

Chou (comic) roles :

Chou is also called xiaomian or sanhuamian. Actors usually play minor characters who are simple and honest people, and have no
social standing. Another type of chou role called erhuamian, or fu, often portrays villainous characters.
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Music ensembles in Kunqu opera productions are also called changmian, literally ‘scene’ or ‘setting’. The name alludes to an ensemble’s role
to conjure sound effects and ambiences of different scenes and settings, in addition to providing musical accompaniment. Music of the
‘civil” category usually features winds and strings to depict expressive and placid moods. Percussive instruments dominate in music of the
‘military’ category, and have the effect of conjuring animated celebratory or combat scenes.

Kunqu can be sung without instrumental accompaniment, & la ‘a cappella’. Accompaniment tends to be sparse even when used, as the
art form emphasizes the beauty of the human voice. Just a banhu and a dizi would be enough to create the desired effect. Sanxian (or
pipa) and tigin (a melancholic-sounding hugin) may also be added. In a Kunqu opera performance, more instruments may be brought in
to create the different ambiences evoking ‘civil’ and ‘military’ scenes. However, accompaniment must be carefully controlled so as not to
drown the human voice.

The music of kunqu derives from two main sources: ¢f poems of Song Dynasty, and qu of Yuan Dynasty. It has also incorporated elements
of Buddhist, Taoist and folk music. Musical notation is traditionally written as gongche scores, using the Chinese characters shang, chi,
gong and liu to indicate the notes equivalent to do, re, mi, so in Western music. There are also symbols to mark the beat and singing style.
Since the 21st Century, some have begun to write out kunqu scores as jianpu (numbered musical notation) or on a five-line staff.
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Kunqu, the sung form of the Kun theatrical genre, perpetuates the artistic tradition in Chinese culture that ‘singing is a lyrical way to speak’,
while Kunqu opera, the theatrical form, is celebrated as true ‘literati theatre’.

Kunqu exists in set tunes, which comprise two components: the libretto and the music.

Stringent phonetic and musical rules and formats apply to both components. For the libretto or text (‘wen’), there are specifications on
the number of characters in a line, the number of lines in a verse or aria, syntax, intonation and the rhyme pattern. As for the music (‘yue’),
rules apply to the keys, modes and song sets, ban modes (rhythm and beat), the number of measures and the accented beat in each, as
well as the ending note.
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The Importance of Word Melody (Qu-yin) in Kunqu Koo Siu-sun

The chapter entitled “Knowing the words” in the ook Pattern of Songs (Qu Lu) by Wang Jide, libretto composer in Ming Dynasty is
written not just for composers, singers likewise have the same requirement as all songs composed are meant to be sung. “Knowing the
word” refers not only to understanding the form, pronunciation and meaning of the word but more importantly its “melody” (qu-yin). The
concept of melody in word includes the understanding of its phonic character; whether it is clear or obscure, yin or yang, which tone as
well as the appropriate position of mouth cavity and mouth-shape in articulating it. It is also deemed necessary to know the difference in
word melodies between the Northern and Southern songs. Failing to do so, it would not be possible to master the proper singing style
and thus difficult to express fully the emotions in the song, not to mention convey the beauty of the word melody.

As kunqu originates from Kunshan near Suzhou, many people take for granted kunqu is to be sung in the Suzhou dialect. This is a
misconception. Kungu should be sung in a finely polished singing style (shu-mo-cliao) which has been refined by literati who took pains to
revise the Suzhou dialect and replace it with the Central dialect. Another great Ming composer Shen Jing has written an important work
entitled Revising the Wu accent (Zheng Wu Yin). Wu accent is actually the local dialect of Suzhou (previously known as Gu Su) which used
to be the capital of the State of Wu during the Spring and Autumn Period. Revising the Wu accent means to correct the usage of Suzhou
dialect in kunqu. Central accent thus becomes the synonym for qu-yin.

Why is it called Central accent then? The founder of qu-yin Zhou Deqing advocates the usage of “proper accent in libretto”, proper accent
referring to the official dialect used in Northern Song which was still used nationwide during the Yuan Dynasty. It is based on the dialect
around Kaifung (previously known as Bian Jing) which used to be the capital of Northern Song. The area includes today’s Luoyang, Zheng
Zhou and other cities which during ancient times were known as “the Central land” (or Zhong Zhou). The official dialect used at that time
is called the Central accent. Since Zhou Deging named his work on the theory of qu-yin as The Central Accent (Zhong Yuan Yin Yun),
thereafter Central accent becomes synonymous as qu-yin. Nevertheless, the qu-yin created by Zhou are not strictly all Central accent but
rather “based primarily on Central accent while adopting similar accents from the four seas” (see The Central Accent) with “similar accents
from the four seas” referring to dialects used by literati which sound similar to the official dialect. Qu-yin is thereby a composite melody of
word created specifically for the composition and singing of songs with an objective of meeting the traditional aesthetic requirements of
perfect harmony between the music and the voice (which means the words) for Chinese-language songs.

