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ABSTRACT

In Chinese music drama (xiqu XX; EIfJ) performance, actors use both

aural and visual means to create their dramatic characters and relate the

dramatic narrative to the audience. Among performance elements, it is

vocal music which is considered the primary means of dramatic

communication for the actor. In performances of Sichuan opera (chuanju

JII }i§IJ) which use gaoqiang (jg Jl£:) music, vocal music is created through

the use of song forms called "qupai " (HH .AA!). Each of the over 350 qupai

present in the gaoqiang musical system repertoire possesses a unique

internal structure which gives all songs created from it a distinct aural

signature, making them appropriate for use in a particular dramatic

context. The internal structure of a qupai consists of three elements: a

lyric form, a performer-assignation structure. and a musical structure.

In addition to the stage actor, gaoqiang performance is characterized

by the use of a secondary vocalizing body, called a "helping chorus"

(bangqiang 3M ~), and for its use of a exclusively percussion orchestra for

vocal accompaniment. This performance coalition is described in Sichuan

as "helping, striking, and singing." and is organized for performance

through qupai selection and arrangement.

Qupai lyric form governs the organization of the song text. The

distinct vocal styles of the helping chorus and actor help distinguish

between the different dramatic functions which each entity serves in

performance. Qupai performer-assignation structure refers to the

assignment of these two bodies to sing specific parts of a gaoqiang song.

The musical structure of qupai controls the melodic and rhythmic

features of songs. Characteristic of xiqu. musical systems is the practice of
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"recycling" musical material. Present in each musical system is a finite

amount of musical material from which all theatre music for that form is

created. Through repeated use of this material in plays, an identifiable

aural signature for each opera form is created. This feature is seen as

essential to the establishment of the form and the successful

communicatton of dramatic material in performance. When opera songs are

constructed from qupai, both the aural identity of the qupai and the opera

form is manifested, and the song's ability to communicate dramatic

meaning, realized.
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CHAPTER I

INTRODUCTION

Introduction to Xiqu

Xiqu (XX 8iJ lit., "theatre [of] song") is China's oldest and most

widely-practiced music drama tradition. Usually translated into English as

"Chinese opera," xiqu has roots dating back to the 13th century making it

one of the world's oldest extant theatre traditions. Over the next seven

hundred years, xiqu grew in popularity and geographical base to where

today opera troupes performing over 360 discrete forms (juzlwng !iU *'¥)
can be found throughout China.

Of the numerous opera forms, only a few can claim to have a national

following. The vast majority are classified as "regional dramas" (difangxi

:!fu. jj xR;) because their audience appeal is limited to a specific

geographical area of China. The regional association of the opera forms is

usually apparent in their names. Most opera forms are identified using a

Chinese term consisting of two written-characters. The first written

character makes reference to the particular geographical region where the

form originated or became popular, and the second, being either the

written-character for "drama" (iu A§IJ) or "theatre" (xi XX). The popular

opera form known in English as "Beijing opera," for example, is referred to

in China as 'jingju " (}it !lIJ lit., "capital drama") or 'jingxi " (}it.xx lit.,

"capital theatre"). The geographic origins of this opera form which

developed in the capital city of China during the late eighteenth and early

nineteenth centuries. is clearly reflected in its title.
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Defining Opera Forms: Language and Music

An important factor in the regionalfzation of opera forms is language.

Although Mandarin is the official language of the People's Republic of

China, a large number of regional dialects are still spoken throughout the

country. Given the diverse geographic backgrounds and associations of the

many xiqu. forms, many different Chinese dialects can be heard in use on

the opera stage. Despite differences in regional association and linguistic

dialect, xiqu. forms share common performance elements and practices

which unite them as a single artistic tradition. Such commonalties include

the mediums of dramatic communication (I.e., song, speech, and stylized

movement), approaches to artistic interpretation and presentation, staging

practices, and costuming and makeup styles.

As in its Italian opera counterpart, vocal music is perceived as being

~ 'Ie most important vehicle of artistic communication in Chinese opera

performance. So important is this medium, that in many parts of China

theatregoers refer to a visit to the theatre as going to "listen to theatre"

(ting xi Dff XX) rather than going to "see theatre" (kan xi ti" XX)
(Wichmann 1991. 1). In addition to issues of geography and language. an

important feature differentiating Chinese opera forms from one another is

the nature of the music which is used in performance. Music's ability to

distinguish the operatic traditions from one another, and its overall rank in

the hierarchy of performance mediums. is an important feature of xiqu

and a starting point for theatre research. One cannot comprehend how

xiqu actors carry out their jobs as artistic communicators of the dramatic

text. or how they reveal themselves as creative artists. without a thorough

understanding of the nature of an opera form's musical tradition. To use a

simile: music is to a xiqu. form as a frame is to a house. While providing a
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framework which defines both the external and internal nature of the

structure, the ability to differentiate one house from others in the area is

also made possible. Through its physical definition of the parameters of

the structure, limitations are also placed upon those who dwell and work

within its boundaries; limitations which fundamentally influence the nature

of the activities carried out by the occupants. In a similar fashion, the

musical structure ofaxiqu form serves both to define the form itself, and

to provide specific tools and guiding principles for the actors to use in the

creation of their dramatic performances.

A characteristic feature of xiqu music is the presence of "musical

systems" (shengqiang F ~). In each Chinese opera form, one or more of

these systems is used by theatre practitioners to create all music for

performance. A musical system can be defined as a finite body of musical

material containing identified melodic scales, melodic and rhythmic

structures, rules regarding the arrangement of these musical elements into

vocal and instrumental works, and conventions for the dramatic

application of these musical works. Although the musical systems

contained within xiqu forms share certain fundamental features,

scholarship in the field reveals that musical systems not only differ in

terms of musical content, but also in the way in which musical

compositions are structured (e.g., Wichmann, 1991 and Yung, 1989).

Within the xiqu tradition, it is the nature of the language dialect and

musical system(s) used in performance which are the factors primarily

responsible for the establishment of xiqu form identity.

Like the opera forms themselves, the origins of most musical

systems can be traced back to a particular village or region of China. Due

to the itinerant lifestyles led by most Chinese opera troupes during the
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Yuan, Ming, and ging dynasties (13th-20th centuries), the influence of

musical systems often went far beyond their geographic points of origin.

The principal musical system of Kun opera, (kunqu E[BB lit., "tunes [of]

Kun" or kunju ~JiSU lit., "drama [of] Kun"), for example, known as

"kunshanqiang n (~Llt .!Ji:), developed in the town of Kunshan in central

eastern China's Jiangsu province. A musical system which itself developed

under the influence of other musical systems.' as well as popular vocal

music traditions of the day, kunshanqiang became the most popular form

of theatre music of the late Ming and early Qing (16th-18th centuries). As

a result, troupes performing Kun opera found audiences all over the

country. In many areas of China, the dramatic and musical repertoires of

the Kun opera troupes were adopted by local theatre artists into their own

regional theatre traditions. Over the years, indigenization of the musical

system and dramatic repertoire occurred due to the linguistic disparities

of Chinese dialects and the differences in cultural background and

aesthetic sensibilities of the local theatre practitioners and their

audiences. Today regional variations of the kur..shanqiang musical system

can be found in xiqu forms in such geographically diverse locations as

Beijing, Hunan, Shanxi, and Sichuan provtnces.f When examined, the

musical systems found in most xiqu. forms will also reveal similar inter

regional backgrounds and influences.

Perspectives on Music in Performance

Due to the presence of musical systems in xiqu. performance, a

fundamental difference in attitude towards theatre music can be seen in

Chinese and Western operatic traditions. In Chinese opera, the concept

that each theatre work must contain new music, that is, music which is
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unrelated in either form or concept to any previous theatre music, is not

valued. The Chinese opera tradition instead places emphasis on the

reinterpretation of existent musical elements; elements which are well

known to both theatre practitioners and audience members. This practice

of recycling musical material is reflected in the fact that most Chinese

opera scores are not credited as being the works of individual musical

composers. In the Chinese opera repertoire. one does not find operas

associated with individual composers in the way that La Nozze eli Figaro is

with Mozart, or Cannen with Bizet. In xiqu; it is the musicians and actors

who are predominantly responsible for constructing the music for each

new opera work. Following the demands of the dramatic text, and in

keeping with the performance abilities and aesthetic sensibilities of the

stage performers, xiqu practitioners create the musical score of an opera

work using the melodic and rhythmic materials present in the form's

musical system. When two opera scores created using the same musical

system, but performed by different theatre artists are compared. one

immediately notices striking similarities in musical structure. Also

apparent, however. is the presence of the artists' own creative insights and

interpretations--a presence manifested through distinct melodic and

rhythmic variations within the music. Although in Chinese theatre

individual operas are not generally associated with a single composer

figure. their association with specific theatre artists is common.

The use of musical systems to create theatre music results in the

presence of an identifiable aural signature or sound for each xiqii form,

For many Chinese theatregoers. hearing a single line of music from an

opera song is all that is necessary to identify the form from which it is

taken. So important is the need for the Chinese theatre audience to
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recognize the aural signature of a form, that if it is not detectable in the

music, the audience may not perceive the dramatic presentation as being a

performance of that opera form. In such a situation, it is highly possible

that the dramatic material presented onstage will not be interpreted by

the audience in the manner in which the performers have intended.

Each styie of theatre's vocal music has its characteristic
fundamental tunes--for example Beijing opera's erhuang, xipi;
Xi opera's huaruxiiao, Yang opera's slwzhuangtai, Huai opera's
huaidiao and ziyoudiao, etc. [3] All of these tunes have an
inseparable relationship with their theatre form's style,
forming a complete and indivisible entity. If huangdiao or
shuzhuangtai were used in place of erhuang [or] xipi in
Beijing opera music--even though in every other aspect [it] was
very Beijing opera-like--people would not recognize it as
Beijing opera. Instead, [they would think that it] was another
theatre form's 'farce' (Yao n.d., 1).

In many opera forms, the same musical systems have for centuries

supplied the musical elements which constitute the form's theatre music.

The audience's resultant familiarity with the form's musical system has

become an important tool for the xiqu performer in manipulating how an

audience perceives and understands a performance. When the audience

hears a particular passage of music, their past experience with that music

enhances its ability to convey dramatic meaning. This meaning works in

conjunction with, but is distinct from, the meaning communicated through

the song lyrics.

On the xiqu stage, vocal music is a very important technique
for delineating the personalities of the play's characters, [and]
expressing [their] ideas and feelings. . . . [A passage of] vocal
music profoundly displays a ... character's emotions, ... ideas
and personality, and shows their fates and hardships. Because
the audience is moved, [they] will simultaneously be affected by
[the characters'] happiness and suffering. Because vocal music
possesses such an intense power to affect, [it] has continued
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for so many years ... [to] receive the ardent love of the masses
(He 1985. 1).

The relative aural stability of the musical system is not perceived by

Chinese opera practitioners or their audiences as being either monotonous

or uncreative. Opera performers are required to possess a thorough

knowledge of the structure and characteristics of their opera form's

musical systems so that they can effectively communicate dramatic

meaning through their vocal music. While serving to preserve the aural

identity of the form. the performer's mastery of the musical systems also

allows them to manipulate the musical elements so that their own unique

creative talents and perspectives may be revealed. In a study of Cantonese

opera, Bell Yung discusses a challenge faced by performers of that form

which is common to all performers of the xiqu tradition. On the one

hand. actors are expected to work within the parameters of the theatrical

form to recreate its visual and aural stylizations. At the same time,

however, they must also find ways to express their own individual artistry.

[Cantonese opera] performance has a 'creative' element because
a play seldom remains unchanged in different performance
situadons. and a tune, when repeated. almost never sounds the
same. On the other hand, being 'creative' is not being 'free'; a
performer is bound, or led, by a complex set of rules which
emanates from a tradition he shares with a community, from his
individual habits and preferences, and from the unique
performance situation. A performance may perhaps be
compared to some forms of game or competitive sport in that
the participants interact according to a set of general rules, but
the details of the operation of the rules and the outcome of the
'game' are left to the players' own skill and ingenuity and
circumstances of the moment (1989, ix).

The presence of musical systems are fundamental to the definition of

the Chinese opera tradition as a whole. and to the establishment of
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individual forms within that tradition. They are also, however, the

cornerstones of the creative vocabulary used by xiqu artists. Following the

guidelines (guilii ~~) present in each xiqu form's musical systems,

songs are constructed for performance which simultaneously serve to

aurally establish the performance tradition, and provide the most powerful

avenue of dramatic communication between the stage and the audience.

Not only is each musical system unique in terms of its musical content and

methods of dramatic application, but also in its associated performance

practice. Each of the musical systems, for example, has a unique style of

vocal accompaniment which is provided by an orchestra. Differences in

the musical structures of vocal songs constructed from the disparate

musical systems, and variations in instrumentation and performance styles

of the accompanying orchestras, result in there being a variety of different

approaches toward vocal performance within xiqu. forms. Given the

importance of vocal music within the xiqu tradition, such variance can be

found to have a fundamental effect on the overall nature of the dramatic

performance, True insight into a xiqu form's performance tradition

therefore requires not only an understanding of the structural elements

which define the form's musical systems, but also an investigation into the

way in which these elements are manipulated by performers to achieve

their dramatic ends.

Features of Sichuan Opera's Gaoqiang Musical System

The opera form known as "Sichuan opera" or "chuanju " (J II ASIJ lit.,

"river drama") is the most popular and Widely-practiced form of opera in

southwest China. Performed predominantly in the province of Sichuarrl
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where the Sichuan dialect is spoken, chuanju is one of the most highly

respected-sand unusual-sforms of xiqu in China. Although noted for its

unusually large and diverse dramatic repertoire, and for its expressive

acting style, Sichuan opera's lofty position among xiqu. forms is primarily

due to the nature of one of its five musical systems, namely, ''gaoqiang''

(~~ Iit., "high tunes").

Each Sichuan opera performance which employs the gaoqiang

musical system has a unique aural signature and dramatic stylization which

is created partly through the musical material found within the musical

system, and partly through the manner in which Sichuan opera artists

perform this style of music. Unlike most world music drama forms which

mandate melodic accompaniment for vocal performance, Sichuan opera

gaoqiang performance stands out for its use of an orchestra made up of

only percussion instruments. Further distinguishing the performance

tradition is the use of a secondary vocalizing body--other than the stage

actor-vduring dramatic presentations. This body, referred to as the

"helping chorus" (bangqiang ~~ lit. "helped melodic-phrase"), joins

with the stage actor in vocalizing passages of gaoqiang songs. The

tripartite performance coalition created through the collective

participation of the stage actor, helping chorus, and percussion orchestra

in gaoqiang performance results in a highly distinct performance tradition

which is unlike any other in China.

In addition to the gaoqiang musical system, Sichuan opera also

utilizes the four musical systems: kunqiang (~~), huqinqiang (J5:ij~
.@:), tanxi (~XX;), and dengxi (~.xRJ Of the five, only dengxi is

indigenous to Sichuan province. The remaining four are all thought to have

been introduced into Sichuan from other parts of China during the Qing
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dynasty.f Although the origins of at least two of Sichuan opera's musical

systems can be traced as far back as the Ming dynasty6, Sichuan opera itself

is a relatively recent phenomenon. Until the early years of the twentieth

century, opera troupes specializing in only one, or at most two, of the

musical systems were common in Sichuan province. Due primarily to

changes in the economic and transportation environments of the province

which took place during the late Qing dynasty, the five musical systems

eventually came together under the same performance roof to form

Sichuan opera.7

"Helping. Striking. and Singing"

Although the use of the Sichuan dialect and a common approach to

physical theatre performance practice are shared by the five musical

systems of Sichuan opera, their valiant geographical, cultural, and musical

heritages give each its own unique aural identity. As a result, each of the

musical systems has an associated dramatic repertoire which best suits its

particular musical style. Although passages of kunqiang music periodically

appear in plays from the gaoqiang, huqinqiang, and tanxi repertoires, the

mixing of musical styles within a single dramatic work is rarely seen in

Sichuan opera.f An analysis of the plays presented annually on the Sichuan

stage also reveals that not all of the musical systems are equally

represented.

Among the traditional plays of the five musical systems.
kunqiang and dengxi plays are extremely rare. Out of a
thousand . .. plays, there are less than twenty kunqiang and
dengxi plays which are regularly seen on the stage. There are
a bit more hUqin [qiang] plays, but most are individual scenes
from multi-scene plays; the number of full-length plays is few.
Not only does the number of tanxi plays exceed these three,
but among them are a number of full-length play'S. Gaoqiang.
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however, is different. (Gaoqiang] plays make up seventy
percent of the total Sichuan opera dramatic repertoire (Zhang
1964, 3).

The dominance of the gaoqiang musical system in Sichuan opera is

not only apparent from the number of plays from its repertoire which are

presented, but also from the conventional way in which opera practitioners

and audiences describe the characteristic features of Sichuan opera

performance. When asked to summarize Sichuan opera performance, most

people in Sichuan respond with the phrase: "helping, striking, [and]

singing" (bang, da, chang ~, IT, rr~). "Helping" refers to the

participation of the helping chorus in gaoqiang performance, "striking" to

the actions of the percussion orchestra, and "singing" to the contributions

of the actor. In that none of the non-gaoqiang musical systems in Sichuan

opera use either a helping chorus, or a solely percussion orchestra, this

phrase can only be understood to be referring to the gaoqiang musical

system. Not only is the role of the gaoqiang musical system in defining

Sichuan opera implied by this simple three-word phrase, but also the

impact of the musical system in shaping the defining features of this

unique performance tradition revealed.

Qupai : "Labelled-Songs"

Sichuan opera's gaoqiang musical system is a descendent of one of

China's oldest musical systems, yiyangqiang (-,\: ~8~ ur., "tunes [of]

Yiyang"). Originating in southeastern China's Jiangxi province during the

early Ming dynasty, yiyangqiang music quickly spread over large portions

of China. By the mid-sixteenth century, yiyangqiang had become the most

popular theatre music in China. The exact date of yiyangqiang 's arrival and

its route into Sichuan, are still a matter of debate and speculation among
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theatre scholars. One popular theory suggests that the musical system

came into the province via Hubei province along the Yangzi River trade

route sometime during the early eighteenth century (Chen 1986, 10 and

28). This theory finds considerable support among scholars since other

regional variants of the yiyangqiang tradition can be found in those

provinces bordering the Yangzi River; provinces such as Hunan, Hebel,

Shanxi and Zhejiang.9

Sichuan opera gaoqiang 's musical ties to the yiyangqiang musical

system are apparent from its use of a non-melodic accompanying orchestra

and the presence of a secondary vocalizing body in performance. Gaoqiang,

like its historical progenitor, also uses the compositional unit known as

"qupai " (8±r~ Iit., 'labelled-songs") as the fundamental organizing

principle for aural performance. On a very basic level, qupai can be

understood to be individual song forms containing set musical and lyric

structures which are used by opera practitioners to create vocal

compositions for performance. Upon closer examination of the structural

features of gaoqiang qupai; however, one finds that each qupai contains

elements which allow its influence on the nature of gaoqiang performance

to extend far beyond the realm of a mere musical templa.te. Through the

selection and ordering of qupai Sichuan opera practitioners create the

operatic score. As a result of these choices, however, the participation of

the actor, helping chorus, and percussion orchestra in vocal performance

is also coordinated. This tripartite performance coalition, as indicated

earlier, is perceived as being the fundamental characterizing feature of

both gaoqiang performance, and the Sichuan opera form itself. For this

reason, qupai can be understood to be the single most important

structural element in Stchuan opera performance.
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Each qupai in the gaoqiang musical system repertoire is identified

by a unique name called a ''paiming .. (AA!..g Iit., "label-name") that is

usually three written-characters in length. 10 For example, the qupai [xin.

shui Ung] U*Ji" 7,1<. -s-n [duan zheng hao] ([~~1£ jff D, and [Kiang luo dai]

([W;W 1WD. Justifying their individual appellations is the fact that each

qupai possesses an internal structure (qupai jiegou B±r AA! !i5t~) which is

unlike any other in the musical system. This internal structure consists of

three discrete sub-structures which govern the lyric and musical form of

songs, and the assignment of specific song passages to the three

performing entities (i.e., actor, helping chorus, and percussion orchestra).

When practitioners follow the structural specifications for a qupai, the song

created will bear the unique aural signature of that qupai.

The internal structure of a gaoqiang qupai is relatively codified. The

permanence of this structure results in each individual qupai having its

own unique identity within the musical system repertoire. Based on this

individuality of structural form, Sichuan opera practitioners and audiences

have come to associate different dramatic functions with each qupai. By

repeated use of a qupai in a particular dramatic context, Sichuan opera

practitioners have developed the ability to convey specific dramatic ideas

to their opera audiences through song vocalizations. Some qupai; for

example, are considered suitable only for tragic situations. while others are

deemed all-purpose qupai which can be used in a variety of dramatic

situations. In addition to having particular emotional associations, a

number of qupai are either gender- or character-specific. meaning that

they can only be sung by a particular sex of character, or by a particular

dramatic character. Contained within the musical structure of each qupai;

one not only finds the aural identity of the musical system (and the opera
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form itself), but also elements which call forth in the minds of the

audience members a particular dramatic perspective. In order for a qupai

song to serve its designated dramatic function, therefore, it must contain

the defining structural features of that qupai. In that each qupai in the

repertoire is not entirely dissimilar from others in terms of its internal

structure, it is imperative that those elements which distinguish a qupai

are present each time a song is created. Liberal alterations to all or part of

a qupai 's structural form may result in a song not containing the qupai 's

recognizable aural signature. Without this, the ability of a qupai song to

serve its designated dramatic function in performance could be adversely

affected.

The concept of qupai is not unique to either gaoqiang or the

yiyangqiang musical systems. Qupai are a common feature of many xiqu

musical systems including Sichuan opera's own kunqiang, as well as a

number of non -xiqu. performance traditions in China. Although qupai first

were used in xiqu. during the Yuan dynasty in the opera form known as

Yuan zaju (51:1# hSlJ lit., "miscellaneous drama [of the] Yuan"), research

indicates that qupai have served as the musical building blocks of many

types of instrumental, vocal, and dance-drama forms dating as far back as

the Han dynasty (206 B.C.-220 A.D.) (Zhongguo 1983, 301).

Xiqu musical systems which use qupai are collectively referred to

as "qupai [musical] systems" (qupaiti BE #IT!~) or "joined-song [musical]

systems" (lianquti ~ El±J 1*). In the gaoqiang musical system, as in many

other qupai systems, the process of creating songs from qupai is often

referred to as "filling-in [the] text" (tianci _i~\ The impression given

by this term is that qupai are rigid structural forms possessing highly

codified musical and lyric structures into which new song texts are simply
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inserted. One definition of qupai taken from one of the major reference

works on Chinese theatre, the Dictionary oj Chinese xiqu and. gyyi 11 ('1=t
00 XX 8il Btz:: iPJ.- Zlwngguo xiqu quyi cidian ), gives this impression to

its readers:

Each qupai has a set melody, method of singing, number of
written-characters, line structure, tonal patterns, . . . as well as
a basic form which can be followed [so that] new lyrics can be
filled-in (Shanghai 1981, 28).

Although Sichuan opera practitioners frequently use the term

"filling-in [the] text" to describe creating music for gaoqiang performance,

in reality the process is considerably more complex. The internal

structures of most qupai possess a high degree of flexibility which

preclude the possibility of simply writing text to fit a set musical and

prosodic form, This flexibility allows Sichuan opera practitioners to adapt

qupai to fit the various dramatic contexts in which they are employed.

Present alongside this ability to accommodate the artist, however, is a

codified nat.ure which serves to establish the identity of a qupai. This

balance between mutable and immutable elements within gaoqiang qupai

internal structure is a characteristic feature of Sichuan opera gaoqiang

music. Judging from the published qupai deflnttion above, however, this

is not be a feature which is characteristic to all qupai musical systems.

This trait is referred to by one Sichuan opera scholar as the "standardized

nature and flexible-nature of qupai " (qupai de guiJanxing yu ling"fu..wxing

Without a standardized-nature a theatre form's distinguishing
feature would be missing [which] is another way of saying that
the music's distinguishing feature would be missing. For
Sichuan opera, this means the 'Sichuan flavor' would be
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missing. But without a flexible-nature, qupai could not develop
and adapt to fit the needs of different playscripts and
characters-vthe qupai would have no vitality (Jia 1982, 23).

Although the term "filling-in [the] text" is not indicative of the actual

process by which Sichuan opera practitioners create music for gaoqiang

performance, it is reflective of the historical origins of the qupai tradition

in China.

The creative process of [filling-in the text] ... has great
significance in the history of Chinese poetry and opera. It is
generally accepted that during the early stages in the
development of Chinese poetic genres such as chi (ci) and
kuk. (qu ), [12] poems were composed to be sung rather than
simply read. As certain tunes became popular among poets,
new poems were composed to fit them. The procedure was
feasible even for poets who were not musically oriented as long
as the new texts followed the verse structure of the model with
regard to patterns of beat, phrase structure, and, with some
flexibility, the sequence of linguistic tones. Since, the verse
structure was derived from the musical characteristics of the
tune in the first place, conforming to it ensured that the new
poems would automatically be suitable for musical performance.
Known by the title of the tune that it fits, the verse structure
came to be used as a model by poets who composed poems in
ignorance of the original tune (Yung 1989, 128).

Elements of Qupai. Internal Structure

Both Sichuan opera's kunqiang and gaoqiang systems belong to the

qupai family of musical systems. An analysis of the qupai contained in

their respective repertoires, however, reveals that kunqiang and gaoqiang

qupai possess disparate structural natures. The kunqiang musical system

is a melodically-accompanied tradition, and therefore, the musical

structure of individual kunqiang qupai provides theatre practitioners with

information regarding melodic accompaniment, and with information for a

single vocalist: the actor. Although percussion articulation periodically

occurs during passages of kunqiang music, melodic accompaniment is by



17

far the dominant form of non-vocal music heard during song performance.

Gaoqiang music performance, in contrast, is characterized by the

presence of percussion accompaniment and by its use of two discrete

vocalizing entities: the actor and the helping chorus. The internal

structures of gaoqiang qupai differ fundamentally from kunqiang qupai

both in the type of musical information which they impart, and in the fact

that gaoqiang qupai organize the vocal participation of the actor and the

helping chorus. The assignment of different vocalizing bodies to specific

parts of a gaoqiang qupai song, mandates the presence of an additional

structural element which is not present in kunqiang qupai I refer to this

element as the "performer-assignation structure" of Sichuan opera

gaoqiang qupai. A summary of the elements constituting gaoct..ang qupai

internal structure is provided below.

GAOQIANG QUPAl

lyric form performer-asstgnation
structure

Figure 1.1

Sichuan Opera C-aoqiang Qupai Internal Structure

musical
structure

All aspects of gaoqiang qupai internal structure are integral to the

issue of qupai identity. Although hundreds of qupai are found in the

Sichuan opera repertoire, considerable overlapping of structural form
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exists. A slight difference in one aspect of a qupai 's internal structure,

such as the number of lyric lines assigned to the helping chorus versus

those assigned to the actor, may be the only factor which distinguishes

two, otherwise identical, qupai from each other. As stated above, qupai

contain both mutable and immutable elements within their structural

forms. When creating songs for performance, Sichuan opera artists must

know which elements embody a qupai 's identity, and therefore, must be

preserved. Without the preservation of such elements, the ability of a song

to function dramatically may be compromised.

Organization of the Study

Inquiries into the nature of Sichuan opera must initiate with an

examination of the gaoqiang musical system. To understand the salient

features of the system, and the manner in which Sichuan opera

practitioners organize and execute dramatic presentations of gaoqiang

plays, one must begin with qupai. This study looks at qupai in their role as

the primary organizing element, and most important interpretive vehicle,

in the Sichuan opera gaoqiang performance tradition.

Gathering accurate Information about the gaoqiang musical system is

a formidable task for both the Chinese and non-Chinese researcher. This

is partly due to the fact that prior to the Chinese Communist Party's (CCP)

ascendance to power in 1949, Sichuan opera was primarily an oral

tradition. Formerly, the musical and dramatic repertoires of Sichuan opera

were passed down from one generation of performers to the next without

the aid of written documentation. Until the late 1950s, most information
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concerning Sichuan opera performance practice was retained in the minds

of its theatre artists.

Following Mao Zedong's 1942 address at Yan'an on the role of

literature and the arts in communist society, a policy recognizing an

inseparable relationship between politics and art became an integral part

of the Chinese Communists' ideology.I3 Under Mao's guidance, the

Chinese Ministry of Culture began a number of energetic campaigns in the

1950s to preserve, document, and reform xiqu in China. From this period

until the beginning of the Cultural Revolution in 1966, a number of

programs were undertaken in China to document, analyze, and publish

materials on xiqu music, repertoire, and performance practice.

Among the earliest effects of this movement in Sichuan was the

publication of the two-volume work, Sichuan opera gaoqiang qupai.

(J!!~IJ g.lt£ aa M! Chuanju gaoqiang qupai). Based on interviews with a

number Sichuan opera artists, the staff of the newly-established Sichuan

Province Sichuan Opera Research Office (IIY JII.!@ JII~IJ Yf1E¥: Sichuan

sheng chuanju yanjiu shi) compiled information on over 160 individual

qupai for this study. A later 1959 work by Sichuan opera percussionist

Peng Wenyuan (~~Y: ft) provided similar information on 231 qupai; while

Sichuan opera actor Zhang Decheng's (5*~PX.) 1964 study documented

317 qupai. To date, these three works represent the largest and most

ambitious attempts at gaoqiang qupai documentation.

Despite the presence of these works, an accurate count of the

number of qupai present in the gaoqiang musical system repertoire is still

missing.

How many Sichuan opera gaoqiang qupai are there actually?
This question was never made clear before Ltberatton.lte] The
reason [for this] is that there were not any [musical] scores or
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books passed down. Only from the mouths of a few gushi [the
leaders of the percussion orchestra] . .. and from the frequent
performances of certain gaoqiang plays, [could we] really know
[how] extremely abundant [qupai were]. In the final analysis,
how many qupai are there? This is still a mystery! Not until
after Liberation could clues to this 'mystery' be found (He
Guojing 1985, 27).

A comparison of the contents of the three aforementioned works on

qupai reveals that much duplication of information is present. Following a

review of these works, however, Sichuan opera music scholar Peng Chaoyi

(~3*JJili) estimated the number of qupai in the gaoqiang repertoire to

be around 370 (1985, 57). To date, no new attempts to accurately

document gaoqiang qupai has been undertaken. It is not, however, within

the scope of the study to attempt such a formidable task.

Interviews conducted with various Sichuan opera performers and

scholars and an examination of the organization and contents of the three

published works described above, reveal that a standardized method of

qupai description is lacking within the tradition. Few Sichuan opera

actors are familiar with the particulars of a qupai 's structural form. If

asked to cite the difference between two qupai. for example, most stage

artists would say that the primary differentiating feature can be found in

the melodic structure of the qupaL It is the leaders of the Sichuan opera

percussion orchestra and helping chorus who possess the most

comprehensive knowledge of qupai structural form. For this reason, it is

usually musicians who have provided opera scholars with information on

the musical system, not actors.

Despite their knowledge, Sichuan opera musicians do not always

describe qupai structure in the same way. Perhaps this is due to the fact

that within the Sichuan opera tradition regional variations exist. In certain
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parts of Sichuan, for example. qupai can be found in the repertoires of

opera companies which are not present in the repertoires of companies

from other parts of the province. Sometimes qupai with identical

structural forms are referred to by different names in different parts of

Sichuan, or those with disparate structural forms share the same

appellation.

Sichuan opera musicians often disagree on the specifics of a qupai 's

structural form. Despite this fact. it is clear that musicians share the

common belief that each qupai in repertoire has a unique internal

structure which differentiates it from all others. Although published

descriptions of qupai often provide conflicting information on the details

of qupai lyric form. general agreement in the areas of qupai performer

assignation and musical structure. and dramatic application appear to be

present. This suggests that there is not a single qupai standard which is

observed throughout the tradition. The idea that a qupai contains certain

immutable elements which allow its songs to achieve a specific dramatic

effect in performance appears, however, to be recognized by all.

This is an initial study of the gaoqiang tradition, the first by a non

Chinese researcher. Given the nature of the topic, the information which

will be presented here is both broad in scope and diverse in subject

matter. I have focused this study on the isolation and analysis of structural

elements and performance practices which are common throughout the

tradition. I have consciously avoided such issues as regional variation

within the tradition, and have not attempted to expose discrepancies in

qupai structural description or appellation. From the data that I have

assembled on gaoqicul.g performance, I hope to accurately determine the



22

salient features of the musical system and present a more systematic

approach to their discussion and analysis.

Research for this study was carried out in Sichuan province during

1987-1988. The information presented on gaoqiang qupai internal

structure and usage is primarily taken from analysis of published materials

on Sichuan opera and the gaoqiang musical system, musical scores, and

the unpublished teaching materials used by the faculty of the Sichuan

Province Sichuan Opera School (jm J11.t@ JII~IJ $ ~ Sichuan sheng

chuanju xuexiao). Interviews with theatre scholars at the Sichuan

Province Academy of Sichuan Opera Art Research (1TIf J11.t@ JII~IJ z::*
if1G~ Sic1wan sheng chuanju yishu yanjiu yuan ) and the faculty of the

opera school. observations of Sichuan opera performances, and classes

taken in Sichuan opera performance technique, provided the remaining

data included in this work.

With the exception of Chapters I and X which serve as an

introduction and conclusion, this study can be divided into three discrete

parts. The first part (Chapters II and III) looks at the human element in

performance: the actor, helping chorus, and percussion orchestra.

Chapter II looks specifically at the world of the actor. The chapter begins

with an introduction to the nature of the physical stage, the various

performance mediums and role categories used by stage actors, and the

basic aesthetic concepts followed by practitioners of the tradition. The

latter part of the chapter is devoted to a description of the gaoqiang

dramatic repertoire, and the language and structure of its plays.

Chapter III describes the performance environment in which the

percussion orchestra and helping chorus work. In this chapter

information on the musicians and instruments which constitute the
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percussion orchestra are given. An introduction to the structure of

percussion music and the historical roots of the helping chorus. constitute

the latter part of this chapter.

Chapters IV through VII form the second part of the study. In these

chapters the elements which constitute the internal structure of qupai are

examined. Chapter IV introduces qupai lyric form through an

introduction to the organization of the linguistic elements used to

construct song texts. as well as the fundamentals of Sichuan dialect. The

issue of performer-assignatton structure is undertaken in Chapter V

through an analysis of the various patterns of performer assignment found

in qUPQi songs. The latter part of this chapter looks at patterns of vocable

placement and usage. and their relationship to qupai performer

assignation structure. Vocables are the non-lexical syllables employed by

Sichuan opera performers to facilitate vocal production and creative

expression in gaoqiang music.

Due to the complexity of the subject. the examination of gaoqiang

musical structure is carried out in two stages. Chapter VI looks at the

nature of qupai melodic structure through discussions of qupai modal

structure. melodic variation in helping chorus and actor music. and qUPQi

categorization practices. An analysis of the rhythmic aspect of gaoqiang

music is undertaken in Chapter VII. In this chapter, information on the

various metrical types present in the musical system and the nature of

percussion accompaniment during passages of song. are provided.

Chapters VIII and IX constitute the final part of this study. In this

section, the impact of qupai internal structure on shaping the nature of

the dramatic presentation is discussed. Chapter VIII looks specifically at
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helping chorus vocal performance practice. and introduces the various

functions which the helping chorus serves the actor in performance.

Chapter IX focuses on the methods used by Sichuan opera

practitioners to select and organize qupai for use in gaoqiang

performance, In this chapter, the suggested dramatic applications of a

number of qupai are examined, and an introduction to the guiding

principles behind the ordering of qupai in performance, is provided.

Following the standard method used by Sichuan opera practitioners

and scholars, the names of gaoqiang qupai will be indicated in this study

through the use of of brackets (e.g.. [duan zheng hao] and [xin. shui. ling]).

The names of the percussion patterns played by the gaoqiang orchestra

are usually two-to-four written-characters in length. Whenever they appear

in the text. these pattern names will be indicated by the presence of

quotation marks (e.g.• Iter hui tou" and "dan chill ''), In that the names of

most qupai and percussion patterns do not reflect either the historical

origins, structural features. or the dramatic applications of these

compositional units. English translations of these names will not be given.

All Chinese terms are written using pinyin, the official romanization

system of the People's Republic of China. and appear in the text in italics.

As will be discussed in Chapter IV, Sichuan dialect and Mandarin are

Iingutstically-related dialects. Although the two dialects each feature

distinct speech-tone patterns. they share many common speech sounds.

Because most non-Chinese readers are more familiar with the Mandarin

dialect, all rornanizations of Chinese terms in this study will reflect their

pronunciation in Mandarin unless otherwise indicated.

Whenever possible I have tried to use the indigenous terminology of

the Sichuan opera stage to describe gaoqiang qupai structure and
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performance practice. In instances. however. where I have felt that the

use of a Chinese term would confuse the reader or that an appropriate

term is absent in the language, I have created a new English term. In each

case, I have alerted the reader to this fact.

The musical examples included in this study have all been excerpted

from published music scores of Sichuan opera gaoqiang performance.

Whenever appearing in the text, the source of the music example is given

in a bibliographic citation located in the endnotes of the respective

chapter. All examples are transcribed using cipher notation.

All translations of Chinese language texts are my own unless

otherwise indicated.
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Notes to Chapter I

INTRODUCTION

1 Kunshanqiang is said to have developed under the influence of the

yiyangqia.ng (-t ~8~) musical system which originated in the Yiyang

region of southern China's Jiangxi province, and haiyanqiang (~.1ffi~)

which came from the Zhejiang and Jiangsu province area (Dolby 1976, 91).

2 Versions of the kunshanqiang musical system can be found in

Beijing opera. Xiang opera (#II ASIJ xiangju) of Hunan province. Jin opera

(~ ASH jinju ) of Shanxi province. and Sichuan opera, respectively.

3 The italicized terms are the names of the primary musical systems

found in each of the listed opera forms.

4 The literal meaning of the term "Sichuan" is "four rivers" (ITIJ JII).

referring to the four major waterways which bisect this mountainous

province. The word "chuan " (j II) in the opera form name refers to the

province of Sichuan where the tradition developed. "Ju" (~IJ) is the

Chinese word meaning "drama." Sichuan opera is also popular in areas

bordering Sichuan province such as northern Yunnan and western Guizhou.

5 Kunqiang (Iit., "tunes [of] Kun[shan]") is a regional variation of the

aforementioned kunshanqiang musical system found in Kun opera. The

musical system is thought to have been introduced into Sichuan via a group

of Kun opera performers from Suzhou, Jiangsu province sometime during

the late 17th or early 18th century (Chen 1986, 7). A derivative of the
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pihuang (J5l]it) musical system which developed in Beijing during the

first half of the 18th century, the time and route of the hUqinqiang (lit.,

"tunes of the huqin," [a two-stringed spiked flddlej) musical system's

arrival in Sichuan still remains a matter of deba.te among scholars There

is general agreement, however, that the musical system was present in

Sichuan by the late 18th or early 19th centuries. Part of the bangziqiang

(~f~ Iit., "clapper tunes") musical system, tanxi 's roots lie in the

music traditions of northwest China's Shaanxi and Shanxi provinces.

During the first half of the 19th century, a troupe known as the Tai Hong

Troupe (Tai lwng ban ::tntWf) who performed a style of bangziqiang

known as "qinqiang " (~~), is reported to have brought the musical

system to Sichuan from Shaanxi province (Chen 1986, 16). Information

about the origins of the ganqiang musical system are provided on page 11.

6 These two musical systems are kunqiang and ganqiang. Along

with the musical systems haiyanqiang and yuyaoqiang (~~~~),

kunqiang and yiyangqiang are collectively referred to as the "Four Great

Musical Systems" (si da shengqiang 1IY*Y=t.ll£) of the Mi..~g dynasty

(Zhongguo 1985, 367).

7 Sichuan is located in a very mountainous region of China where

travel into and out of the region, as well as within the province itself, has

always been difficult. The plethora of natural waterways which traverse the

province were the main travel routes for centuries. Given the

environmental conditions of the region, theatre troupes performing the

various musical systems which now constitute Sichuan opera were once

unable to travel freely about the province. As each musical system was
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introduced into Sichuan, therefore, it tended to take root and flourish in a

particular region of the province. The area around the city of Zigong in

southeastern Sichuan, for example, became "the major center of gaoqiang

performance activity. In eastern Sichuan near the Yangzi River port city of

Chongqing, the hUqinqiang system flourished. The tanxi musical system,

a derivative of the theatre musics of northcentral China, took root in the

northern part of Sichuan. Since its inception, the kurtshanqiang musical

system enjoyed the patronage of China's ruling elite. For this reason,

performances of this musical system were primarily focused in Sichuan's

larger urban centers, such as Chengdu and Chongqing, where most of the

government and economic leaders resided. As a musical system which is

indigenous to Sichuan and one which is closely tied to the province's

agrarian culture, performances of dengxi (lit., "lantern dramas") could be

found throughout Sichuan.

Beginning in the latter half of the 19th century, the local economy in

Sichuan began to prosper and transportation conditions improved. As

theatre troupes began to broaden their geographical performance bases, an

important change occurred in Sichuan theatre. Until this time the

majority of theatre troupes in Sichuan performed a single musical system.

Once exposed to the other music systems and repertoires which occurred

as troupes left their regions of origin, many troupes saw economic

opportunity in widening their performance repertoires. Soon troupes

began adding plays performed using other musical styles to their own

repertoires, as well as performing plays from their own repertories using

the new musical systems (Chen 1983, 32).

Beginning in 1903 with the opening of the Ke Yuan (iiT lIm) teahouse

theatre in Chengdu, the final catalyst for the creation of Sichuan opera



29

appeared. With the establishment of teahouse theatres (chalou '*~ 0 r

chayuan 1J;@') in the province, theatre troupes were provided with

permanent indoor performance venues in which to practice their trade.

No longer did they have to depend on sporadic invitations from local guilds

and landlords, or occasional village festivals, to perform, On the teahouse

stages, ticket-buying audience members were able to enjoy daily

performances of the plays they loved. Troupes specializing in different

musical systems now began to regularly share the same performance

venues, allowing exchange between actors, musics, and repertoires to

occur.

8 One notable exception is the one-act play Three Memorials to the

River (Sanjijiang ~~~I). This play, based on historical events of the

Three Kingdoms Period (222-280 A.D.), depicts Sun Shangxiang (.'f} fi5j
if), wife of the ruler of the Kingdom of Shu, Liu Bei (XIJ-i-), performing a

series of funeral memorials in honor of her husband, and his two advisors,

Guan Yu (~~~) and Zhang Fei (S*Is). In the play, the actress playing Sun

sings lengthy passages of huqinqiang, tanxi; as well as gaoqiang music.

9 Although in Sichuan opera "gaoqiang " is synonymous with the

yiyangqiang musical tradition, in other Xiqu forms which adopted

yiyangqiang music, various appellations are used to refer to this tradition.

Jiangxi province's Gan opera (~A§IJ), for example, still calls its yiyangqiang

-derived system "yiyangqiang, " but Anhui province's Hui opera (~AS~)

calls it hUizhouqiang (iilWi fli:) and qingyangqiang (w ~8 ~). Only xiqu

fOnTIS in Sichuan, Hunan, Guangxi, and Zhejiang provinces use the term

"gaoqiang ". (Zhongguo minzu 1989, 34).
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10 Qupai paiming are reflective of a wide variety of historical,

geographical, cultural, and creative sources. Some qupai names, for

example, make reference to a particular geographical region of China, such

as [liang zhou gel uW;Wti~n meaning "song [of] Liang prefecture," or

[COOjiang yin] ([1l ~I~]) meaning the "chant [of] the Chu River." Other

names make mention of specific objects or animals such as [qing na ao]

([W-*~1X])meaning "blue mantle," [shui di yu) ([.7j<.J$f~D, meaning "fish

[from the] depths," or [xia. shan 00) ([T Lll JJt: D, literally "lion descending

[a] mountain." Qupai names may also describe natural or human actions

such as [feng TU song) ([JXlA f'~nmeaning "wind through [the] pines," or

[dao hua chuan) ([i¥~ J<:IJ Mn meaning "rowing [a] boat backwards."

References to sacred figures can also be found in qupai names, such as [pu

sa man) ([~~~]), literally "barbaric Buddha," or fer lang sheng)

([.= £!~1$]) meaning the "Second Venerable God." Although infrequent,

some qupai names refer to specific musical or prosodic features of the

qupai such as in [shuang shengzi) ([XJZF -=t--Dmeaning "double sound,"

fUu fan gong ci] ([1\ 3'1!1fiPJ]) meaning "tune-[which]-changes-mode-six

times," or [zi zi shuang] ([*~X)ZD, literally "double written-characters."

Qupai bearing the same names as those found in the Sichuan opera

gaoqiang musical repertoire can also be found in other contemporary

performance traditions, as well as in traditions which predate the xiqu

tradition. Qupai which have the same name as those used over 600 years

ago in Yuan zqju tradition, for example, are still present in the musical

repertoires of a number of xiqu forms, including both the Sichuan opera

gaoqiang and kunqiang musical systems. Attempts to establish

musicological relationships between like-named qupai found in different
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performance traditions, those in musical systems within the same xiqu

form, or those found within the musical systems of historical and

contemporary forms, however, have not revealed evidence which would

confirm that all qupai originated from a common source, or that they

share musical material today. For this reason, a correlation between the

nature of a qupai 's internal structure and its appellation is also rarely

detectable.

11 Literally "song art," the term "quyi" has been used since 1949 to

refer to a large number of performance traditions in which stories are told

through song and speech acts. Most quyi forms are musically

accompanied and also use a stylized movement vocabulary in performance

(Trapido 1985. 702).

12 The terms "ci " and "qu " are the Mandarin pronunciations of the

Cantonese terms "chi" and "kuk." Two common literary sources for many

qupai, ci (iPJ) and qu (BE) where poetry traditions which reached their

heights of popularity during the Song (960-1279) and Yuan (1271-1368)

dynasties. respectively. Since both were literary forms known for their

strict prosodic structures. the evolution of qupai from ci and qu

compositions occurred when an artist composed music to fit the particular

arrangement of textual elements described by Dr. Yung in the passage.

Although qupai bearing the same names as those qupai which developed

from these poetic forms can be found in many performing traditions today,

an examination of their lyric and musical structures reveal the presence of

a variety of different qupai structures. This would indicate that a common
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appellation may be the only element left linking these contemporary qupai

to the those created from qu and ci sources.

13 .An English translation of this address was published in 1980 by

Bonnie McDougall under the title, Mao zedong's 'Talks at the Yan'an

Conference On literature and Art." Ann Arbor: University of Michigan

Center for Chinese Studies.

14 In China, the period before the Communist takeover in 1949 is

commonly referred to as "before Liberation" or "pre-Liberation" (jiejang zhi.

qian ~ JiX Z M), and the period which followed as "after Liberation" or

"post-Liberation" (jiejai1g zhi. hou ~iiXZB)·
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CHAPTER II

THE ACTOR IN PERFORMANCE

An understanding of the relationship between the Sichuan opera

actor, the helping chorus, and percussion orchestra in gaoqiang

performance requires an understanding of the nature of these three

performing entities, the mediums of communication used by them, and the

rules which control the application of these mediums in performance. Of

the three, it is the stage actor who possesses the fullest and most

diversified palette of creative choices. Unlike either the helping chorus or

the percussion orchestra, the Sichuan opera actor has both a physical and

an aural dimension in performance. During the dramatic presentation, the

actor moves throughout the performance space revealing aspects of

dramatic character and plot to the audience through movement, speech,

and song. The helping chorus' involvement in performance, in contrast, is

limited to a single creative medium: song. Unlike the chorus used in the

Greek theatre, Sichuan opera's chorus has no physical presence in

performance. It is a stationary musical ensemble which, in performance

today, is seated next to the percussion orchestra offstage, and similarly

hidden from audience view. Like the helping chorus, the percussion

orchestra contributes to the performance only through the individual and

aggregate sounds of its various instruments. The orchestra also has no

physical means of expression in the dramatic presentation.

The participation of the Sichuan opera actor in performances of

gaoqiang plays is shaped by several factors. Following the structure and

content of the dramatic narrative, the actor creates a visual and aural

presence for the stage character which s I he is to enact. The nature of this
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presence is determined mainly by i) the physical conditions of the

performance space, il) the performance mediums used, and iii) the

aesthetic principles present in the dramatic form. Given the number of

performance media used by Sichuan opera actors and the complex nature

in which these media are manipulated for purposes of character portrayal,

a system of role categories has been developed within the tradition. In the

following pages, the various aspects of the Sichuan opera actor's dramatic

presence in gaoqiang performance will be examined.

Conditions of the Physical Stage

The nature of the creative involvement of the actor, helping chorus,

and percussion orchestra in Sichuan opera gaoqiang performance is

influenced by the type of physical environment in which each entity works.

In proscenium theatres where the majority of Sichuan opera performances

now take place, both the helping chorus and percussion orchestra are

positioned in the wings; physically stationary and outside the mise en

scene. Only Sichuan opera actors conduct their craft in full view of the

audience and are able to physically move about the performance space.

The performance space in which the xiqu actor works can be

described as austere. In traditional performance contexts, the Chinese

opera stage is fundamentally bare of contextualizing scenery. A large carpet

is positioned centerstage which serves to define the primary performance

space for the dramatic presentation. According to the demands of the

dramatic work, one or more tables adorned with embroidered silk cloth, or

similarly covered chairs, may be placed within the carpeted space.

Through the actions of the actor and the imagination of the audience
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members, these tables and chairs can be transformed into such disparate

items as a young lady's dressing table, a judge's courtroom bench, or an

altar in a Buddhist temple. A simple three-poled bamboo frame supporting

two satin curtains, when attached to two chairs, becomes the enclosure

surrounding a traditional Chinese bed. Tables and chairs can also be

manipulated by the stage performers to represent different types of

physical environments. When actors stand upon a table and raise their eyes

toward an imaginary horizon, for example, the audience understands that

the table is no longer a table, and now has become a mountain lookout.

Although in some recent opera productions specially designed backdrops,

scenery, and set pieces can be found, the vast majority of Sichuan operas

still utilize only the traditional carpet, tables, and chairs to contextualize

the performance.

The relative simplicity of the physical environment in which the xiqu

actor works developed as a response to the conditions faced by early

theatre practitioners in China. Since its inception during the Yuan dynasty

(1271-1368), xiqu has been presented in a variety of performance venues.

Temporary matshed theatres erected in public spaces, permanent thrust

stages attached to the sides of religious temples and guild halls, public

teahouse stages, and the salons and banquet halls of China's economically

privileged classes have all served as performance spaces for xiqu actors.

Since the introduction of the Western realistic theatre tradition to China in

the early years of the twentieth century, the proscenium stage has also

been added to this list of venues. Although in the past xiqti performers

sometimes found permanent positions at the imperial court, in the private

homes of wealthy merchants and scholar-officials. or were regular

performers at a single performance venue, the majority of xiqu actors
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earned their livings as itinerant players. Without guarantee of steady

income, xiqu troupes found it impossible to remain at a single

performance venue for a long period of time, and therefore moved from

place to place in search of performance opportunities. The geographical

direction in which these troupes travelled was often dictated by the

schedule of village festivals and clan celebrations! taking place in the

particular region of the country in which they worked. The constant

change of performance venue which resulted from the impermanent

lifestyles of the opera troupes, coupled with the transportation limitations

of the day, forced xiqu performers to develop a theatre presentation style

which could respond easily to the ever-changing physical environments in

which they worked. Rather than creating a performance style which could

be negatively affected by the conditions of the physical stage, Chinese opera

practitioners developed a theatre tradition which focused the performance

on the abilities of the actor.

The simplicity of the physical stage lies in stark contrast to the

richness and complexity of the visual aspect of the xiqu actor's

performance. Chinese opera actors have traditionally worn beautifully

embroidered silk costumes in performance Male characters often wear

helmets decorated with colorful cloth balls, imitation pearls, and silk

tassels, or caps made of black velvet with foot-long wing-like extensions

protruding above each ear. The headdresses worn by many female

characters are adorned with jeweled hairpins and brightly colored cloth

flowers. The makeup worn by both male and female characters equal the

visual opulence of the costumes in terms of design and color. Colors used

in the various makeup designs range from naturalistic tones, to bright blue,

black, red, green, gold, and purple. The emphasis which is placed on the
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costume and makeup of the xiqu actor is part of the tradition's emphasis

on the actor, and away from the physical stage. Through self-adornment,

xiqu performers are always able to create an exciting visual environment

for the theatre spectator, no matter what the conditions of the physical

environment are around them.

Performance Skills

In each xiqu performance, artists reveal the content of the dramatic

narrative by articulating the thoughts and emotions, and enacting the

movements of dramatic characters through their physical, vocal, and

interpretive skills. Using the indigenous terminology of the Chinese opera

stage, the tools which xiqu actors employ to create and communicate their

dramatic roles are collectively referred to as the "four skills" (si gong

lIYltn of performance. The four skills are: song (chang n~), speech (nian

2), stylized movement/acting (zoo ~), and (cIa rn stage

combat/ acrobatics.

"Song" and "speech" are the two components constituting the xiqu

actor's aural performance practice. These two skills are used to perform

the vocal songs, and articulate the passages of poetry, monologue, and

dialogue, found within the plays. The physical nature of the xiqu. actor's

performance is manifested through the use of the two skills: "stylized

movement/acting" and "combat/acrobatics." In most world music drama

traditions, the focus of the dramatic presentation is almost entirely on the

aural aspect of performance. The xiqu tradition, in contrast, demands that

actors not only have the vocal technique necessary to accurately and

effectively perform passages of song and speech, but also possess the
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physical skills needed to execute the stylized movement vocabulary present

within the tradition. The high level of vocal and physical proficiency

required of xiqu performers makes them among the world's most

comprehensive theatre artists.

In dramatic performances. xiqu actors utilize a stylized movement

vocabulary to physically reveal aspects of dramatic character and further

plot development. The way in which this vocabulary is acquired by xiqu.

artists and applied in performance is not unlike what is found in the

Western ballet tradition. Before ever taking the stage. both ballet dancers

and xiqu actors must first undergo years of arduous physical training to

master the various postures. positions. and combinations of physical

gestures which constitute the physical language of their respective

traditions. How this physical language is then used in performance,

however. varies according to the conventions of the form. the physical

ability and aesthetic sensibilities of the performer. and the demands of the

dramatic context in which it is to be used.

Using the stylized movement vocabulary of the xiqu. stage. Chinese

theatre artists also must learn to execute specially choreographed passages

of stage combat using different types of stage weaponry such as swords.

knives. and spears. and to execute challenging gymnastic feats like front

and back handsprings. and aerial somersaults. These movement displays

take place according to the demands of the drama. and serve both to

heighten the tension of the dramatic moment. and display the physical

skills of the actor.
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Characteristics of Performance

Stylization and Aesthetics

Given the Chinese audience's familiarity with the content of most

xiqu plays, their primary interest in attending a dramatic presentation

cannot be merely to witness the unfolding of the plot. The xiqu audience

member goes to the theatre, rather, to observe how stage artists construct

their dramatic characters and interpret the play's story through the use of

the four performance skills. It is the proper balance between displays of

pure vocal and physical technique, and a meaningful interpretation of

dramatic character and story, which is sought by both xiqu artists and

their audiences. In the passage below, Elizabeth Wichmann makes

observations on Beijing opera performance aesthetics which are also true of

other xiqu forms, including Sichuan opera.

In the performance of traditional Beijing opera, the stage is
perceived as a platform upon which to display the performers'
four skills ... [of performance].... These skills are displayed
within the context of a drama. in which each performer
portrays a dramatic character.

The display of skills. however, is not an end in itself. Even the
most virtuoso technique will be criticized as "empty" (kong) if
in performance it does not contribute to the pursuit of a larger
aesthetic aim (1991. 2).

In short. artistry is recognized by Chinese opera audiences in those

performers who demonstrate a high level of technical expertise, as well as

creative insight in the application of these techniques for the purpose of

revealing dramatic character and storyline.

Chinese opera. like many other Asian theatre forms. is a stylized

tradition, meaning that the dramatic presentation is not intended to be an
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exact reproduction of reality. but rather an interpretation of it. A xiqu

performance does not attempt to fool its audience into believing that they

are witnessing real1ife on the stage. On the contrary. everything about a

Chinese opera producticn-c-from the colorful makeup and costume styles, to

the sounds of the percussion orchestra offstage--makes it obvious to the

xiqu audience that what they are witnessing is something beyond mere

reality.

Xiqu practitioners. while acknowledging the presence of stylization.

are quick to point out that everything presented on the stage is grounded

in observation of natural phenomena and not merely the product of pure

artistic abstraction or imagination. Each perceptible object, sound.

physical action, or emotion which is presented in the context of the drama

has an identifiable realistic source in nature. Chinese theatre director and

theorist Ah Jia refers to the process which realistic phenomena undergo

prior to their presentation on the xiqu. stage as "re-forming" (bianxing

3e :m,), and its effect as the "condensjlngl, sumlming] up, exaggeratjlng],

ornamentling], and giv[ing] imaginative interpretation to life." (Liu 1988,

115). When xiqu actors execute a pointing gesture in performance, for

example, they move their arms in a circular direction--in a direction away

from the intended object-vprtor to extending their arms in its direction.

Despite this superfluous circling, the gesture is still comprehensible--even

to those unfamiliar with the stylization of the form-vas being a pointing

gesture. With the circling, however, the actor is adding a layer of

ornamentation and exaggeration to a simple gesture which serves to refine

(tiUan 11~) it, and bring it in line with a fundamental aesthetic tenet of

the Chinese opera stage: beauty (mei ~).
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The demand for beauty in xiqu performance is aimed primarily at

the areas of visual and aural performance, and is not ideological in the

sense of prohibiting the portrayal of negative or undesirable emotions or

intentions by dramatic characters. But in all aspects of physical and aural

performance, xiqu. practitioners require that the aesthetic sensibilities of

the audience not be violated. For this reason, a character's death is rarely

enacted before the audience. When a character is mortally wounded, for

example, realistic-looking blood is not spilled on the stage, nor is the

character generally allowed to die before the audience. Prior to their

deaths, wounded or suicidal characters usually exit the stage. Although the

unpleasantries of life are not barred from presentation, how they are

presented in the context of xiqu. performance is controlled by the

tradition's demand for beauty.

Performance Conventions

An important aspect of xiqu stylization is the use of performance

conventions (chengshi *~J.t). These codified patterns of performance

behavior are both physical and aural in nature, and when used,

communicate specific information to the audience. One of the most

frequently seen physical conventions in xiqu performance is the circling of

the stage by a dramatic character. When a character executes a circular

path around the carpeted space, the audience immediately understands the

character to be in the process of changing geographical location. When the

character has completed the movement sequence, the audience is not

surprised to find that not only may hundreds of miles of distance been

covered, but six months of time may have elapsed as well. Given the

sparsity of the physical stage, the existence of visual conventions provides
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xiqu performers with a method of imparting information to the audience

which in many theatre forms can only be conveyed through verbalization or

through a change in the physical setting of the stage itself.

Within the aural performance tradition, conventions are also present.

The majority of these conventions are to be found within the melodic and

rhythmic structures of the opera form's musical systems.

Role categories

An early forerunner of the xiqu stage, popular from the Tang to the

Song dynasties (approx. 7th to the 13th centuries), was the adjutant play

(canjunxi :fr~ XX) tradition. Although limited information is available

about adjutant play performance, Chinese theatre scholars believe that one

of the characteristic features of today 's xiqu performance probably began

over one thousand years ago LT'l adjutant plays. This feature is the division of

dramatic characters into "role categories" (hangdang fj 3" ).
In each performance of an adjutant play, actors portraying one of the

tradition's two role categories could be found.s The primary function of

role categories in Tang adjutant plays, as in xiqu. performance today, was to

serve as a method of organizing the visual and aural aspects of dramatic

character portrayal. Although during the subsequent dynasties new role

categories bearing different appellations appeared as new theatre traditions

arose, their function in Chinese theatre performance remained the same.

Dramatic characters like their live human counterparts can be

distingutshed from one another according to such features as age, gender,

personality, and position in society. The particular combination of features

affects the way in which the xiqu. actor physically, aurally, and
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psychologically portrays the character in performance. An actor playing

the role of an aged imperial official, for example, will use a style of makeup,

costume, movement and vocalization, which will best convey the nature of

that character to the audience. An actor performing the role of a vivacious

peasant girl will no doubt use a different performance vocabulary to

construct the character. The performance vocabularies used by xiqu.

actors are determined mainly by the role category to which a dramatic

character belongs.

The division of dramatic characters into role categories is particularly

important in the xiqu. tradition because of the presence of a stylized

movement vocabulary. As indicated above, without several years of physical

training xiqu. actors will not be able to correctly execute the various stage

walks, body postures, costume manipulations, and hand positions which

constitute this vocabulary. Issues of gender and age are particularly

important in distinguishing between the majority of Sichuan opera role

categories. Actors trained to perform young female roles, for example,

must master the movement vocabulary designated by the tradition as being

appropriate for depicting characters of that age and gender. This includes

becoming proficient at a difficult stage walking style known as "around

[thel-stage" (yuanchang ~!m). When executed correctly, this walking

style gives the visual impression that the actor is floating across the stage.

The time and energy needed to master this single performance technique

is considerable, and would be completely unnecessary for an actor who

specializes in elderly male roles. For those roles, a sense of weightedness

and conviction in a stage step is more valuable for successful character

portrayal than a sense of lightness and grace.
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The physical demands of the individual role categories are just one

area of performance which must be attended to by Chinese opera

performers during their training period. Just as in real life, vocal range

and timbre vary according to gender and age. Accordingly, this difference

must also be reflected in the song and speech passages articulated by

dramatic characters. Also essential to character identification is the type of

makeup and costume which they wear. Elderly female characters wear a

style of makeup which is the most recognizably naturalistic in origin. The

''jing " (*) role category, on the other hand, features a makeup style which

uses a variety of non-naturalistic colors and designs that often appear to

have no correspondence to the natural features of the human face. The

exaggerated nature of the jing 's makeup style is designed, however, to aid

the actor in conveying the "larger-than-life" personality traits which are

common to most jing characters.

Given the difficulty in mastering the specific performance practices

and techniques associated with each role category, xiqu. actors usually

focus on the study a single role category, or even on one of the

subcategories within the larger categories, from the onset of their theatre

training to the termination of their careers in theatre. The assignment of

actors to role categories is based on several factors including their vocal

range, physical build, facial features, and individual personality.

Five basic role categories are used in Sichuan opera: "sheng "(~),

"dan" Cal. 'jing" (~), "rno " r*) and "chou" eBJ. Within each of the

five categories, numerous subcategories can also be found. The vast

majority of female characters found within Sichuan opera plays fall within

the dan role category. Female characters representing every age group

and social background are present within this category. The sheng, jing.
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rno, and ciuni role categories are all categories of male characters. The

major factors differentiating these categories from one another are the

personality traits of the dramatic characters, and the overall importance of

the character in the telling of the dramatic story.

Sheng

The sheng role category first appeared in nanxi (r-?J XX lit..

"southern drama"). a music drama form popular durmg the Song dynasty

(960-1279). Male characters ranging in age from the very young to the

very old, and representing a wide variety of social backgrounds are found

within this category. A common feature uniting all sheng characters is the

fact that they are generally cast as positive characters in plays. Sheng

characters are thought to possess a high degree of personal integrity, and

to exemplify such traditional Confucian values as humanity, justice. and

moral character (ren yi dao de 1=)(m~). When a negative male

character appears in a play, the character is usually portrayed by either a

chou or jing actor, rather than by a sheng.

Within the Sichuan opera sheng role category there are several

subcategories. These subcategories divisions are based primarily upon the

age of the character. and whether they are classified as a "martial" (wu :it)
or "civil" (wen 3<:) character. A different emphasis on the four skills of

performance can be found within each of the sheng subcategories. Some

subcategories emphasize the aural skills of song and speech. while others

focus more on the physical skills of stylized movement! acting and

combat/acrobatics. Characters who fall into the subcategory "martial young

sheng" (wu xiaosheng Jit ....J... ~). for example, focus on the skills of

stylized movement! acting and combat!acrobatics. while those in the civil
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subcategories of "young sheng" (xiaosheng ....i- ~), "principal sheng" and

"old sheng" place more emphasis on song and speech ski.11s. Such

variation in skill emphasis is characteristic of all dramatic role

subcategories within the Sichuan opera tradition.

Male characters who are youthful and as yet unmarried usually fall

into either the young sheng or martial young sheng subcategories. Young

sheng characters are "distinguished and admirable, learned, elegant, with

ideals and integrity, sincere and poised" (Deng 1986, 204). In Sichuan

opera, this subcategory is one of the most frequently seen onstage and

often is cast as the romantic male lead in plays.3 In most xiqu. plays, young

sheng characters are impoverished young Confucian scholars who are

attempting to pass the imperial examinations in order to gain positions in

government. During the study period which precedes the taking of the

examinations, these young scholar characters often fall in love with a

beautiful and virtuous young woman. After considerable hardship, the

scholars usually succeed in their exams, often receiving the highest score

and being awarded the title of "First Graduate" (z1u.tangyuan tr m). At the

end of the play, the young scholar is united with his love, to begin a life of

marital and professional bliss.

Sichuan opera young sheng have a movement style which is steady,

gentle, and flowing--a style requiring great strength and physical control,

but which should not appear so. While wearing shoes with three-inch soles

called "chao yuan xie " (~J3 ft tE), young sheng are expected to "stand like

a graceful jade tree, and move like a falling leaf propelled by the wind"

(Deng 204). Sichuan opera young sheng characters frequently wear a V

necked, side-opening garment called a zhezi (f79f) in performance. The

Sichuan opera actor's skillful manipulation of the sleeves and the front and
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back panels of this costume is a trademark of this subcategory, and is well

known throughout the xiqu. world.v

The base makeup of young sheng characters is a combination of light

pink and red tones. A long, narrow piece of cotton fabric is used to raise

the temple area, giving a lifted effect to the eyes. Black makeup is then

applied to the eye area which further articulates and exaggerates this rising

quality. A similar approach to makeup in both color and design can be seen

in the young female characters of the dan category. The seemingly

feminine quality of the makeup, coupled with the gentleness of the physical

movement style, conveys a sense of androgyny in young sheng characters.

In many forms of xiqu. such as Beijing opera, young sheng actors sing in a

vocal style which is almost entirely falsetto-based and in a range which is

close to the young female dan's, further adding to feminine quality of the

young sheng performance. Although the vocal range of the Sichuan opera

young sheng is also quite high, most of their song and speech is in their

natural voices, not falsetto. This performance feature makes the vocal

stylization of this subcategory less feminine, but extremely difficult to

master for a male actor.

There are two types of martial sheng seen in Sichuan opera: "long

armor" (changkao *@) and "short-combat" (duanda m:fT). Named for

the costumes that they each wear, the two types of martial sheng

represent different ends of the social spectrum. Long-armour martial

sheng are usually characters who are high-ranking military commanders.

They wear the heavy, brocaded stage armor called "long-armor," thick

soled boots (chaoxie ~,ijtt), and helmets (kui Dk) with pairs of long

pheasant feathers (Ungzi '$fJ::r) extending from either side of the head.

Short-combat martial sheng, on the other hand, wear a considerably
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simpler costume consisting of a pair of black silk pants and a black top

decorated with white front closures (dayi 1T t:), black soft-soled boots

(sudaxie *"1T~), and a black silk cap (suluomao *"W~~\ Short-

combat martial sheng usually portray greenwood hero-type characters

from China's lower social strata. Both the long-armor and short-combat

martial sheng use a makeup style which resembles the civil young sheng.

"Principal sheng " (zhengsheng lE~) are middle-aged male

characters, most of whom are married. Sometimes called "bearded sheng"

(xusheng ?Vi~J because of the long tripartite black beards (heisan ~::::

lit., "black-three") which they wear, the principal sheng subcategory has

both civil and martial divisions. Martial principal sheng, however, are

considerably less common than their younger counterparts, the martial

young sheng.

The makeup of the principal sheng is more naturalistic than the

young sheng in its use of brown tones rather than pinks and reds. As

principal sheng are older than young sheng characters, they often portray

government officials who have already succeeded in the examinations. The

social position of the principal sheng is reflected in the type of costume he

wears, and immediately recognizable by the audience upon first entrance.

Those who have passed the civil exams and hold imperial rank wear heavily

embroidered robes, called "python robes" (mangpao mw), which

feature an oversized jade hoop belt (yudai .3£~) at the waist. Those who

wear an "offlcial's robe" (guanyi ~«:), a round-necked robe with an

embroidered square (often depicting a Chinese bird like a crane or

Mandarin duck) on the chest and a jade belt at the waist, are also

government officials, but of lower rank than those who wear the python

robes. The color of the costume provides the audience with further
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information about the rank of the character, with yellow indicating an

emperor and black a low-ranking official. The costumes worn by the

martial principal sheng are divided into long-armor and short-combat

categories just as in the martial young sheng subcategory, and represent

similar differences in social rank.

"Old sheng " (laosheng ~~) characters wear gray or white beards

to indicate that they are older than principal sheng characters. Like the

principal sheng, old sheng characters represent a wide variety of social

backgrounds--from emperors to river boatmen. Usually supporting

characters, the movement style of the old sheng is designed to reflect the

advanced age of the character by using a slightly curved spinal posture and

a more deliberate and heavy type of stage walk. Although usually

emphasizing the skills of speech and song, there are a few old sheng

characters who wear stage armour and perform movement and combat

skills (Hu 1987, 124). These characters are called "armored old sheng"

(kaojia laosheng 1i" EfT~~ or~~~~), and fall under the martial

classification.

The "red sheng " (hongsheng ~I~) is so-named for the red-colored

makeup which is worn by these characters, a color representing the

qualities of loyalty and honesty. Although similar in overall stylization to the

principal sheng, the movement and vocal patterns of red sheng characters

are generally larger and more exaggerated. Red sheng characters sing

louder and more sonorously, and move using physical gestures and postures

which are larger than the principal sheng. Sometimes referred to as a "red

jing " (hongjing ~I~), many Sichuan opera practitioners argue that

largeness of the red sheng's stylization, and the unusual color and nature of

its makeup, make this sheng subcategory more appropriate for inclusion in
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strategist of the Warring States period (475-221 B.C.l. are portrayed by

actors specializing in red sheng roles. In other xiqu traditions. such as

Beijing opera. the character Guan Yu wears a similar red makeup. but is

portrayed by ajing actor.

The final sheng subcategory is the "child sheng" (wawa sheng

:kt:k!~l. Usually supporting. rather than leading characters in plays. the

child sheng are pre-pubescent males. Although technically classified as

part of the sheng role category. child sheng roles are generally played by

actors specializing in young female dan roles. The movement stylization of

the child sheng is quite naturalistic. although the makeup features a color

scheme which is similar to that of the young sheng.

Dan

The dan role category is the primary category for female characters

in Sichuan opera. and includes the largest number of subcategories in the

tradition. The profusion of subcategories within the dan role category-

more so than in many other xiqu. forms--suggests the overall importance

and attention given to this role type in Sichuan opera. As seen in the sheng

role category. most dan subcategories are based upon the age of the

character. and a civil versus martial designation. Within these general

divisions. the social position and personality of the character becomes a

basis for classification. To reflect such individual factors. each dan

subcategory places different emphasis on the four areas of performance.

The most important of the younger dan characters in Sichuan opera

is the "boudoir dan " (guimen dan III f1 .til. Usually the unmarried

daughters of wealthy families. the boudoir dan takes its name from the fact
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that in traditional society young women of elite families spent the greater

part of their youth cloistered away in their chambers, entertaining

themselves with embroidering or attending to their toilet. Contact with

the outside world, particularly with non-familiar men, was strictly

forbidden.

Boudoir dan are the most refined female dramatic characters in

Sichuan opera. Through her physical actions and language, the boudoir dan

actor reflects such traditional Chinese values as moral character,

gentleness, kindness, serenity, and chastity.5 Actors portraying these

characters move with a physical stylization that is slow-tempoed and legato,

and avoid making any quick or sudden punctuating movements. Yang

Youhe (~8~.), a renowned actor of dan roles, describes the proper

physical posture of the boudoir dan character when she enters the stage

for the first time as "[Her] eyes look to her nose. [her] nose looks to the

heart. [she] walks without moving [her] skirt, smiles without revealing [her]

teeth" (1980, 97).

The makeup of the boudoir dan is similar to the young sheng. but

with more red tones. Black is also used to articulate the eye area by

creating exaggerated eyebrows and extending the line of the eye toward

the temple area. The eye area is raised in a similar fashion to the young

sheng through the use of a long, narrow piece of cotton fabric.

The costume most often worn by the boudoir dan is the full-length

pleated silk skirt (qunzi *Jd~), and the "pei " (~). a square-sleeved.

front-opening garment which extends down to the knee area. Attached to

the ends of the sleeves are "water sleeves" (shuixiu JJ<. ~B:n, which are

white silk extensions approximately eighteen inches in length. The water

sleeves are manipulated using a variety of movement patterns. Their
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movements serve to heighten dramatic expression and aid in the actor's

conveyance of the emotional state of the character. Boudoir dan

characters are often seen carrying fans (shanzi ~::r) or small

handkerchiefs (shoujin ~ rtJ ).6

Two dan subcategories which place particular emphasis on the moral

fiber of the dramatic characters are the "blue-clothing dan " (qingyi dan

w:;f<:H) and "principal dan " (zhengdan lEfJJ subcategories. Blue

clothing dan are young and middle-aged woman, both married and

unmarried, who are "kind, gentle, steady and dignified with a natural and

poised bearing, [and} able to endure hardship and physicallabor" (Chou

unpublished, 13). The appellation "blue-clothing" comes from the color of

the costume which is worn by these characters. In actual practice, the

costume, called a "hardship zhezi " (ku zhezi -2¥'tJ1"), is either solid

blue, or black with blue trim around its edges. Although also made of silk

like the costumes of the boudoir dan characters, the darker color of the

blue-clothing dan 's costume conveys a state of hardship and suffering.

Unlike the hair ornaments worn by the boudoir dan characters which

consist of jeweled hairpins and brightly colored cloth flowers, the hair of

the blue-clothing dan is usually covered with a blue scarf with only the

area along the face trimmed with simple, pewter-like ornaments. The

physical vocabulary of the blue cloth dan is less refined than the boudoir

dan, allowing for more expressive facial expression.

Principal dan are middle-aged women of high social position such as

empresses, imperial concubines, or the wives of government officials. They

are considered "virtuous, kind and gentle, and dignified" characters who

move with steady assurance (Hu 1987, 125). Principal dan wear either an

"official's costume" (guanzhuang -g ~), a multicolored costume featuring a
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high collar. a rounded fringed chest piece. and a skirt consisting of strips

of cloth sewn together. or the female version of the python robe worn by

principal sheng characters. Principal dan share a similar movement

stylization with the blue-clothing dan. but are slightly more refmed. This

allows the higher social status of the character to be reflected. Like the

boudoir dan. both blue-clothing and the principal dan subcategories place

heavy emphasis on song and speech skills.

Unlike the subtlety of the boudoir dan and the inner strength of the

blue-clothing and principal dan. characters found in the "flower dan "

(huadan it:H) subcategory are vivacious and expressive. Described as

"frank, unaffected, and warmhearted, [with] lithe steps, [and] brightly

colored clothing," flower dan characters are young women possessing a

quick wit and considerable personal charm (Chou unpublished, 13). Flower

dan characters come from a variety of social backgrounds and include

imperial concubines, daughters of wealthy families, Buddhist nuns, military

leaders, heavenly spirits. and handmaids.

The movement stylization of the flower dan is described as "vigorous

and nimble" (Yang 1980, 98). Two important features of this stylization are

the expressive use of the eyes which are bright and active, and the slight

side-to-side movement of the upper torso when the character walks. The

visual result is a very lively and youthful appearance on stage. In the other

dan subcategories mentioned so far, a more controlled physical attitude is

preferred. Although the flower dan subcategory places considerable

emphasis on stylized movement!acting skills, a number of plays featuring

flower dan characters demand strong singing skills as well.

Because of the variety of characters which fall under the flower dan

subcategory, great diversity can be seen in costuming styles. Sichuan opera
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flower dan characters, however, are best known for their wearing of the

"female commander's helmet" (ml shuaikui *~r1J~), a headdress similar

to those worn by long-armor martial sheng characters. Flower dan

characters gracefully manipulate the pheasant feathers which extend from

either side of the helmet in a variety of both representational and non

representational ways to enhance dramatic expression.

Similar in movement stylization to the flower dan, but of lower social

status, is the "bondservant dan "(nudan ~ .SJ. Often cast in the role of a

handmaid to a boudoir dan character, bondservant dan are "clever, quick

witted, child-like, mischievous [characters], without scruples, [who] dare to

speak bluntly" (Yang 1980, 98). Their forthright manner and sprightly

charm are in sharp contrast to the reserved nature of the boudoir dan. The

contrast between mistress and handmaid is a great source of humor in

many Sichuan opera plays, especially when the bondservant character acts

as a matchmaker for her shy mistress.