Qu-yin is primarily based on the official accent but with the change in dynasties over the years, the standard of official accent also varies.
Ming dynasty first established its capital in Nanjing. Despite the capital was moved to Beijing later, the entire cultural structure was founded
on Nanjing. The official accent in Ming follows the standard in the government compiled Hong Wu Proper Accent (Hong Wu Zheng Yun)
which carries accents from the area around Nanjing. As a result, the qu-yin in Ming departs already from the original one compiled by
Zhou. Despite the effort of many Ming composers in advocating the use of Central accent in the composition and singing of kunqu as it
is the predominant music of Ming Dynasty, in practice the qu-yin used were mostly based on the Ming official accent. The Ming culture
subsequently passes onto the Qing dynasty. The book Essence of Phonology (Yun Xue Li Zhu) (compiled by Shen Chengjiu) published
during the years of Qianlong is a classic on the qu-yin of Ming and Qing dynasties, the standard of which is still in use in the performance
of kunqu today. The qu-yin codified in this book has been modeled along the line “Southern songs based on Hong Wu Proper Accent
while Northern songs based on The Central Accent” (see general marks). Despite that, the actual tonal rise and fall (vin and yang) of words
in Northern songs are completely based on Hong Wu Proper Accent. As such, it is no longer the same as the Central accent used by
Zhou Deging.

Qu-yin carries great historical, cultural and artistic heritage, it is not some local accent for a certain place at a certain time. Even Suzhou
people do not have any edge in learning kunqu; they still have to learn it word by word. Only by understanding the melody of every word
including its phonic character like clarity, yin or yang, the four tones, five positions and four types of mouth-shapes in enunciation can the
artistic requirements of kunqu singing be truly met.

Differentiating the four tones is of primary importance. Wei Liangfu, the great reformer of kunqu once said “The five notes are based on the
four tones. If the four tones cannot be mastered, the five notes would be ruined. It might sound beautiful but it leaves much to be desired.”
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The five notes here refer to the five basic music notes of the pentatonic scale. The arrangement of music must follow the four tones of word;
i.e. level, rise, fall and pause. The ancients say “Each word has its tone”. Chinese is a monosyllabic tonal language; one word carries one
sound but when the sound is prolonged, there would be changes in its tone. This is known as “tonal pattern” (yin-shi). Based on this tonal
pattern, each word has its own melody. The first tone “level” indicates a parallel move on the same note whereas the second tone “rise”, an
upward move on the scale (at least two notes); the third tone “fall” a downward move (at least two notes too) but with a twist requiring a rise
after the fall while the fourth tone “pause” indicates an abrupt pause on the single note. To write music for the Chinese language therefore
requires a strict adherence to the four tones of its word, the so-called “harmonize the five notes with the four tones” in order to meet the
requirement of perfect harmony between music and voice. Both composers and singers must abide by this rule.

Ancient composers usually write only (probably because of following old tunes) the main melodies or tunes leaving the refinement in
singing to singers. Ming and Qing composers have sorted out many ways of refinement known as “style of singing” (giang-ge). Among
them, there are at least four types directly related to the four tones. For level tone, singers should employ “llan-giang” which means
extending the same note for a few beats; for rising tone, it is “han-giang” which means pitching an octave higher then slipping back. For
faling tone, it is “huo-giang” meaning to sing the original note together with the note two keys higher then fall back to notes in the lower
scale. Finally for pause tone, it is “duan-giang” which means an abrupt stop at the first note. The mastery of the four tones in Chinese
words is of paramount importance in conveying the meaning and emotions in operatic singing as the tonal length, rise and fall, switch and
continuity affect significantly the emotions conveyed by the voice, no matter it is aria or prose. The pattern of the four tones is a means for
people to express their emotions, whether it is up or down, suppressed or relieved. Words with level tone express a stable mood; words
with rising tone indicate an elated mood; words with falling tone are used for emotional changes whereas words with pause tone can be
used for suppressed emotions. The switch of tone in the libretto therefore becomes a melody of emotions expressing not only variation
in length, volume, pace and veracity of the voice but also the innate emotional changes contained in the words, whether sung or spoken.
Performers must therefore grasp well the four tones in their singing so as to express the song well. That is why Wei Liangfu believed if the
mastery of four tones is not good, one’s singing is not to be desired even with a beautiful voice. Each of the four tones in Chinese word
is connected to people’s feelings. To differentiate them is fundamental in expressing emotions in operatic singing. Some professional
performers or singers have not learnt this well and therefore sound “flat and uninspiring” as Ming critics used to comment, despite they
have remarkable voices.