The bondservant dan resembles the flower dan in her use of quick,

light, springing steps. One or both of the bondservant dan's hands,

however, is loosely fisted and resting on her hips as she moves. The

costume of bondservant dan consists of a side-opening top and trousers,

with an embroidered, high-necked vest (huaduan beixin. 1t~~1r )L.,) worn

on top. Bondservant dan are frequently seen gesturing with round bamboo

fans (tuanshan ffi~) that have scenes of nature, or passages of poetry,

painted upon them.

Another dan subcategory is the "smoke-flower dan " (yanhuadan

:lm1tH). These characters have the agility of the flower dan, but the

delicacy and shy nature of the boudoir dan. The female characters in this

role category are usually courtesans who are "irresolute, worthy, kind,
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gentle, intelligent, and concerned, and sensitive" (Chou unpublished, 15).

Despite their low social status, the smoke-flower dan possess considerable

personal integrity and high moral standards. The smoke flower dan 's

steps are more restrained than the flower dan's, but more exaggerated

than the boudoir dan.

The "ghost-fox dan " (guihu dan .5t[1JiLg) subcategory includes

supernatural characters. Ghost-fox dan are young women who are

"beautiful, gorgeous, enchanting, lithe, possessing natural grace, outwardly

demonstrative [with] emotions, [and with an] air of immortality" (Chou

unpublished, 14). In Sichuan opera plays ghost-fox dan characters are

commonly young women who have returned from the dead to aid their

former lovers and husbands, to seek revenge, or to sexually tempt and

destroy young men.?

The movement stylization used to portray female ghost characters is

very unique, and meant to give the visual impression that they are floating

across the stage. To achieve this effect, the actress must lift her chest,

lean her upper torso slightly forward, and use small, quick, rolling steps.

Her arms remain fully extended at her sides when she moves, just slightly

behind the body, and her facial expression quite still. Ghost characters

generally dress in either black or white zhezi. with full-length pleated

white skirts underneath, Their headdresses feature two long strips of silk

cloth (lingzi Mt-=f) that hang from the top of the head to almost the

ground. As the actress moves through the performance space, the long

strips of cloth stream behind her as if she were floating.

Fox characters move with a physical vocabulary which is similar to

that of the flower dan. The costumes worn by female foxes come in a
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variety of colors. Like flower dan, fox characters frequently wear the

female commander headdress adorned with a pair of pheasant plumes.

The dan role category also includes subcategories of dramatic

characters which specialize in stage combat and acrobatic techniques. The

characters which fall within the "martial dan " (wudan J1tH) subcategory

include young women from many different social classes. Actors

specializing in martial dan characters usually fight both male and female

combatants with such weaponry as swords (jian §IJ) and spears (qiang

~), rather than with hand-to-hand combat. Martial dan also incorporate

difficult acrobatic movements into their dramatic presentations, but with

less frequency than their male counterparts. Like the martial sheng, the

costume of the martial dan characters reflects the social position of the

character. High-ranking female commanders wear female stage armor

(nilkao 3t@), while supernatural characters or women from lower social

classes wear a considerably simpler two-pieced costume consisting of a

pair of pants and a long-sleeved, high-collared top called "fighting-clothes"

(dayi 1T1<:). Unlike the short-combat costume worn by the martial sheng,

the martial dan fighting-clothes are light in color rather than black.

Like the martial dan, the "sword-horse dan " (daoma dan 7J 1{r.El.)

also incorporates martial arts skills into her performance. However.

sword-horse dan also frequently perform lengthy passages of song. These

characters are young females who have "martial bearing, [are] straight

forward, serious. able to do the civil [performance style. and] good at the

martial" (Chou unpublished 15). In Sichuan opera. sword-horse dan

characters fight less rigorously than martial dan, and place more emphasis

on the skills of song, acting, and pure dance movement (Hu 1987, 126).

Sword-horse dan characters are usually of high social status and have a
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regal air about them. These characters often wear female armor and the

female commander headdress.

"Bold-vigorous dan n (pola dan }£:¥*Ji) are negative female

characters. Usually middle-aged women whose "external appearance is

ferocious, and [whose] inner soul is venomous," the bold-vigorous dan

subcategory includes characters from many different social positions, but

all sharing the non-Confucian traits of selfishness, greed, and arrogance

(Deng 1986, 214). The movement style of this dan subcategory has the

strength of the principal dan, but can be more exaggerated and more

outwardly expressive. This role category places emphasis on both singing

and acting skills.

The "old dan " (laDdan ~Ji) subcategory is the major subcategory

for female characters who are past middle-age. Often characters of great

integrity, old dan characters sing using their natural voices in a lower

range than the younger dan characters. The makeup style of the old dan,

like that of the principal sheng and old sheng subcategories, is quite

naturalistic and uses brown tones rather than pinks and reds. The old dan

subcategory includes characters from diverse social positions,

distinguished by the types of costumes worn.

Old dan characters who are of imperial rank are called "official's

robe old dan " (guanyi laodan ~*~!i) because they wear the heavily

embroidered python robes with full-length pleated skirts beneath. The

stage walk used by this type of old dan is described as being "one part old

male, [and] three parts principal dan, " and is considered appropriate for

conveying the advanced age and high social status of the character (Deng

1979, 7).

Still of high social status, but not of imperial rank, are the "zhezi old
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dan" (zhezi laodan tIW::r~H). These characters wear a costume

consisting of a front-opening pei, and a pleated-skirt. Although similar to

the costume worn by the boudoir dan. the color of the old dan 's pei is

considerably more somber in hue than the pastel tones worn by the

younger dan.

The final type of old dan is the ']injin old dan " (~~~Ji), a

subcategory so named for the style of front-buttoning jacket worn by the

characters. Dressed in this jacket and pair of pants, thejinjin old dan

walks with her upper body bent slightly forward and with her head

lowered. In contrast to the regal nature of the offictal's-robe old dan, the

feet of the jinjin old dan slide across the floor as if they were being

dragged--indicating the presence of inner spirit, but the lack of physical

strength (Deng 1979, 1).

"Rocking dan " (yaodan ~Ji) is a comprehensive dan subcategory

which includes such characters as middle-aged married women of high

social stature, as well as matchmakers, procuresses, and stepmothers.

These characters, all of whom are "ruthless, malicious, or comical and

humorous," are known for their verbal wit (Hu 1987, 126). The name

"rocking dan " comes from the side-to-side movement of the upper body

and the swinging of the arms from side-to-side, which occurs when the

character walks. This movement style is somewhat similar to that of the

flower and bondservant dan , but larger and more exaggerated. Other

movements which are present in the physical acting style of the rocking

dan, but which are rare in other dan subcategories, include sitting cross

legged on stage with the fingers laced over one knee, entering the stage

while speaking and laughing, and carrying a long-stemmed tobacco pipe in

the mouth. Rocking dan are also noted for their unique singing style
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frequently places such nonsensical syllables as "yo !" (II!B') or "na !" (D~j) at

the ends of melodic phrases for comic effect.

"Ugly dan " (chou dan 1f.. ..SJ are sly, humorous, and sometimes

caustic characters, who are physically unattracttvc.f Usually playing

opposite a male chou character, female chou characters are typically of

low social position such as shopkeepers or fanners' wives. The rocking

dan usually wears a hairstyle which is similar to that of the younger dan

characters. This hairstyle consists of individual hairpieces tied together

with a single long hairpiece hanging down the back. Imitation jewels and

flowers are then used to decorate the entire head area. Ugly dan

characters, in contrast, wear headdresses consisting of a single hair piece

adorned with a simple piece of black velvet fabric, and decorated in the

front with a jade or pearl ornament. The ugly dan 's movement shares a

similar exaggerated quality with the rocking dan.

Like the child sheng, the "child dan " (wawadan :kt:ktH) are pre-

pubescent characters. They are generally supporting characters in plays

rather than leading. The movement styiization of this dan subcategory is

based on that of the bondservant dan.

.Tmg

Jing (1J) characters are commonly referred to as "large painted

faces" (00 hllalian *itMt lit., "large flower faces") because of the fantastic

full-face makeup designs (lianpu ~~) which they wear. An important

criteria in the selection of jing actors is their face shape--preferably broad

and round-vso that the makeup designs can be properly displayed. Sichuan

operajing makeup encompasses a wide range of designs from relatively
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realistic styles which appear to follow the natural features of the face and

use somewhat naturalistic colors, to entirely abstract ones consisting only

of swirling lines and patterns in such colors as gold, silver, blue, green, and

purple.

Everything about the characters found in the jing category seems to

be larger-than-life. Their gestures, stage walks, vocal timbres, range, and

volume, as well as their makeup and costumes, are bigger and more

fantastic than any other role category's. The jing 's bravura performance

style is appropriate for portraying "men of action, warriors, swashbuckling

outlaws, crafty ministers, upright judges, and loyal statesmen, as well as

gods and supernatural beings" (Scott 1983, 125). In Sichuan opera there

are four subcategories within the jing role category.

The "robe-belt painted-face" (paodai hualian w:1tr1t~ lit., "robe

belt flower-face") subcategory derives its name from the official's or python

robes. and jade belts, worn by its characters. These characters are

ministers holding high government positions or members of the literati.

Classified as a civil subcategory, the robe-belt painted-face characters focus

on the skills of song and speech in performance. Jing characters usually

wear full-length beards, the color of which reflects the age of the character

(i.e., black for youth. gray for middle-aged. and white for old-aged). Unlike

the tripartite beard worn by the sheng characters. the beards of the jingo
-...u..

called a "full" (man ~), is unpartitioned.

The "armored painted-face" (kaojia hualian ~ Eft 1t~ lit.. "armored

flower-face") subcategory is martial and includes characters who are

military figures. Also referred to as "large painted-faces" (da hualian

'*1t~ lit., "large flower-face"), armored painted-face characters wear a

style of stage armor called a "dragon-arrow" (longjian ~iN) which is



61

fashioned after the robes worn during the Qing dynasty (1644-1911).

Armored painted-face characters emphasize movement, rather than vocal

skills.

A subcategory said to be unique to Sichuan opera is the "cat painted

face" (maoer hualian 1EBJL1t~ lit., "cat flower-face"). Described as

characters who are "crafty, sly, treacherous, outwardly strong, inwardly

weak, [and] vile," the cat painted-face is easily recognizable onstage by its

unique makeup style. Unlike the full-face makeup worn by mostjing

characters, the makeup of the cat painted-face consists only of a patch of

white makeup around the nose and eye area. This style is similar to the

"dried beancurd face" (doufugan lian E~T~)makeup worn by

characters in the chou role category. The dried beancurd face takes its

name from its resemblance to the rectangular soybean food product, but is

elongated around the eyes to form two circles (Hu 127, 1987).9

The finaljing subcategory, and one which is also said to be unique to

Sichuan opera, is the "grass-shoes painted-face" (caoxi.e hualian 1jttE
1t~ lit., "grass-shoes flower-face"). These characters are martial in

nature, but are of lower social status than the armored painted-face. Grass

shoes painted-faces are usually greenwood hero-type, positive characters.

Although they are the upholders of justice, these characters are often

frank, humorous, hot-tempered, and crude in action and manner (Hu

1987, 126 and Chou unpublished, 16). Like the short-combat martial

sheng, the grass-shoes painted-face wears a simple costume consisting of

black pants and a black top with white closures. Despite their appellation,

grass-shoes painted-face characters do not always wear grass sandals.

Singing and recitation skills are focused on by this subcategory.
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Mo

The mo r*) role category is one of the oldest in the xiqu tradition,

having been part of the theatre vocabulary for almost a thousand years.

Characters found in the mo role category are either middle-aged males,

called "middle-aged mo "(zhongmo 9=t'*), or old male characters, called

"old mo .. (laomo ~'*). In Sichuan opera, the primary difference

between the sheng and mo role categories lies in the social status of the

character and their relative importance to plot development. Whereas

sheng characters are often leading characters who are of high social status

such as Confucian scholars, imperial generals, and prime ministers, mo

characters are generally supporting characters such as housemen and court

attendants. Although the movement stylization of the mo role category is

similar to the sheng, the amount and type of aural input into the

performance is quite different. Given their supporting role status, mo

characters speak very little onstage, and rarely sing.

Because of the common performance styles of the two role

categories, a separate mo role category no longer exists in many xiqu

forms. In these traditions, the dramatic characters which would fall under

the mo classification in Sichuan opera are now considered to be part of the

sheng role category (Shanghai 1981, 75).

Chou

One of the most popular and frequently seen role categories in

Sichuan opera is the chou eli lit., "ugly"). Sometimes referred to as the

"small chou" (xiaochou ,+.R) or "small painted-face" (xiao hualian ....J-.{t
~ lit., "small flower-face"), chou characters are inunediately recognizable

from their trademark makeup style which features a patch of white face



63

paint covering the eye and nose area. There are many plays in the Sichuan

opera repertoire which feature chou characters in leading roles. This role

category's overall importance to the opera tradttion is demonstrated in the

fact that Sichuan opera is described as being a theatre form of the "three

smalls" (sanxiao :::: .....J.... ), meaning the young sheng, the young dan, and the

small chou role categortes.J?

Because chou characters are often humorous, the word "clown" has

become the most common English translation of the Chinese term. In

practice, however, the chou role category includes a greater range of

character types. Characters who are "clean, correct, honest, bright,

kindhearted, [and] humorous, [with a] comical manner," as well as those

who are "treacherous, sly, evil, miserly. base, hypocritical and malignant-

beast[s] in human form" belong to this role category (Hu 1987, 127).

Although chou characters often sing short passages of song, the

primary performance skills of this role category are speech and stylized

movement! acting. Among role categories, the chou has always had a

special relationship with the audience. Because of the diversity of

education levels found among xiqu audience members, and the often

difficult language of the playscripts, chou characters have traditionally

served the function of helping to clarify meaning for the audience, or

serving as commentators on the stage action. Chou characters are in fact

the only stage characters who regularly address the audience directly.

The "zhezi chou " (f~ f-lf.) subcategory is so named for the

costumes which the characters wear, costumes which reflect their upper

class backgrounds. Described as "frivolous, shallow [and] vulgar," zhezi

chou characters are often portrayed as the pampered sons of wealthy

officials (Deng 1986, 232). Although Sichuan opera zhezi chou resemble
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young sheng in physical appearance, including both costuming and

physical mannerism, there is a great contrast in personality. While young

sheng characters exemplify positive virtues, zhezi chou characters

commonly display such undesirable ones as greed, laziness, arrogance and

lust.

Considered to be one of Sichuan opera's most unique chou

subcategories is the 'jinjin chou " (~:fiBJ. Like its dan counterpart,

this subcategory is named for the simple upper garment which is worn by

people of the lower classes. In Sichuan opera plays, jinjin chou actors

portray such characters as beggars. loafers and common laborers. Included

in this role category are both positive and negative characters. An

important trait ofjinjin chou characters is that they are never satisfied

with their lower social position, and are not afraid to speak out about it.

Much of this subcategory's humor is generated by placing thejinjin chou

characters in dramatic situations which allow them to confront, and

eventually outwit, their more educated and wealthier countrymen.

"Robe-belt chou" (paodai chou W~ ll) are middle-aged and old

male characters who are either members of the imperial family, or people

who hold powerful government positions. Characters in this subcategory

are described as "having authority and influence, [but] harboring evil, [and]

considering everyone and everything beneath their notice" (Deng 1986,

230). Commensurate with their rank, paodai chou wear python robes and

jade belts. In Sichuan opera, this type of chou incorporates both the young

sheng andjing movement stylizations to help convey their elite and

powerful status, and personality distortions (Chou unpublished, 18).

Similar to the robe-belt chou in status and personality, but martial in

stylization, is the "dragon-arrow chou" (longjian chou ft~.BJ. This
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subcategory wears the same costume as armored painted-face characters.

On their heads, dragon-arrow chou wear special gold headdresses called

"yuan guan" (m;m;) which are decorated with colored balls, long silk

tassels, and a pair of pheasant feathers. The movement style of the dragon

arrow chou not only borrows from the jing and young sheng categories.

but also takes from the martial young sheng as well.

"Official's-robe chou" (guanyi chou '§f::&11.) characters are officials

or members of the literati. They are similar in personality to the robe-belt

chou --"sneaky, sinister, [and] diabolical"--who for personal gain are "servile

to their superiors and tyrannical to their subordinates" (Deng 1986. 231).

Offlcial's-robe chou do not wear python robes. but rather the official's

costume. the solid-colored (usually red. blue, or black) costume featuring

the one-foot square patch of embroidery on the chest. with a jade belt at

the waist. On their heads the offlcial's-robe chou wear black caps called

"round SM" (yuansha m~), named for the round wing-like extensions

that protrude horizontally on either side.

The "square-hat chou " (fangjin chou 1f rP 1l.) is another chou

subcategory named for its particular costuming trait. Usually playing the

roles of court advisors, pettifoggers, or imperial envoys, square-hat chou

are characters who "flatter and toady. boast. . . . bow and scrape, showing

modesty and respect in front of people, but behind their backs. plotting

and scheming" (Deng 1986, 233). In addition to their square-shaped hats.

characters in this subcategory wear zhezi robes tied with silk cords at the

waist, and a type of short, thin tripartite beard called a "chou -three"

(chousan 1l.-=:). These characters are frequently portrayed carrying fans.

"Soot chou " (yanzi chou :tIH f 1l.) are positive characters who

derive their name from the soot that was once used to draw the lines
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around their eyes. Usually cast as common laborers, soot chou characters

are "sincere and kindly, honest, unaffected, usually humorous, kindhearted

and forthright" (Deng 1986, 233). Unlike jinjin chou who, despite their

lower status are quite verbally sophisticated, the soot chou are simple.

without ulterior motivation. These characters should not be portrayed as

being either "glib. fast-talking, or vulgar" (Deng 1986, 233).

"Old chou " (laochou ~ .RJ characters are "energetic, warmhearted,

[and] humorous" old men (Deng 1986,234). This subcategory of chou

includes characters from various socia1levels. Chou of this type wear short

white beards.

"Martial chou" (wuchou J1t1l.) are characters who combine the

martial skills of the marital young sheng and the humor of the chou.

Because these martial characters place emphasis on movement and

acrobatic skills, much of the humor of this type of characters is visual

rather than language-based.

Dramatic Repertoire and Structure

The playscript supplies the fundamental framework for the dramatic

performance by providing theatre artists with dramatic characters, and

creating a narrative structure in which these characters can interact. The

nature of Sichuan opera performance is greatly affected by the structure of

its dramatic literature.

Without the presence of stage scenery and sets, the Chinese audience

member relies primarily on the information provided by opera actors to

learn about the play's setting and the identities of the stage characters.

During the Yuan dynasty (1271-1368), the early xiqu playwrights
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established dramatic conventions to aid the actors in these efforts-

conventions which are still used today. When major dramatic characters

enter the performance space for the first time, for example, they

frequently utter a short passage of poetry, or give a self-introduction. before

engaging in dialogue with other characters already in the scene. Through

such speech forms, actors can establish the identities of their characters,

provide insight into their psychological states, set an overall mood for the

scene, and recapitulate dramatic action. Also included in the text of these

monologue passages is information about the physical location of the drama.

Without the use of a contextualizing stage environment, the Chinese opera

actor assumes responsibility for communicating this information to the

audience through physical action and vocalization. Thus. xiqu playwrights

have developed a literary style which can provide actors with the materials

to compensate for the lack of dramatic information conveyed by the

physical environment of the performance space.

Play Classification

The plays of the Sichuan opera stage depict historical as well as

contemporary figures and events. Stories taken from folklore, mythology,

history, religion, and from such literary genres as novels have become

sources of dramatic material for plays in the repertoire. Given the diversity

of source types, the range of dramatic characters presented on the Sichuan

opera stage is great: from gods, emperors, and imperial concubines to

impoverished Confucian scholars, peasant farmers, and Communist party

leaders. The time period covered in these plays is similarly grand. Stories

set in the gin dynasty (221-207 B.C.) as well as those depicting twentieth

century events and personalities can be seen. The plays which constitute
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the Sichuan opera dramatic repertoire are classified according to the

musical system used to construct the vocal music for performance, and

according to their content.

Since the Communist leadership of China established the Drama

Reform Committee in the early 1950s, plays which were written prior to

1949--depicting the lives of historical, literary, religious, and mythological

figures and enacted using traditional performance techniques and

aesthetics--have been officially termed "traditional plays" (chuantongxi

~#t.xR:). These plays are not consciously intended to convey a particular

political ideology or agenda. Despite this fact, changes in both play

content and language have been made since Liberation so that no overt

conflict with the CCP position is present.

The majority of traditional plays in the Sichuan opera repertoire

came via the five musical systems during the tradition's formative years in

the early part of the twentieth century. In 1962, the Xiqu Research Office

of the Sichuan Province Cultural Bureau published A listing of Sichuan

opera's traditional repertoire (J II ~IJ ~#t.~IJ § § 3J! Chuanju chuantong

jwnu mulu), which gave the titles of over fifteen-hundred plays. Plays

associated with each of Sichuan opera's five musical systems--kunqiang,

gaoqiang, huqinqiang, tanxi; and dengxi--can be found in this volume.

Prior to uniting to form Sichuan opera, each of the individual musical

systems possessed its own dramatic repertoire. Today in Sichuan opera,

the dramatic repertoire can still be divided according to musical system.

For example, the plays The Chaste Woman of the Han (Han zhen lie ~X

.v1: %~~) and Spring and Autwnn Unite (Chun ciu. pei 3ff*~~) were part

of L'1e gaoqiang and tanxi repertoires, respectively, prior to the

establishment of Sichuan opera. Because the kunqiang repertoire also
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contained the play The Chaste Woman of the Han. excerpts from both the

kunqiang and gaoqiang versions of the play can still be seen on the

Sichuan stage today. The play Spring and Autumn Unite, however,

continues to be unique to the tanxi repertoire and is never heard

performed using another of Sichuan opera's musical systems. Due to the

unique aural natures of the five Sichuan opera musical systems, correlations

can be found between play content and the type of musical system used in

performance.

Gaoqiang is good at expressing undulating, bold and
unconstrained tragedies; tanxi is good at expressing joyous and
lively emotions; hUqin [qiang I is often used for loud and
sonorous, and depressed and gloomy stories; dengxi is used to
express humorous, witty emotions (Xie 1984, 50).

The kunqiang and gaoqiang musical systems are direct descendents

of two of the "Four Great Musical Systems" (si da shengqiang II!I*-=.Fi~)

of the Ming dynasty, kunshanqiang and yiyangqiang. The traditional plays

which these two musical systems bring to the Sichuan opera repertoire are

thought to be among the oldest in xiqu: These two musical systems

developed concurrently, were popular in the same geographical region of

China, and both use qupai to construct their theatre music. For this

reason, considerable duplication of dramatic material can be seen in the

two repertories. Because gaoqiang is the most frequently performed

musical system in Sichuan opera today, and kunqiang the least, when two

versions of the same play exist, the gaoqiang version is much more likely

to be seen onstage,

The traditional repertories of Sichuan opera's kunqiang and gaoqiang

musical systems are dominated by chuanqi (tV~) plays, a playscript form
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which developed in southern China during the Ming dynasty. Chuanqi

plays are multi-scene plays which often contain over fifty individual scenes.

Due to their length. a performance of a single play often required several

days to complete. In order to accommodate the comings and goings of

audience members during the performances. frequent recapitulation of

dramatic action through prose speech. as well as reintroductions of

dramatic characters through repeated self-introductions. became

characteristic literary conventions of the playscript form. Because of these

conventions. individual scenes from multi-scene plays could be extracted

and used as independent dramatic units. called "zhezixi " (~Jr.:r XX Iit.,

"broken-off dramas"). When time limitations prohibited the performance of

an entire multi-scene play, a program consisting of selected zhezixi from

different plays was often presented.

Due to the gradual decline in popularity of kunqiang music during

the Qing dynasty, only excerpts from full-length kunqiang dramas remain

in the dramatic repertoire today. Kunqiang performances therefore

consist only of individual zhezixi taken from full-length chuanqi dramas.

Although the gaoqiang repertoire includes a large number of multi-scene

plays, programs consisting of individual zhezixi are the preferred

presentation format in Sichuan opera.

The major works in the gaoqiang repertoire are often summarized as

the: "Five Robes" (wu pew IiW) ,II "Four Laurels" (si gui ITIJ1£ ).12

"Eighteen River-and-Lake Plays" (jianghu shiba ben ~I~+}\.*).I3

and the "Four Great Plays" (si da ben 1TIJ**).I4 The majority of

gaoqiang and kunqiang plays are romances and comedies, and therefore

usually feature young dan . young sheng. and chou characters in the

leading roles.
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In contrast to the romances and comedies of the ganqiang and

kunqiang traditional repertoires, the hUqinqiang musical system brought

many historical plays to Sichuan opera. Plays about such figures as the

venerable Song dynasty Judge Bao (Bao Gong -§. .!);;), the rulers of the

Three Kingdoms period, and the women generals of the Yang Family (Yang

jiajiang th*:¥.J-), dominate the huqinqiang repertoire. During the late

nineteenth and early twentieth centuries, Sichuan playwright, Huang Ji'an

(1taf( 1836-1924) wrote over eighty plays for Sichuan opera, the

majority of which use hUqinqiang music. These plays, known collectively

as the "Huang Plays" (Huang ben 1t*,), drew from historical sources as

well as from short stories and local folk tales. Because most hUqinqiang

plays focus on court intrigue and poiitics, dramatic characters from the

principal sheng andjing role categories dominate the repertoire (Chen

1986, 15).

Although a number of plays found within the tanxi repertoire are

derived from the same sources as huqinqiang plays, most tanxi plays are

depictions of popular folk tales, novels, and romances, and therefore also

feature the young sheng, young dan. and chou role categories. Unlike

gaoqiang and kunqiang music which are southern musical traditions, the

tanxi. musical system originated in northern China. Compared to the two

southern traditions, tanxi. music is more straightforward and energetic in

nature. When sung using the local language dialect of Sichuan, the music is

said to take on a "rich everyday-life flavor, permeated with a strong shading

of comedy" (Chen 1983, 22).

The dengxi musical system is the only one which is indigenous to

Sichuan province, and the one which is most closely tied to local culture

and lifestyle. Denqxi plays are mostly light-hearted comedies or farces
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depicting the conditions of Sichuan's rural labor and fanning classes (Hu

and Liu 1987,3). With titles such as Letting Out the Ox (.Xlaojang niu

,+.. jjX4-), Giving New Year's Thanks (Bai xin. man n*Jf If.) and Old Lady

Wang Scolds Her Chickens (Wang po maji 3:~g~~), the thematic

content of dengxi plays, and their roots in Sichuan's agrarian culture, are

clear. Most dengxi plays are one-acts featuring two-to-four characters,

with a female rocking dan and a male clwu frequently cast in the leading

roles (Sichuan 1987, 538).

The majority of plays in the traditional kunqiang, gaoqiang,

huqinqiang, and tanxi repertoires are considered "large dramas" (daxi

:kXX) because of the seriousness of their subject matter, the complexity of

their play structures, the use of all four performance skills, and the

diversity of role categories represented by their characters. The

contrasting simplicity and lightness of dengxi plays places these plays in a

category known as "small dramas" (xiaoxi .....J... XX).
Among traditional plays, the designations "martial play" (wuxi i'tXX)

and "civil play" (wenxi )(X:R;l are often used. These designations are

based on the amount of martial material contained in the play. Martial

plays feature those subcategories of dramatic characters which specialize in

martial movement and performance skills. Conversely, civil plays feature

characters who emphasize the performance skills of speech and song. A

designation of martial or civil may be used to refer to an entire full-length

drama, or to only a single scene within one. Although a full-length drama

may be classified as a martial play because it contains a large number of

individual scenes in which stage combat occurs, it may also have an almost

equal number of scenes which can be classified as civil. For this reason,
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the designation of a playas martial or civil does not indicate an exclusive

state, but rather one which is relative.

Other types of play classification used in Sichuan opera include

"contemporary drama" (xiandaiju lJQ. it JiSIJ) and "newly-written historical

drama" (xinbian de lishuju *JT~ sgJJ.j ~JiSIJ). Contemporary dramas are

those which are set in modem times and which deal with current social

and political issues. The costuming and makeup styles for contemporary

plays are realistic in nature. Because the costumes lack such features as

water sleeves, traditional performance practices and movement stylizations

must be modified for use in these plays. The music of contemporary

dramas, although rooted in the musical systems of the form, are also

subject to considerable innovation and change. Frequently Western

instruments such as violins. standing basses, and electric pianos, are added

to the melodic orchestra.

Newly-written historical dramas are plays which are set in the

historical past, but which do not merely portray the lives of historical

figures or events. The types of characters and stories depicted onstage in

newly-Written historical dramas are as diverse as they are in traditional

dramas. The performance practices and aesthetics used in the production

of these plays are fundamentally traditional. Innovations in the areas of

music, lighting. and stage design, are, however, common.U' Unlike

traditional plays. however, the authorship of most newly-written historical

plays is known. In Sichuan opera, the works of playwrights Li Mingzhang

(* BJJ il) and Wei Minglun (~ BJJ 1Q-) are among the most popular, and

most respected, in this genre.
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,
During a scene only one of the four performance skills functions as

the dominant means of dramatic communication for a character at a time.

Play Structure

Many of the multi-scene plays in the traditional gaoqiang repertoire

are epic in nature: scenes take place in a variety of different geographical

locations and dramatic action sometimes span several years. The plot

structure of most multi-scene plays features one dominant storyline which

revolves around at least two major characters (usually a man and a woman).

One or more secondary plots, however, may also be present. Each scene of

the play focuses on one of the storylines which runs through the fabric of

the drama.

Although other performance skills may also be used by the actor, it is clear

that these skills are used to support and complement the dominant one.

Frequently onstage when the performance skill of song is being

emphasized, for example, passages of stylized movement will also occur as

the actor sings. During scenes in which the martial skills dominate, actors

often will speak or sing while executing difficult movement passages. No

matter the number of performance media occurring at a single moment in

the play, it is clear that one performance skill dominates the others.

Not all scenes in a full-length drama are considered to be of equal

dramatic or artistic value. Those which are of greatest importance in the

play, those which Wichmann terms "focal scenes, It can be excerpted for use

as part ofa program ofzhezixi selections (1991,20). These scenes are

generally the longest in duration in the play, and are the scenes in which

the stage performers are provided with the best opportunities for

displaying their performance skills. The audience is provided with enough

information at the onset of a scene to allow them to comprehend who the

dramatic characters are, where they are located, and what has taken place
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up to that point in the drama. The majority of the scene is then devoted to

the characters' expression of their thoughts and emotions about the

particular circumstances in which they find themselves. Wichmann refers

to the internal structure of these focal scenes as "emotional-progression

structure" (cengcixing buju Efxtt ff1 ~).

The structure of most one-act plays and of most major scenes
in multi-scene plays consists of a series of emotional states,
each the reaction of the major character(s) to developments in
the basic situation. After presenting as little expositional
material as possible through speech and dance-acting, the
major part of each one-act play and major scene is devoted to
the concentrated display of performance skill in the
presentation of these successive states (1991, 20).

Preceding these focal scenes are shorter scenes which serve

primarily to move the plot forward so that during the subsequent focal

scene, the dramatic characters can once again be given the opportunity to

reflect on their condition. A non-focal scene is usually placed at the end of

the play to allow the final thoughts of the characters to be expressed, and

to allow them to assemble for a final group tableau before the curtain closes.

Language of the Playscrlpt

The language found in Sichuan opera playscripts can be divided into

two types: song lyrics (changci U~ iPl) and stage speech (bai Ef). The

nature and structure of song lyrics are dictated by qupai form, and will be

discussed in Chapter III. Within the category of stage speech three main

styles can be found: prose speech, recitation of classical poetry, and

conventionalized stage speech.

Prose speech (tatci 't' l"ij]) is the least formalized style of stage

language and includes the passages of dialogue and monologue which are
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uttered between dramatic characters, and to the audience. In the past, and

in certain dramatic contexts today, prose speech passages are improvised

by the dramatic characters, particularly by the chou. Prose speech

recapitulates and furthers plot development, and reveals information about

the character's psychological and emotional state.

Although the performance skills of song and speech are regarded as

being discrete forms of artistic communication within the xiqu. tradition,

aspects of the speech act reveal a high degree of aural similarity between

the two mediums. When uttering any of the three forms of stage speech,

the xiqu actor employs a vocal production style which is similar to that

used when performing song passages. The nature of the Chinese language

contributes further to the song-like quality of speech passages. Chinese is a

tonal language, meaning that each individual word (represented in the

writing system by a single written-character) has an assigned speech tone

which is essential to oral clarification of word meaning. The number and

nature of the speech tones in each Chinese dialect varies, but common to

all is the fact that speech tones have specific pitch and directional

properties. When Chinese words are uttered using their appropriate

speech tones. not only are listeners able to comprehend their meaning. but

a distinct musical flavor is created through the juxtaposition of contrasting

speech tones. Stage performers interpretively manipulate the innate

musical quality of their language by emphasizing and exaggerating

differences in word pitch height and direction, while at the same time

forming a rhythmic structure through variation in pitch duration. The

effect of this manipulation, coupled with the non-naturalistic style of vocal

production used to utter speech passages, gives the aural impression of a

capella song. The degree of song-like quality, however, varies according to



77

the language form spoken: prose speech being less musical than poetry

recitation.

Within the context of the play, dramatic characters can sometimes be

heard reciting a passage of classical poetry (gushi if i:Jj:). These poetic

passages are often taken from works composed between the Han and Yuan

dynasties (206 B.C.-1368 AD.), and are usually works which are familiar to

the audience. In a culture known for the richness of its poetic tradition,

the number of different poetic forms which have appeared during this

fifteen-hundred year period is great. For this reason, the prosodic

structure of the poetry passages quoted in xiqu plays reveal considerable

variation in style.

There are two language styles within the Chinese language: classical

(wenyan :>zg) and vernacular (baihua 8 i&'). Classical Chinese is a

literary language used in the past to compose passages of poetry and other

forms of literature, and in all professional, governmental, and legal

documentation. Vernacular Chinese is the language spoken by the people,

and the language which is now used for most forms of written

documentation and communication in China. Poetry passages appearing in

Sichuan opera plays are composed in classical Chinese, while other forms

of language such as dialogue and song lyrics appear in the vernacular. This

difference adds to the aural individuality of poetry passages, and enables

such passages to convey a strong sense of refinement and education when

uttered in performance. Poetic quotations can also be the source of humor

when comic characters such as the chou purposely misquote famous

poems.

There are three types of conventionalized speech forms (chengshi

nianbai *~J\;*Er) found in xiqu. plays: "prelude poems" (yinzi :s1-1") ,
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"poetry passages" (shi i.*), and "self-introductions." Identifiable in each of

the three fOITIls are specific internal structures and patterns of application

in performance.

In Sichuan opera, a prelude poem is often the first utterance made by

a major character upon entering the stage. These poems appear in two

forms: small (xiao yinzi .+.. Sl-=f) and large (da yinzi *'SIf), a

designation which is based on the overall length of the composition. Small

preludes can be either one or two lines long. Although many feature the

same number of words per line (i.e., 7 + 7, or 5 + 5), and feature a rhyme

scheme based on the speech sound of the final word in each line, these are

not requirements of the speech form. Large prelude poems are longer

than small ones, usually not exceeding four lines in length.

Prelude poems may be performed strictly as speech passages in the

stylized manner described above, or can be performed in a "half-spoken,

half-sung" (ban nian. ban chang ..=p*.=p U~) manner whereby the first

line, or lines, of the poem are spoken, and the fmalline is sung in a capella.

The two-line prelude poem uttered by the dan character Red Maid (Hong

Niang ;1~&) in the scene "Red Receives a Beating" ("Kao Hong" ~;1),

from the play The Western Chamber (Xi xiangji [§Ji12.), is performed

in this way.
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Example 2.1

Two-line Prelude Poem From the Scene ''Red Receives a Beating'16

Red Maid:
line 1:

3fSl7'0 f-f ~~,
Sllel7 sui wei sill bl;
Although oneself only a servant-girl,

line 2:

2 i i
i '\:1" ..i 1" T 2" 1·" " . .
oJ '-... '- 6·1U 2-312·1615

1JJ *1f'll (19l~) (OiiP ).., (Illl~)
(Jue 11817 you qll7g(l7a) (a) ren, (178)
Yet sympathizing with those in love.

5 v 6 _

In many instances, a short vocal song is heard in place of a prelude

poem upon a character's entrance.

Passages of poetry containing seven, five, and sometimes ten words

per line are frequently performed by actors immediately after an entrance

song or prelude poem, or prior to exiting the performance space. These

poetry passages are constructed using a couplet structure, and feature a

single rhyme scheme throughout. Termed "entrance poems" (shangchang

shi .1!mi*) and "exit poems" (xiachang shi Ttwi*) respectively. these

poems contain content which is similar to that of prelude poems. When

uttered as an entrance poem. the text serves to reveal the emotional state

of the character. provide information about the physical setting. and

establish a mood for the scene. For this reason. entrance poems are also

known as "set-the-scene poems" (dingchang shi ;E:!mi*). In the

following four-line entrance poem spoken by the young Buddhist nun

character in the one-act play Longing for Laity (Sijan ,m. J'L), the

audience learns the identity of the character and her feelings about

monastic life.
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Example 2.2

Entrance Poem From the One-Act Play Longingfor Laity

YoUDgNun:

To becomea nun so young is truly pitiable,

A single meditation lamp accompaniesmy sleep,

Time like an arrow urges one's aging,

Disappoi nted that youth can never return. 17

When uttered at the end of the scene, poetry passages also serve to

reveal psychological infonnation about the dramatic character, particularly

their feelings about the situation at hand. The following example of an exit

poem is from the scene "The Interrogation" ("Jiewen" 18 1"01), from the

multi-scene play The Lute (Pipa.ji EE. ~i2.). The young scholar Cai Bojie

(~1B OW) leaves his wife and elderly parents to go to the capital to take

the imperial examinations. After becoming First Graduate, Cai is forced by

the Prime Minister to take a position in the capital and wed his daughter,

Mistress Niu (.tt- ....J.... MI.). In this scene, Mistress Niu finds out why her

husband has been melancholy since their marriage, and insists that her

father be informed of the situation. In this way, Cai may be allowed to

return to his village to visit his family. Cai, however, remains unconvinced

that the Prime Minister will allow him to go. He suspects that his father

in-law will assume that he will never return to his government

responsibilities or his new wife once he has left the capital. The exit poem

conveys both Mistress Niu's hope and Cai Bojie's doubt that the problem

can be rectified by telling the Prime Minister.
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Example 2.3

Exit Poem From the SCene 'The Interrogation"

Mistress Niu:
The snow-hidden egret cannotbe seen until it takes flight;
The parrot's presence in the willows is unknown until it speaks.

cai Bojie:
Learning only today of household matters,
Still afraid Father's thinking will remain unchanged. 18

Whereas prelude poems are often uttered from a position near

downstage center, entrance poems are frequently spoken from a seated

position upstage within the carpeted area. For this reason, entrance poems

are sometimes referred to as "seated-poems" (ZllOChang shi .JI~:t»ri.=lf).

When two or more characters simultaneously enter or exit the scene, a

single poetry passage is often shared among the characters. In some cases,

a single character recites the opening couplet while the others characters

recite the remaining couplet in unison. At other times, the characters will

utter the poem in alternation, with each speaking a couplet. The exit

poem example above is performed in this way; the dan character Mistress

Niu speaks the flrst couplet, while the sheng character Cai Bojie utters the

second.

The fmal style of conventionalized speech is the self-introduction.

Performed after the prelude poem, poetry passage, or entrance song, the

self-introduction passage is written in prose style and begins with the

character's announcing of his/her name (tongming Jj..g). Following the

name saying, the character provides the audience with information about

their background. In the self-introduction passage from the one-act play
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Longing fOT Laity, the young Buddhist nun tells the audience how she came

to the temple and what her life has been like there.

Example 2.4

Self-Introduction Speech From the One-Act Play Longingfor Laity

Young Nun:

This young nun's secular name is "Zhao," her dharma name is "Colored

Emptiness." When young, I left home and entered the Law of Splendor Nunnery.

Each day I burn incense and chant the name of Buddha, the loneliness is

unbearable! Thoughts arise, how miserable a person I am!19

The length of the self-introduction passage varies, as does the style of

language used. Like the costume, makeup, and physical gestures of the

character, the vocabulary and syntax of the language used in all forms of

stage speech reflect the personality and social stature of the character,

which in tum affects the way the character is perceived by the audience.

The language used in all forms of stage speech must, therefore, always be in

accordance with the role category of the dramatic character and the nature

of the dramatic context in which it is used.

In summary, the dramatic narrative constitutes the foundation of

Sichuan opera performance. The plot, characters, passages of dialogue,

monologue, poetry and song text which are found in the Chinese opera

script establish the parameters for the dramatic presentation and provide

stage actors with the materials for its construction. Using the four skills of

performance and following the aesthetic tenets of the tradition, opera

actors bring the dramatic characters to life and enact their stories before

the audience. The performance features and characteristics of each

dramatic character's role category help actors find the appropriate visual

and aural vocabulary to effectively and meaningfully carry out this task.
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Supporting and complementing the dramatic efforts of the actor in

gaoqiang performance, are the helping chorus and percussion orchestra.

Chapter III introduces and discusses these two remaining entities in the

"helping, striking, and singing performance coalition.
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Notes to Chapter n
THE ACTOR IN PERFORMANCE

1 Before 1949, xiqu performances were often held in conjunction

with the religious ceremonies conducted by Chinese family units, or clans,

in accordance with the the practice of ancestor worship. Religious rites of

remembrance were held by living family members at specific yearly

intervals. On these occasions, xiqu performances were frequently

commissioned by the family to both honor and entertain the deceased

family members and I or deities of the local temple. Although sponsored by

a single clan, these performances were usually open to the entire

community. For more information on the role of xiqu in religious ritual,

see Issei Tanaka's article "Development of Chinese Local Plays in the 17th

and 18th centuries," in Acta Asiatica, Bulletin of the Institute of Eastern

Culture. 1972: 23, pp. 42-62.

2 In adjutant plays, only two role categories are thought to have

existed: an"adjutant" (canjun ~~), who was the recipient of comic abuse

(the "butt"), and a "gray hawk" (canggu %;r~tl, who was the abuser (the

"knave"). For more information on the adjutant play tradition, see William

Dolby's History of Chinese Drama. London: Paul Elek, 1976.

3 In some categorization systems. a sheng subcategory called a

"second young sheng " (er xiaosheng =..-l- ~) is also mentioned.

Although little information is available about this subcategory, it appears

that the second young sheng is similar to the young sheng in terms of

costume, makeup. and performance stylization. Rather than playing
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leading male roles, however, second young sheng are usually supporting

characters in plays.

4 In Sichuan opera, the manipulation of the zhezi costume is such

an important part of young sheng's performance technique that it has been

given the name "zhezi skills" (rJ f :tbl. Sichuan opera zhezi are made of

a silk crepe which is very light and easy to manipulate, and which features

two slits running up either side of the costume. The height of these slits is

much higher than what is seen in the costumes worn by young sheng

characters in other xiqu traditions such as kunqu and Beijing opera.

Some of the movement skills performed by the young sheng include

kicking up of the front and back panels of the zhezi and catching them in

the mouth, or rapid spinning of the body in place on the stage to force the

panels to rise up and float in a position parallel to the floor. Unlike the

zhezi used in other xiqu forms, Sichuan opera zhezi do not have the silk

sleeve extensions known as "water sleeves" (shuixiu ;j(. *dn attached to

them. The sleeves of the Sichuan opera young sheng costume instead

extend over the hands of the actor. Underneath the costume, a round

necked cotton undergarment called a "xianghan yi " (Wff:K lit.,

"fragrant-perspiration garment") is worn. This undergarment extends

several inches beyond the end of the sleeve forming a white cuff. It is the

combination of the zhezi sleeve itself and the cuff which are manipulated

by the actor, not a water sleeve.

5 Though most boudoir dan characters are the daughters of wealthy

families, commonly referred to as "large family boudoir beauties" (dqiia

guixiu **IIIffl, within the subcategory female characters from lower
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class families. but possessing similar traditional virtues. can be found.

These young women are referred to as "small family green jades"(xiaojia

biyu ,+,*~ ~). and are overall less reserved in personality than the

large family boudoir dan. Described as being "healthy. unaffected, candid,

sprightly, [with a] pure and fresh disposition. vivacious and cute (Yang

1980, 97), the green jade dan uses a somewhat larger-stepped, and faster,

stage walk than the large family boudoir dan. Green jade dan are

considered less delicate than the large family boudoir dan. and can at times

be slightly coquettish (Yang 1980, 98).

6 The small home green jade boudoir dan is said to mostly use the

handkerchief, while the large family boudoir beauty uses the fan (Yang

1980, 98).

7 In Chinese mythology. the fox is perceived as being a cunning

animal possessing magical powers. It is said that when a fox turns fifty

years of age it can turn itself into a woman, and at one hundred years of

age, into a young girl. If the fox lives to be a thousand, it can become a

"celestial fox." Many stories are told in China of foxes who come in female

form to seduce young scholars. After each romantic encounter, the young

man becomes physically weaker as the fox absorbs from him an "essence of

immortality" (Eberhard 1991, 117).

8 In Sichuan opera, ugly dan are usually played by actor's

specializing in male chou roles. For this reason, in some methods of role

category classification this subcategory is listed under the chou role

category rather than dan.
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9 This makeup style is also referred to as "two cakes" (er bing bing

.=..mm) because of the two circles it forms below the eyes. For this

reason, the cat hualian is also sometimes called a "two-cakes huaUan" (er

bing bing hualian .=..-m-m1t~) (Hu 1987, 127)

10 The Chinese written-character "rJ"" (xiao ) can be translated into

English as either "young" or "small."

11 The Five Robes are:

1. The Blue Robe (Qing paoji wWi2.), also known as The HaU of Five

Fortunes (WujiL tang litil~)
2.The YeUow Robe (Huang paoji jitWi2.), also known as The Buddhist

Scroll (FoeT juan 19ftJL=i)
3.The White Robe (Bai pao ji BWi2.)
4.The Red Robe (Hong pao ji ;1Wi2.), also known as The White Rabbit

(Bai tuji B*-E)
5.The Green Robe (Lrlpaoji ~W-E or Wpaoxiang ~W1§), also

known as Beating Spring Peach (Kao Chuntao m-tF1Jt)

12 The Four Laurels are:

1. The Sky-Touching Laurel (Peng tiari gill ~*1t)

2. The Crystal Laurel (Shuijing gui .7]<.~~)

3. The Nine Dragon Laurel (Jiu long gui 1tJi;1t)
4. Five Rows ofLaurels (Wu hang gill lifj tEl
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13 The term 'jianghu," which literally translates as "rivers and

lakes," is also a term meaning "itinerant entertainers." The eighteen plays

in this category are:

1. The Secluded Chamber (You guiji ~ III12.), also known as Moon

Prayer (Bai yueji n YJ it)
2. The Colored Building (Cai louji ;f~ fH12.)
3. The Thorn Hairpin (Jing chaiji jflJ~xm), also known as The Wooden

Hairpin (Mu jing chai *~J ~x)

4. The Jade Hairpin (Yu zanji .:EtI it)
5. The White Silk Handkerchief (Bai luopa BW~Er)

6. The White Flower Pavilion (Bai hua ting Bit¥ )
7. The Sunflower Well (Kuihuajing ~it#)

8. Releasing White Snake (Fang bai she JiX B!IrE), also known as The Luan

Hairpin (Luan chai ji ~~.xid)
9. The White Parrot (Bai yingwu B~~~)

10. Three Filial Pieties (San xiao ji ~f:it)

11. In the Shade of the Scholartree (Huai yin ji ~M12.), also known as

The Rising Staircase (Shang nan ti ...t5'(~ )
12. Topping the Three Examinations (Zhong san yuan 9=t~jC)
13. Assembling the Old City (Ju gu cheng ~ tf jpX)
14. The Iron Crown Map (Tie guan tu %tm; 00)
15. AU Three Loyalties (Quan sanjie 1:~If )
16. The Chaste Woman of the Han (Han zhen lie ~x. 9t ?-:I!)
17. The Fragrance of the Five Laurets (Wugui lianfang littn=jf)
18. Through Five Gates in the Snow (Wuguanzouxue li~)E~)

14 The Four Great Plays are:
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1. The Golden Seal (Huangjin yin jt~ EO)
2. The Lute (Pipa. ji E~~ id)
3. The Red Plum (Hong mei ji ;1iti2.)
4. Ban Chao (~)IJm.)

15 In productions of newly-written historical plays using gaoqiang

music, the addition of melodic accompaniment for passages of song is a

frequently seen musical innovation.

16 In cipher notation Uianpu 1W~), the Arabic numerals one

through seven are used to represent the seven pitch degrees found in an

octave (i.e., 1 = do, 2 = re, etc.). A zero is issued to indicate silence. When

pitches located in the octaves above and below the base octave are present

in a song, their relative positions to the base octave are indicated by placing

one or more dots above or below the pitch degree. A 2 pitch (re ) located

in the octave immediately below the base octave, for example, would be

written ?' while one which is located two octaves above would be 2. In

cipher percussion notation, written-characters representing specific

combinations of instrument soundings are used in place of Arabic numerals.

Time value in cipher notation is indicated by the number of lines

placed beneath the pitch degree. Each line placed beneath a pitch cuts its

duration in half. In a passage of 4/4 meter music, for example, a pitch with

no lines beneath it is a quarter note where one with two lines beneath it is

a sixteenth note. Dotted figures are indicated by the presence of a small

dot placed immediately after the note whose time length is being

extended.
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Vertical lines are used in cipher notation to delineate metrical

structure. When a passage of music contains no vertical lines, as in

Example 2.1, the music can be understood to be in "free meter" (i.e., with

no prescribed arrangement of accented- and unaccented-beats).

17 The Chinese and romanized text is as follows:
§ *b~g ~or 'Mf, Zi you wei ni sm ke lian.
f~~T - ~1¥$& O~, Chan deng yi zhan ban nu rruan,
7C ~Jj iGJ..~11 A~, Guang yin sijian cui ren lao,

~ ftj, W~*'~ kE. Guju qing chun qu bu huan.