The four tones in Ming and Qing qu-yin is further categorized into the yin and yang groups according to the initial note of the level tone; the
higher note group is called yin level four tones whereas the lower note group, yang level four tones. The concept of clarity refers to whether
the consonant is voiced or voiceless; voiced ones (like p, t, k) are called obscure while voiceless ones (ke b, d, g) are called clear. Whether
yin or yang, clear or obscure, these words are required to be sung in different manners for kunqu. As for the concepts of “five positions”
and “four mouth-shapes” mentioned earlier, “five positions” refer to the five different positions in mouth cavity where words are articulated
namely throat, jaw, tongue, teeth and lip while “four mouth-shapes” refer to the mouth-shapes in forming vowels and diphthongs
including wide open, slit open, lower lip protruding and both lips protruding. Chinese people emphasize a lot on the importance of “proper
pronunciation and style” in singing. The five positions and four mouth-shapes not only facilitate correct pronunciation and articulation,
it also helps to perfect the singing. To sing in @ way means to prolong the sound of the words. These methods have been adopted by
as early as the Song critics. For instance Shen Kuo said, “For songs, the clarity of its tone determines whether it is good or not; words
have to be articulated with throat, lip, teeth and tongue” (from Meng Xi Bi Tan). Chen Yuanjing also said, “Style must be right, words must
be proper.....words are to be articulated using lip, throat, teeth and tongue, marking the difference in its weight and clarity and whether
the mouth is to be wide open or half-open” (from Shi Lin Quang Ji). Just like four tones, these two yardsticks are also fundamental
requirements for kunqu singing.

Wei Liangfu once said, “To tell whether a song is sung well or not, we have 1o listen to the articulation of words, clapper beat and the singing

style. Do not applaud for simply a clear beautiful voice.” The appreciation of a singer’s artistic merit relies not only on the beauty and volume
of his/her voice, but more importantly his/her ability to express fully the meaning of the song through the phonic beauty of its words.

- translated by Jeanie Wong
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fame and fortune to his family and ancestors. Zhao accompanies her husband to Nanpu before they part.

This is an episode taken from the famous story about the love between Emperor Ming of Tang Dynasty and Lady Yang. Since Yang has

become the Emperor’s favourite, other consorts have been much neglected, including Lady Mei. One evening, the Emperor sends for FE: Cast:

Lady Mei for a rare get-‘together. Lady Yang hears of this, and hurries to the royal chamber, much to the embarrassment of the Emperor. ﬁ: FiE LB Zhao Wuniang : Kong Aiping

He cannot but admits his fault to appease Yang, and the two make up. S ¢ SRR Cai Bojie : Qian Zhenrong
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a & ITepe Fiute : Wang Jiannong Qiao Xiaoging is an accomplished young woman who lives in Yangzhou, but she is sold to a much older
man as concubine, whose jealous first wife has given her a hard time. One stormy evening, Qiao reads the
libretto of the famous opera, The Peony Pavilion, and is so touched that she reflects upon her own plight. A
FE: Cast :
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The Beauty Washing Silk by the River was written as a chuanggi by Liang Chenyu (~1521 - 1594) of Ming Dynasty,

and was the first libretto specifically written for kunqu performance. In this excerpt, Seeking Shelter for His Son, Wu
! Yuan, Prime Minister of the State of Wu, sees with dismay how the King neglects his duties and indulges in a

dissolute lifestyle, taking to debauchery, accepting the evil slander of corrupt ministers, and going to war with

neighbouring sovereignties at whim. Wu decides to counsel the King at the risk of his own life. But to ensure ./
o Cast ' that his bloodline continues, he takes his young son with him when he goes to the State of Qi on imperial (
orders to declare war, and taking the opportunity of the visit, entrusts his son to the care of Bao Mu, his swom

Wang Yu is a commoner-scholar. He is betrothed to the daughter of Gao Daozong with a
gold bangle as a betrothal gift. Then he goes to sit for the civil examination at the capital, but
unfortunately his finished paper is lost at the examination grounds. He is so devastated that he
falls ill. One night, he dreams that the Star of Head Scholars informs him, “Your good luck will be
bestowed on you in ten days.” Yet on waking, he refuses to believe it. He hears further that the
third top position, which should be awarded to him, has been awarded to someone else. His pent
up grief and sense of ill use get so strong that he seeks out the Star of Head Scholars at the shrine
and bitterly reprimands him.
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. ' R .2 I .
A w5k B Flute : Yao Qi X BR:E & Housekeeper : Hou Zhe
B wFE H Drum : Li Qi
a 25k Flute : Liang Hongjun

16 17



12.6.2011 (EHIH Sun)
(PkAERs « JBE) Inscribing on the Fan from The Peach Blossom Fan