18 The Chinese and romanized text is as follows:

~~~~~IsY.& m, Xue yin lu si fei shijian,

:fY~~~~18- j=j~ , Uu cang ying wu yufang zhi,

jTIj~ ift~*9=t*, Er jin sm po jia zlwng shi,

aJtr~1¥)(:*'~~. You kong yi fu niari bu yi.

Xiao ni su jia xing Zhao, Fa ming Se Kong.

Zi you zai fa hua nei chu jia;

Mei ri shao xiang nian fo, Ji rno bu kan,

Si xiang qi lai, Hao bu qi liang ren yet
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CHAPTER III

THE OFFSTAGE PERFORMERS:

THE PERCUSSION ORCHESTRA AND HELPING CHORUS

Each time a Sichuan opera. gaoqiang performance takes place, the

dramatic presentation is created through the collective efforts of the stage

actor, the helping chorus, and an ensemble of percussion musicians. The

helping chorus and percussion orchestra are both stationary performing

entities who contribute to the performance solely through aural means.

Their primary function in performance is to support the efforts of the

actor onstage. The amount and style of performance participation by the

helping chorus and percussion orchestra is dictated by the demands of the

dramatic script and structural features of the qupai used to create the

vocal score.

The Percussion Orchestra

Participants and Placement in Performance

Until the 1940s, performances of Sichuan opera were often held on

the permanent stages attached to the sides of temples and guild halls.

Termed "ten-thousand year stages" (wanniantai )J If..g.), these raised

performance spaces were thrust in design and usually protected from the

elements by a roof. An audience member observing an opera performance

stood either in the open area in front of the stage's three exposed sides, or

was seated in the covered seating areas which lay beyond the open space in

front of the stage. On the stage itself, a wooden partition called a "three

stars wall"! (sanxingbi .=:.~m) was located in the upstage area, serving
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to separate the backstage dressing area from the performance space. The

actors entered the playing space by walking around the stageright side of

the wall. Following their performances, the actors exited upstage left

through an opening around the stageleft side of the partition.2 In the past

the Sichuan opera percussion orchestra was positioned in front of this

partition. between the two pathways and in full view of the audience.
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Figure 3.1

acting area

Sichuan Opera Performance Configuration on a Ten-Thousand Year Stage

In modern proscenium theatres where the majority of Sichuan opera

performances now take place. fundamental changes in the performance

space configuration can be seen. Although actors continue to enter the

stage from upstage right and exit from upstage left, they now do so through

the openings between the curtain legs which mask the stagertght and

stageleft wing spaces of the theatre. The three-stars wall is no longer

present. having been replaced by an upstage curtain or cyclorama. The
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positioning of the percussion orchestra in performance has also undergone

fundamental changes. In today's performances, the musicians perform

from a position just off stageleft or stageright in the wings. Although still

able to view the actors onstage, they are no longer themselves visible to the

audience.
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Figure 3.2

Sichuan Opera Gaoqiang Performance Configuration on a Proscenium Stage When
Percussion Orchestra is Positioned Stageleft

Orchestra Instrumentation

One of the characteristic features of Sichuan opera gaoqiang music is

its non-reliance on wind and string instruments (bu tuo yuan xian :f:Jt
.g~) for use as melodic accompaniment during vocal performance.

Although in recent years both string and wind instruments are sometimes

added to the musical ensemble for productions of newly-written gaoqiang
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plays, or updated versions of traditional ones, the vast majority of plays still

continue to be performed with only percussion accompaniment.

There are five musicians in the Sichuan opera percussion ensemble

(dqjiyuedui 1T"**' ~A or yingchangmian ~!!»Jiii Iit., "hard scene").

The leader of the ensemble is called the "gushi" (n ~ijj Iit., "drum

teacher"), and the remaining four musicians are collectively referred to as

the "assistants" (xiashou T -=¥) (Rao 1981, 22). During performances of

gaoqiang plays, the musicians in the percussion ensemble playa total of

eight percussion instruments between them.

Simultaneously playing two percussion instruments, the small drum

(xiaogu .+~!Jt) and the wooden-clapper (ban ~), the gushi leads the

percussion ensemble in the playing of percussion music, and bears the sole

responsibility for making sure that the activities of the actor, helping

chorus, and percussion ensemble are in complete synchronization with

one another. The position of gushi is highly regarded in all forms of xiqu;

but particularly so in Sichuan opera. Given the number of different musical

systems in the form, each with its own unique dramatic repertoire and

performance practices, the Sichuan opera gushi must absorb a

tremendous amount of information during his3 training period, and be able

to bring it forth at a moment's notice during a performance.

To be a good gushi is not easy. [One] must remember a broad
range of things: more than two hundred percussion patterns,
over three hundred gaoqiang qupai, one or two hundred suona
tunes, more than ten dizi melodies, more than one hundred
kunqiang tunes, as well as the changes in the melodies and
metrical types of the various musical systems.... All these
things must be mastered (Rao 1981, 23).

In the Sichuan opera world, the gushi 's comprehensive knowledge

of the tradition is unmatched. Upon examination of the numerous
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publications on Sichuan opera music which have appeared during the last

thirty-five years, the importance of the gushi in Skhuan opera is apparent.

In addition to authoring a number of texts themselves, Sichuan opera gushi

are also the primary sources of information on the tradition for scholars

studying the form. When transcriptions of passages of vocal music are

provided in published works, most are versions credited to particular

gushi, and not to Sichuan opera actors. In other words, within the

Sichuan opera tradition, it is the gushi who possesses the most knowledge

of the musical structure form--not the stage actor.

The role of the Sichuan opera gushi as expert can be more clearly

understood if one remembers that each of the five musical systems in

Sichuan opera has a different dramatic repertoire which emphasizes

different role categories. Gaoqiang plays, for example, which feature

romance and comedy focus on the "three small" role categories (Le., young

sheng, young dan, and chou). The historical dramas in huqinqiang style,

on the other hand, feature painted-face and old sheng roles. Because

Sichuan opera actors only perform in some of the total repertoire of the

form, their knowledge is considerably more narrow than that of the gushi

who must lead performances of each of the five musical systems. The

extreme difficulty of the gushi 's job has led some in the tradition to

remark that, "An actor can be produced in three years, but even in ten

years it is difficult to produce a drummer" (=: -¥ f1~ tfj ---1'"~ Dt '
-t fF:~ tfj --1'"~~) (Zhongguo 1989, 48).

Formerly prospective gushi underwent years of training as

apprentices under professional musicians attached to opera companies in

order to gain the necessary musical knowledge and expertise. This system

of apprenticeship still continues today in the Sichuan countryside and in
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smaller urban centers around the province. Now also many young

musicians train at established opera schools. such as the Sichuan Province

Sichuan Opera School (IIY JII~ JII ~IJ ~ tx Sichuan sherr chuanju

xuexiao ) in Chengdu,

The Sichuan opera ... [gushi] were not training [school]
cultivated. In the past all were taught orally by teachers (in a
disciple-style), without any organized written materials.
Training ... qualified [gushi ] within a Sichuan opera arts
curriculum is a new task (Zuo 1985. 54).

Unlike conductors in Western symphonic music who primarily

communicate with their musicians through gestures of the baton and hand,

the Sichuan opera gushi communicates with the actors, the helping

chorus, and other percussion musicians through aural as well as visual

means. In performance. the helping chorus is seated immediately upstage

of the percussion orchestra. The gushi relays information to the helping

chorus and his fellow musicians by either striking the surface of the small

drum with a pair of wooden beaters, or by periodically sounding a pair of

wooden-clappers. Both the physical actions of the gushi playing his

instruments and the sounds produced by these actions. tell the percussion

orchestra and helping chorus what is about to occur. The actors onstage,

however, are unable to see the hand movements of the gushi., and therefore

must rely solely on the sounds of the instruments for direction.

On both the ten-thousand year stages of the past and in today's

proscenium theatres, the percussion musicians play their music while

seated in a semi-circle configuration with the gushi assuming the central

position. Although the position of the gushi may at times be slightly

forward of the other percussion musicians in the ensemble, and the exact

seating arrangement of the remaining percussion musicians on either side
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of the gushi may vary from performance to performance, the gushi 's

position as the central figure of the ensemble never changes..

Whether in full view of the audience or hidden offstage. the

percussion musicians always sit facing the direction of the performance

space. In proscenium theatres, the helping chorus forms another semi

circle which is just upstage of the percussion musicians. Dependent on

the gushi for musical leadership in performance, the helping chorus sits

facing downstage towards the percussion orchestra. rather than towards

the carpeted performance area onstage.

onstage

C\~~ helping chorus

Ig. cymbals

~~Ig. gong

+0 !Jushi
r<' small drum I clapper®(±) long drum I sm. cymbals

sm. gong / horse gong

offstage

Figure 3.3

Typical seating Configuration on a Proscenium Stage When the Gaoqiang Percussion
Orchestra and Helping Chorus are Positioned Stageleft

In the following pages. descriptions of the various instruments found

in the Sichuan opera gaoqiang percussion ensemble are given. Whenever

possible a drawing of the instrument is provided.
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The small drum played by the gushi is constructed of hardwood, and

is approximately three inches thick around the edge and thirty-five

centimeters in diameter. The drum is played resting atop a tripod wooden

frame positioned directly in front of the seated mueician.s The height of

the frame should be such that the surface of the drum is level with the top

of the gushi 's thigh (Wang 1986, 37). The playing surface is convex in

shape and covered with either pigskin or cowhide. Beneath this outer skin

there is an opening in the wood which is approximately six centimeters in

diameter, called the "drum heart" (guxin ~ )t,). The area surrounding

this opening is referred to as the "side of the heart" (bianxin J2I )l). The

gushi strikes the drum surface using one or two unpadded bamboo beaters

(qian ~) which resemble a pair of chopsticks in shape. The musician

strikes the drum's surface either in its center, or somewhere along the

drum's edge. The sound produced by the small drum is described as "clear

and melodious, loud and bright" (Hu, Liu and Fu 1987,24).
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mustration 3.1

Small Drum

The wooden-clapper is called "ban" (1&), "paiban " (:JS11€. lit., "beat

[on the] accented-beat"), or "tishou " (:Ji-f. lit., "raise [the] hand"). In

addition to being the name of a musical instrument, the Chinese term

"ban" also refers to the accented beats found in a measure of music. In a

2/4 (two beats per measure) or 4/4 (four beats per measure) metrical

structure. the initial beat in each measure is considered to be the

strongest. They are the accented beats. One function of the wooden

clapper during passages of gaoqiang actor music is to articulate the

accented beats in each measure of music.

The wooden-clapper is approximately ten inches long and made of

three pieces of hard wood--two thin and one thick--which are held loosely

together by pieces of cotton chord and string. The ban is normally held in

the left hand of the gushi when played, and is sounded by swinging the

instrument so that two of the wooden pieces (one thick and one thin)

strike against the surface of the third which is held firmly in the palm-area
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of the left hand. This instrument can be played either in conjunction with

the small drum, or by itself.

illustration 3.2

Wooden-Clapper

A musician playing the large gong (daluo *~) is seated to the

immediate right of the gushi. The Sichuan opera large gong is brass,

approximately one foot in diameter, and able to create a sound which is

described as "grand and bright, thick and uncouth" (Zhongguo 1989,.48).

The surface of the large gong is slightly convex with a flattened area in its

center called the "gong heart" (luoxin ~ )t.... ). The instrument is played

suspended on a wooden frame with the center facing towards the right-

away from the gushi. The large gong hangs at a height which allows the

gong heart to be even with the nose of the seated musician. The large

gong player plays the instrument using a long narrow beater with a flat,

rounded end (chui ~ or ~). He strikes the surface of the gong either in

its center, or along its edge, frequently using his left hand to dampen the

sound afterwards.

The musician seated to the right of the large gong player plays the

large cymbals (dabo *~ or *~). The large cymbals are approxima.tely

one foot in diameter. They are round, flat pieces of brass which have
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semispherical protrusions in theirs center covering half of their entire

surface area. In the center of each half sphere is a small hole through

which a strip of cotton cloth is threaded and knotted. The musician plays

the cymbals by wrapping these pieces of cloth around his hands and

bringing the two halves together.

Illustration 3.3

Large Cymbals

Seated to the left of the gushi is the musician who plays the tang

drum (tanggu :£mi lit., "hall drum"), and a pair of small cymbals called

''jiaozi " (t.>t f). The tang drum is a double-headed barrel drum made of

wood. It is is approximately two feet in height and is played supported on

a four-legged wooden frame which raises the drum's surface to a position

level with the heart of the seated musician (Qian 1979, 3). The musician

plays the tang drum while seated, using two unpadded beaters similar to

those used for the small drum.
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mustration 3.4

Tang Drum

When not playing the tang drum, the musician plays a pair of small

cymbals. These cymbals are similar in design to the large cymbals, but only

approximately seven inches in diameter.

Second in importance to the gushi in the percussion ensemble is

the musician seated to the left of the tang drum player. This musician

plays both the small gong (xiaoluo ....JIo~) and the horse gong (maluo

~~). His importance in the ensemble is due to the fact that, next to the

small drum and the wooden-clapper, the small gong is the most frequently

heard instrument in the ensemble. The musician also bears the additional

responsibility of being the person in the ensemble who must help remind

the gushi of a percussion pattern or performance sequence if he happens

to forget.

Though similar in shape to the large gong, the Sichuan opera small

gong is approximately half its size. Its sound is described as "bright, clear,

and melodious" (Zhongguo 1989, 48). The small gong is played by

supporting the the gong's narrow edge with the tips of the ftngers, and

then striking the gong's center with a flat, wide wooden beater.
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IDustration 3.5

Small Gong

The horse gong is not only the smallest instrument in the percussion

ensemble, but also the most unusual. Being only ten centimeters in

diameter, the horse gong can be played while resting in the palm of the

musician's hand. The sound which is created by striking the instrument

with a thick, round, wooden beater, however, is disproportionate to its

size. Described as being "high-pitched, piercing and penetrating, with

powerful strength," the sound of the horse gong cuts through all others in

the ensemble (Zhongguo 1989, 48).

The horse gong is the highest pitched instrument in the ensemble,

and possesses unique tonal properties which allow it to immediately affect

the nature of the Sichuan opera performance when played. Wang Guofu,

one of Sichuan opera's most respected gushi. is quoted as saying:

... [The horse gong's] timbre is so peculiar, that all the
percussion [orchestra needs] to have is for [the sound of] it to
appear, and the atmosphere of the drama will immediately
become tense. This is why artists call it the "guts" of the
percussion orchestra (Rao 1981, 23).
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Functions of Percussion Music in Performance

Percussion music in Sichuan opera contributes to the performance

in several different ways. First, it provides a rhythmic framework, and

establishes a performance tempo for passages of song, speech, stylized

movement I acting, and combat. Second, percussion music can add

dramatic emphasis. When a dramatic character hears shocking

information, for example, a single, simultaneous sounding of several

percussion instruments helps to heighten the feeling of surprise. Third,

when percussion music accompanies the opening and closing of the act

curtain at the beginning and end of the play, or between acts, it serves to

delineate play structure. This music signals audience members to take

their seats at the beginning of the play, or after intermission. Finally,

percussion music can establish dramatic atmosphere either through direct

imitation of reality, or through dramatic suggestion. Percussion

instruments are commonly used, for example, to imitate the sounds of

wind blowing, or a boat being rowed through water. A passage of fast

tempoed percussion music, on the other hand, played preceding the

entrance of a character, establishes a sense of urgency and excitement

about the upcoming stage action without attempting to reproduce any

natural phenomena.

Sichuan opera gaoqiang performance, like most types of xiqu; can be

described as multidimensional. At any given moment in the performance,

the audience can concurrently observe two or more discrete mediums of

artistic communication occurring. As actors speak their lines, or sing

their songs, they also gesture or move about the stage. Further, these

physical and aural displays, are accompanied by the sounds of percussion

accompaniment and the vocalizations of the helping chorus. The
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percussion orchestra, led by the gushi, is responsible for coordinating

these various performance elements to create a cohesive and effective

dramatic presentation.

Sichuan opera gushi are more than just [musical] conductors,
[they] are also [stage] directors. The drumsticks they hold in
their hands not only direct the orchestra, [but] more
importantly direct the tempo of the entire play--giving
expression to the actions of each role category (including
[both] outward and inward) rhythm. Therefore, [gushi] pay
attention to how a play is accompanied, how the dramatic
characters are accompanied, how emotions are accompanied,
delineating the plot divisions with meticulous care and artistry
(Hou, et.al. 1982, 74).

The importance of percussion music to Sichuan opera practitioners

is reflected in their descriptions of gaoqiang performance as consisting of

"a half stage of percussion, [and] a half stage of drama" (bantai lougu bantai

xi .=p # ~ij:.=p ir xR;), or being "three parts singing, [and] seven parts

striking" (sanfen chang, qifen da .=: iJ\. n~, --l:;1J\.1T) ( Rao 1981, 22).

Percussion Patterns and Notation

Sichuan opera actors use both physical and aural vocabularies to

create their stage characters and convey the play's story to the audience.

To accommodate the wide range of dramatic possibilities and conditions

which may arise in the context of a play, a large pool of percussion music

material exists. Similar to the qupai used in the gaoqiang and kunqiang

musical systems, Sichuan opera percussion music is organized into

individual titled units, or patterns, of percussion music called "luogu paizi"

(~~M!.:r lit., "gong-and-drum labels"). In Sichuan opera, there are

approximately two hundred percussion patterns. These patterns range in

length from a single measure of music to up to twenty or more measures.
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Many patterns have sections which can be repeated by musicians as long as

the stage action requires. Percussion patterns can be used independently.

or as part of a series of patterns. Like gaoqiang qupai, each percussion

pattern has a unique appellation by which it is called. and an associated

dramatic application. The identity of percussion patterns are also based on

the nature of their internal structures in a manner similar to qupai: This

structure is dual in nature. consisting of a musical structure which sets the

rhythmic form of the pattern and its performance tempo. and an

instrumentation organization which not only mandates which percussion

instruments are to be played. but also when. The form of cipher notation

which is used to transcribe Sichuan opera percussion music must.

therefore. indicate not only the rhythmic structure of the pattern. but also

its instrumentation.

The percussion pattern "er hui tou II ("'=" @*") is composed in

2/4 metrical structure and is performed at a moderate tempo. Only four

measures in length. it accompanies passages of song. as well as non-martial

movement sequences (Huang and Hu 1980. 124). This pattern is played by

the small drum. wooden-clapper. large gong. large cymbals. small cymbals.

and the small gong. Both the rhythmic structure and instrumentation of

"er hui tou II are reflected in the percussion notation below.f

Example 3.1

Percussion Pattern ''Er Hui Tau116

2 3 4
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In this style of percussion notation, each Chinese written-character

represents the sounding of one, or more, percussion instruments. The

written-character "i*" (ke) in measure one, for example, indicates that

only the WOOden-clapper is to be played. The first written-character in

measure two: "~" (zuang [in Mandarin: zhuang D, tells the musicians that

several different instruments are to be sounded together on this beat: the

large gong, large cymbals, small cymbals, small gong, and the small drum.

Some percussion symbols not only indicate which instrument is to be

played, but also how. The written-character "tr" (ela) which follows "i*"
in measure one, represents the sounding of the small drum. It also

indicates that the drum should be struck with the right beater. A strike

using the left beater would be indicated by the written-character "1e!"
(00). A summary of the percussion notation symbols used in Sichuan opera

is provided below.



Table 3.1

Sichuan Opera Percussion Notation Symbols

instrument
name

Solo Soundi ngs:

written-character
notation symbol

romanization in
Sichuan dialect description ofaction

small drum

wooden-clapper

small gong

small cymbals

horse gong

large gong

rr da one firm beat with the right beater

:tE! 08 one firm beat with the left beater

~ or 1F I3r successive beats with one beater

~J} or~~ ouer short succession ofbeats withalternating beaters

* oa one firm simultaneous beat with both beaters

~~tr l7ada one firm beat ofeach beater in succession (left, right)

i! /;:13 sounded alone

Jj l7al one beat to the center

~or* tal one firm beat to the center

** or % mil or milg one light beat to the center

fJ;: or .R- ei one sounding

~or* 1713/7 or l7ol7g sounded alone

3 dal7g one beat to the center

-@:,~, or r ('al7g, tal7, or gllal7!! one beat along the edge

.-
0
00



Table 3.1 (Continued)

Sichuan Opera Percussion Notation Symbols

instrument wr itten- character romanization in
name notation symbol Sichuan dialect description of action

large cymbals 1I. CL7l1 sounded alone

tang drum .:l± or I gong one beat to the center... ,
J£; nong one light, qutck beat to the center

!Jl... dong one beat along the edge
"'

Group Soundings:

gongs and cymbals B: zuang the large gong and large cymbals (andsometimes the
tang drum) are sounded simL!1taneouslv, or with the
small gong and cymbals

sm. gong and sm. cymbals :t or ~X cal sounded simultaneously

sm. gong, large cymbals,
~or~and sm. cymbals cal sounded simultaneously

-o
...0
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The use of written-characters rather than musical notes in cipher

percussion notation not only allows Sichuan opera practitioners to see how

and when the various instruments are sounded in a particular pattern, but

also creates a language of drum syllables. During the study and rehearsal

periods which precede a performance, it is common to hear stage

performers articulating aloud the drum syllables of a particular percussion

pattern as actors rehearse their movement sequences. The percussion

pattern "er hui tou " could be expressed orally by speaking the speech

sounds of the written-characters aloud in the r-hythm structure indicated

in the notation.

Example 3.2

Romanization of the Percussion Syllables of the Pattern
"ErHui Tau" in Sichuan Dialect

~ Ii~ i~trtrtr 13± lJ .B. lJ Jj.B. I~ lln fXll J:J I~ I
ke ke da da da zuangnai chounainai chou naichounai cichounai zuang

Martial and Civil Percussion Classification

In Sichuan opera, percussion instruments are recognized for their

tonal properties, as well as for their timbres. Although some music

scholars claim that percussion instruments are tuned to produce specific

pitches, most agree only that a tonal relationship exists among the various

instruments in the Sichuan opera percussion ensemble (Sichuan 1987,

557). The large gong and tang drum, for example, are thought to produce

approximately the same pitch. The small gong is said to be approximately

a fifth higher in pitch than the large gong, and the horse gong an octave

higher. The large cymbals should produce a pitch slightly higher than the

large gong (557).
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The acoustical properties of the percussion instruments not only

affect whether they are appropriate for use in a particular percussion

pattern, but also where in the rhythmic structure of the percussion pattern

they should be sounded:

Each [percussion instrument] also has [its own] unique
acoustical properties. The sounds of the large gong and the
tang drum have calming effects, so in percussion patterns
[they] are usually used on the accented, concluding beats. The
sound of the cymbals has an unstable effect. It usually appears
on the off or weak beats. The small gong and the horse gong
have leading sounds (leading sound here meaning in the sense
of guiding along). The small gong or the horse gong always
lead at the beginning of percussion [patterns] or when
changing percussion patterns (Sichuan 1987, 557-558)

Based on their acoustical features, certain instruments are perceived

as being better suited for some types of performance contexts than others.

To facilitate the organization process for performance, the percussion

ensemble has been divided into two sub-ensembles. With the exception of

the gushi 's percussion instruments which are present in both, the

instrumentation, and therefore percussion pattern repertoire, is different

for each sub-ensemble. The two sub-ensembles are referred to as the

"martial orchestra" (wuchang JB::t.:~n and the "civil orchestra" (wenchang

3<: tftj).7
In addition to the small drum and wooden-clapper, the instruments

which make up the martial orchestra are the large gong, the large cymbals,

the tang drum, and the horse gong. "Martial percussion music" (wuda

JB:: 1T), is described as being "loud and sonorous, [with a] vigorous and finn

tone... [and using] complex and powerful rhythms" (Zhongguo 1989, 48).

It is most often heard in dramatic scenes where feelings of "power and

might, seriousness and gravity, bustle and excitement, magnificence and
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resplendence. combat and physical struggle" are being portrayed, as well

as during large scale movement sequences, or when the "heightening [of]

combat action, tension, gaiety, [and] jubilance" are needed (Zhongguo

1989,49). Martial percussion music may be used to accompany both male

as well as female dramatic characters from both the civil and martial role

categories, and in either civil or martial plays. Although martial percussion

music is heard more frequently accompanying martial characters, and in

plays which are designated as being martial in content, the decision to use

a martial pattern is predominantly based on the needs of the dramatic

situation at hand.

The difference in instrumentation between the civil and martial

orchestras can be seen in the absence of the horse gong, the limited use of

the tang drum, and the addition of the small gong and small cymbals, in

the civil orchestra. In contrast to the intense nature of martial music, the

percussion patterns played by the civil orchestra are able to convey "quiet

and comfort, peace, tenderness and sorrow" (Zhongguo 1989, 49).

Because the dramatic repertoire of the gaoqiang musical system features a

large number of romances, the civil style of percussion music (wenda

Y: IT) is heard more often than the martial in performance.

Related to civil percussion music is the "small percussion" style

(xiaoda /'j ... 11). Using only the small drum, wooden-clapper, small gong

and small cymbals, this style of percussion music is described as being

"light and delicate, lucid and lively" (Lu 1982, 76). The small percussion

style of music is used mostly to accompany the young dan. young sheng,

and chou, role categories. Among the three styles of percussion music,

only the small percussion style can be used to accompany an entire play.
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Plays in which either martial or non-small civil percussion music

dominate, must also contain passages of at least one other percussion style.

A summary of the instrumentation used in the three styles of

gaoqiang percussion music is provided below. The five musicians in the

ensemble are identified by the seating position which they occupy in

performance (see Figure 3.3). The instruments played by each of the

musicians in the martial, civil, and small percussion ensembles are listed

under each ensemble name.

l1artial Civil Small

musician 1 19. cymbals 19. cymbals

musician 2 19. gong 19. gong

musician 3 sm. drum/clapper sm. drum/clapper sm. drum/clapper

musician 4 tal7g drum sm. cymbals sm. cymbals

musician 5 horsegong sm. gong sm. gong

Figure 3.4

Swnmary of the Instrumentation in the Martial, Civil, and Small Percussion Music
Ensembles

The Helping Chorus

Participants and Placement in Performance

The helping chorus is the third performing entity in the "helping,

striking, and singing" performance structure of gaoqiang music, and

arguably Sichuan opera's most unusual and characteristic performance

feature. Today from their seated position offstage (just upstage of the

percussion orchestra), the helping chorus performs its assigned passages
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of gaoqiang vocal music. These vocalizations, like those of the stage actor,

are given rhythmic support by the percussion orchestra. Until 40 years

ago, however, the helping chorus was not a discrete physical entity in

gaoqiang performance. Before Liberation, the helping chorus and

percussion orchestra were one and the same.

The Sichuan opera helping chorus consists of two parts: a chorus

leader (lingqiang ~~ lit., "melodic-phrase leader") and a general

chorus (hechang 1f U~ lit., "sing together"). Before Sichuan opera

practitioners created a separate helping chorus, independent of the

percussion orchestra, the gushi functioned as leader of both the

percussion orchestra and helping chorus. The four remaining percussion

musicians in the orchestra constituted the general chorus.

Today the number of singers in today's Sichuan opera helping chorus

generally ranges from two to five, one of whom is the chorus leader, with

the remaining constituting a general chorus. The helping chorus is now

seated upstage of the percussion orchestra in a semi-circle configuration

with the chorus leader seated closest to the onstage performance area.f
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l chorus Ie Ider
............,

general chorus members

onstage

Ig. cymbals

~~Ig. gong

+@ gushi
small drum I clapper

®®lang drum I sm. cqmbats

sm. gong I horse gong

offstage

Figure 3.5

Typical Seating Configuration on a Proscenium Stage When the Ga.oqi.ang Helping Chorus is
Positioned Stage1eft

To serve as both the leader of the percussion orchestra and the

helping chorus no doubt aided the gushi in coordinating the various

aspects of gaoqiang performance. After Liberation, however, the question

of musical quality became an important issue in Sichuan opera. Assembling

a group of musicians who sang as well as they played percussion

instruments was not always possible. Being asked to listen to a helping

chorus made up of unskilled vocalists was thought by some to be more than

an audience member could endure.

Because each person's vocal ability was different, [it] naturally
led to the appearance of high-low, large-small, light-heavy
sounds--extremely un-united and unharmonious. Sometimes
the helping chorus' shrill cries were [so] unpleasant ... [that
one] could not continue listening (Xu 1980, 95).
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From the late 18th to the early 20th centuries, xiqu was a male

dominated theatre tradition. For this reason, it is not difficult to

understand why the members of the Sichuan opera helping chorus were

men. Given the limited economic resources of many opera troupes, it is

also easy to comprehend the financial benefit of having members of the

percussion orchestra serve dual musical functions.

Origins of the Female Helping Chorus

In the early years of the Communist regime, reform efforts were

undertaken in all aspects of Chinese society to rid the country of its ties to

its feudal past. In July of 1950, the Ministry of Culture set up a Drama

Reform Committee to lead the way in reforming traditional theatre in

China so that xiqu could "propagate values appropriate with the CCP

[Chinese Communist party] rather than the traditional attitudes of the

feudal period" (Mackerras 1981, 12). During this time, considerable time,

energy, and money was devoted to xiqu reform. Under such slogans as:

"Let a hundred flowers bloom, weed through the old to let the new

emerge," the Ministry of Culture carried out nationwide campaigns to bring

xiqu. in line with the accepted political and aesthetic perspectives of its

leaders. In accordance with the Central Government Administration

Council's 1951 "Directive Concerning Work to Reform Xiqu " ("Guanyuxiqu

gaige gongzuo de zhishi" ~ -=f~ B±r~~ I ~ sg1~ ~), such

organizations as the Council to Improve Xiqu and Quyi (Xiqu quyi gaijin

hui .xx El±r EI±r z::*itt~) and the Xiqu Workers Committee (Xiqu gongzii.o

weiyuanhui ~ EI±r I ~*m~) were established in southwest China.

Soon after the appearance of these commit.tees, Sichuan opera companies

begun carrying out a program of theatre reform, following a policy of "three
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changes" (sangai .::: ?~O' (i.e., change the people, change the plays, and

change the system gai Ten. gai xi, gai zhi I$t A, I$t xx' E)t '$tJ) (Hu. Liu

and Fu 1987, 277).

In addition to these reform efforts, the government sponsored such

arts festivals such as the Ministry of Culture's First National Xiqu

Inspection and Emulation Performances (Quanguo diyi jie xiqu guanmo

yanchu 1: 00~- J; XX B±r .m\!..If~ te), in Beijing in fall of 1952. An

important aim of these festivals was to build support around the reform

movement by awarding artistic prizes. and publicly voicing Party approval.

for the work being done by xiqu. troupes around the country, Initially. the

Sichuan opera helping chorus was reevaluated. During the initial phase of

this evaluation effort, the helping chorus and percussion orchestra

continued to remain the same entity. The primary focus was on improving

the overall musical quality of the percussion musicians' vocal performances.

In the early years after Liberation, Sichuan opera began to pay
attention to the problem of the helping chorus. [by] demanding
[such] minimum standards as clear voices-vnot hoarse--[and]
clear pronunciation. However. theatre companies still used all
male helping choruses ... no fundamental transformation took
place to break up the old pattern (Xu 1981. 95).

It is not clear from the above passage who exactly is being referred to

by the term "Sichuan opera" in line one. Given the political climate of the

period and the overt intervention of the government in xiqu reform

efforts. I suspect that "Sichuan opera" includes people other than just

practitioners of the form and audience members.

The "fundamental transformation" of Sichuan opera referred to by Xu

finally occurred in November of 1952. At that time. a troupe made up of

some of Sichuan opera's leading actors and musicians was assembled by the
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Mayor of Chengdu, Li ZOngIin (**~), for the purpose of representing

the tradition in the aforementioned Beijing festival. Because it would be

the first time for Sichuan opera to perform in the capital since Liberation,

considerable time and effort was given to preparing the dramatic

presentation.

. . . [The actors ] rehearsed ten or so outstanding programs,
preparing to leave on the eve of National Day to go to Beijing
for the purposes of performing for a gathering of Chairman Mao
and other leading central government cadres. Strict standards
were set for the playscript, movement! acting, [instrumental]
music, vocal music, stage design, etc. One day, after seeing a
dress rehearsal of Shan Bo CaUs On A Friend, Comrade Li
ZOngIin pointed out that the helping chorus [portion] of the
play's qupai had the ability to move people [and asked]
whether a bold action [might be taken], by changing the
helping chorus voices to female (Xu 1980, 95-96).

In the same article on the origins of the all-female helping chorus, Xu goes

on to report that when the work was later performed in Beijing using a

female helping chorus, it "conquered the audience and gained critical

acclaim" (1980, 96).

Due to the perceived success of the Beijing performances. from the

1950s onward all-female helping choruses became a common feature of

Sichuan opera companies. Sichuan opera practitioners and critics feel

today that the change to female voices improved the overall performance

quality of Sichuan opera in two Significant ways. First. because of the

higher range of the female voice, female helping chorus members are

better suited to handle the wide pitch range and high melodic passages

that are characteristic of gaoqiang music. Secondly, by making the

helping chorus a separate performing entity, the primary criteria for the

selection of helping chorus singers has become the quality of the singer's

voice, and not the singer's ability to master percussion instruments.
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As with both Sichuan opera actors and percussion musicians. helping

chorus singers must undergo years of intensive training. Although a

number of students study helping chorus performance in the opera schools

found in the province. many still apprentice with professional helping

chorus singers in opera companies.

Descriptions of the performance practices of the Sichuan opera

gaoqiang actor. helping chorus. and percussion orchestra. have shown that

each of the three performing entities makes both an independent, as well

as collective, contribution to the creation of the dramatic presentation.

Formerly. the helping chorus consisted of members of the percussion

ensemble. On ten-thousand year stages, this ensemble was positioned

upstage of the actor's performance space. and in full view of the audience.

The close physical proximity, and unobstructed sightlmes, between the

orchestra and actor no doubt aided in efforts to coordinate these three

discrete aspects of gaoqiang aural performance. Since Liberation, the

separation of the helping chorus from the percussion orchestra, and a

move to proscenium theatre performance venues, has taken place. Despite

these changes, the tripartite performance collective which distinguishes

the performance tradition has remained fundamentally unaltered. The

physical positioning of the helping chorus and. percussion orchestra on

either the stageright or stageleft sides of the stage still allows both the

independent and group natures of the three entities to come forth in

performance.

The principal organizing element behind the coordination of the

actor, helping chorus, and percussion orchestra in gaoqiang aural

performance is the qupaL Chapter IV begins to examine gaoqiang qupai



with an analysis of the first of three elements which constitute their

internal structures: lyric form.

120
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Notes to Chapter III

THE OFFSTAGE PERFORMERS: THE PERCUSSION ORCHESTRA AND

HELPING CHORUS

1 The "three-stars wall" is said to derive its name from the fact that

the written-characters meaning "good fortune," "high position and

handsome salary," and "longevity" (fu, Iu, shou tl, ~, ~), were painted

on its surface (Hu and Liu 1987, 170).

2 The opening through which the actors entered was called the

"mounting-the-horse door" (shangmamen -.t1; 1"1), and the opening

through which they exited was termed the "dismounting-the-horse door"

(xiamamen T 1;1"1) (Hu and Liu 1987, 170).

3 Sichuan opera gushi are almost always men. During my fieldwork

in Sichuan (1987-1988), I only encountered one female gushi. She was

performing with a small Sichuan opera company from the Sichuan

countryside.

4 Currently the tripod stand is also made of hardwood; previously

however, it was constructed of bamboo (Wang 1986, 37).

5 See Chapter II. Note 16 for an explanation of the salient features

of cipher notation.

6 (Huang and Hu 1980, 124).
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7 In Sichuan opera's other musical systems the term "civil orchestra"

(wenchang ) is used to refer to the melodic orchestra. In gaoqiang music,

however, this term is used primarily to mean a particular style of

percussion music.

8 Like the gushi. in some gaoqiang performances the chorus leader

may be seen sitting slightly in front of the other helping chorus members.
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CHAPTER IV

GAOQIANG QUPAI LYRIC FORM

Lyric form, performer-assignation structure, and musical structure

are the three elements which constitute gaoqiang qupai. internal form.

When the relationship between these various structural elements is

analyzed, a pattern of interdependence and mutual influence can be found.

In other words, no single aspect of internal structure occupies a dominant

position within the qupai form. All aspects contribute to the

establishment of each qupai 's identity within the repertoire. To fully

comprehend the relationship of structural elements, one should first

isolate the components which make up each of the three aspects of qupai

structural form. Once defined, the manner in which these components

combine to form the numerous structural configurations of qupai can then

be investigated.

Comprehending the structural nature of qupai first requires that one

avoid perceiving qupai as songs. Qupai are not complete, unalterable

musical entities with prescribed lyric forms that when copied, construct

identical opera songs. On the contrary, qupai in the gaoqiang musical

system function more like the recipes which a culinary chef follows to

create particular food dishes. Qupai provide the opera practitioner with a

list of ingredients and information on how these ingredients should be

assembled. Like food recipes, some qupai possess very strict ingredients

lists and methods of construction, while others are less specific. In some

recipes, a slight variation in ingredient amounts may not alter the outcome

of the dish. In others, however, such alteration would have disastrous
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effects. Like recipes, qupai are not the products themselves, but rather

the processes used to create the products.

The ingredients which go into the making of a gaoqiang qupai song

are the individual components which constitute each of the three aspects

of qupai internal structure. The way in which these ingredients are

combined create what Sichuan opera gushi, giu Yonghe, calls a "qupai 's

structural specifications" (qupai guige Bit.AA!m.~) (n.d., 22). As

indicated in Chapter I, no standardized method of qupai structural

description exists within the Sichuan opera tradition. For this reason, I

have chosen to use giu's term "specifications" to refer to the unique

arrangement of structural elements within qupai: In this study, when

information on a particular qupai 's structural specifications has been

attained from a published source, a citation indicating the source will be

provided. Although lacking standardized terminology to describe the

unique configuration of structural elements within ganqiang qupai internal

form, the idea that each qupai is a unique structural entity is present

throughout the tradition.

The first aspect of ganqiang qupai internal structure to be analyzed

is lyrtc form. LYric form in the gaoqiang musical system refers to the

structuring of the texts which are present in opera songs. The

fundamental constituting element of all song texts is language. This

chapter begins with a general overview of the characterizing features of the

language of the Sichuan opera stage: Sichuan dialect. The linguistic

features of this dialect play an important role in the shaping of both the

lyric form and musical structure ofgaoqiang qupai; as well as in the

establishment of the Sichuan opera form as a whole. As described earlier,

it is primarily the musical system(s) of a xiqu form and the language
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dial et d In : rf hi h di tin . h . di ld al 4'""'........ '" ·th·1 ec use ill pe orrnance w lC s guts es in Vi u "v.. '::':";";' W!~~ un

the tradition. Following this introduction, the elements which constitute

qupai lyric form will be introduced, and the structural patterns found

among the various types of lyric forms, examined.

Sichuan Dialect

Elements of the Language

A Chinese word, as represented by a single Chinese written

character (zi *), is the most fundamental unit in the Chinese language

and in Sichuan opera gaoqiang qupai lyric form (cige iPJ~ lit., "word

style"). Each word has a corresponding speech-sound (yuyin iB-~) which

consists of one syllable (yinjie ~~) of spoken language, and it has a

unique ideograph, or "written-character," which represents that word in

the written language. The ideograph "[1 ," for example, refers to "an

opening," and is pronounced with the speech-sound "kou." Although each

word has the ability to express individual meaning, words are frequently

used in conjunction with one or more words to form compound words.

The written-character "tb" (pronounced, "chu "), meaning "to go out,"

when placed immediately before the written-character for "opening,"

forms a single unit of meaning "exit" (chukou tJj [J). In gaoqiang qupai

song texts, individual and compound Chinese words, are arranged to form

larger units of connected meaning called "lines" Uu 1:ij).

Analysis of Sichuan opera gaoqiang songs reveals that in addition to

meaningful words, a number of meaningless syllables. Termed "voiced

syllables," or "vocables" (yuqici iB-'9: iPJ lit., "tone-jofl-voice words"), these

nonsensical syllables (e.g., "na " (\fJ.l~) and "a" (DiiJ) are interspersed among
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the morphemes in the song text. Their primary function is to aid the

vocalist in song articulation and creative expression. For purposes of

clarity, in the following discussion of gaoqiang qupai lyric form, those

textual words which convey linguistic meaning will be referred to as

"words," and those which do not,s "vocables." Because there are

correlations between the placement of vocables in the song text and qupai

performer-assignation structure, these two subjects will be taken up

together in Chapter V.

GaDqiang qupai lyric form places restrictions on one or more of the

following areas of song text structure: (i) the number of words per lyric

line, (ii) the division of lyric lines into smaller semantical units, called

"dou " (~ or 1~ lit., "pause in reading"), and (iii) the overall length of the

song text. Not all qupai; however, place restrictions on all three aspects of

lyric form. Some lyric form specifications control only one or two aspects,

while others none at all. Also variant among qupai is the degree of

specificity in governing each lyric form component. Some qupai, for

example, only limit the total number of lyric lines in the song text, but do

not stipulate how many words are to be in each lyric.~!~~e. Other qupai

mandate the number of words per line for specific lyric lines of song text,

or place restrictions on the number of lines which are in certain sections

of a song. Controls on the number of words on the other lines of song text.

and on the total number of lines in the song composition, however, may

not be set. A survey of several hundred gaoqiang qupai reveals a great

degree of variation in lyric form within the musical system. This variation

is manifested in the structure of the song texts themselves, as well as in

the degree of control which individual qupai lyric forms exert over the

various elements constituting these structures.
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Speech-Tones

An important feature distinguishing words from vocables in gaoqiang

qupai song text is the use of designated linguistic speech-tones (shengdiao

F'1rc1) to pronounce a word's speech-sound. Speech-tones in the Chinese

language do not merely emphasize word meaning, they also differentiate

between words sharing common speech-sounds:

A tonal language is one in which pitch is used not only as
intonation for speech, but also as a syllable-differentiating
agent, serving the same distinctive function as vowels or
consonants: the relative pitch levels, the contour of pitch
movement, and the duration of pitch, may all be phonemically
significant. The term 'linguistic [or speech-] tone' refers to
these pitch properties of a spoken syllable. (Yung 1989, 82).

In Mandarin, the written-characters "~!;" and "1;," meaning

"mother" and "horse" respectively, are both written in the pinyin

romanization system as "rna. " Even for someone totally unfamiliar with the

Chinese written language, it is possible to discern from the visual features

of the two written-characters that they are different from one another. But

even the native speaker cannot differentiate aurally between the word "rna

" meaning "mother" and "rna" meaning "horse" without hearing a speech-

tone (or without hearing the word used in its proper context).

Each Chinese speech-tone has an associated pitch level, contour, and

duration. In Mandarin, the word "rna " meaning "mother" is pronounced

using a speech-tone which is high in pitch, level in direction, and

relatively short in duration. On a graded scale from one-to-five, with five

being the highest pitch and one being the lowest, the relative duration and

pitch of the speech-tone could be charted as "5 5." The word "rna"

meaning "horse," in contrast, would be charted as "2 1 4." This tone is also
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longer in duration, and quite different in terms of both pitch level and

direction. This speech-tone begins on a semi-low pitch, but then moves to

an even lower pitch before rising to a semi-high pitch, creating a dipping

effect.

The number of speech-tones, as well as their pitch properties, differ

among the various Chinese dialects. In Mandarin there are only four

speech-tones, whereas in the Cantonese dialect (Guangdong1u.ta r '*~
lit., "language [of] Guangdong [Canton]")! spoken in southeast China and

Hong Kong, there are nine speech-tones. Sichuan dialect (Sichuanhua

II!1 JII~ lit., "language [of] Sichuan"), is the principal language spoken in

Sichuan province. Within the dialect there are a number of regional

variations. In some parts of the province four speech-tones are present,

while in others parts there are five. Within these regional variations of the

dialect, differences in the speech-tone properties can also be found. The

Sichuan dialect used most often on the Sichuan opera stage is the language

spoken in the provincial capital, Chengdu. For this reason, all comments

concerning the nature of the Sichuan dialect in this study will be confined

to this sub-dialect. In the Chengdu sub-dialect. four speech-tones are

present. These are: "yin level-tone" (yinpingsheng ~JJlfF), "yang level

tone" (yangpingsheng ~8Jf F), "rising-tone" (shangsheng..t F), and

the "leaving tone" (qusheng '*F). These speech-tones are commonly

referred to as the "first tone," "second tone," "third tone," and "fourth

tone." respectively. A comparison of the speech-tones found in the

Chengdu and Mandarin dialects show fundamental differences between the

two linguistically related dialects.
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English: Chinese pinyin tone Mandarin
ideograph: romanization: number:

Chengdu

y8ng level-tone ~8.2fF (Y8ngplng,:;,178f1g) 2nd

)/117 level-tone ~JPfF (ylnplng.:5'1J8ng) 1st

4th

3rd(sIJ8ng,:;,178ng)

leaving-tone

rising-tone

Figure 4.1

Comparison of Speech-Tones in the Chengdu and Mandarin Dialects

Sichuan dialect and Mandarin both belong to the northern system of

Chinese dialects (beifang fangyan xitong ~ t1fng ~ m.). For this

reason, the two dialects share the same writing system, and pronounce

many of the written-characters using the same, or similar, speech sounds.

However, except for the first tone. the speech-tones in the two dialects

are quite different. In both Chengdu dialect and Mandarin, the first tone is

pronounced using a pitch that is high and level. The second tone in

Chengdu dialect, however, is a falling tone which has a pitch progression of

"2 1." In Mandarin the same pitch is a rising tone having a "3 5" pitch

progression. The third and fourth tones of Chengdu dialect are exactly

opposite from Mandarin in pitch direction. The Chengdu third tone is a

falling tone with a pitch progression of "5 3," while Mandarin's is a falling

then-rising tone with a "2 1 4" pitch progression. Conversely, the fourth
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tone in Mandarin falls with a "5 1" pitch progression. while that of the

Chengdu dialect falls before rising with a "2 1 4" pitch progression. The

similarities in the speech sounds. but contrasting natures of some of the

speech-tones of Mandarin and Chengdu dialects, no doubt make

commercial transactions between Chengdu and Beijing a bit confusing. In

both dialects the word ''mai " (~) spoken with a 3rd tone means "to buy."

but "mai " (~), spoken with a 4th tone means "to sell."

Many qupai are thought to have derived from such early Chinese

poetic styles as ci and qu, In these literary traditions, the regulation of

speech-tone patterns in the text was an integral part of the poetic form.

In the defmition of qupai as given in the Dictionary of Chinese xiqu and

QJJ!Ji: (Chapter I, p. 15), it seems that the regulation of tonal patterns

within qupai song texts is a standard feature of all qupai musical systems.

In some qupai musical systems this may be so, but in the Sichuan opera

gaoqiang musical system the pattern of song text speech-tones is not

controlled by qupai lyric form.

Rhyme

The speech-sounds of Chinese words can be divided into two

structural parts: an "initial consonant" (shengmu F ~), and a "final

vowel" (ywunu i~ -£ij:). The initial consonant of a Chinese word is the

consonant, or consonant pair, which begin each syllable. For example, the

I t I, I P l , and / ch / in the words "ta " "pan. " and "ehi. "2 The vowels

Ii/ and / u I can also serve as initial consonants. but are considered

"semi-vowels" when they do. When serving as initial consonants, the semi

vowels, / i / and / u / are written I y / and I w /, respectively.s Excluding

/ y I and I w l , there are nineteen consonants which serve as initial
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consonants in the Sichuan dialect spoken in Chengdu as compared to

twenty-one in Mandarin," Although called a "final vowel." the concluding

portion of a Chinese word may consist either of vowels alone. or a

combination of vowels and the consonants I n I and I ng 1.5

Rhyme is a characteristic feature of poetry traditions in China,

including song lyric composition. In Sichuan opera, all song lyrics feature

an identifiable rhyme scheme. This scheme is based on the speech-sound

of the final word in each lyric line--specifically, on the final vowel portion

of the speech-sound.

Example 4.1

Rhyme SCheme in a Passage ofGaoqiang gupai Song Text6

ella oa sixial7tllai fal7 ou x/eno.- ---,

~B1t@9=t~~W· '"
t1ei r Ilua .vual7 ,::"17017!J soso yC? xi~i7..~

-- ~ rhyming
:f1*~*:f1*~~, ~ words

Bu osadie laiouoaol7ial7tl,7
EjiEji1* 8~ 1J~}l"ii ~~.

Dal7 dal7 osodeos qil7!J lal7t].

In the song text example above, the words "xianq. " "xiang " "niang "

and "lang" are the flnals words found on each lyric line. These are the

words on which the rhyme scheme for the song is based. These words are

termed the "yunjiao " (~~ MJ lit.. "rhyme foot") of the song text. The

consonants I xt , I n I. and I I I are the the initial consonants of the four

rhyme base words. but are not elements which determine the rhyme
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scheme. This is based solely on the final vowel portions of the four words,

which is either I iang I or I ang I. Although rhyme is a characteristic

feature of all Sichuan opera gaoqiang qupai song texts, it is not one of the

areas which is governed by lyric form specifications. A comparison of

several songs created from the same qupai reveals that although a rhyme

scheme is always present (usually the same throughout), the rhyme

schemes are not based on the same final vowel combinations.

Dou

The words in gaoqiang qupai song texts are organized into lyric

lines of various lengths. Each line constitutes a syntactically complete

linguistic unit. Within each lyric line, words are further organized into one

or more units called "dou," In her study of Beijing opera musical systems,

Elizabeth Wichmann found the division of a lyric line into dou to be related

to both the semantic and rhythmic properties of the lyric line (1991, 33).

In gaoqiang music, the same conditions can be observed. The following

example shows how a single line of song lyrics containing ten words is

broken down into three dou :

lstdou

.!::5~*
.,VU /7uj/a

You and I

2nddou

1± 1$ mi
za/ :.;17&/7 q/a/7

befare the gods

/er: xia/7gju ::;,'i7;,'

1it incense and vowed.

The first and second dou have three words each, while the third dou

contains four. In both the Chinese and the English versions of the text, the

division of the line into three discreet parts creates a rhythmic structure
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which aids in the clarification of meaning rather than hindering or

distorting it.

The number of words contained in a single lyric line of gaoqiang

qupai music generally ranges from two to twelve. As a result, the number

of dou per lyric line, as well as the number of words per doll, also varies.

In lyric lines containing four words or less, the entire line is usually

treated as a single semantic unit. Two dou are usually present in lines

containing between four to seven words, while either two or three dou are

found in lines comprised of eight to twelve words.

The following figure shows some common dou configurations found

in gaoqiang qupai song lyrics. The number(s) placed within each pair of

parentheses indicates the breakdown of lyric line words into dou A lyric

line containing five words, for example, which is divided into two

dou --the first dou containing three words and the second dou containing

two--would be expressed as: (3 + 2).



words per line

2

3

4

5

6

7

8

9

10
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o'ou per line common o'ou configurations

1 (2)

1 (3)

1 (4)

2 (3+2),(2+3)

2 (3 + 3)

2 (3+4),(4+3)

2 (4+4),(5+3),(3+5)

3 (3+2+3)

2 (5+4),(4+5)

3 (3+4+2),(4+3+2)

2 (4+6),(6+4)(5+5)

3 (3+3+4),(3+4+3)

4 (2+3+2+3)(3+2+3+2)

~d'Ure4.2

Typical Patterns of Lyric Line Division into Dou in Gaoqiang gupai Songs

A number of qupai have lyric forms which require the division of

certain lyric lines into dou. Such lyric forms control both the number of

dou per line, as well as the number of words in each doll. A description of

the lyric form of the qupai [wu yun rnei] Un.t~ ~]), as published in the

text Chuanju gaoqiang qupai; is provided below (Sichuan 1956, 76).

According to this source, the total number of lyric lines in a [wu yun rnei]

song is not controlled. Limitations are made, however, on the number of

words in specific lyric lines. It is on these controlled lines that a specified

breakdown of words into dou can be found.
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line number words per line douconfiauration

1i ne: 1 6 (3 + 3)

line2: 8 (3+5)

line3: 7 (3+4)

1i ne 4: 8 (4 + 4)

line5: 7 (3+4)

line 6-onward:unlimited uncontrolled

final line: 7 (3 + 4)

total numberof lines: unlimited

Figure 4.3

Lyric Form Specifications for a [WU YunMei} gupai Song

A characteristic of many qupai lyric forms can be seen in the [wu yun

mei] example above. Lines which are controlled in tenus of their length

and dou division. are found predominantly in the opening and closing

portions of the song. The structural configuration of the lyric lines in the

central portion of the song. in contrast. is generally left up to the

discretion of the person constructing the song.

The most commonly stipulated dou division in gaoqiang music is for

lines containing seven words. Frequently qupai specifications call for

either a "proper-order seven-word" (shun qi zi JIIm -l::;~) dou division.

where the words are arranged in ascending numerical order ( I.e., 3 + 4).

or a "reverse-order seven-word" (dao qi zi iJ~ -t~) division where the

breakdown is by descending numerical order (i.e.. 4 + 3). In some qupai;

such as [gui po bu jin. yang] ([~~/F~$]), a combination of both

proper-order and reverse-order seven-word dou divisions can be found

(Sichuan 1956. 63).



line number words per line

line 1:
line 2:

line 3:

line 4:

7

7

9

7

douconfiguration

(3 + 4)

(3 + 4)

uncontrolled
(4 + 3)
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line 5-onward:unlimited uncontrolled

total number of lines: unlimited

Figure 4.4

Lyric Fonn of a [Gui Po Bu.rut Yang] gupai Song

Limitations placed on lyric line length are common among many

ganqiang qupai: The majority of qupai lyric forms, however, do not dictate

line division into dou as seen in the [wu yun mei] and [gill po bu jin yang]

examples above. Among those which do, none have lyric forms which

define dou configurations for an entire song composition.

Padding Words

Based on their semantic function in a lyric line, song lyrics can be

divided into two types: "base words" (zhengzi JE.*) and "padding words"

(chenzi ft*) (Johnson 1980. 30). Padding words are words which have

been added to a lyric line to help clarify meaning. These words are

generally of slighter meaning than the song text base words.

. . . very often [padding words are] more colloquial words or
conventional phrases which are easily recognized as such.
Many of them have meanings such as. "You might think he
would ... ", "Do they not say that ...", 'There is a saying that ..
.", and "By good fortune it happened that ..."; they are
somewhat similar to the storyteller's stock phrases and impart
a similar narrative intimacy and directness (Dolby 1976, 56).
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Many gaoqiang qupai lyric forms dictate the number of words per

line for all, or some, of the lyric lines in the song text. Upon analysis of an

actual song example, if the number of words on a given line turns out to be

more than the limit set by the lyric form specifications, the presence of

padding words is confirmed. The lyric form specifications for the qupai

fer lang shen] indicate that line three of a song should contain only seven

words. A comparison of two versions of the same fer lang shen] song

indicates that a padding word has been added to the second.

Example 4.2

Comparison of a Single line ofSong Text in Two Versions ofan fEr Lang Shen}gupai. Song

version 1:

L181717 1181717 !lu8ngyll7g.>;ial7gjlao )/ll7ll

Apair ofyellow orioles call toone other.

version 2:

[Tlng] 1181717 Ilal7gIlU8I7gJ''Ii7gxlal7gjlaoyll7jZ

[Hear] a pair ofyellow orioles call to one other.CJl

It is obvious from the comparison of the two song texts that the word

"Hear" (ting DJT) in version 2 is a padding word. As stated above, the

function of padding words is to aid in the clarification of song text

meaning. Without them, however, the base words in the lyric line would

still preserve the essential meaning of the text. Although the absence of
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the word "Hear" in version 1 makes the song text less specific, the

fundamental meaning of the line is still discernible.

Identifying which words in the song text lyric line are the base

words and which are the padding words is not usually as easy as in the [e r

lang shen] example above. In many cases, it is nearly impossible.

In most cases, padding ... [words] do not "pad" in the sense of
adding only sound, and not meaning, to a line. Rather, they
extend the line beyond its standard length to clarify meaning.
Padding ... [words] are usually added within dou and are an
integral part of the dou as a semantic and rhythmic unit.
Practically speaking, therefore, padding ... [words] cannot be
isolated as individual . . . [words]; it is only possible to point to a
particular dou and say that, because it has more than the basic
number of characters, it includes padding ... [words]
(Wichmann 1991, 34).

Xiqu musical systems which do not use qupai to create their theatre

music fall into a category of systems which are collectively referred to as

"accented-beat tune [musical] systems" (banqiangti if&~1*). Songs in

these musical systems are constructed by combining one of a system's

fundamental tune forms Uiben qudiao ~*' BB iJ~J\ with one its

designated rhythmic structures, called "metrical types" (banshi 1&~).

Recent studies of accented-beat tune musical systems indicate that

although padding words may only minimally affect the meaning of the song

text, they do have a considerable effect on the melodic contour and

rhythmic structure of the music. This effect is due primarily to the

couplet-based lyric form which is commonly used in this type of musical

system. Each lyric couplet typically consists of two lines of song text, each

containing either five, seven, or ten words. The first line of the couplet,

termed the "upper line" (Shangjll L 1ij), has specific melodic contour,

cadence, and rhythmic features which are identified with it. Similarly, the
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second line of the couplet, the "lower line" (xiaju T 1ij), also possesses

musical material unique to it. Through alternating the musical material

between the upper and lower lines of the couplet, "a feeling of suspense in

line one and a sense of repose in line two" is created (Pian 1975. 66).

Understandably, the addition of padding words to this even line length

song text structure could disrupt the balanced nature of the lyric form and

its music. Padding words are frequently found in Sichuan opera gaoqiang

song lyrics. Because the lyric forms of most qupai in the tradition consist

of lyric lines of uneven length, rather than the even length lines of

couplets, the effect of altering the melodic and rhythmic structure through

the presence of padding words is much less apparent.

Patterns of Lyric Form

Among the hundreds of qupai which constitute the gaoqiang

musical system, only three basic types of lyric form are present. I will call

these three types: regulated, semi-regulated and unregulated. I will

categorize each lyric form as belonging to one of the three styles based on

the amount of control placed on the number of words per lyric line (zishu*~) and on the total number of lines (jushu 1ij~) in the song.

Regulated lyric form qupai are those whose specifications mandate the

number of words in each lyric line, as well as the overall number of lyric

lines. For qupai featuring a semi-regulated lyric form, only the number of

words in specific lyric lines are controlled. In this type of lyric form,

however, limitations are not placed on the total number of lyric lines of

text. Unregulated lyric form qupai; as the name suggests, are free from all

lyric form control. These song texts can feature as many words per line as
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desired, and have an unlimited number of lyric lines. Of the 164 qupai

documented in the two-volume publication Sichuan opera gaoqiang qupai,

sixty-five (or 40 %) featured a regulated lyric form, ninety-four (or 57%)

had a semi-regulated form, but only five (or 3%) fell into the unregulated

lyric form category (Sichuan 1956 and 1959).

Both regulated and semi-regulated lyric form qupai periodically

stipulate the breakdown of specific lyric lines into doll. In both types of

lyric forms, those lines which have specified dou breakdowns are located

in the same portions of the song text--the beginning and end. Given

however, the infrequency of stipulated dou divisions among gaoqiang qupai

lyric forms, I have not considered this aspect of lyric form to be a

significant factor in lyric form classification.

Regulated Lyric Form

Following the semi-regulated lyric form, the regulated lyric form is

the most common type of lyric form in the gaoqiang musical system.

Qupai featuring this lyric form are sometimes referred to as "uneven line

[length]" (changduanju *m1:ij lit., "long [and] short lines") qupai

because they often have a different number of words in each lyric line of

song text.?
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Example 4.3

ReguJated Lyric Fonn ofan fErLang Shen] gupai SongS

song text: words per line:

1t~ ~~ ~~ IWi~~, (7)

JLLl~A~~%' (7)

iE!~*~1ir~~, (7)

iii~jg~~mF' (7)

/F EE A;g1f~1E, (7)

Jts OJT~~*lJfi:F' (7)

~*JJm! (3)

~@~~$, (5)

{!i.l:rs~~. (5)

total number of lines: 9

In the ler lang shen] qupai song above, the flrst six lines in the song

text each contain seven words. The irregular length of the last three lines

in the song, however, breaks the regular pattern of line length established

at the beginning of the song. It is not a requirement of regulated lyric

form qupai that no two lines of song text contain the same number of

words. A large number of regulated lyric form qupai are similar to the l e r

lang shen] example above. Among these qupai, the majority of lines may

be the same length, while a few lines are either shorter or longer.

For the vast majority of regulated lyric form qupai, the exact number

of words per line as well as the total number of lines in the song text is

predetermined. However, padding words can be added to a lyric line of

either a regulated or semi-regulated lyric form qupai song without altering

the lyric form or changing the identity of the qupai.
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The lyric form specifications for a number of regulated lyric form

qupai are slightly more flexible in nature than what is seen in the fer lang

shenj qupai example above. The lyric form specifications for the [nan z1uL

yunj ([~ttn"i;ll qupai, for example, allow the theatre practitioner to

make specific choices in both individual line and overall song text length.

These choices, however, are not without restrictions. The specifications

for a [tian zhu yunj song state that the total number of lines be either

"seven or eight" (Sichuan 1956, 135). The practitioner does not have the

option of creating a larger or shorter song text. Doing this would not only

alter the lyric form, but also the musical and performer-assignation

structures of the qUPaL Such changes could affect qupai identity and

therefore, its ability to function dramatically in performance.

For the [tian zhu yunj qupai; choices are also given in the area of line

length. As shown below, lines three through seven may contain either five

or seven words per line (1956, 135). The specifications dictate, however,

that the final line in the song must contain seven words. Therefore, if a

song contains eight lines of text, line seven may contain either five or

seven words. If not, line seven must contain seven words.



line number

line 1:

line 2:

lines 3-7:

final line:

words per line

4

5

5 or 7

7

total number of lines: 7 or 8
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Figure 4.5

Regulated Lyric Fonn Specifications for a [Ti.an Zhu YWJlgupai Song

The several hundred qupai which constitute the repertoire of the

gaoqiang musical system, share a considerable amount of melodic material

among them. Within the tradition. those qupai sharing such musical

relationships are recognized, and referred to by such terminology as

"same-category qupai .. (tonglei qupai ~*B!r~) and "sworn-brother

qupai" (xiongdi qupai Jt~ liB AA!). The most important distinguishing

feature among musically-related qupai are their lyric forms and

performer-assignation structures. [Dayagu] ([*~n]) and [shao ye

xiang] ([~;ezW]). for example, are musically-related qupai. each

comprised of seven lyric lines (Qiu unpublished, 27-28). Differences in

lyric line length. however. can be found on lines one, six, and seven of the

two qupai. Because of the strictness of the lyric structures among

regulated lyric form qupai; this difference in line length becomes a

primary means of distinguishing between the two qupai.
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Example 4.4

Comparison of the Lyric Fonns in aIDa Ya Gu} and a[Shao Ye X1ang]Qupai Song9

(day-aguI (shao y-8 x langl.. ~B~~~r, ( 5) ~~jJJH~~ B*. ( 7)

- Jtlffi*-Jt*". ( 7) fb ti' iJ~~A W!:I1!f. ( 7)