BAILEER (KIER) BF—I - 2RERBRLTER
BHARTREREYE  BEABRKTLRE - WITREA
BREREE  BIREEENETEEEE ARRERE
RIEE EE - BNBERENE » FBEE  BRER

EFBEFTRME -

This is an excerpt from the chuangi play, The Peach Blossom Fan, by Kong
Shangren (1648-1718) of the Qing period. While the main plot is about the
trials of love between Hou Fangyu, a scholar of integrity, and Li Xiangjun, a
famous courtesan, the underlying theme is about personal tragedies amidst the
demise of the Ming regime. In this excerpt, Hou, after having suffered many
trioulations, returns to Li's former abode in the hope of a reunion, only to find her gone and the place now being used as a studio by an
artist named Lan Ying. When he learns that Li has been picked to serve the Qing Emperor in the palace, he is devastated. He expresses
his feelings in a poem and inscribes it on Lan's painting before he leaves.

FE: Cast :
&1 BEE
E I ERH

Hou Fangyu : Xiao Xiangping
Lan Ying : Luo Beibei

B

8 B aEE Drum : Lu Jiaging
a Hik B Flute : Yao Qi

((‘Wﬁﬁlm . ﬁ%)} The Obsessive Dream from Lanke Mountain
ERBLIAREEEE  BEREEL  HERAEARAZ - —HB AKX
BEEMTSRATEMY -2 EFERA  AEEAFHEZMR
0 TFLETER BHZACE FEER KZRERE -

\ '

Zhu Maichen’s wife, née Cui, forces Zhu to agree to the annulment of their . ‘1‘ ‘
marriage so that she can marry Zhang the carpenter because she is tired I d .5, %%.8

of living in poverty. Later, Zhu is appointed Prefect of Kuaiji County. On | % %" % '\ Q iy
learning of this, Cui is filed with regret. One night, in her dream, she sees R L' X>'C4 9 ]\

the doorman and the runner coming to her on the orders of the new officer,

Zhu, to welcome her to his residence. Just as she is all dressed up and ready to go, she wakes up, only to have her hopes all dashed
because it is all in a dream.

((+ﬁ§ . ﬁi&“ﬂﬂ?)} Finding the Rat and Fortune Telling from Fifteen Strings of Cash

ERERATRESENRE  RREHRH - NI RERRRN RYFRFE NESANMARS
RESRE BRI  TEE T PER| TEENATERR RIERE  BRERER-

In a mix-up over fifteen strings of cash, Xiong Youlan is charged with murder and sentenced to death. Kuang Zhong, the Prefect of Suzhou, notices
a few questionable points in the case, and goes to the crime scene to investigate. As the evidence begins to point away from Xiong and to another,
Kuang disguises himseff as a fortune-teller and hunts down the real perpetrator, Lou the ‘Rat’, who is hiding out in an old temple. Xiong is cleared
from all charges, and Lou is arrested and brought to justice.

TE: Cast :
noE=ER Kuang Zhong : Yuan Guoliang
EMEF B Lou, 'the Rat' : Hou Zhe
S5 +h
G R Drum : Li Qi

a % @Rhhis Flute : Liang Hongjun

- FIERE 15548  Intermission of 15 minutes -

(e - JllJE) Killing ‘The Tiger’ from The Iron Headgear

BUBAREREETHER  ARFXNER - BHATERREBT AR - NRZEREHEEL
% T &R WAKEE - SRERECREBRE  SEEEERTERNT -

When Emperor Chongzhen of Ming hangs himself and the country falls into the hands of the rebel king, Li Zicheng, Fei Zhen'e, a - :
palace maid faithful to the Ming regime and whose famiy has been kiled by the rebel soldiers, vows to avenge on both counts. '
She disguises herseff, claiming to be a princess, and hides a dagger on herseff in the hope that when she gets close enough,
she would kill Li. But Li makes her the bride of Li Gu, nicknamed ‘the Tiger'. On their nuptial night, Fei charms the Tiger into
taking drink after drink until he passes out, then takes out the dagger and kills him before commiting suicide.

e Cast:

ik BEE Fei Zhen'e : Gong Yinlei

= By B Li Gu, 'the Tiger' : Zhao Jian
a B akE Drum : Lu Jiaging

a & TEE Flute : Wang Jiannong

((?;;ﬁ%ﬂ * %‘?‘g?ﬁﬁ)} Following Tracks in the Snow from The Story of the Decorated Mansion

LI HBIEFIINERE BHES 1 BRE MR AREHETREEREER — B axIEER
®5 BREMENMAELR RXRMDER EOBA _ADAFEH—5 BXEFATER MAZBRY -

Liu Cuiping is the daughter of the Prime Minister. On an occasion in which she lets Fate choose her husband for her by throwing an emboroidered ball out
to a gathering of suitors, the ball falls on the head of the penniless scholar, Lu Mengzheng. She marries Lu in honour of her word, but it infuriates her father
so much that the two get kicked out of the Prime Minister's Residence and have to ive in a cave dweling. One day, Lu retums home after a humiliating
encounter at the temple, and discovers tracks on the snow that lead to and from his door. On seeing that there is rice congee prepared at home, he gets
even more suspicious. His wounding words cause a quarrel between him and his wife. tis only in the end when the fruth is out that the couple make up.

TE: Cast:

- ] 182 Mistress Cui: Tao Hongzhen

EAF : EHERE Carpenter Zhang : Ji Shaoqing

T F RER Male keeper : Yuan Guoliang

o B.RYE Female keeper : Qiu Caiping

® T 0 8IEL AT Messengers : Qian Zhenrong, Zhou Xuefeng
B B EER - HER Attendants : Zhou Zhiyi, Zhao Rongjia

a ®H:k & Drum : Shen Yang

a & ITEE Flute : Wang Jiannong

FE: Cast :

B50F  &IF{C Lu Mengzheng : Cai Zhengren
RER - RN Liu Cuiping : Zhang Jingxian

= 7 EER Liu family servant : Yuan Guoliang
E R Liu family maid : Tang Popo

B F H Drum: Li Qi

G = Flute : Liang Hongjun

19



JEE 7148 Performers

ZZ1F{Z Cai Zhengren

Bx—4EE s LEERERR FEARZGBESE - DETMEERHE
BIER - —AA—E2EN DEMEMER - TE  fAGRRIABILES
BHAR  ANEIEYE BAERSEY - LEZNEPRBEIETLERS
LELEATHBEAREEMEAR - BELREFHER AKX BB 0F
EHNGEE

Cai Zhengren is a National Class One Performer who was also the Company Director of the Shanghai
Kunqu Opera Troupe, a member of the Chinese Dramatists’ Association and Vice Chairman of the Shanghai Dramatists’ Association. Cai
was trained in xiaosheng (civil male) roles at the Shanghai Opera School under kungu maestros Yu Zhenfei and Shen Chuanzhi, and also
received coaching from Jiang Miaoxiang and Zhou Chuanying. Cai was winner of the 4th Plum Blossom Award for Chinese Theatre and
Best Lead Actor at the 5th Shanghai ‘Magnolia’ Awards for Chinese Theatre - Performing Arts. He has given performances and lectures
widely in the U.S., Japan, Hong Kong and Taiwan

188 Jizhenhua

HR—EE » BMFTEENR » TEL - —NWA—FE2XN DBEMER
— N AMEE A\ERE AR E MBS IR - REER DEmEMERE—
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TS -

Ji Zhenhua is a National Class One Performer specialised in faosheng (old man) roles. A graduate of the Shanghai Opera School in 1961, he
was admitted in 1954 Into the training course for kunqu artists at the Huadong Chinese Opera Institute, and in the following year, rejoined
his alma mater as the Schools first batch of students training in Kunau opera. Jifirst studied xiaosheng (civi male) roles under Chuan Zhixi,
and later switched to specialise in laosheng roles under the instruction of Zheng Chuanjian and Ni Chuanyue. His representative repertoire
includes Lanke Mountain, The Phoenix Hairpin, Narrating a Story through Singing from The Palace of Eternal Life, and Cai Wenji. Over the

years Ji has won numerous prestigious theatre awards, including the 4th Plum Blossom Award for Chinese Theatre and the Lead Actor
Award at the 2nd Shanghai ‘Magnolia’ Awards for Chinese Theatre - Performing Arts.

iREF I Zhang Jingxian

Bx—EE BEIFREZEMER  LHME « B - MARREFEEMRA
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Zhang Jingxian is a National Class One Performer specialised in guimendan (high-born, unmarried lady)
and zhengaan (leading female) roles. She was trained under kunqu artists of the ‘Chuan’ generation, including Zhu Chuanming, Fan
Chuanyun, Shen Chuanzhi and Yan Chuanxiang. Zhang was winner of the 7" and 19" Plum Blossom Award for Chinese Theatre, the
Lead Actor Award at the 8" Shanghai ‘Magnolia” Awards for Chinese Theatre - Performing Arts, and the 10" Wenhua Performance

Award. Her stock repertoire includes The Palace of Etenal Life, The Story of the Jade Hairpin, Meeting in the Catkin Marshes, Eating
Chaff etc., and she has performed widely in many countries. ¢
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#H$EF5 HuJinfang