~~~~~~~ ( 7) 7j<. q:r~ JxUJi~ i;b. (7)- r;..o.;. .::c. ...I:I~.

~~~ Off li]J[~. ( 7) -~~~~ImW· ( 7)

~ff s -a-I ( 3) -l;k1l1~! ( 3)JIT.=E ~ ... 1t~ .1>&.. ( 3) ~*jg~• ( 4)

.. ffl :¥~Jfa~1f :i> (6 ) EfjL~1:EL· ( 4)

Semi-Regulated Lyric Form

Gaoqiang qupai featuring the second style of lyric form structure-

the semi-regulated lyric form-vare the most common in the repertoire.

Semi-regulated lyric form qupai are distinguished by the fact that certain

parts of the song are restricted in lyric structure, while others are not.

Among most in this category, the total number of lyric lines in the song

text is not controlled. Limitations on the number of words in specific lyric

lines, however, are present.

There are two distinct types of semi-regulated lyric form qupai:

(I) those having an uneven line length lyric form, and [ii] those having a

couplet-based (i.e., even line length) lyric form. The lyric form of a [zhe gu

tian] ([Jft~~7(]) qupai song demonstrates a semi-regulated uneven line

length lyric form (Sichuan 1959, 56).



145

words per 1i ne

4

7

7 or 8

7

5

unlimited

7

line number

line 1:

line 2:

lines 3:

line 4:

line 5:

line 6-onward:

final line:

total number of lines: unlimited

Figure 4.6

Lyric Form Specifications for a [Zhe Gu Tianl Qupai. Song

The [zhe gu tian] qupai lyric form reveals a common characteristic of

semi-regulated uneven line length lyric form qupai. Here, a portion of the

qupai is not regulated in terms of the number of words per lyric line. This

unregulated portion is usually located in the central part of the song text.

Those portions of the song which are regulated surround on either side

this unregulated portion. Within the regulated portions of the song, it is

common to find lyric lines of uneven length. In the unregulated portion,

however, a couplet-based lyric form consisting of either five- or seven

word-per-line couplets is generally found. Because of the use of a couplet

based structure, an even number of lyric lines is usually present in the

unregulated portion of the song.
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Example 4.5

Regulated and Unregulated Song Text Portions in a semi-Regulated Lyric Fonn [Zhe Gu Tian]
Qulxd Song 10

lijf~JXt~.

m*i.~#Wf7f;?J\!

fz7(~ jffi~Ja il'~,
}~ *-l1~ I*Jm~:pj(.

~~**~~!

~~*~5t:f~,

g~@1*M,

~M7f;iH~,

~9E:f~I~.

~9E:f~~$I~!

regulated (uneven line length)

unregulated (couplet-based)

}- regulated (uneven line length)

A less common form of semi-regulated lyric form qupai are those

constructed using a couplet-based lyric structure throughout. These even

line length qupai 11 use five, seven, or ten words per line, and are

unlimited in terms of the number of couplets, and therefore, lyric lines

which they may contain. 12 Due to their couplet-based lyric form, however,

the total number of lines in a song is usually even.
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Example 4.6

Even Ilne Length semi-Regulated Lyric Form of a [SuD Chuang Lang]Qupai. Song13

1&*i~~-SJl*. (7)

1*3*#Jre!lliMt· (7)

iili~~~3i 7C~l. ( 7)

1tt.:tlm:m£J:~~. (7)

~*rl"f7Cm:±. ( 7)

1~3<R3~~~' (7)

Among even line length qupai, a few have lyric forms which

determine the exact length of the lyric lines constituting the song text.

The specifications for the [suo chuang lang] ([llQ"ti ~~]) qupai, for

example, indicate that all songs should be constructed using seven-word

per-line couplets (Sichuan 1956, 268). However, specifications for other

even line length qupai give the opera practitioner more freedom in this

regard. [Lao hong na ao] ([:t;;1~PI1*]) qupai songs, for example, may

use couplets of either seven or ten words per line (Sichuan 1956, 23).

Unregulated Lyric Form

The least common lyric form found in the gaoqiang musical system

is the unregulated. The primary distinguishing feature of unregulated lyric

form qupai is that neither the number of words per line, nor the total

number of lines, is specified. Most unregulated lyric form qupai are

classified as "declamatory qupai " (langsong qupai M1m Elt Wt!) because

their musical structures contain little or no melodic material. Many

declamatory qupai feature only an underlying rhythmic structure over
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which the qupai lyrics are uttered in a half-spoken. half-sung (banjiang

ban chang .:p"*-¥ n~) manner. A number of declamatory qupai such as

[Ice ke zi] ([,,*,,*-1"]). however. do not have a set rhythmic structure

supporting the vocal articulation of the song text. In [Ice ke zi} songs. a

percussion pattern such as "liang chui " (n-m:jj ") is instead played after

the vocalization of each lyric line.

Example 4.7

Four lines of an Unregulated Lyric Fonn [Ke Ke Zij gupai Song 14

songtext: percussion pattern:

,8IFf A 3Yi £ if~ 1£mif~,

~J:fl:$*~•.
~~ Q 7'0Jl Jib"J" A BgffF:~,

gl i~~±ifOOJXt·

trtr t)J* ~

trtr t)J * :If
trtr t)J* ~

trtr t)JW ~

A number of Sichuan opera scholars do not consider declamatory

qupai to be part of the repertoire of the gaoqiang musical system because

of the minimal amount of melodic material which they possess. and for the

fact that most are also found in the other Sichuan opera musical systems

such as huqinqiang and tanxi. Of the unregulated lyric form qupai

identified in the publication Sichuan opera gaoqiang qupai, only the qupai

[yuan lin hao] ([Ii** jff]) is not considered a declamatory qupai. If

declamatory qupai. are excluded. the number of unregulated lyric form

qupai in the gaoqiang musical system would drop to less than 1%. A

comparison of the texts of two [yuan Un fWD] qupai songs shows the degree

of lyric form flexibility present in unregulated qupai.
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Example 4.8

Comparison of the Unregulated Lyric Forms ofTwo [Yuan Lin Hao]Qupa.i s ongs 15

song 1
words per line:

~/m.~. 3

txtEJ-ffl:. 3

Wt iffldtlUAJru,~~ '*M1£. 10

~ ll~"9.J!.:r @1JJ~, 7
im§-m~! 4

total number of lines: 5

song 2
words per 1i ne:

~IH~ ~i£;rl'r-i. 7

1tOOtt~~ !i1m:. 7

g!il!mlE!)(~otJI~, 8

M:E$/F~!$~! 7

total number of lines: 4

To summarize, among the several hundred qupai present in the

repertoire of the gaoqiang musical system, three styles of song text

organization can be found: regulated, semi-regulated, and unregulated lyric

forms. Distinguishing the three from one another is the degree of

structural control over song text organization which they exert. The

regulated lyric form is the most restrictive because it limits both the

number of words per lyric line and the total number of lines in a song. The

unregulated lyric form, in contrast, demands no particular song text

arrangement whatsoever. The semi-regulated lyric form falls somewhere

in between these two extremes with controls being placed on certain

portions of the song text, while not on others.

Each gaoqiang qupai is a complete song form providing theatre

practitioners with the musical material, a pattern of helping chorus and

actor vocalizations, and a particular textual arrangement, with which to

construct an opera song. In that songs serve a variety of different



150

interpretive and communicative functions in performance, it is

understandable that individual qupai provide practitioners with slightly

different structural materials. Recreating the particular configuration of

materials allows a song to serve its designated dramatic function. The

ability to recreate a qupai 's structural configuration indicates that a degree

of structural consistency is present within each qupai. Analysis of the

three qupai lyric forms has shown that varying degrees of structural

permanence are present. In the following chapters as patterns of

performer assignment and musical structure are examined, correlations

between the degree of rigidity in a qupai 's lyric form and the presence of

specific musical and performer-assignation structures will be seen. This

information will show the integrated nature of the gaoqiang qupai

structural form.
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Notes to Chapter IV

GAOQIANG QUPAI LYRIC FORM

1 "Canton" is the Cantonese pronunciation of the written-characters

"r *'."In Mandarin, the same two written-characters are pronounced

"Guangdong."

2 Pairs of slanting lines (i.e., I I) are used to enclose the pinyin

transliterations of all Chinese vowel and consonant sounds. Quotation

marks are placed around individual letters or words.

3 In Mandarin, the vowel I a I as in the word "ai" (~ meaning, "to

love") can initiate a word, but is not counted as one of the initial

consonants. In Sichuan dialect, only the vowels I i I and I u I in their

consonant forms

I y I and I w I can do this. In Sichuan dialect, the consonant blend I ng I

is usually placed before the I a I in words like "ai ," creating the speech

sound I ngai /.

4 These nineteen are: I b, c, d, f, g, h, j, k, m. n, no, ng, p,

q, r, s, t, X, z I. The twenty-one initial consonants of Mandarin are:

I b, c, ch, d, f, g, h, j, k.T, m, n, p, q, r, s, sh, t, x, z, zh I.

5 There are six vowels (yuanyin ft if) used in Chengdu, Sichuan

dialect: I i t, I u I, I 11 I, I a I, I 0 I and I e I. In various combinations

these vowels and consonants form the one thousand and twenty different

speech-sounds in the dialect (Liang 1987, 16).
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6 This passage of song text is performed by the dan character Wang

Ruilan (~j*~) in the scene "Two Vow Before the Moon" ("Shuang boi

yue," XJ(n f1 ), from the play The Secluded Boudoir (You guiji ~ III
i2.).

7 Because c i poems were also characterized by their uneven line

lengths, some Sichuan opera practitioners refer to the regulated lyric form

as the "ci. style" (citi iP11*) (Qiu unpublished, 27). Unlike ci poems,

however, gaoqiang qupai lyric form does not control speech-tone patterns

or rhyme schemes

8 This [er lang sheng] song passage is sung by the dan character Lu

Zhaorong (p BB$) in the scene Picking Red Plums" ("Zhai hong mei"

Ii~I iF!), fro~ the play The Red Plwn (Hong mei ji ~I1ij12). The

romanization of the text is as follows:
Hua. zhi yin yin ge chuang ling,

Ji du jiao ren cheng gu ling.

DWl yuan dong jun chang guan ling,

Shill xiang gao lou heng di sheng.

Bu you reti Ian gan xie ping.

Pa ting jin qiang quan fei sheng.

Meng chu xing!

MWl yuan chun se nen,

Shi shui qiao zhuang cheng.

9 This fda ya guJ qupai song is sung by the character Liang Wudi

(~:ftt;,*,) in the scene "Leaving the Palace on an Expedition" ("Bie gong

chu zheng" jlJ '8' lJj ::fiE), from the play Celebration Cloud Palace (Qing
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YWlfjong i*:.*'8'). The pinyin romanization of the song text is as

follows:
Chun ti lUD can Irong,

Ci pian xi lai yi pian dong.

Kan xian hai tang kong jie tui;

Wei wang CUD ting wu geng z1wng.

Jin huang gong!

Long xie feng,

Yang s1wu shan qi wang zi tong.

Although ascribed to the houseman (jiayuan *~) in the scene

"Enjoying Summer "("Shang xia" ~~). from the play The Lute (Pipa ji

EE.~ lC). this [shao ye xiang] qupai song is actually sung by the helping

chorus. The pinyin romanization of the song text is as follows:
Lii. shu yin nang xia ti chang,

Lou tai dao ying ru. chi tang.

Shui z1wng wei feng Han yi dong,

Yijia qiang wei man yuan xiang.

Yin xia shang!

Zhu Han gao lou,

Ming yue zai shang.

10 This [zhe gu nan] qupai song is sung as a duet by the sheng and

dan characters Liang Shanbo (gw; L1J 1En and Zhu Yingtai (~~ 1:1') in the

scene "Calling On a Friend" ("Fang you" 1jj~), from the play In the Shade

of the Willows (Liu. yinji 19~Mml. The romanization of the song text is

as follows:

Duan xian. feng zheng,

Yin ping zhui jing Hang Hfen.

Zoo fu qi hao xi yang tai meng,

Gun you guo nei lao han bing.

Yin qtn. shi bu cheng!

Yin qin ji bu cheng,

Zhi yao hui jia. ting,
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Nan jie Ii bie hen,

Zong si bu wang qing.

Zong si bu wang xiari di qing!

11 Some in Sichuan opera circles refer to this style of lyric

construction as the "liishi style" (liishi ti ~ i=l1* lit., "regulated verse"),

because of its resemblance to the poetry tradition of the same name that

was popular during the Tang dynasty (Qiu unpublished, 25). Liishi were

eight lines in length and contained either five or seven words per line.

Like the ci; the tonal patterns and rhyme schemes of liishi were also

closely controlled. In Sichuan opera gaoqiang lyric structure, these latter

two aspects of the liishi tradition are not preserved.

12 While most even line length qupai set no limitations on the

overall length of the song text, a few do. For instance, specifications for

[suo chuang lang] indicate that the number of lines should not exceed ten

(Sichuan 1956, 268).

1 3 This song passage is sung by the character Xu Gan (t* -f) in the

play Ban Chao (}}J! !B.l. The pinyin romanization of the song text is as

follows:
Ta ben cang hai yi ming zhu,

Xiu. dang zoo jing di wa qu.

Ru sheng pin zhi yu wu xia;

Zhi biari zhui deng mu qu shi.

Gu lai men xia wu xu shi;

Lun jiao you dang jin zhong sm.

14 This [Ice ke zi] qupai song is performed by the character Wu She

(1li~) in the scene "Golden Pavilion" ("Jin dian "~~), from the play
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Leaving Tang County (Chu tang yi ttl~ ~). The romanization of the

song text is as follows:
Ji de Ten xufa dao shu slwang mei zhou;

Jun shang zoo shi iai hun yong.

Dou zhi wei zhe xie xiao Ten an zuo nong,

Yin youjun wang hum guo feng.

15 Song 1 is sung by the dan character Jiao Guiying (~~~) in

the scene "Checking Sentiments" ("Qing tan" ~~i*). from the play

Burning Incense (Fen xiangji jrt~i2.). The pinyin romanization of the

song text is as follows:
Huan si cai;

Quan xiang dai;

You kong ta cong qian en ai yi ran zai;

Hao jiao nu qian hui wan zhuan..
Chu mu shang 1wail

Song 2 is sung by the dan character Wang Zhaojun (3: BBg) in the

scene "Wenlin Temple" ("Wenlin miao" Y:1*JEifl. from the play The

Chaste Woman of the Han (Han zhen lie ~x..vi ~~~). The pinyin

romanization of the song text is as follows:
Dou zhi wei jin shou jie cao,

Fen gun you liie jin chen dao.

Bei di li ba wen wu chao xiao,

Cong jun ming bu gan ci lao!
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CHAPTER V

GAOQIANG QUPAI PERFORMER-ASSIGNATION STRUCTURE

The second element constituting the internal structure of Sichuan

opera gaoqiang qupai is the performer-assignation structure. This area of

qupai form is concerned with the assignment of specific parts of the qupai

song to either the stage actor or the helping chorus to sing in

performance. Never in gaoqiang performance will the actor and helping

chorus be heard vocalizing the same passage together. Performer

assignment is usually made in units of a single lyric line, but occasionally

occurs by individual words within a lyric line.

An analysis of the various performer-assignation structures of qupai

reveals the presence of a number of different patterns of vocal

arrangement. Correlations between these patterns and specific types of

qupai lyric form can be seen. From examination of performer-assignation

structure patterns, it is also apparent that a relationship exists between

the placement of nonsensical syllables (i.e., vocables) in the song text and

the organization of helping chorus lines in qupai songs.

During the vocalizations of both the actor and the helping chorus, the

percussion ensemble provides rhythmic support through the performance

of percussion patterns. The exact nature of this percussion

accompaniment varies considerably depending on whether it is for the

actor or for the helping chorus. Nonetheless. percussion accompaniment

is always present durmg song vocalizations regardless of who the vocalist

is. By dictating who is to perform which parts of a song, the performer

assignation structure also affects the nature of the percussion music to be

played. A similar effect on the melodic structure can also be found.
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Each time a qupai song is performed. the assignment of vocalizing

entities to specific parts of that song remains the same. Below the lyric

forms and performer-assignation structures of two fer lang shen] qupai

songs are compared. In this example, those portions of the song assigned

to the helping chorus have been underlined. The initials "he" or "a."

indicating either the "helping chorus" or "actor," have also been placed

after each lyric line of song text to indicate performer assignment.

song 1: song 2:

a1*JXtii~*~1¥, ( 7) he 1t~~~~~ti~, ( 7) he

iI.~~~H~m~· ( 7) he JL~$kA~M.%· ( 7) he

Wi Wi1t'jJ 1E1 []~ m, (7) a i§!~1.Rg~/f~, ( 7) a

!f.~'B~1al:f~. ( 7) he iitrnJ~~~iiF' ( 7) he

w1Sm@*:f~, (7) a ~E8 A~tfil1t, (7) a

- rt ~I1!f ttlif~· ( 7) he Jt80JT~~*~F' ( 7) he

~~I~! ( 3) he ~*)Jm! ( 3) he

-11t1.R JXl~, (4) a ~@1S~, ( 4) a

~JiX~rm~· (5 ) he ~iitV5~~· ( 5) he

Figure 5.1

Comparison of the Lyric Forms and Perfonner-Assignation Structures of Two fEr Lang Shen]
Qupai. Songsl

fEr lang shen] is a qupai which features a regulated lyric form. In

both song examples above. the same number of lyric lines, as well as words

per lyric line, can be found. Similar consistency in the assignment of

vocalizing entities to specific lyric lines is present. Lines one. two. four.

six, seven, and nine are designated as helping chorus lines, while lines

three, five. and eight are given to the actor.
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Like a qupai 's lyric form and musical structure, its performer

assignation structure is an important factor in deflning qupai identity. Any

variation in performer-assignation structure can result in the loss of qupai

identity. If such stability were not present among structural elements,

differentiating between the hundreds of qupai in the gaoqiang musical

system repertoire would not be possible.

Although changes to one aspect of qupai internal structure can affect

a qupai 's independent status in the repertoire, it is important to

understand that the three aspects of qupai internal form are not

completely independent of one another. In other words, changes to either

the lyric form, performer-assignation structure, or musical structure of a

qupai; not only affect that particular structure, but also may affect one or

more of the others. If the lyric form of a qupai indicates that a song

should contain seven lyric lines, and that four of these lines are to be sung

by the helping chorus, then the addition or subtraction of a single lyric line

will affect changes in two songs of qupai internal structure: lyric form and

performer-assignation structure. As Chapter VI will show, fundamental

differences exist between the musical structures of helping chorus and

actor music. For this reason, changes in qupai performer-assignation

structure will also alter the overall musical structure of the song. Hence,

by changing one aspect of qupai internal structure (lyric form), alterations

will be made to the two remaining aspects (performer-assignation and

musical structure). Although differences in one aspect of internal

structure is often cited by Sichuan opera practitioners and scholars as

being the primary distinguishing feature between two qupai, in actuality it

is more likely that other aspects of internal structure are also affected by

such a change, albeit some to a lesser degree.
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Methods of Description

In order to distinguish between the vocalizations of the actor

and those of the helping chorus in the context of qupai song performance,

Sichuan opera practitioners use different verbs to refer to the actions of

each. "Singing" (chang U~) is how Sichuan opera practitioners describe

what the actor does onstage during passages of song, while the term

"helping" (bang ~) is used when discussing the same action performed

by the helping chorus. Consequently, qupai such as [er lang shen], which

are dominated by helping chorus lyric lines (six out of its nine lyrics lines

are assigned to the helping chorus), are described as being "helped a lot,

sung a little" (bang duo chang shao =M ~ U~ p). Conversely, those qupai

which feature more actor lines than helping chorus lines are characterized

as "sung a lot, helped a little" (chang duo bang shao U~ ~ =M p ).
A qupai 's performer-assignation structure is described by Sichuan

opera practitioners and scholars in terms of the assignment of passages to

the helping chorus. By relaying information about the particular

arrangement of helping chorus lines L'1 a song, called its "method-of

helping" (bangfa ~ ~), information is also conveyed about the actor's

vocalization pattern. It is always understood that those lyric lines, or parts

of lyric lines, which are not assigned to the helping chorus will be sung by

the actor in performance.

There are two reasons why the performer-asstgnation structure of

gaoqiang qupai is described in terms of the helping chorus. The first

reason has to do with efficiency. It is the perception of native theatre

practitioners that the dramatic presentation of xiqu in general, and
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Sichuan opera specifically. is primarily the domain of the actor. Although

in gaoqiang performance both the helping chorus and percussion

orchestra play important roles in the dramatic presentation, neither

replaces the function of the actor.

The nucleus of xiqu is acting/performance. The characteristic of
the helping chorus is that through its connection with the actor. it
provides [a vehicle of] expression. In other words. an independent
function of the helping chorus is dissolved within the art of the
actor's performance (Jia 1985, 51).

In gaoqiang performance, actors serve as the principal

communicators of the dramatic text. The helping chorus and percussion

orchestra are present to support, and complement, these efforts. As it is

the actors who sing the majority of qupai song passages, to describe qupai

performer-asstgnation structure in terms of helping chorus passages seems

quite logical. Rather than addressing the rule by indicating which parts of

a song are assigned to the actor, qupai descriptions make reference to the

exceptions, which are the helping chorus lines.

Qupai performer-assignation structure is also described in terms of

its helping chorus lines because of the ability of a qupai 's "method-of

helping" to define qupai identity.

[There are] several hundred qupai --each having its own method-of
helping, each having its own rules. Among some qupai the method
of-helping and rules are completely different, among others these
differences are only slight. Some if altered just slightly, will become
the contents of another qupaL Such changes are primarily embodied
in the helping chorus (actor's passages can only differentiate
between [general] types of qupai, but cannot be the difference
between individual qupai). The differences between Sichuan opera
gaoqiang music's several hundred qupai; are primarily produced by
the various changes in the helping chorus. Different methods-of
helping form different qupai. The appearance of the helping chorus,
therefore, expresses the qupai 's function and distinguishing features
(Jia 1985, 50).
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As indicated above, there is considerable interdependence among

qupai structural elements-vparticularly between performer-assignation and

musical structures. Therefore, when Jia calls a qupai 's "method-of

helping" the fundamental factor in determining its identity, he is also

implying the presence of a certain type of musical structure. In other

words, by assigning certain lines to the helping chorus both the

vocalization pattern and musical structure of the song are determined.

Patterns of Performer Assignment

The majority of qupai performer-assignation structures assign

individual lyric lines in the song text to either the actor or the helping

chorus. In a number of qupai, however, this structure may divide the

vocalization of a single lyric line between the two vocalizing entities. In

such cases, performer assignment is indicated by word number. The qupai

[san xue shi] ([.:::~±]) has a regulated lyric form which mandates a

total of seven lyric lines of song text (Sichuan 1959, 270). The opening

two lines of a [san xue shi] song should contain seven words each. The

first four words in line one, and the first three in line two, are assigned to

the actor. The final three words in line one, and the final four in line two,

are given to the helping chorus. None of the remaining lines in the song,

however, are divided between the helping chorus and the actor in this

fashion. They have instead been assigned in their entirety to one or the

other vocalizing bodies.



3~~f-~~~,

*1fi;JJ.a.11f~.

~JLlif*ftm~,

~Vi -m Jli< ~~~~ -i;.
3~jJ!

3~jJftn~~~,

7C f&J mtimn~.

a + he (4 + 3)

a + he (3 + 4)

he

he

he

a

he
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Figure 5.2

Perfonner-Assignation Structure of a [san Xue ShijQupa1 Song2

As indicated in Chapter IV, a number of qupai lyric forms mandate

the division of certain lyric lines into doll, The published descriptions of

the [san xue shi] lyric form do not specifically indicate how its lyric lines

should be divided into dou. By dividing the vocalization assignments of

lines one and two between the helping chorus and actor, however, these

lines are in essence being divided into specific dou configurations. The

specifications for the qupai [wu yun mei] (See Chapter IV, p. 135), in

contrast, do indicate that specific lyric lines should be divided into dou.,

but do not assign vocalists according to these dou configurations. Unlike

[san xue shi], [wu yun mei] performer assignment is by full lyric line.

Although a qupai 's lyric form may mandate the breakdown of lines into

doll, its performer-assignation structure does not always reflect these

divisions. Frequently, the specified dou configurations in a song are

related to the nature of the qupai 's musical structure, rather than its

performer-assignation structure.

The exact assignment of vocalists in qupai songs varies as much as

the details of the song text configurations upon which they are based. Just

as identifiable styles of lyric form can be found, patterns in the assignment



163

of vocalists within qupai songs also appear. Not surprisingly. correlations

exist between the various lyric forms and the performer-assignation

patterns of qupai, thus indicating another aspect of mutual

interrelationship and influence among qupai structural elements.

Based on the relative dominance of helping chorus vocalizations. and

the consistent placement of these vocalizations within the song form.

Sichuan opera practitioners have developed specific terminology for

referring to different types of qupai performer-assignation structure. In

the following passages. a number of this structural types will be discussed.

Entirely-Helped Qupai

The performer-assignation specifications for the qupai [bu shi luI

indicate that the entire song is to be sung by the helping chorus; no actor

participation is allowed (Sichuan 1956. 226). The number of qupai like

[bu shi luI which are "entirely-helped qupai It (quanbang qupai ±~
fiB JW) are few. comprising only two percent of the 164 qupai surveyed.

it!t.~7(Ill, he

~mflU klJ .u:I1J~ -i. he

~.M1 he

8~I-=~i&i:¥· he

Figure 5.3

The Entirely-Helped Perfonner-Assignation Structure of a [Bu Shi Lu}gupai Song3

Only four lyric lines in length. [bu shi luI. like all other entirely

helped qupai. features a regulated lyric form which is relatively short in

overall length. Not all regulated lyric form qupai, however. assign all of
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their lyric lines to the helping chorus in the way that [bu shi lui does. A

number of qupai; such as fer lang sheni, contain a mixture of both helping

chorus and actor lines.

At the other end of the spectrum from entirely-helped qupai are

those which exclude the helping chorus from vocal performance. All qupai

featuring this pattern of performer-assignation structure are classified as

declamatory qupai; and therefore feature an unregulated lyric form. As

indicated in Chapter IV, many practitioners and scholars argue for the

exclusion of declamatory qupai from the gaoqiang qupai repertoire. This

perspective is due mainly to the scarcity of melodic material present in

declamatory qupai, and for the fact that most are also found in non

gaoqiang musical systems. The number of qupai which feature an all

actor performer-assignation structure is even less than the number of

entirely-helped qupai--they comprise only 1% of the qupai surveyed.

Mixed Performer-Assignation Structure

The most common form of performer-assignation structure is

one which calls for a mixture of both helping chorus and actor music.

Among such qupai; two distinct styles can be found. In both styles, the

songs are opened and closed by a passage of music which is dominated by

the helping chorus. The length of this passage ranges from a single lyric

line to up to five. It is not uncommon, however. to see that either a

portion of one of the lines (often the first few words of the flrst line of the

song), or an entire lyric line, is assigned to the actor. These short

passages of actor music, however, do not affect the overall sense of

dominance by the helping chorus in the section.
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The primary differentiating factor between the two styles of

performer-assignation structure lies in how the central portion of the

qupai is treated. In one style, as exemplified by the qupai fer lang shen],

lines of helping chorus music are interspersed among actor lines--no

particular pattern of performer assignment, or sense of one vocalist's

dominance over the other, is apparent in this central portion The majority

of qupai structured in this manner feature a regulated lyric form.

fM*JXt ii~*~W:, he ]- opening portion
iL~~~J3~*)J~. he

Wi Wi jit~ 113 []~ lU, a

!it~ 't; ~)fa~'I· he

~'E!~Im~:f~,
central portion

a

-~~I~ilitw-*. he

~~I~! :C}-:w:*JXl.¥:, closing portion

I!'l( jj){~ 1m~. he

Figure 5.4

Placement of Helping Chorus lines in a Regulated Lyric Fonn fErLang Shen]Qupai song4

The second, and more common, style of mixed performer

assignation structure can be seen in such qupai as [suo suo gang] ([~~

~ D. Like [er lang shen], [suo suo gang] also features clearly delineated

opening and closing portions of the song which are dominated by helping

chorus music. The central portion of a [suo SUD gang] song, however, is

clearly controlled by the actor. Such performer assignment results in the

creation of a tripartite vocalizing pattern consisting of two helping chorus

sections sandwiching a passage of actor music. Some in the tradition
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describe such qupai as "rising with helping, [and] falling with helping"

(bangqibangluo ~~~~) (Feng 1982,52).

lyric form: semi-regulated
number of lines: unlimited

line number: words per 1i ne:

linel 5 or 7 WW~$*, he
} opening portion

line 2 5 or 7 ti7~~fi~~, he

line 3-onward unlimited WW~$*, a

~7j<.~~~~, a

~ -'''"'-u itl :iE a-~~n ,
:R~1E!~~, a central portion

~~W l!!1 rr. a

JL.i~~~. a

third-from-the-last line 3 ~.(~.(~I he } _ flying-line
1::::::::I ....:.a.....~....

second-to-the-last line 5 or 7 1ftJL~l*~, a closing portion

final line 5 or 7 JttT~ntfij-. he

Figure 5.5

Lyric Fonn and Performer-Assignation Structure of a [Suo Suo GangJQupa.i Soog5

Most qupai featuring this style of performer assignment have semi

regulated lyric forms. In this lyric form, those portions of the song text

which are controlled in terms of lyric line number and length are generally

located in the opening and closing sections of the song. In terms of

performer-assignation structure, these sections are where the majority of

helping chorus music is located. The central portion of a semi-regulated

lyric form qupai song is generally uncontrolled in terms of the number of

lyric lines and words per line. Usually constructed using a couplet-based

lyric form, this central portion is where the majority of actor music lies.

This pattern of performer-assignation structure was found in 62 % of the
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qupai surveyed. making it by far the most common pattern of performer

assignment.

Elements of Performer-Assignation Structure

Qupai Anatomy

This tripartite performance-assignation structure, which parallels

the tripartite structure of the semi-regulated lyric form, is often described

by Sichuan opera practitioners in anatomical terms. They refer to the

helping chorus-dominated sections at the opening and closing of the qupai

song as the "song-head" (qutou BB~) and "song-tail" (quwei BB~), and

call the actor-dominated passage in the center, the "song-belly" (qufu

BH~) (Zeng 1988, 58).
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(SI./O suogal7g!'

~ LIJ ~ 3JI£~.

~~
~LIJ~3l~.

~]~m~~.

~t~UJftJE.

~~1e!~il8..

~~LIJ l!!1 0,
JL:~i~=tf;fk.
]1[-t'rb"-t'rb"1
1=3~~.

ifJL~1*.f-,
1t""F15f 1ft-fr}.

he J...
he 14--- song-head~jil7lial7Z1]:

a ' he ~

a he~.

a song- belly [ a l} PJT A~ I1JL.
a ~ a ~=f""FLlJJI.,
a a 1t~#~~

~e }- /Che ~t8*fA1t!

a song-taiV

he

Figure 5.6

Song-Head, Song-Belly, and Song-Tail Positions in [Suo SuD Gang] and [Jin Lianzi]Qupai
Songs6

Following a human anatomical model, these three sections are usually

not proportionate to one another in size. Most qupai have shorter head

and tail sections, and a longer torso.

In the term "method-of-helping," the overall pattern of performer

assignment of a qupai song is referenced. Through the use of such terms

as "erect-pillars" (Ii zhu.it ttl. "putting-on-a-hat" (fang maozi :ij)(~if),
and "flying-lines" (feiju ~ 1ijl. however, Sichuan opera practitioners

describe specific aspects of the performer-assignation structure of a qupai.

Each of these terms is associated with a particular position in the song

structure. and refers to a specific pattern of performer assignment. In the

following section, the salient features of these three styles of performer

assignment description are examined.
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Erecting Pillars

"How many pillars are erected?" ("U ji zhu ?" "SL Jt t±?") is a

question which is answered in the specifications of all qupai in the

gaoqiang musical system. To calculate a qupai 's erect-pillars, the number

of lyric lines assigned to the helping chorus at the very onset of a qupai

song are counted. Specifications for a [jin lianzi] ([-i:'3i=f]) qupai song,

for example, indicate that lines one and two are to be sung by the helping

chorus. This qupai; therefore, is said to "erect two pillars" (li er zhu

ft=t±) (Sichuan 1959, 233).

lyric form: semi-regulated
number of lines: unlimited

line number: words per line:

line 1 3 lt~~. hc
} erect pillars

line 2 7 ~1Ii1it. he

line 3-onward 5 ~ OJT A~ OIL. a

~ -f-"F L1J -Ii. a

JIt 13:** 9=t )E. a

final line 5 l5tS;gAi~! he

Figure 5.7

Erect-Pillars Location in a [Jm LianziJQupai Song7

Although a lyric line may be divided between the actor and the

helping chorus, as seen in the [san xue shi] example above, if such division

occurs at the onset of a song, the line is still be calculated as part of the

qupai 's erect-pillars. The number of erect-pillars found in most gaoqiang

qupai ranges from one to five.
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Not all qupai in the repertoire. however. erect-pillars. Some qupai

descriptions. such as those of [gui po yang] ([l£:IJJl$]) and fer lang shen].

indicate that these qupai are "not divided into pillars" (bu fen zoo
:f ii"*-tJ (Sichuan 1956. 50 and 1). There may be a number of reasons

for this. First. as the erect-pillars designation highlights the fact that a

song opens with a passage of helping chorus music. an erect-pillars

calculation for a song which opens with a passage of actor music. as a [gui

po yang] song does. would be impossible. Secondly. although fer lang

shen] songs open with two lines of helping chorus music. the overall

performer-assignation structure of the qupai is dominated by the helping

chorus. [Er lang shen] songs do not contain a large passage of actor

dominated music in its central portion the way that both {jin lianzi] and

[suo suo gang] songs do. Perhaps because of the lack of clearly delineated

actor section in fer lang shen] songs. no erect-pillars designation is made.

The majority of qupai for which erect-pillars calculations are made.

feature the distinct tripartite performer-assignation structure described

above.

Flying-Lines

In approximately 15% of the qupai surveyed. the beginning of

the closing portion of the song is signalled by the appearance of an

unusually short lyric line. This line, called a "flying-line" (feiju Is1f]). is

usually only three or four written-characters in length. The majority of

flying-lines are assigned to the helping chorus.f A flying-line is therefore,

defined by both its lyric form and by its performer-assignation structure.

Among the majority of qupai featuring flying-lines. the tripartite

performer-assignation structure described above is also present. In these
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songs, the flying-line is positioned so that it brings to an end the often

lengthy passage of actor music located in the central portion of the song.

Due to its relative length, flying-lines also serve to interrupt the even-line

length couplet lyric structure which is common in actor passages. The

positioning of the flying-line in a [suo suo gang] qupai song illustrates the

common placement of these line.

wW ~$o/f, he

@bf~f!~~, he

wW ~$o/f, a

~]J<.}~~~, a
~ ....".'-~~ ilJ. 5E: a-~~H '

~*1E!~ug, a

~*W rm 0, a

JL.l~:lf~k· a
~1~1~1 he1:=I"'~'J\.:.I ...ll

f,f JL*:tJt~, a

JttT::(oj at1ft. he

} opening portion

central portion

}

.- flying-line

closing portion

Figure 5.8

Flying-Line Position in a [Suo Suo Gangl gupai Song

Although the closing portions of tripartite performer-assignation

structure qupai are usually dominated by the helping chorus, when a

flying-line is present, it is often immediately followed by a line of actor

music. This single actor line is always longer in length than the flying-line,

and usually followed by one, or more, helping chorus lines of similar

length. Both the qupai [suo suo gang] above and the qupai [hua qiaoer]

([~~ )L]) below share this feature.
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lyric form: semi-regulated
number of lines: unlimited

third-from-the-last line

second-to-the-last line

final line

3

5 or 7

5 or 7

line number:
line 1

line 2

line 3-onward

words per 1ine:
4 or 7 -!' LlJ~7.IQF~~,

7 :l5$--jtl~mJi!

5 or 7 ~ tIJff%1±J«i~,
m~IZ7~~~~~,

J'L*ilJ~~JcrJ~,
1$~-Ra~:!f1r·

~:frR!

"*~mjj1~,

JXt~Ji±M·

he } opening portion
he

~ } central portion

he }.-flYing-line

a closing portion

he

Figure 5.9

Flying-Line Position in a [Hua. giaoerJQupai sang9

Among qupai which have flying-lines but do not feature a tripartite

performer-assignation structure, the placement of the flying-line remains

the same. Here again a single longer line of actor music is often placed

immediately after the flying-line. Different however is the fact that these

flying lines are usually preceded by one or more lines of helping chorus

music.. Although these lines are identical in terms of their performer

assignation structure. the shorter length of the flying-line results in the

creation of a distinct aural effect. The vocalization of this shorter lyric line

comes across as being more energetic and forceful than the preceding line.

The limited length of flying lines affects the song text content and makes

the vocalization of the line sound as if it were an exclamation. In published

Sichuan opera scores. whereas most song lyric lines conclude with either a

comma or period. the song texts of most flying lines terminate with an
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exclamation mark indicating that a different type of vocal delivery is

expected.

The flying-lines of the qupai [san xue shi] and [er lang shen] are

examples of flying-lines which are preceded by longer helping chorus

lines:

[san sue sllli fer lang s!lenI

3A~f~ I,*-l-<~ a + he Ef1*JXtf:lf~ ~i!;i i¥, he7 y,~,

~1fi;tJ:a.J:W~· a + he il.~~~JH~: *JJ~. he

~JL:ff~~JJEm, he MMit~lEr[]~m, a

~m~Jt{~~~JXl-i;'. he ~~ 'B~ Jta ~j>lf· he

3~jJ! he 11-- flyi ng-l i ne ~~~@*:t~, a

3~jJ~r1!W!~~, a -lX~I:e ttl !~*. he

7G f8j mJ\i r1~· he -£~I$i! he ~flying-line

-~*JXt.~, a

I!tjj){~@*. he

Figure 5.10

Flying-Line Positions in {San Xue ShiJ and fErLang Shen}gupai SongslO

The flying-line affects the aural aspect of the dramatic performance

in several different ways. The shorter line length of the flying-line causes a

sudden change to occur in rhythmic structure. Among those qupai in

which the flying-line immediately follows a passage of actor music. the

shift in performer assignment furthers emphasizes this rhythmic change.

Differences in the melodic and rhythmic structures of helping chorus and

actor music are primarily responsible for this.

During song performances. the audience visually observes the actor

onstage, The audience not only detects variation in the rhythmic and

melodic structures of songs caused by changes in performer assignment.
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but also senses a fundamental difference in the nature of the dramatic

presentation when the source of the vocal performance is suddenly shifted

from onstage to off. At one moment, the audience sees and hears the actor

vocalizing the song text. At the next moment, although still visually

following the stylized movement/acting skills of the actor, the source of

the vocal music shifts to offstage. As suddenly as it left, the aural source

returns once again to the stage, only to relocate once again offstage.

Although a change in the aural source is experienced each time a switch

from actor to helping chorus music takes place, the placement of flying

lines in the song text, their shorter length, and the type of textual

information which they contain, make such changes more pronounced

Methods of Qupai Song Initiation

How a qupai song is initiated in performance (qiqiang !a~
Iit., "beginning the melodic-phrase") is described in terms of the

performer-assignation structure of its opening lyric line. When a song is

initiated by the helping chorus, for example, it is referred to as an "even