HR—RES * TBMB - WA tFEXPIREREIER - TRHEER
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Hu Jinfang is a National Class One Performer specialised in guimendan (high-born, unmarried lady) roles. She graduated from Jiangsu
Theatre School in 1967, where she was trained under Song Hengzhi, building upon the solid groundwork she had developed at a young
age. Later she also received coaching from kunqu virtuosi Yao Chuanxiang, Shen Chuanzhi and Liu Chuanheng. Hu has a wide repertoire
and boasts experience in performing tiedan (vivacious young girl or servant girl), daomadan (‘broadsword-wielding and riding’ female) and
cishadan (female assassin) roles. She has played the lead in traditional operas Li Huiniang, Xishi the Beauty and Offering Incense to Mark
a Lovers’ Pledge; new productions The Peach Blossom Fan, The Injustice Done to Dou E and An Unjust Slaying. Hu was winner of the

1st Wenhua Award, the 8th Plum Blossom Award for Chinese Theatre, the 2nd Jiangsu Literary Arts Award, and was named a ‘Long-time
Dedicated Kunqu Artist with Outstanding Achievements’ by the Ministry of Culture in 2002.

FHER Zhao Jian

BR—HRES  1#7T - MEERBZILER  88H - EXADILE » XH
REFREMTEA  BEEE ALIRSEES - HFERMERENE - 87
(REE - ILPT) ~ (BER - T88) ~ (RTE - 5uk) ~ (EElE - ®E) (8
BE) ~ (KIER) SEMEIS - FEBRIFRE_ERERSREFRER -
BEETEERBMOALERER N2 THEBEESRER -

Zhao Jian is a National Class One Performer specialised in jing (painted face) roles. Trained under
renowned teachers Shen Chuankun and Xue Chuangang, Zhao possesses a solid grasp of both ‘civil’ and ‘military’ performances,
striking fine balance between robustness and strength, and fine, lighter touches. His singing is bright and sonorous, accompanied with
articulate diction. Zhao is acclaimed for his performances in The Drunken Lu Zhishen Wreaking Havoc at the Monastery, The Incident
in the Catkin Marshes from Three Visits to Zhu Geliang at His Cottage, Zhong Kui Marrying His Sister Off from Universal Joy, Killing ‘The
Tiger' from The Iron Headgear, The White Gauze Robe and The Peach Blossom Fan. His recognitions include Outstanding Performance
Awards at the 2nd ‘Purple Gold" Award of Jiangsu and on numerous occasions at the Jiangsu Theatre Festival, and an Honours
Performance Award at the 1st Peking Opera Festival of China.

FE4T32 Tao Hongzhen

BR—RES » 5AFE » BTIEB » "B - _OO=FRARESHT R
HETEE - RS ER  RBEWHRBA » 77 (IR - (BRE) 78 LA
FE  LLURE (HE) PNER KR ZNALERREBREM L ERE -
Tao Hongzhen is a National Class One Performer hailing from the ‘Hong' generation of Kunqu opera
performers, and specialises in zhengdan (leading female) and liudan (vivacious young girl or servant
girl) roles. In 2003, she became a pupil of the famous virtuoso, Zhang Jiging, and has since become
a fine exponent of her mentor’s performing style. Tao has a bright, sonorous voice and excellent control in her performance. She has
given acclaimed performances in The Story of the Hairpin and the Bracelet and The Injustice Done to Dou E. In particular, her portrayal
of Madam Cui in The Obsessive Dream has won her awards for her perceptive insight and interpretation of the inner world of ancient
Chinese women.
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Z=IBR LiHongliang
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Li Hongliang is a National Class One Performer specialised in chou (comic) and fu (supporting) roles, and is currently Associate Company
Director of the Jiangsu Kunqu Opera Institute. He graduated from Jiangsu Theatre School in 1985, where he was trained under Zhou
Chuanchang, Fan Jixin, Yao Jisun, Liu Yiong, Wang Shiyao and Zhang Jidie. Li gives vivid performances with a touch of humour and wit.
He possesses solid groundwork training, and his robust singing and recitation enable him great versatiity and malleability across different
roles. He has starred in the lead for The Sea of Retribution, The Story of the Leaping Carp, The Pavilion of Colourful Clouds, The Story of
Heroes and A Romance of Pear Blossoms. Li's awards and accolades include an Outstanding Performance Award at the 5th Jiangsu
Theatre Festival, a Performance Award at the 1st Kunqu Festival of China, an Award for Promoting Kunqu Opera presented at the Kunqu
Competition for Young to Middle-aged Performers co-organised by UNESCO and the Ministry of Gutture of the People’s Republic of Ching, and the
Plum Blossom Award for Chinese Theatre in 2011.

FEFEEE Gong Yinlei

ER—RES  MARES R SSEHRERNE - BEEEREEHRR
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Gong Yinlei is a National Class One Performer and was trained under kunqu artists Zhang Jiging and Hu
Jinfang. Awards she has won include an ‘Orchid Award for Outstanding Performance’ at the 1st National
Experience-sharing Performance of Young Kunqu Artists, a Gold Award for Outstanding Performance at the 4th Kunau Festival of China,
and a Gold Award at the 2nd ‘Red Prunus’ Awards for Chinese Traditional Theatre in Jiangsu. She wrote and starred in pieces such

as The Peony Pavilion, The Green Peony, The Injustice Done to Dou E, The Story of the Jade Hairpin, Winning the Hand of the Beauty
Nonpareil, The Four Dreams of Linchuan, Six Dreams of a Floating Life and The Daughter of the Horse Trader.

FLEF Kong Aiping
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Kong Aiping is a National Class One Performer specialised in guimenaan (high-born, unmarried lady) roles.
She graduated from Jiangsu Theatre School in 1985, where she received personal coaching from such virtuosi as Zhang Xian, Zhang
Xunpeng and Zhang Jiging. In 2007, she was among the fourth batch of graduates from the Advanced Course for Outstanding Young
Performers in Peking Opera at the National Academy of Chinese Theatre Arts. Her stage persona conveys feminine elegance, and she
sings in sweet, liing tones. Her vivid portrayals are known to express intense passion and judiciousness in turn.  Her stock repertoire
includes The Palace of Eternal Life, The Story of the Jade Hairpin, The Legend of the White Snake and The Gift of a Sword from Baihua.
Kong was winner of the ‘Orchid Award for Best Performance’ in the 1st National Experience-sharing Performance of Young Kunqu Artists
and the 24th Plum Blossom Award for Chinese Theatre.
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Xu Yunxiu is a National Class One Performer specialised in dan (female) roles. She graduated from
Jiangsu Theatre School in 1985 where she studied under Yao Chuanxiang, Zhang Jiging and Hu Jinfang. Xu has a graceful, poised
stage persona, and sings in clear, swest tones. She won the ‘Orchid Award for Best Performance’ in the 1st National Experience-sharing
Performance of Young Kunau Artists. At the Kungu Competition for Young to Middle-aged Performers, Xu was presented an Award for
Promoting Kunqu Opera by UNESCO and the Ministry of Culture of the People’s Republic of China. Xu also won commendation from
the Ministry of Culture and the 5th Five ‘One’ Project Award of Jiangsu at the 2nd Kunqu Festival of China.

#EIR&E Qian Zhenrong
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Qian Zhenrong is a National Class One Performer specialised in xiaosheng (civil male) roles. He graduated
in 1985 from Jiangsu Theatre School where he was trained in kunqu performance under Gao Jirong,
Zhou Chuanying and Shi Xiaomei. He has played the lead in numerous productions including The Palace of Eternal Life, The Story of the
Wooden Hairpin, The Peony Pavilion, Journey to the West, The Story of the Secluded Boudoir, as well as leading roles in The Mistake
Caused by the Kite, The Legend of the Embroidered Coat and The Butterfly Lovers. He was winner of an ‘Orchid Award for Outstanding
Performance’ at the 1st National Experience-sharing Performance of Young Kunqu Artists, and a Gold Award at the 2nd ‘Red Prunus’
Awards for Chinese Traditional Theatre in Jiangsu.

ZREI R Yuan Guoliang
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Yuan Guoliang is a National Class Two Performer. He was trained under kunqu virtuosi Ji Zhenhua and Lu
Yongchang, specialising in /aosheng (old man) roles. He has garnered many awards along his performing career, including a Performance
Award at the 1st Kunqu Festival of China; a nomination for Best Supporting Actor at the 15th Shanghai ‘Magnolia” Awards for Chinese
Theatre - Performing Arts (2004); a ‘Red Prunus’ Gold Flower Award (2007); and was named an Outstanding Cultural Talent of Shanghai
City at the 1st ‘Stage Performers in their Prime’ series (2007). In 2009, his performance won him an Outstanding Young Performer's
Award at the 4th Kunqu Festival of China. Yuan's repertoire includes over a dozen opera excerpts such as Narrative Singing, Sweeping
the Pine, Looking Homeward, Seeking Shelter for His Son, Chastising His Son, and full-length productions such as Lanke Mountain,
Fifteen Strings of Cash, The Dragon and Phoenix Robe of a Young Emperor, and The Daughter of the Horse Tradler.

{&E HouZhe
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Hou Zhe is a National Class Two Performer specialised in chou roles. He was trained under Tao Yongheng
and Wang Shijie, and was coached by kunqu virtuosi Liu Yilong and Cheng Zhixiong. He demonstrates a firm grasp of the basics, while
on stage he performs with immaculate precision and sings with crisp tones. His repertoire includes the traditional excerpts of The Novice
Monk and the Young Nun, Meesting in the Catkin Marshes, Parading the Streets, etc.. He also gave highly commendable performances
in full-length productions such as Riding by the Wall and The Butterfly’s Dream. He has won the ‘Orchid in New Bloom” Award at the Al