start" (pingqi J¥-ia). This style of vocal initiation, as demonstrated in the

qupai. [qing na ao] uwifrJI1*]) below, features the helping chorus singing

the entire first line of song text. It is the most common style of song

initiation, found in over half of the qupai surveyed.
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Example 5.1

Even-8tart Style of Initiation in a [Qing Na AD} Qupai Song11

helping chorus (Sings):

isr-- o3 i1 6 - 6 n .:ti 6 5

~ fnJ:t£? (O~)

l7e .::CJi? (va)
Master Pan today?

•• ~II
02333321

~~ ?t $ ~~
Lenqingqing PanLang jin
Cold and cheerless where is

4
"""4

Although an even-start initiation line is sometimes followed by a line

of actor music, more often one or more helping chorus lines will follow.

Collectively, these helping chorus lines form the erect-pillars section of

the song.

When the initiation of a song is shared between the actor and the

helping chorus, it is referred to as "putting-on-a-hat" (:FiX ~'i::r fang

maozi l. In this type of song initiation, the first line of song text is divided

between the actor and the helping chorus, with the actor beginning the

vocalization, and the helping chorus concluding it. This type of song

initiation was found in approximately 30% of the qupai surveyed.

Among putting-on-a-hat song initiations, t70 styles can be found.

The first style, which I term the "half-line intonation style," features the

actor intoning the first part of the lyric line (the exact number of words

usually being dictated by qupai specifications), and the helping chorus

singing the remaining part. The first line of the qupai ltm shi yin]

(r:k: ~ffl sI]) is performed in this way. Of the eight words contained in the

opening line of a ltai shi yin] song, the actor sings only the first three

words, and the helping chorus sings the final five. The parenthesized

words "na " (lIJj~l, toe " (Dj[l, and "a" (DiiJ\ seen in the helping chorus

portion in the itai shi yin] example below, are vocables. The presence of
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vocables is never reflected in the word count of a lyric line, and therefore

does not affect the line's performer-assignation structure. Although their

presence is indicated in both the Chinese and romanized versions of the

song text below, they are not reflected in the English translation.

Example 5.2

Half-Line Intonation Style of Putting-<>n-A-Hat Initiation in a rrai Shi Yut] Qupai Song12

actor (intones):

~ ~ i~· ..
/l..'afl duaflx iaflg .
Looki ng over .

helping chorus (sings): ....-----....
~ ~.~~ ...
61556116535 ~ 1·6

· .. ~1iiJ ft JIG (19l~) ::E, (OiiJ) (f9[)

· .. shihe dai x/an (na) waflg, (a) (e)
· .. the one who takes the place of the former king,

§..~

"6 "5

(OiiP
(a)

Unlike the helping chorus portion of the song text which has a

musical structure that is relatively codified in terms of its melodic and

rhythmic structures, the actor's vocalization is not predetermined in this

way. The melodic and rhythmic features of the actor's intonation are based

primarily on the speech-tones of the song text words, and further

influenced by the dramatic context in which the song is to be used. Two

actors performing the same passage, may therefore have quite different

vocal interpretations, while the helping chorus vocalizations will show

considerable similarity.

Qupai featuring the half-line intonation style of putting-on-a-hat song

initiations are frequently heard at the beginning of scenes when a dramatic

character is about to enter the performance space. The actor will intone
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his I her portion of the lyric line from offstage right, hidden from audience

view, and then enters the stage while the helping chorus sings the

remaining portion of the line.

A second style of putting-on-the-hat song initiation has the actor

intoning the entire first line, and the helping chorus repeating only the

fmal portion. Because the helping chorus is repeating what the actor has

just articulated, such lyric lines are referred to in qupai specifications as

"repeated-lines" (zhongju :I:1ijl. The qupai [san xue shi] features this

style of repeated-line putting-on-a-hat.

Example 5.3

Repeated-Ilne Style of Putting-Qn-A-Hat Initiation in a [San Xue Shi] gupai Song13

actor (intones):

3~7(f~~~,

0817[1//17 tl817 Z/)"'U817 XI817 J?i7[1,

Selecting today [a] virtuous [and] able person,

helping chorus (sings): ~ --.
•• •• 3
.1 2 1....1 2 r \1# ~

~ (oj) ~ ~,(~Jp (00)

... )(U817 (e) X/817 ..vlng. (1713) (e)

... [a] virtuous [and] able person,

Like the half-line intonation style, the repeated-line style does not

have a set melodic or rhythmic structure that the actor must follow. Qupai

featuring this style of song initiation are also frequently used as entrance

arias for dramatic characters.

The final style of song initiation is one which features only the actor.

Called a "kun -head" (kun touzi 1m*::rl, this style is the only one whose
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appellation makes reference to the musical structure of the lyric line,

rather than to its performer assignment. The kun -head song initiation

takes its name from the fact that music said to be borrowed from the

kunqiang musical system repertoire is used to construct its melody. As in

kunqiang performance, the horizontal bamboo flute (dizi 'EEl f-)
accompanies the actor when singing a kun -head line. This short passage

of music is always constructed in a free metrical form (i.e., with no set

organization of accented- and unaccented-beats). Kun -head are the only

instances in gaoqiang vocal performance when melodic accompaniment

can be heard. The qupai [duan zheng hao] ([~~ lE.JffD, one of the most

frequently heard qupai in the repertoire, features a kun -head style of song

Inftiation.!4

Example 5.4

Kun -Bead Style of Initiation in a [Duan Zheng Hao) Qupai Song 15

actor (sings):
,.. ....

2~ o~
·1

It 0

... 12
-Co ° "'C \:

3-1 2·3 5 3 2 - ~ 5- 2· 3 5 4 3 6· 1 2 3 1

~~
'13 '8

~ ~ 5'G ~~,~ ~

Hen man man cang lian wu /1:
Hatred overflows [1i ke the] blue heavens without end,

In a number of gaoqiang plays, entire arias from the kunqiang

musical system can be heard. These arias are usually sung as entrance arias

by such dramatic characters as Confucian scholars, imperial officials, or

those associated with religious life. Kun -head song initiations, however,

are not separate song forms, but rather characterizing features of certain
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gaoqiang qupai. A kun -head song initiation is the only instance when the

Sichuan opera actor initiates a gaoqiang song without the participation of

the helping chorus. To contrast the actor's melodically-accompanied solo

performance, kun -head lines are usually immediately followed by one or

more lines of helping chorus music.

Vocables

Function and selection

An analysis of most gaoqiang qupai arias will reveal the presence of

such syllables as "a" (DiiJ), "e " (qI[l. "na" (IOO~). and "un " (l!£), placed

throughout the song text. Termed "vocables" (yuqici 18-'9:W lit., "tone

[of]-voice words"), these nonsensical syllables differ fundamentally from

song text words (both base and padding words) in several ways. Possessing

virtually no denotative meaning of their own, and lacking associated

speech-tones, vocables do not fall under the control of qupai lyric form

specifications.

Although sometimes outnumbering the words in the song text,

vocables are never written in gaoqiang playscripts. Only by listening to a

vocal performance of gaoqiang music, or by examining musical scores, can

their presence be detected. Comparisons of two versions of the same

'"qupai song will also reveal differences in vocable selection, placement, and

number. Examination of song text features, as well as qupai performer

assignation and musical structures reveal important information about

vocable usage in the tradition

The primary function of vocables is to facilitate the singing of

passages of gaoqiang qupai vocal music. Differences in the speech-sounds
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of song text words make some words more sympathetic to song

vocalization than others. When singers are required to perform lengthy

passages of music which are either melismatic or placed high in the vocal

register, the nature of the speech-sounds of song text words becomes

particularly important in determming how well the singer is able to

execute the passage. In Sichuan opera, nine vocables are used.

Chinese Sichuan dialect linguistic description pronunciation
ideograph romanization guide

1. OiiJ 8 low back unrounded vowel "a" in "as"

2. ~ 8 lower mid-front unroundedvowel "e" in "pet

3. c:;& ,vI high front unroundedvowel "ee" in "see"

4. c~~ 178 alveolar nasal + a low back unrounded vowel "no" in "not"

5. c~ 178 16 alveolar nasal + a lower mid-front "ne" in "net"
unrounded vowel

6. O!f .V8 dipthong consisting of an unrounded "ya" in"yacht"
palatal on-glide + a low back unrounded vowel

7. c~ J'~ dipthong consisting of an unrounded palatal "ye" in "yes"
on-glide + a lower mid-front unrounded vowel

8. !!E wa rounded labiovelar on-glide + a low "wa" in "watch"
back unrounded vowel

9. c~ 1781 alveolar nasal followed by a dipthong "ni" in "night"
consisting of a low back unrounded
vowel + an unrounded palatal off-glide

Figure 5.11

The Nine Vocables ofSichuan Opera Gaoqiang Music

Upon examining the above list, one can discern that the speech

sounds ofgaoqiang vocables consist either of i) a single vowel (a. e, and yi
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), il) a semi-vowel plus a vowel (un ,YJ.., and ye ), or iii) a single consonant

followed by one, or two, vowels (na, ne and nai). No words ending in

single consonants, or consonant pairs, such as seen in the words "kan " or

"pang," serve as vocables.

It is generally acknowledged by vocalists worldwide that vowels are

easier to sing than consonants. In order to correctly sing a passage of

music on vowels such as I a I or I e I, the oral cavity of the singer must be

opened, and the tongue and jaw in a relatively relaxed position. Vocalizing

the same passage on the consonants I n I or I ng I would require that the

oral cavity be smaller in size, and that the tongue be touching the alveolar

ridge at the front of the roof of the mouth, just behind the upper front

teeth. Not only is the physical process of vocal production made

considerably more difficult by the use of such consonants, but the resultant

sounds are likely to be much less pleasing to the ears of the listener.

Among the nine gaoqiang vocables, two types of vowels can be found:

"open-mouth" (kaikou 3f0) and "level-teeth" (qichi ~ili). The open

mouth and level-teeth designations are based on the type of mouth position

present when pronouncing the vowels; mouth positions which are

considered favorable by vocalists. To utter an open-mouth vowel such as

I a I or I e I, the singer is required to have "a fully opened mouth:

separated lips and teeth, and a definite distance between the tongue and

palate" (Wichmann 1991, 184). Seven of the nine gaoqiang vocables

either consist solely of a open-mouthed vowel (i.e., a and e ), or have them

as final vowels (i.e.. na, ne, YJ.., ye, and un ). Among vocables, a and e are

the mostly commonly used in gaoqiang music.

Pronunciation of level-teeth vowels, such as I iI, requires the

vocalist to have "only slightly separated lips and an even alignment between
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the upper and lower front teeth that brings them almost to touch each

other; the tongue is raised in the center to almost touch the palate and

dropped in the front so that the tip almost touches the back of the lower

front teeth" (184). The vocable yi consists of the single level-teeth vowel

1 i I , while the vocable nai concludes with one.

Among the nine vocables, only one consonant is used to initiate a

speech-sound: 1 n I, as in the vocable nai. The vocables gz, ye and wa, in

their romanized form begin with the consonants 1 y 1 and 1 w I. As

indicated in Chapter IV, the vowels 1 i 1 and 1 u 1 may be used to initiate

words in Chinese, but are written as 1 y 1 and 1 w 1 when they are. These

vowels are classified as "semi-vowels." The consonant 1 n 1 is a nasal

consonant which when pronounced helps to pull the voice towards the

front of the facial mask. Once in this position, singers can easily open

their mouths and comfortably produce either of the open-mouth vowels

1 a 1 or 1 e I.

The smallest unit of melody in gaoqiang music is the single musical

pitch. The term "melodic-phrase" (qiang fii:) is used to refer to the pitch,

or pitches, which are used to sing a single word of song text. Although in

gaoqiang performance one occasionally hears a melodic-phrase which

contains only a single musical note, more often several notes are used to

sing each word in a song.
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Example 5.5

Single Pitch Melodic-Phrases in a Line offDuan Zheng HaD] gupa;. Song Music17

actor (sings):

4
"4

o 6 6 356
3l}] tr

DangcIJu song
Seeing

6 '" ..
\:5 32 i 66
i~
nt

you Jff

6 I""'"
\.5 6 0

i$j
fJafJ po dl:

at the southern hillsides,

In the example above, only the first two words in the lyric line

("dang" and "chu ") have melodic-phrases consisting of only a single note.

All others contain two or more pitches. When the singing of a word is

drawn out over several pitches, it is common practice to sing the majority

of the music on the vowel sound of the word, rather than on the

consonants which may initiate or conclude it. In other words, an actor

performing the song passage above would sing the third word in the lyric

line "song, " as "s-o-o-o-nq ." devoting the most time to the vocalization of

the vowel sound I 0 I, and little time to either the I s I or I ng I. The

emphasis on vowel sounds over consonants is due primarily to the

comparative ease with which vowels can be sung.

In gaoqiang music, vocables are regularly seen following those

words in the song text which have melodic-phrases containing several

musical pitches. A vocable may be used to facilitate the vocalization

process when either i) the number of pitches is large, ii) the initial vowel

of the word is not an open-mouth or level-teeth vowel,I8 iii) the word

ends with a consonant, or iv) the melodic line is unusually high. In these

instances, the singing of the word occurs using the first one or two pitches

of the melodic-phrase, leaving the majority of the musical pitches to be

sung with the vocable.
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Example 5.6

Vocable Placement in a Single line of[Duan Zheng Hao] Qupai Song Music

helping chorus (sings):

t ,,--.... k t ~ '" k- ~. . . . . . .
0321·232

. . . . . .
4 o 35 2 2 3 . 3 2 1 2 16 5 6 1 2· 3 2 1 2
4""

J~ .± ~ (~) ~ ,r@. (1lJ]~) (OiiJ) tq >t..! (oiiJ)

Hen Wang Kul (ve) gu en (na) (a) /21 ,viI (a)

Hating Wang Kui [who] failed [me] in kindness [and] loyalty,

. .
o 3 2 1 2 1 6 2. 6 ! 5 6 5 3 5 2 3· 5 6 6 6 5 3 5 2 3 - - 0

(oiij')
(a)

In measure two of the [duan zheng hao] example above, one can

observe how vocables are used to facilitate the vocalization of the song text.

Rather than singing two full beats of music containing a total of five musical

pitches in the melodic-phrase of the word "en" (a word which ends with a

consonant), the vocable na has been placed immediately after the word,

enabling the majority of the musical passage to be sung on the vowel 1 a I.

The portion of the melodic-phrase sung using a vocable is referred to in

gaoqiang music as a "vocable-phrase" (yuqici tuoqiang iB-4: iP1*.Il£ lit.,

"vocable extended melodic-phrase").

When an unusually large amount of melodic material is attached to a

single word, more than one vocable may be used. Following the word yi in

measure four, for example, two vocables were used. In this case, the same

vocable, a, was repeated twice. Often, however, the first vocable will be

one which begins with a consonant or semi-vowel (Le., na, ne, !J1, ye, UXl,
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or nai I, while the second will be one of the single-vowel vocables such as

a. e. or yi. Once a single-vowel vocable has been sung. all subsequent

vocables will be single-vowel vocables. albeit not necessarily the same one.

A few Sichuan opera scholars have tried to claim that specific rules

exist which govern vocable selection and placement in ganqiang music.

An analysis of published music scores. however. indicates that in actual

practice this is not the case. Among the scores examined. the choice of

vocables appeared to be sometimes based on the speech-sound of the

preceding song text word. sometimes on the nature of the accompanying

melody. and sometimes on the individual preference of the vocalist. Based

on my analysis. the following six observation regarding the selection and

placement of vocables in gaoqiang qupai arias can be made:

1. Words in the song text which have speech-sounds ending in
vowels. such as the words Ita I. t dei I. and lkuai l , are usually followed by
a single-vowel. or semi-vowel-initiated vocable.

2. Words which have speech-sounds ending with the consonants
I n I or / ng I are equally as likely to be followed by a single-vowel vocable
or one which is initiated by a semi-vowel. as a vocable initiated by a
consonant.

3. No practice exists which tries to match the final vowels of song
text words with the vowel sounds of vocables. Only in the case of words
ending with the vowel sound / i I. such as "bi " or "xi, " can it be observed
that a particular vocable is avoided--the vowel-initiated vocable a This
single example. however. seems to be an exception rather than the rule.

4. The vocable yi is clearly favored for use in places where the
musical pitch is unusually high.

5. When several vocables are used in a sequence. the first vocable
may be anyone of the nine found in ganqiang music. Beginning from the
second. however. only the vocables e and a are used. An exception.
however. is when the melody becomes unusually high. then the vocable yi
is favored. Once the melodic line has dropped, however. the vocable
choice returns to e or a.
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6. The vocable e is the only vocable which may precede the singing

of the flrst song text word in a lyric line. When it is used in this manner e
is always used alone, and never as part of a vocable sequence.

In addition to aiding both the actor and the helping chorus in the

physical act of vocalizing a passage of gaoqiang qupai music, vocables are

also perceived as being important tools for the expression of dramatic

meaning through song. Those parts of the song where the majority of

vocables can be found (i.e., the most melismatic parts), are where the

musical core of the qupai is said to lie. Vocable-passages therefore, cannot

be considered secondary in importance to the melodic-passages used to

sing words in the song text merely because they do not convey linguistic

meaning. On the contrary, according to Sichuan opera artists vocable

passages are the places in a song where the most artistic expression takes

place.

Although [vocables] have the ability to express meaning, their ability
to express individually is not strong.[l9] [Vocables] usually attach
themselves to the contents of the song text-vcomplementing,
setting-off, enriching and deepening the effect of the song text. In
terms of expressing song text meaning, [vocables] are not a
fundamental part. [Vocables] do, however, allow the melody to freely
evolve. For this reason, [the vocable portion] of a qupai is often the
strongest musically, [and] the most focused in terms of
expression ... (Chen 1987, pp. 71-71).

Patterns of Song Text Placement

When the placement of the vocables in a qupai song is analyzed

in terms of the features of the aria's musical structure, one immediately

notices that vocables are generally found in those melodic-phrases of the

song which are the most melismatic, and in those which are the highest in

terms of melodic range. If the same subject is approached from the
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perspective of qupai performer-assignatton structure, specific patterns of

vocable placement can also be found.

The song text of an [er lang shen] qupai song as sung by Sichuan

opera. gushi (leader of the percussion orchestra) Lan Shaoyun (H[ :P -z::) ,
is provided below. As in the published musical score, vocables have been

placed within the song text, but are enclosed in parentheses in order to

distinguish them from words (Sichuan 1956, 2-3). At the end of each lyric

line, a numerical expression indicating the number of words versus

vocables is given. Because ier lang shen] is a qupai featuring a regulated

lyric form, the number of words per line is set. In the example below, the

first number following the lyric line indicates the number of words

mandated for that lyric line. The second number shows the number of

vocables which have been added to the song text:



1. Le) Slli lai fel70 vu IJu (a) Le) sllao lil7q, (e) (a) (e) La} (e) (a) (e)

2. Oiex I lil7 Lel cllao (a) (e) (e) (VI) sill (a) (e) cllu qil7q (e) (a) (8,)
(a) Le) La)

3. Lial7{1 lial7{1 llual7gy II7{1x lal7{1}iao yil7£l (e)

4. Zaooei fa (a) llual7 qi cllul7 ql170. Le) La) (e) (a) (e) La)

5. Cllul7 semal7 yual7{Iual7 OU/il7,

6. (e) 1i21l1Il0170 La) xi170cllu qial70 vll7. (8,) (a)

7. Sill (e) 1l0l70 (VI) mell (e) (a) Le) (a) (e) (a) Le)

8. n)/e dOI7{1 fel7{1 z111: (a)

9. &Ilui !8l7qmal7 vual7 (l7a) (a) t.:'!7UI7. (l7a) La)
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7:10 he

7:13 he

7:1 a

7:7 he

7:0 a

7:4 he

3:9 he

5:1 a

5:4 he

Figure 5.12

Comparison ofSong Text Word. Nwnber to Vocables in an fErLang Shenj gupa.i. Song20

Clearly apparent from the fer lang saeni example. is the sheer

number of vocables found in the song text. In gaoqiang qupai song

performance. it is not unusual to find the number of vocables equaling or

exceeding the number of words in a single lyric line. There are no upper

or lower limits on the number of vocables which can appear in a single line

of song text.

Although the number of vocables may exceed the number of words in

one artist's version of a qupai song. it does not mean that all other

versions will have either the same number of vocables per line or use the

same vocables. A comparison of the first four lines of Lan Shaoyun's version

of the fer lang sherr] song with that of gushi Liu Hanzhang's Cxlj '}.x.~),

reveals how vocable use in qupai song performance varies among Sichuan

opera artists.
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7: 13 hc

7: 12 hc
vocable difference: 1

Ole xijln (e) zllao (a) (e) (e) (YI) sill (a) (e) cllll ql'ng. (e) (a)
(ed/a) (e) La)

Ole xi 1117 (vi) zllao (a) (e) (VI) (a) Le) del (va.) cllll qlntJ, La)
Led. (a) Led. (ad. 2 1

Liu:

line 2
Lan:

line 3
Lan:
Liu:

Liang liang Illlang ylngx lang;'iao yln{l (e)
ring liang liang IIl1an{lyl'ngxlangjiao ylng, (ns) (a)

7: 1 a
8:2 a

vocable difference: 1

line 4
Lan:
Liu:

LaO oel ta (a) Illlan ql l.,"'!JlIn m'nq. (e) (a) (e) (a) ted. (a)
Zao Leloel ta eye) Illlan ql clllln qlno. (a) (e) La) (e) La)

7:7 hc
7:7 hc

vocable difference: 0

line 5
Lan: (.,l7l1n seman,vllan{llIan oajln,
Li u: ClIlInsemanYllan {Illan Olljln,

7:0 a
7:0 a

vocable difference: 0

line 6
Lan: (e) ,./zlll llonl1 La) )(1170 cllll qlanl1 yin. (e) (a)
Li u: YI211I liMa. La) x 1170 (j;81) cllll qianq (a) vln. (na) La)

7:4 hc
7:5 hc

vocable difference: 1

Figure 5.13

Comparison of Vocables in lines Two -to -Six of Lan Shaoyun's and LiuHanzhang's Versions
of an fErLang Shen]gupai Song22

In terms of vocable number. differences can be seen in three of the

five lyric lines: lines two, three. and six. These disparities. however. are

minimal. since in each instance the difference is only a single vocable.

Because of the close relationship between vocable use and qupai melodic

structure, such consistency in vocable number would seem to indicate the

presence of a relatively stable musical structure in gaoqiang qupai music.

When one examines the overall placement of the vocables within each of

the lyric lines in the two versions. such musical stability is further

suggested.
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While the number of vocables in the two song versions is very close,

differences in the placement of vocables within a lyric line can be

observed. In most lyric lines, however, it is only when a single vocable is

used alone that such variation occurs. The comparison of the two versions

of line six above shows such variation in single vocable placement. In those

sections of a lyric line where two or more vocables are used consecutively,

however, considerable similarity in vocable placement can be seen.

Vocable presence is primarily dictated by the nature of the accompanying

melodic linea-the more melodic material contained within a melodic

phrase, the more vocables will be needed to sing the phrase. Due to the

stability of qupai musical structure, the location of a qupai 's distinguishing

melodic and rhythmic features will be identical in each song. For this

reason, the overall pattern of vocable placement within two qupai arias,

regardless of the exact nature of their song texts, will also reveal

considerable consistency.

If one examines the issue of vocable placement from the perspective

of qupai performer-asstgnatton structure, a striking pattern is apparent:

considerably more vocables can be found in lines of helping chorus music

than actor music. In the fer lang shen] song comparison above, each of

the six lines contains the same number of words--seven--with the

exception of line three of the Liu Hanzhang version which contains an

additional padding word. The number of vocables found in those lines

which are designated as helping chorus lines (two, four, and six) ranges

anywhere from four to thirteen. In contrast, the greatest number of

vocables on any line of actor music is two, in the Liu Hanzhang version of

line three. The great disparity between the number of vocables found in

actor and helping chorus lines is due to the fundamentally different
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musical structures of ganqiang qupai helping chorus and actor music.

While the music which accompanies passages of helping chorus music is

described by Sichuan opera practitioners as having "a lot of melody, [but]

few words" (qiang duo zi shao ~ $ ~P), actor's music is characterized

as containing "a lot of words, [but] little melody" (zi duo qiang shan

~$~P)·

In addition to flnding more vocables used in lines assigned to the

helping chorus, a discemable pattern of vocable placement within each

helping chorus line can also be observed. As seen in Lan Shaoyun's version

of line six of the fer lang shen] song, a vocable can precede the first word

in a lyric line. In this case, the vocable e was placed before the opening

word "yin." A more common place to find vocables, however, is either in

the central part of the lyric line, or following the final word. In other

words, the number of vocables increases the farther down the lyric line-

the least in the beginning, the most at the end.

When the melodic-phrase of a word of song text is long enough to

necessitate the use of two or more vocables, the vocable passage becomes a

musical interlude separating the Iyric line into doll, When appearing at the

end of a line, these vocable passages serve as an indication that the final

dou of the lyric line has been articulated. Line two in both versions of the

fer lang shen] song above contain seven words. Despite slight disparities

in the total number of vocables and their placement in the lyric line, both

versions indicate the presence of a "reverse-order seven-word" dou

configuration (i.e., 4 words + 3 words). Between the two doll, as well as

following the final dou in the line, vocable-phrases containing three or

more vocables can be found.
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Lan uerslnn

dool doo2

uu uersinn
II = song teat words ~ = uocebtes

Figure 5.14

Dou Configuration and Vocable Placement in Line Two of Lan Shaoyun's and Liu Hanzhang's
Versions of an fEr Lang Shen]Qupa1 Song

The vocable-passages separating individual dou in a lyric line are

referred to in Chinese as "post-don [vocable-] phrases" (dou wei tuoqiang

~**Ili: or 1~*j.lgJl£: Iit., "post-dou extended melodic-phrases").

Although most lyric lines containing four or more song text words are

divided into at least two doll, not all have post-dou vocable-phrases. The

lyric form of a qupai may mandate that one of its song text lines contain

nine words, divided into three separate dou containing three words each.

Unless the melodic structure of the qupai provides enough melodic

material to warrant the presence of vocables, however, no post-dou

vocable-phrases will be found in that line, or any other line in the song.

Although a qupai song may not contain post-don vocable-phrases,

the majority feature one or more lengthy vocable phrases at the ends of

lyric lines. Termed, "post-lyric line phrases" (ju wei tuoqiang 1:fr**~

Iit., "post-lyric line extended melodic-phrases"), this type of vocable

phrase is the most common in gaoqiang music. It is within post-lyric line
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phrases where Sichuan opera practitioners feel the core of a qupai 's

musical identity can be found.

An examination of gaoqiang qupai lyric form and performer

assignation structure has revealed the presence of distinct structural

patterns. When lyric form patterns are compared to those found in

performer-asstgnatton structure, one can observe a distinct relationship

between these two discrete aspects of qupai internal structure. Analysis of

qupai featuring a semi-regulated lyric form, for example, has revealed that

the majority of restrictions which are placed on song text organization

occur within those passages of the song assigned to the helping chorus. It

is within these passages that the greatest number of vocables are also

found. Chapter VI begins the investigation into final element of gaoqiang

qupai. internal form-> musical structure--with a discussion of the

characteristics of melodic form. Correlations between this aspect of qupai

internal structure, and the patterns of lyric form and performer

assignation structure discussed earlier, will also be seen.
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Notes to Chapter V

GAOQIANG QUPAI PERFORMER-ASSIGNATION STRUCTURE

1 Song 1 is sung by the sheng character Pei Yu (~~) in the scene

"Picking Red Plums" ("Zhai hong mei" JJ;I1ij). from the play The Red

Plum (Hong mei ji ;1;fij12.). The romanization of the text is as follows:

Shi lai jeng yu bu shao ting,

Qie xi jin zhao shi chu qing.

Liang liang huang ying xiang jiao ying,

zao bei ta huan qi chun qing.

Chun se man yuan guan bujin,

Yi zhi hong xing chu qiang yin.

Shi hong mei!

Yi ye dong feng zhi,

Chuifang man yuan chun.

Song 2 is sung by the dan character Lu Zhaorong (p lIB~) in the

same scene. A romanization of the song text can be found in Chapter IV.

Note 8.

2 This [san xue shi] qupai song is performed by the character Jiao

Shu (~iJR) in the scene "Leaving Home" ("Bie jia" -§}IJ *'). from the play

The Sunflower WeU (Kuihuajing ~it-#). The romanization of the song

text is as follows:
Dangjin tian zi xuan xian ying.

Chun lei dong zhi shang qing yun.

Nan er luni zhi long hu bang,

Xu dai quji hui feng yun.

Dang nu 1iI

Dang nu li long men chi cheng.

Guang lu li yao men ting.
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3 This passage of [bu shi lu] is sung by the sheng character Wang

Chen'en (3:,~ II!) in the scene "Murder in the Palace" ("Sha gong"

'*" '8'), from the play The Iron Crown Map (Tie guan tu fc Jm 1m). The

romanization of the song text is as follows:

Difu. tian fan.

Jin xiu. he shan xue ran chuan.

Cheng beng xian;

Bai deng san zhan guo. gao gan.

4 See Note 1 (Song 1).

5 This song is sung by the dan character Bai Shan (Er~ lit.,

"White Eel") in the scene "Leaving the Cave to View the Scenery" ("Bie

dong guan jmg" -§jIJ ~FoJ 5g[~), from the play The Courtiers' WeU (Gong ren

jing '8' A#). The romanization of the song text is as follows:

Qing shan duo ya xiu;

La. shui lang you you.

Qing shan duo ya xiu.

La. shui lang you you.

Yu weng bian zou,

Nong fu ba ge ou,

Qiaofu shan ao kou,
Er tong du chun qiu.

Xi you you!

Shi er da fu shou,

Mang xia he ye zhou.

6 See Note 5 for information on this [SUD suo gang] passage. The

[jin lianzi] qupai song is sung by the character Wang Ruilan (:E.!i/.i~) in

the scene "Strolling With An Umbrella" ("Ta san" ijt*). from the play

The Secluded Boudoir (You gui ji ~ III i2.). The romanization of the

song text is as follows,
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Gu shen chou,

Shei zhi. mu xia zhe ban you.

Er ting ren ma hou.
Zeizi xia shan qiu,

Mang wang lin zhong zou,
Kong pa you ren SOLL

7 See Note 6.

8 Although some qupai exist which have a flying-line that is either

assigned to the actor, or found in a part of the song other than the closing

portion, the vast majority of flying-lines display the characteristics

described here.

9 This [hua qiaoer) qupai song is sung by the sheng character Qian

Zaihe (iX1£;;fo) in the scene "Accepting the Woman" ("Sholl nu" l&fr.).
from the play The Thorn Hairpin (Jing chai ji jflJ ix12;). The

romanization of the song text is as follows:
Deng shan she shui jei wu yuan,

Jun ming yi dao gan liu lian!

Jin chao kai zhou. wan Fujian,

Yan jiang zhi. shui duo xian tan.
Fan shi.jin shen mian wei xian.

Wei yuan yi lu duo ping an.
Gao cang tian!

Gao nan ci jang bian.

Feng song Teng Wang chuan.

10 See Note 2 and Note 1 (Song 1) for background information on

these songs and romanizations of the song texts.
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11 This passage is sung by the dan character Chen Miaochang

(~~y1ir) in the scene "Autumn River" ("Qiu jiang' ;fX ~I), from the play

The Jade Hairpin (Yu zanji .:t.Vi2.) (Zhang 1964, 152).

12 This [tai shi yin] qupai song passage is sung by the character Zhu

Youjian (* E8~) in the scene "Looking at the Book" ("Guan ben" m*),
from the play The Iron Crown Map (Tie guan tu ttcJarn) (Sichuan 1959,

65).

13 See Note 2 for background information on this song excerpt

(Zhang 1964, 222).

14 A few qupai in the gaoqiang repertoire give opera practitioners

the choice between two styles of song initiation. Usually qupai which

feature a kun -head song initiation can also be initiated with an even-start.

[Dunn zheng hao] is one of these qupaL

15 This passage of [duan zheng hao] music is sung by the dan

character Jiao Guiymg (':i-tE*) in the scene "Striking the God" ("Da

shen" 1T1$), from the play Burning Incense (Fen xiangji }t=ifi2.) (Wen

1983, 10).

16 The speech-sound of the Chinese ideograph "ufJ]" (ne ) is

pronounced "le" in Mandarin. In Sichuan dialect, all words that in

Mandarin begin with the consonant I I I, are pronounced as if beginning

with the consonant I n I.



198

17 See Note 15 for background infonnation on this excerpt (Wen

1983, 11).

18 The other two types of vowels are "closed-mouth" (hekou 1t 0)
and "scooped-lips" (cuochun ~@.)which include such vowels as / u /

and / ii l , and the vowel combinations / ua, uo, ual, uan uang, lie, lian, lin

/ and / uei/ and / uen / (the latter two are usually written as / ui / and

/ un l , respectively). Closed-mouth and scooped-lip vowels call for a less

open mouth cavity than either open-mouth or level-teeth vowels. making

them less sympathetic to vocalists.

19 Sichuan opera vocables do not possess linguistic meaning of

their own. Like the English words "ah" and "oh," when used as part of a

sentence. vocables may contribute to the overall meaning of the sentence.

Out of context, however, vocables possess no denotative meaning.

20 See Note 1 (Song 1).

2 1 In addition to Liu Hanzhang's addition of a padding word to line

3 (i.e., "ting" OJT. meaning "to hear"), there is only one other difference in

the song texts of the two song versions. Whereas Lan Shaoyun's version of

line two reads:

Qie xi jin zhao shi chu qing

Pleased that today will clear.



Liu Hanzhang's version is:

Jl~~~JJ~~)J~.

Qie xi jin zhao dei coo qing.

Pleased that today [will be] suitably clear.

22 See Note 1 (Song 1).
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CHAPTER VI

GAOQIANG QUPAI MELODIC STRUCTURE

The final element in the tripartite internal structure of Sichuan

opera gaoqiang qupai is musical structure. Similar to both the lyric and

performer-assignation structures, the musical structure of qupai are

relatively stable in nature, and must be reproduced each time a new song

composition is created for performance. As with the other two aspects of

qupai internal structure, any adjustments made to the musical structure

of a qupai can fundamentally alter the nature of the qupai and result in

the loss of its identity. As indicated earlier, such loss of identity can affect

a qupai 's ability to serve its associated dramatic function in performance.

The degree of mutability in a qupai 's musical structure varies from qupai

to qupai. Within individual qupai; certain parts of the musical structure

are more sympathetic to change than others.

Sichuan opera practitioners primarily categorize and organize qupai

based on their musical structures, despite the fact that observable

patterns in both lyric form and performer-assignation exist. This music

based categorization system is not only used by Sichuan opera artists and

scholars when qupai are discussed or learned, but also when qupai are

organized for performance.

There are two components which constitute the musical structure

of a gaoqiang qupai song: melody and rhythm. Melody refers to the

specific musical pitches and their arrangement in sequential order in a

passage of music. Rhythmic structure governs the temporal aspect of

music; how much time value is assigned to each musical pitch. Within

gaoqiang qupai song structure, an analysis of rhythm must also include
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the percussion music which accompanies the singing of vocal music

passages. The subject of rhythmic structure will be discussed in Chapter

VII.

In most forms of xiqu; an analysis of the melodic structure of music

would include both a discussion of the vocal music sung by the actor, and

the instrumental music which accompanies the stage performer at various

times during the dramatic presentation. Gaoqiang plays, in contrast, are

traditionally performed without the aid of melodic accompaniment, but

feature two different vocalizing entities in performance: the actor and

helping chorus. This unique variation in performance practice must be

taken into account during analysis of musical form. In addition to having

distinctly different physical presences in performance, analysis of the

music sung by the Sichuan opera actor and helping chorus also reveals

fundamental differences in the melodic structures of their respective

music. These differences help distinguish aurally between the discrete

dramatic functions which the two performing bodies serve in

performance. The presence of structural similarities between helping

chorus and actor music. however. serve to remind the listener that their

respective dramatic functions are not without some degree of

interrelation and mutual influence.

Elements of Melodic Structure

The melodic structure of any passage of gaoqiang vocal music is

created through a hierarchical ordering of melodic elements. Just as a

word is the basic unit of qupai lyric form, the music pitch (or pitches)

used to sing a single word of song text is the basic unit of qupai melodic



202

structure. The length of these musical units, called "melodic-phrases,"

varies. Some melodic-phrases contain only a single musical pitch which

lasts less than a single beat of music. Others melodic-phrases, however,

contain several pitches spread over several measures of music. As

indicated in Chapter V, when a melodic-phrase contains two or more

pitches, one of the nine gaoqiang vocables is frequently placed

immediately following that word of song text. The primary function of

these nonsensical syllables is to facilitate vocalization and creative

expression. Those pitches of the melodic-phrase which are sung on the

vocable collectively form a "vocable-phrase."

Parallels in Song Text and Melodic-Line Form

Each lyric line of song text consists of one or more semantic units,

called doll. The melodic-phrases of the words within each dou form a

"melodic-section" (qiangjie ~15). Just as one or more dou form a line

of song text, a "melodic-line" (qiangju ~ tij lit., "line of melodic

phrases") of music is the summation of its melodic-sections. Two or more

melodic-lines in a song constitute a "melodic-passage" (changduan

n~ ~). The following breakdown of a single line of [chujiang yin]

([t!~I~]) qupai song music illustrates the relationship between the

various textual elements. and their corresponding melodic untts.!
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Example 6.1

Division of Song Text and Melodic Units in a Single line of a [Chu Jiang Ymjgupai. Song
Music2

lyric lines: 1
I

dou: 2
I

2 r>
-c 1. 6

7

~. . .
6 1 23

WI
dU80 //80

[ my] sou1 breaks.

....
~ . '.. 231. ..
56 1 5 53 ---2· 16

j~ 1J\.~

dao fen guao
at the border

/'"""
5 53

A
Reo
Arriving

words: 1
I .1

::c
Q)CD
C
Q
(I)

I •• ., .1 .1 ., .1 .,-,

=> me1odi c-phrases: 7
'Cl

I .1 .,Q- melodic-sect ions: 2Q)

E
I 11-1

melodic-lines: 1

The general term for vocal music in Sichuan opera is changqiang

(U~ i: lit., "sung melodic-phrases"). In gaoqiang music, however, there

is a need to differentiate between the two styles of vocal music found

within a qupai song. For this reason, the term "changqiang " is generally

used to refer to only those parts of the qupai song which are sung by the

actor. As indicated in Chapter I, the Chinese term "helping chorus"

(bangqiang ~ i:), literally translates into English as "helped melodic

phrases." In Sichuan opera, botf the chorus of singers and the music

which they perform are referred to by this term. In this study, I will use

the terms "actor passage" and "actor music," and "helping chorus passage"

and "helping chorus music," will be used to distinguish between the two

types of vocal music.