China Artistic Exchange Showcase of Young Performers in Kunqu Opera, a Performance Award and ‘Ten Best Dissertations’ award at
the All China Showcase for Outstanding Young Performers in Kungu Opera.
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B E IE Zhou Xuefeng
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Zhou Xuefeng is a National Class Two Performer specialised in xiaosheng (civil male) roles. He was trained under such renowned names
as Wang Shiyu and Yue Meitl before becoming a pupi of Cai Znengren in 2003. His awards include a Performance Award at the 1st
Kunqu Festival of China, a Gold Award at the Professional Accreditation Competition for Young to Middle-aged Performers in Suzhou
City, a Budding Artist Award for Young Cultural Talents of Suzhou Gity in 2005, & Ten Best Performers award at the National Outstanding

Young Kunqu Performers’ Showcase, and a Gold Award at the 4th ‘Red Prunus’ Awards in 2009, and Qutstanding New Artists award on
NUMErous 0Ccasions.

E5 @I Xiao Xiangping
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Xiao Xiangping is an outstanding young performer of jinsheng (young scholar) roles with the China Kunqu
Opera Museum. He is among the first batch of graduates of the undergraduate programme for kunqu performing arts at the Shanghai
Opera School, where he was trained under such renowned names as Yue Meiti, Cai Zhengren, Shi Xiaomei and Bi Gaoxiu. He has given
acclaimed portrayals of various characters. Xiao has garmered numerous awards and accolades, including an Outstanding Graduate
Thesis award from the Shanghai Opera School (2006), a Ten Outstanding New Artists award from Suzhou City (2008), a Bronze Award

at the 4" ‘Red Prunus’ Awards for Chinese Traditional Theatre in Jiangsu, and an Outstanding Young Performer's Award at the 4" Kunqu
Festival of China.

ZEE B Luo Beibei
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Luo Beibei is a young performer of laosheng (old man) roles with the China Kunqu Opera Museum, trained
in Peking opera and kunqu performance at the Beijing Chinese Opera School and the School of Chinese
Opera of the Shanghai Theatre Academy. He has also bengfitted from the coaching of the kunqu virtuosi Ji Zhenhua and Huang Xiaowu. His

repertoire includes Borrowing the Fan, Shi Qian Steals Chickens, Reading the Petition, Sweeping the Pine, Narrative Singing etc.. He was on
the cast of The Story of the Jade Hairpin, which won a Repertory Award at the 4th China Kunqu Festival.

5 18%%% Tang Popo
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An outstanding young performer specialized in huadan (firtatious female) roles, Tang Popo was trained
under kunqu virtuosi Liang Guying and Jin Caigin. Her widely acclaimed repertoire includes Looking

Forward to the Wedding Day, Jumping Over the Wall and Playing Chess, Interrogating Hongniang,
Yearning for the Secular World, A Mad Woman’s Words, Asking for Tea efc..

=,
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#h#EH A B Production Team
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Leader : Zhao Jingli

Company Director : Ke Jun

Associate Company Director : Chen Qiang
Chief Coordinator : Li Hongliang

Business Coordinator : Ji Shaoging, Gu Jun
Scenography Coordinator : Guo Yunfeng
Administrative Coordinator : Chen Zhu
Production Goordinator : Zhou Zhiyi

Stage Manager : Chen Ming

STEREEEEBERIPRT Jiangsu Performing Arts Group Kun Opera Theatre
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LB EBIE Shanghai Kunqu Opera Troupe
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STERE BRI EBIPT Suzhou Kunqu Opera Theatre of Jiangsu
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Cast:

Li Hongliang, Hu Jinfang, Gong Yinlei, Zhao Jian, Kong Aiping, Xu Yunxiu,
Qian Zhenrong, Zhou Zhiyi, Ji Shaoging, Qiu Caiping, Qian Dongxia,
Jiang Peizhen, Chen Ming, Yuan Wei, Zhao Rongjia, Gu Jun

Musician :
Lu Jiaging, Shen Yang, Wang Jiannong, Yao Qi, Pan Zhongai, Ma Ying,
Yao Xiaofeng, Liu Sihua, Yin Mei, Ni Zheng, Qiang Yanhua, Liu Jia, Li Xiang

Stage Crew :

Wang Xudong, Ji Aigin, Tang Ying, Miu Xiangming, Zhou Qun, Guo Yunfeng,
Yue Ruihong

Cast:
Cai Znengren, Ji Znenhua, Zhang Jingxian, Yuan Guoliang, Hou Zhe, Tang Popo

Musician :
Li Qi, Liang Hongjun

Stage Crew :
Dou Yunfeng, Fu Fenglong

Cast:
Tao Hongzhen, Zhou Xuefeng

Cast:
Xiao Xiangping, Luo Beibei

Co-ordinator :
The Hong Kong Institute for Promation of Chinese Culture
English translation of the programme notes by KCL Language Consultancy Ltd.
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