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Principal Tones

Like most styles of traditional Chinese music, Sichuan opera

gaoqiang qupai songs are constructed using a pentatonic scale. In

Chinese musicological terminology, the five pitches which constitute this

scale are "gong" ('8'), "shang" (~), "jue " C$),3 "zhi " (~) and "yu "

(~U); corresponding to the 1st, 2nd, 3rd, 5th, and 6th pitch degrees of

the traditional Chinese twelve-tone scale (shier III +-=~). These five

pitches equate roughly to the same pitch degrees in the Western major

diatonic scale. For this reason, the five Chinese pitches are often referred

to using the Western solmizations: do, re, rnt, sol. and la, rather than by

their indigenous Chinese names. In cipher notation, the five pitches are

represented by their respective pitch degrees (i.e., gong = 1, shang = 2,

etc.)

In addition to the five fundamental pitches, some qupai melodic

structures contain two additional pitches corresponding roughly to the j:L

(4th pitch degree) and ti (7th pitch degree) of the Western scale.s

Termed "bian zhi " (~~ lit. "modified zhi " [Le., sol]) and "bian gong"

(~1!: lit., "modified gong" [i.e., do ]) respectively, these pitches are

perceived as being unstable. When used in the context of a song. the 4

and 7 pitches are thought to convey the feeling of key modulation (li diao

~~ or zan zhuan diao 1f~~) (Sichuan 1987, 139). These two

pitches are used mainly for the purposes of ornamentation and special

effect, or when actual key modulation is performed, The periodic

presence of these pitches, however, does not affect the perception that

gaoqiang melodic structure is fundamentally pentatonic.
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Each of the five pitches in the pentatonic scale serves as the base

tone, or "principal tone" (zhuyin ±.~), for one of the five modes

(diaoshi ~~ lit., "key style") used in gaoqiang music. Each of these

modes is referred to by the name of the principal tone on which it is

based. The mode which is based on the sixth pitch degree of the scale (yu

), for example, is called the "yu mode" (yu diao ~U~ lit., "key of yu It).

This mode begins on the yu pitch (6) and ends on zhi (5), creating the

melodic scale: 6, 1. 2, 3, 5.

The principal tone of a mode is the pitch on which most of the

major cadences of the qupai song occur. When serving as the final pitch

in a passage of music, principal tones. like tonic pitches in Western

classical music, convey a sense of closure and completeness. In the

opening two lines of an fer lang shen] qupai song, the principal tone of

the mode, 6 (yu ), serves as the final pitch.
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Example 6.2

Positions of the Principal Tone as a cadence Pitch in Two Lines of an fEr Lang Shen]Qupai
Song5

helping chorus (sings):

.
.L14

4

.
..-- 1

6 1222\ti
(~) Ef1* JXt ii
(e) .':>fli lai iiJngyu oa (a)
Time passes the wind [and] rain do not

.
2

(OJe:)
(e)

r
~ 2 3
l~ (Imp
Ilao (a)

. ..'
1· 6 ~

O
~

• •• ••• D •

6 3 3 3· 3 6 5 3 2

'fit. ~) iI. i=- ~ (~)

ting, (e) Oie xi jin (y/)
abate, Pleasedtllat today

zllao (a) (e)

..---.... 23 -----. ~ .....-,
\:".. . . . . . . . . . . . •3 5 3 5 3 2 UU 2- 6 6 1 2 3 1· 6 U 6-6 U-=

(Oiip (Ii) #J(03f) ~)J ~. (Oiip
(a) (e) dei(ya) cllu . ")q1l7!J. (8.,

clearing will begin.

. ..
2LJ~U

(Ii) (Oiip

(e) (a)

--~6 216\6
(Ii) (On )

(e) (a)

The final note in each melodic-line of music in a gaoqiang song is

not always the principal tone; other notes in the mode can also serve as

cadential pitches (luoyin ~~ lit., "falling-upon tones"). Within the song

structure, however, there are a number of positions where the principal

tone is regularly found serving as a cadential pitch. As indicated in

Chapter V, the most common pattern of performer-assignation structure

seen in gaoqiang qupai places passages of helping chorus music at the
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beginning and ending portions of the song. The portion of the song

allocated to the actor is usually sandwiched between these two passages.

The principal tone of a qupai 's mode is frequently used as the cadential

pitch for these lines of helping chorus music. When several helping

chorus lines occur consecutively. as in the erect-pillars section of a qupai

song. the principal tone may not be used as the cadential pitch for each

line, but it is almost always the final pitch of the final melodic-line in the

helping chorus passage. Among qupai which feature a flying-line, the

principal tone also frequently serves as the cadential pitch for that line.

In the following [suo suo gang] qupai song example. the positions of the

principal tone when serving as a cadence pitch are indicated.

erect-Pillars{
he wl1l~$~,

he ~m~~,

a wL1J~JJl*.~
a ~Jr.~ft~~,

~ k'-~~Jft 5Ea -~~~ .
a ;R~1~~ il8.. principal tones

a ~~I1lMD.

a JL~i.~*ik·

flying-line-[ he ~~~!

a '#fJL~1*:f..
he JIt1":foj ITt f.t.

Figure 6.1

Positions of Principal Tone As Cadence Pitches in a [Suo Sw;, Gang]gupai Song6

Although experimentation with the use of melodic accompaniment

in gaoqiang performance has been going on for many years, the larger

part of the dramatic repertoire is still performed with only the traditional
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percussion accompaniment. In that gaoqiang has been primarily a

melodically-unaccompanied opera tradition since its inception, the

practice of linking the principal tone of a qupai mode to an absolute pitch

found on such fixed-pitch instruments as the dizi (horizontal bamboo

flute) or piano never developed. Although each qupai. has a specific

musical range in which it is usually performed, the gaoqiang musical

system is based on the concept of relative pitch with a moveable do,

rather than on absolute pitch and a predetermined key.

Qupai Modes

The melodies of all gaoqiang qupai songs are constructed using one

of the five modes. The qupai [duan zheng haD] and [er lang shen], for

example, are both said to composed in yu mode. All songs constructed

from either of these qupai have melodies which emphasize the principal

tone yu (6). The qupai [suo suo gang], in contrast, uses a mode based on

the 1st pitch degree of the scale (gong). Each time a song is created

using a particular qupai, the same modal structure must be present. Just

as the choice of a major or minor key in Western art music gives a musical

composition a distinct aural nature, a qupai 's mode affects the overall

sound of the song. This aural nature in tum impacts the way practitioners

select and arrange qupai. for use in performance.

Not all qupai songs, however, are composed using a single mode.

The qupai [yi zhi hua] for example, emphasizes the 3rd and the 6th

degrees of the scale at different points in its songs. This phenomenon.

referred to as "alternating modes" (diaoshi de jiaoti ~~ag~~),

leaves Sichuan opera practitioners arguing about which mode the qupai is

in --jue mode (3) or yu mode (6), or a combination of the two. A few
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qupai in the repertoire are recognized for the fact that they clearly

change modes during the course of a song. The most well-known of these

modulating qupai is [liufan gong til ([1\~e. 'a'iP]]).7 Songs created from

this qupai begin in the yu mode. However, as its name implies: "tune-

[which]-changes-mode-six-times," this qupai modulates six times during

a song before returning to the yu mode at the end of the composition.

mode mode

i~ faJ ng~ tt: XX~. a + he 6 ~. he

ng~ ~JI1f $ 1j€$=. he !i1IJmM!-¥:if-¥ l!:I:. a

~Q]"~1fl'1ft~ #iX. he 3 ~m5IC1f7C/~!IJ1f 'tt· he

i~~~~1f9=t~. a i~ 7@ raJ~tt~r1ij, he

lt$JL1ift::p.i*J~. he 2 ~:4t2*t§ ID~· he 1

i~~mfH~~, he 6 ~~~~! he 6

-*~~jm1t~~. he H *lf~$i~. a

pi ~RH$-£:kmE8-t· he 5'(iiJe1 ~~N· he

~Y!~-¥-W~Jf fl ~m1t. a ng:T-.1~:!8f~~ T~.~. he

~~.~ he II!t~ 51C)J 1-~ ~1$· he

~iii~ JXt.~*JB!. he 2 i~1e!1JBjff ffIj JL~ n~ JLF. he

1tJ!m~~Ilf~, he 3

Figure 6.2

Mode Changes in a [Liu.Fan Gong Ci] (Jupai Song8

From the example above, one can see that the [Uu fan gong dl qupai

begins in the yu mode (6), but changes within two lines to thejiao mode

(3). Continuing this pattern of modulation, the song moves from the jiao

mode to the shang (2), then yu (6), shang (2), jiao (3), and gong (1).

Characteristic of modulating qupai such as [Uu fan gong cil, is the return
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to the initial mode of the song (i.e., yu ) before ending the composition.

Also characteristic is that modulation always takes place during passages

of helping chorus music, and never during passages of actor music. This

is due to the relative melodic stability of helping chorus music.

Just as a qupai 's lyric form or performer-asslgnation structure must

be present each time a new song composition is constructed, the musical

pitches which constitute the qupai 's prescribed mode must be used to

create the melodic structure of each new song. Regardless of whether the

melodic structure of a qupai contains a single mode or many, the same

modal structure must be maintained; its "modal identity" preserved.

Melodic Features of Actor and Helping Chorus Music

Qu.pai songs are created using the designated models) for that

qupai. How opera practitioners organize the pitches of a mode to create

the melodic line of the song will depend on several different factors

including the intended dramatic use of the song and the linguistic

features of the song text. Another important factor influencing melodic

construction is the performer-assignation structure of the qupai: This is

due primarily to the fact that Sichuan opera gaoqiang actor and helping

chorus music have fundamentally different melodic natures.

Sichuan opera practitioners describe passages of actor music as

having "a lot of words, [but] little melody" (zi duo qiang shao ~~

II£: P), indicating that the melodic-phrases found in passages of actor

music contain little melodic material. In contrast, helping chorus

passages are said to have "a lot of melody, [but] few words" (qiang duo zi

shao II£:~¥ p ). Simply stated, helping chorus passages are more
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melismatic than actor passages. A comparison of passages of 4/4 meter

[xiang luo dai] ([WW~]) actor and helping chorus music illustrates

these differences.

Example 6.3

Comparison of Passages of [Xiang Luo DaiJQupai Song Actor and Helping Chorus Music9

actor (sings):
line 1

4
"4

o [ 6 55 2 'f"'i
- -- ---=

i§ ~ ::ht
,,~., .:::J °r/J

Xiang dangcoa
Recalling when back

--.. ~ r , 6. . . . . . .
\:50 U L1 5 1 235 23121 -

1£ ~ ~J~ m,
zai jia duokuai nuo,
at home how happy,

.~
2. . .. ~

\:3· 5 2· 1 6 5- -=-
(qr[) (OiiP
(e) (a)

~ ........ ..----...
~ 6 53 3523 5

OJ (OnJ) :7-J (03f)
ke (a) wei (va)

the reason for this

,....... -
4 5615 6 53- =-- - -
4 J.X ~ i* (OnJ)

L71eiqi liang (a)
What is

helping chorus (sings):
line 1

a:
line 2

"...----...... 6 ........ 6. . . . . .
\:5 -cs0 5 7 52321 126

5tA if'! fl ~ lfi M·..::c.
Sl1el7 ra kL717g men :;;'I7<.7U zl1e 1770.

Since becoming a nun enduri ng torment.

hc:
line 1 (cont.).......----... (. . .

1 231·6561
{IiJ?(qr[) (OiiJ)
l7e? (e) (a)
misery?

2/4'
6653523 5

In the above two-line passage of actor music a total of five measures

of music are used to sing fifteen words of song text. The average length of
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each musical-phrase is one beat of music or less. The one-line passage of

[xiang luo dai] helping chorus music is taken from the same qupai song,

and features the same metrical structure. This passage also lasts a total of

five measures. Markedly different from the actor music, however, is the

amount of song text which is sung: the helping chorus sings six words in

the same amount of time the actor sings fifteen. Of the six words in the

helping chorus line, two have melodic-phrases which last less than one

beat of music. The melodic-phrases of the remaining four words,

however, last three beats or more, with that of the final word lasting a full

two measures of music.

When the two [xiang luo dai] passages are compared, it is clear that

over twice the amount of musical material is needed to sing the same

amount of song text in helping chorus music. Due to this fundamental

disparity in melodic structure, vocables are regularly added to passages of

.helping chorus music to facilitate the singing of the longer melodic

phrases. The logogentc nature (langsongxing ~~ijtt lit., "declamatory

nature") of gaoqiang qupai actor music. however, virtually precludes the

utilization of vocables.

In all forms of xiqu; the speech-tones of the words in the song text

play an important role in shaping the melodic structure of vocal songs.

Due to the disparate natures of gaoqiang helping chorus and actor music,

however, a striking difference in the degree of song text speech-tone

influence can be seen in the two types of vocal music.
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Language and Melody

Influence of Speech Tones on Melodic Structure

Although each word in the Chinese language has a unique ideograph

by which it is represented in the writing system, speech-tones must be

used when pronouncing words in order to distinguish them from others

with the same speech-sound, For this reason, it is imperative that the

melodic structure of a passage of vocal music be structured so that the

tonal properties of the song text speech-tones be reflected. If not

reflected, a passionate song describing the hardships suffered by one's

mother (rna ~I;), may be misinterpreted by the audience to be an ode to

someone's horse (rna 1;). In other words, disregarding the linguistic

properties of the speech-tones can severely hinder, if not entirely

obstruct, the ability of the song to function as the principal means of aural

communication in performance.

The [pitch] height and movement of the speech-tones in song
lyrics influence the [pitch] height and movement of the
music's melody, so the [pitch] height and direction that the
melody takes must be the same. or basically the same. as the
speech-tone's. Otherwise. a different speech sound form will
be conveyed. thus giving rise to misunderstanding (Chen
1986. 52).

The correct approach to the melodic construction of vocal music in

Sichuan opera performance is described by theatre practitioners in the

phrase. "move the melody according to the word" (yi zi xinq qiang 1&~
fJ~)·

The passage of [duan zheng hao] qupai song music below gives the

speech-tones in the Sichuan dialect of Chengdu of all of the words in the

song text.'? In this way, the relationship between the pitch and
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directional properties of the speech-tones and the song melody can be

examined.

Example 6.4

Song Text Speech-Tone Values in Two Lines of [Duan Zheng Hoo] gupai Song Music11

actor (sings):

- 6, A 6 ,......" .~ ~

4
. . ~. . ..

""Cs 6 0
. .

0 6 6 356 5 321 6 6 3 2 1 2
"4 sWJr i~ m ~ !iJ!,

Oal7111coo 1S0I7114 1713 l7a17 2 pol d14,

Sendi ng you off at the southern hillsides J

. ,,-----.......
r"\ ~ 5~

6 ____
. -,;::- . . . . . - ""C5 60 5 3 2 3 L..J 1 3 23 5 7·6--=

~~ L1J M *- :f ~I •

Ha/3 ~'"'I714 shal7 1mel7112 YOI711 3 DU4 .vu2 .
Making a vow of love never to be broken.

In this passage, there are four words which are pronounced using a

1st speech-tone: "dang, " (3) and"chu " (*)J) in measure one, "po" (:95l)

in measure two, and "shnn " nil) in measure three. When the melodic-

phrases of these four words are examined, the high and level pitch

properties of the 1st speech-tone are found to be reflected in the music.

For the words "dang, " "chu," and "shan," this is achieved by constructing
.

melodic-phrases which consist of a single, high pitched note (6. 6, and 5,

respectively). The melodic-phrases of 1st tone words are frequently

among the highest-pitched in a song.

The feeling of height which is necessary to convey the properties of

a Chengdu 1st tone can also be created through contrast in pitch height.

Since dang and chu are the first two words in the song text, such
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contrast can not be observed. Although the first pitches in the melodic

phrases of the 1st tone words ''po'' and "shan" are lower than those

pitches for "dang" and "chu," they are significantly higher then the final

pitches in the melodic-phrases which follow them. The initial pitch in
.

the "po" melodic-phrase (3) is a sixth higher than the final pitch in the

melodic-phrase for the word "nan" (j$j) (5), while the initial pitch for
.

"shan" (5) is a minor third higher than the final pitch in the melodic-

phrase of "shi " (~) (3).

Due to the monodirectional nature of the Chengdu dialect 1st tone,

a single note of relative length is all that is needed to convey the speech

tone properties. The words "dang." "chu," and "shan," are all sung on a

single eighth note. Although the melodic-phrase for the word "po II

contains two pitches (the second of which is lower than the first), the

properties of the 1st speech-tone are still communicated due to the

relatively long time value of the first pitch (i.e., an eighth note). In

general. it is usually only the first one or two pitches in a melodic-phrase

which convey the speech-tone. Once the speech-tone properties of the

word have been made clear to the audience, artists are given the freedom

to move the melody in any direction they desire. so long as they do not

hinder the conveyance of the following word's speech-tone.

In gaoqiang music. two or more musical pitches are usually

necessary to communicate the falling directional pattern of the 2nd

speech-tone. Unlike the 1st tone. the musical pitches assigned to 2nd

tone words are normally located in the lower end of the melodic range.

In the example above. all three 2nd tone words--"nan " (j$j) in measure

two. "meng" £.1..) in measure three, and "yu II (~) in measure four--have

a melodic-phrase which begins on a note that is lower in pitch than the
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final note of the preceding melodic-phrase. In each case, this closing

note is reiterated briefly using an ornamental glide (yiyin 1~ if) before

the initial melodic-phrase pitch is sung.

Although the pitches accompanying the singing of the words "nan"

and nyu " are among the lowest in the scale (i.e., 5 and 6), the pitches in
. .

the melodic-phrase of the word "meng," are not (i.e., 5 and 1). Because
.

the 1 pitch in the "meng " melodic-phrase is longer in duration and
.

lower in pitch than the 5 pitch, however, the directional properties of the

2nd speech-tone can still be communicated.

Given the common pitch directions shared by the 2nd and 3rd

speech-tones in Sichuan dialect, pitch height becomes an important issue

in distinguishing between words sharing common speech-sounds. When

the melodic-phrases for the 3rd tone word "hai " ({&) in measure four,

and the 2nd tone word "meng" in measure three, are compared, a

difference in pitch height can clearly be seen in the two melodic-phrases.
.

Although both melodic-phrases begin on a 5 pitch, the melody for the
.

3rd tone word "hoi " drops a minor third to a 3 pitch, whereas the melody

for the 2nd tone word ''meng'' falls a perfect fifth to a 1 pitch.

Another method used to differentiate between 2nd and 3rd tone

words is through note value. According to the Sichuan opera music

scholar Chen Mingdao (~"it-*), the first note of the melodic-phrase for

a 2nd tone word is usually of lesser time value than the second note. This

can be seen in each of the 2nd tone word melodic-phrases in the above

[duan zheng haol example. In the music accompanying the singing of 3rd

tone words, however, the notes are usually of equal time value (1986, 53).

The dropping-then-rising directional quality of the 4th speech-tone

can be conveyed in two ways. In some instances, this is achieved solely
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through the structure of the melodic-phrase of the 4th tone word. At

other times, however, a contrast in pitch degree between the final pitch

of the preceding word's melodic-phrase, and the initial pitch of the 4th

tone word's melodic-phrase is used. In the example above, the 4th tone

of the words "song " (~) in measure one, "di" (1:&) in measure two, and

"shi " (~) in measure three, are all conveyed through this latter method.

In each instance, only the rising portion of the speech-tone is contained

within the melodic-phrase of the 4th tone word. The initial falling

portion of the speech-tone is created through a contrast in pitch degree

between the final note of the preceding melodic-phrase and the initial

note of the 4th tone word's own melodic-phrase.

Unlike the qupai found in some other musical systems, Sichuan

opera gaoqiang qupai do not control the arrangement of speech-tones in

the song text. For this reason, the impact of speech-tones on shaping the

overall melodic structure of gaoqiang vocal music is quite great. As

illustrated in the example above, a good portion of the melodic structure

of a passage of music can fall under the influence of speech-tones. Given

the more melismatic nature of helping chorus music, however, the overall

effect of speech-tones on helping chorus music melodic structure is

considerably less than for actor music.

Vocable-Phrases

While gaoqiang qupai actor music is characterized by its logogenic

nature and high degree of speech-tone influence, passages of helping

chorus music are recognized for their melismatic nature and relative lack

of speech-tone influence. As the analysis of qupai performer-assignation
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structure in Chapter V has shown, the number of vocables present in

passages of helping chorus music is considerably greater than in actor

music. The amount of musical pitches found in passages of helping chorus

music as compared to actor music, is the reason for this difference.

Not all helping chorus passages contain the same amount of

melisma, and therefore, vocables. Music constructed using slower

metrical structures such as a 4/4 meter, for example, will generally

contain more vocables than music constructed using faster ones (e.g., 2/4

or 1/4 meter). This is due to the fact that the interval between accented

beats (i.e., the initial beat in a measure of music) is longer, thus allowing

more musical pitches to be sung by a vocalist. For this reason, a greater

ratio of musical pitches to song text words can be found in 4/4 music than

in 1/4 music, and hence more need for vocables in the former.

Within passages of helping chorus music constructed using the same

metrical structure, the amount of melisma within each melodic-line of

music varies depending on the portion of the melodic-line. In general.

the amount of melisma increases the further down the melodic-line. This

musical feature parallels the pattern of vocable placement within lyric

lines described in Chapter V.

Inter-Dou and Cadentlal Vocable-Phrases

Understanding the salient features of helping chorus melodic form

first requires an understanding of the relationship between vocables and

melody. As indicated earlier, when a vocable is placed after a word in the

song text, the portion of that word's melodic-phrase which is sung using

the vocable becomes identified with the vocable. This portion is referred

to as a "vocable-phrase." When a vocable-phrase lasts two or more beats of
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music. one or more additional vocables are usually added to the vocable

phrase. Although the same vocable can be repeated. more often a number

of different vocables are used.

Although most vocable-phrases in a song are located in passages of

helping chorus music. some are present in passages of actor music as

well. These vocable-phrases are relatively short in length. however. and

usually last one beat of music or less. A notable exception is the melodic

structure known as the "released melodic-phrase" (fangqiang mt~).

In lyric lines which have a performer-assignation structure that

divides the vocalization between the actor and the helping chorus. it is

the actor who generally initiates the line. and the helping chorus who

concludes it. On such lyric lines. it is not uncommon to find that one of

the melodic-phrases in the actor's portion of the melodic-line is unusually

melismatic and contains one or more vocables. This melodic-phrase.

termed a "released melodic-phrase." is frequently the final one in the

actor's portion of the line. 12 When the lyric line contains a large number

of words (Le.. seven or more). the released melodic-phrase may occur

earlier in the lyric line, dividing the actor's portion into two dou.

Released melodic-phrases differ fundamentally from putting-on-a-hat song

initiations in that they are not found on the first line of a qupai song. and

for the fact that they feature a distinct melodic line which is sung. rather

than intoned. by the actor.

Line four of a [jiang tou jin gui) qupai song contains a released

melodic-phrase. The song text of the lyric line has nine words. The actor

initiates the melodic-line by singing four of the words, performing a

released melodic-phrase between the second and third words. To

facilitate the vocalization of the released melodic-phrase, the single
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vocable a (oiiJ) has been placed immediately after the second word in the

lyric line. The helping chorus sings the fmal five words in the lyric line,

and as in many helping chorus lines, concludes the vocalization with a

vocable-phrase of relatively long length and containing a number of

different vocables.

Example 6.5

Positions of a Released Melodic-Phrase and Vocable-Phrase in a Single line (cTwng Tou Jin
Gui]Qupai. Song Music13

l7a yi rio 0 0

that day 0 0 0

,-'r
4
4

554 542

~~, (DiiJ)
Wo xial7g (a)
Recalling

helping chorus (sings):

actor (sings):
released melodic-phrase
I

uncable-phrase

0 J:: r 7 '\ r ,. . . T . . . . .
1 7 2 16 571 2 0 3 2. 1 1 2 -2111 2 1 6 1 2 2 1

· ··1Tt3 w 1'1, (1l1l~) (~ (gI[) (qI[)

• 0 • da sao:>"lJaI7 men, (l7a) (e) (e) (e)
• 0 • sweeping by the mountain gate,

i2~ r~ . 2
6 \.1 U 5· 3"'(3 5 - 5· 3

(DiiJ) (gI[) (DiiJ)
(a) (e) (a)

\
2 3- o

The released melodic-phrase. with its large number of musical

pitches, is the exception in gaoqiang actor music. When vocables-phrases

are found in actor passages, the vast majority are relatively short. The

vocable-phrases found in helping chorus music, in contrast, often contain
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several vocables. and last one or more measures of music. As indicated in

Chapter V, these large vocable-phrases are most often located between

dou in the central portion of the lyric line. or following the final word in

the line. The vocable-phrases found in these locations are referred to as

"post-don vocable-phrases" (doll wei tuoqiang Jg*~.Ifi: or 1~*
j.ffi~) and "post-lyric line vocable-phrases" (ill wei tuoqiang 1U*
:ftB~). respectively. Because technically speaking both types of vocable

phrases are, in essence. "post-don vocable-phrases," I have chosen to use

the term "inter-doll vocable-phrase" to refer to those which are located

between doll. in the central portion of the lyric line. As post-lyric line

vocable-phrases include the cadence pitch for the melodic-line. I will

hereafter refer to them as "cadential vocable-phrases."

The following example of fer lang shen] qupai song helping chorus

music contains both types of vocable-phrases. The lyric line contains

seven words. with an inter-doll vocable-phrase situated between the

fourth and fifth words in the line. The cadential vocable-phrase begins

after the seventh word of the lyric line has been sung.
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Example 6.6

Placement of Inter-Doll and cadential Vocable-Phrases in a seven-Word line of [Er Lang
Shell] Qupai. Song Helping Chorus Music14

helpingchorus (sings):

inter-doD uocebte-pnrese

4
4

dOD 1: 4 words.....----...... .. .....
o 3 .l 3· 3 6 5 3 2

(1lJ[) Jl ~ ~ (utz)

(e) ()ie xi lin (vi)
Pleased that today .

.
2 2 2

(oJ[)
(e)

, r. . . .
235 5

(ot<:)

6"")

I I
dOD 2: 3 words

II~23
" ----.

\:". ----....~. . . . .. . . . . . .
3 5 3 5 3 2 'UU 2- 6 6 1 2 3 1· 6 U 6-6 U

(OiiIl (lY[) ~(O~) 1)J) ". (OiiJ)
(a) (e) dei (va) cau qin§. (a)

clearing will begin,

cadential uocable-phrase

...--- r'----"""",,:,,,---"', --.. ~

6 2 i 6 '6
(lY[) (oiiI)
(e) (a)

. ..
2 .LJ 6· 1 U

(1lJ[) (OiiI)
(e) (8.)

Melodic Stability

A characteristic feature of vocables is their lack of speech-tones.

Unlike song text words, they exert no influence on the melodic structure

of a passage of vocal music. A comparison of two songs created from the

same qupai; but with different song texts, will display differences in

vocable selection, and in the location of small vocable-phrases. The

positions of the large inter-doll and cadential vocable-phrases will,

however, be the same. When the melodic structures of these songs are

examined, fundamental differences can be seen in the melodic contour of
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those portions of the song which fall under the influence of song text

speech-tones. The following example of two passages of [er lang shen]

qupai song music demonstrates such melodic differences.

Example 6.7

Comparison of the Melodic Structure and Song Text Speech-Tones in Line Three of Two fEr
Lang ShenJ Qupai Song15

actor (sings):
song 1

4
4

song 2

....... _ 5r--o.. ,-... 1 1

o 23 12 j 3. 2\3 3 32 \6 \ 2-
-(g ~ *" ~ ~.g~, (19l~) (OiiJ)

Oal74 ,l/ual72 dOl7g1JUI7 1c!lal7?-gua173 lil7g3) (na) (a)
Hoping the Eastern Ruler will takecare [of him],

4
4

3 { 1 " 3

o-cs 32 ~ .5 :3 \2,

OJTMM 1(
ril7g1 lia17g3 lia17g3 !lual7?
Hear the pair of yellow

~ :2 ----..
:3 5 6 - 5 23 3 \3 5 i 6 i 2-

~ ~ []~ m, (19l~ (OiiJ)

,.vil7g1 !lual74/iao4 ,Vli7g4
) (ns) (a)

orioles calling back and forth,

A comparison of the song text speech-tones in the above two lines of

actor music confirms the fact that gaoqiar;J.g qupai lyric form does not

control song text speech-tone arrangement. The large extent to which

speech-tones shape the nature of the melodic line is also apparent.

Although the melodic-lines in each version conclude with some form of

the the melodic sequence 6 1 2. in all other respects the two versions

appear to be melodically distinct. When two corresponding lines of

helping chorus music are compared. similar melodic disparities can be

found in those portions of the melodic-line where song text is present.
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Remarkable melodic consistency, however, can be seen in those portions

which are not affected by speech-tones--the vocable-phrases.

Example 6.8

Comparison ofMelodic Structure and Song Text Speech-Tones in line Four ofTwo fEr Lang
ShenJ Qupai Songs16

helping chorus (sings):
song 1

1 1 ~ 1 :; 0 """ 1..----
'6 l'

. . .
'6-

. .
4 - 2- ~ 2 ~ 6 23 1· 6 U 6 - 6 U
4 i.ii !OJ g (Oiip ~ m Ii (O~) (OiiJ) ~ (OiiJ)F·

5171./,-2 xia17g4 gaol (a) 101./2 l7el7; d,-2 (ya) (a) sl7el7g1 (a)
Someone sends sounds of the horizontal flute from the high tower.

song 2

r-. 1"". ~ '"
,....---......, ----... . . . . . . . .

4 3 2 1 6 1 ~ 2· 6·1 23 1· 6 ~ 6- 6 U
4 !fl (~) ~ 'B (Dt!!) ~ ia :tf Jt!. (OiiJ)

2803 (e) oe14 to 1 (ve) I71./a174 q13 cl7l./l7 l qil7g2 . (a)
Already aroused early by his calls of spring sentiments.

song 1

cadentiat uocanle-phrase

.......--- -,
f , - 5. . . . .

\62 LJ 6·1 U 6 2 1 6
(~) (OiiJ) (~) (oiiJ)
(e) (a) (e) (a)

song 2

----...... I , - 5. . .
\62 LJ 6·1 L1 6 216

(~) (OiiJ) (~) (oiiJ)
(e) (a) (e) (a)

An examination of the melodic structures of the two passages of

helping chorus music indicate why helping chorus music is considered
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more stable than actor music. Due to the melismatic nature of helping

chorus music, the effect of speech-tones on melody is greatly reduced.

Through the presence of inter-dou and cadential vocable-phrases, the

same melodic structure can consistently be reproduced. Without placing

restrictions on song text speech-tones, Sichuan opera practitioners have

no way of guaranteeing melodic stability in those portions of the melodic

line where song text is present. Through the use of vocable-phrases.

however, the possibility of reproducing melodic material is made possible.

In different plays the song texts are different, the speech-tones are
different, and [so] the music which follows the speech-tones of the
words will be different. This [part of the] music changes, [and so]
cannot be the characteristic music of a qupaL The only part [of the
qupai ] which can be the characteristic music of the qupai is the
helping chorus part which remains fundamentally the same. This
section of music stays in a relatively steady state, [and] is therefore
easily distinguishable" (Chen 1985, lOO).

The aural nature of a qupai is the primary element in determining

how a qupai is used in performance. For this reason, all aspects of qupai

internal structure contain immutable elements which serve to

communicate this aural nature each time a new song is created. Without

the presence of this nature, a song will be unable to affect the audience in

the way in which opera practitioners intend. In gaoqiang qupai musical

structure, it is the musical material found within vocable-phrases which is

the signature music of the qupai. Somewhat surprising, however, is the

fact that it is the helping chorus, not the stage actor, who conveys this

important musical information to the Sichuan opera audience.
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Zhuanqiang: The Identifying Melodic Element of Qupai

Many qupai in the gaoqiang repertoire contain a passage of music

which is unique to that qupai alone, and which is considered by Sichuan

opera practitioners to be the most important identifying element in the

qupai 's melodic structure. Referred to as a "zhuanqiang " (~~ lit.,

"special melodic-phrase"),17 this musical phrase has both melodic and

rhythmic properties and is always located within passages of helping

chorus music. In that each new song text impacts the nature of the

melodic structure of a qupai song, Sichuan opera practitioners look upon

zhuanqiang as the only element in a qupai 's melodic structure which can

consistently convey the identifying aural signature of the qupai.

The ... [zhuanqiangJ is the richest and most characteristic
melodic form in a qupaL No matter how the qupai 's melody
is altered, its zhuanqiang will function as a stabilizing
element, permeating throughout the qupai (Li 1985, 46).

Zhuanqiang are generally one melodic-line in length, although in a

few qupai they are twice as long. Depending on the musical structure of

the qupai, its zhuanqiang may appear once or several times durmg a song.

The most common location for the first appearance of a zhuanqiang is in

the opening passage of helping chorus music (i.e., the erect-pillars

section) which initiates the majority of qupai songs. A [han qiang]

([~X~]) qupai song, for example. opens with a putting-on-a-hat style of

song initiation which is jointly carried out by the actor and the helping

chorus. [Han qiang] 's zlruanqiang immediately follows this opening

passage on line two.
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Example 6.9

Zhuanqiang Passage on Ilne Two of a [Han QiangJQupai Song18

he1ping chorus (si nos):

dou 1

4
4

I~
1 .

12~ 12612-
70 1J~ @
Wei tao yual7
For the peach garden

.
o 3 2 1

(OJ[l
(e)

6 23
(Oijl (~@)

(a) (e)

~~

. r I ."
165616-

(OiiP
(a)

dou 2 dou3

• .§ = , ~ .. ! ..
o U '-6 - 5 6 1 4 3 2 3 6 6- 1 2 U ~ 2· U U

~li ~1£ )J(IIJ]~) (l1nl) 7~(03fl -T LlJ· (IlJJl (OiiJ)

ZudutJl7 .::""'8l WtJl7 (178.) (a) shul (ya) qlal7 shal7. (17tJ1) (a)
I am halted by the ten-thousand rivers, and thousand mountains

\
2 - - 0

" rr----""":""'.

2 - 3· 2 1 2 3
(ViiJ)

(a)

2· ;:) 5 6 3 2 1 61.
-;-'\ I_

5 - 6 1 43
(Oiip
(a)

Due to the fact that zhuanqiang passages always accompany song

text, slight disparities in melodic structure will be present when songs

using different texts are constructed from the same qupai. Variation in

speech-tone pattern and lyric line length will be primarily responsible. In

that the zhuanqiang of a qupai is frequently the most melismatic musical

passage in a song, the effect of speech-tones is not only less than in

passages of actor music, but also less than in non-zhuanqiang helping

chorus passages.

In [han qiang] qupai songs, the zhuanqiang is repeated after each

passage of actor music has been sung (Sichuan 1987, 73). A comparison

of the zhuanqiang on line two and the subsequent zhuanqiang appearing
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on line eight, reveals that although melodic disparities are present in

those parts of the melodic-line where song text lies, the greater part of

the melody is identical,19

Example 6.10

Zhuanqiang Passage on line Eight of a [Han Qiang] gupai Song

helping chorus (sings):
o't.7U 1 o't.7u2

'"'.n r , .....----...... I. . . . . . .
4 6156 1 5 6 1 43 2 35 .§. 6· U 61 1 2· 1.:-1 U
4
~* ~ M (oiiJ) 8 (OiiJ) l?B ~? (D~)(OiiJ)

Oan weiz/Ji he (a) ri (a) taen yuan? (fla1) (a)
When we will be together again?

i'\ / .
5-!...J43

(OiiJ)

(a)

2· 3 5 6 3 2 1 61 2 - - 0.

The zhuanqiang in Example 6.9 contains ten song text words,

divided into three dou of 3 + 3 + 4 words. The zhuanqiang in Example

6.10 has only seven words, divided into two dou of 3 + 4. Because [han

qiang] qupai lyric form does not dictate speech-tone pattern or place

restrictions on line length, Sichuan opera practitioners are able to adjust

the zhuanqiang passage to accommodate different song text conditions.

Despite this flexibility, the [han qiang] zhuanqiang must be relatively

codified in terms of its musical structure to aurally convey the identity of

the qupai , Despite the differences in melodic-line length (thirteen

versus seven measures), when the zhuanqiang of lines two (Example 6.9)

and eight (Example 6.10) of the [han qiang] song are compared, one can

see that the' final six measures in each passage of music are virtually

identical. This section of music begins just as the vocalization of the
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second dou in line two, and of the first dou in line eight, conclude. Five

of these six measures are sung using vocables, and are therefore free from

speech-tone influence.

Among qupai featuring zhuanqiang, it is common to find that the

melodic structures of the non-zhuanqiang helping chorus passages in the

song contain musical material which is based on music presented in the

zhuanqiang passage. Since zhuanqiang passages are considered to be the

melodic core of a song, and usually first appear at the very beginning. it is

logical to assume that the musical structures of the subsequent non

zhuanqiang passages are based on material presented in the zhuanqiang

passage, and not vice versa. The borrowed material which appears in the

non-zhuanqiang passages is taken from the cadential vocable-phrase

portion of the zhuanqiang passage--usually the longest and most

melismatic vocable-phrase of the song.

The [er lang shen] qupai is one of the few in the repertoire which

has azhuanqiang that is two melodic-lines in length. Lines one and two

of an [er lang shen] song constitute its zhuanqiang. Due to the placement

of the song text in the music, the cadential vocable-phrase in line one is

considerably shorter in length than that of line two. Of the nine lyric lines

present in an [er lang shen] song, seven are assigned to the helping

chorus. A comparison of the musical material contained in the cadential

vocable-phrases of these lines shows how musical ideas first presented in

the zhuanqiang are reiterated throughout the course of the song.
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Example 6.11

Melodic Patterns Contained in the cadential Vocable-Phrases of the Six Helping Chorus
Unes in an fEr Lang Shen} Qupa.i. Song

Zhuanqiang cadential Vocable-Phrases:

line 1 a
i I

line 2

a b c

Non-Zhu.a.nqiang Cadential Vocable-Phrases:

line 4 a b c
II.----------.n-------------,r----'---,

4 I :-'.'-"'~. I ~ 1::-: I. . I' .~ ~4"" - D 1·~ U 6 - 6 .LJ 2 2 1 6· 1 .LJ 6 2 16 \6-

line 6 a c
I I

I .". .'" -- I· ,..---...... I~ I4 r, 2· 2·1· •4" - 2 3 1· 6 5 6 3 U 5 6 -

line 7 C

4 I .~r--I..-,-5---,
4" - 3· 2 1 6 \6 -. 0

line 9 c

~ I- ('I2---1-'-6-'-1-5-----,
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The helping chorus passages in the majority of qupai songs are

created through such alternation of zhuanqiang and non-zhuanqiang

passages. As seen in the Ier lang shen] example, the zfw.anqiang 's

cadential-vocable phrase is the longest in a song. When several lines of

helping chorus music are found in succession, it is common practice to

vary the lengths of the cadential-vocable phrases as a means to avert

melodic or rhythmic monotony. By extracting and recycling all or part of

the zhuanqiang's cadential vocable-phrase for use in non-zhuanqiang

passages, the song is given a varied musical texture, but is also provided

with a comprehensive, and integrated. musical sound.

Composite Qupai

As indicated above, each zhuanqiang is intimately tied to the

musical identity of a particular qupai. Among qupai which lack their own

unique zhuanqiang. the practice of borrowing another qupai 's zhuanqiang

is common. Although the presence of a borrowed-zhuanqiang within a

qupai 's musical structure become an identifying musical feature of that

qupai; the zhuanqiang never looses its association with the originating

qupai. Whereas qupai such as [han qiang] and [er lang shen] each

contain a single zhuanqiang. "composite" qupai " (jiqu ~ B±r Iit.,

"collected-tunes") can contain zhuanqiang from several different sources.

Qupai which have their own unique zhuanqiang usually do not

incorporate borrowed zhuanqiang into their musical structures.

The qupai lsi bu xiang] ([!ill -::r:1tJ) has a regulated lyric form which

is only four lyric lines in length. and a performer-assignation structure

which is entirely-helped. lSi bu xiang] is one of the few qupai in the
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repertoire which has a musical structure that is entirely composed of the

zhuanqiang of other qupai.

performer zIJuanqiang source

line 1: helping chorus [Ff zIJi IJua! [-*R1t]
line 2: helping chorus [IJan qfang! [~X~]

line 3: he1ping chorus [gan zIJou gel [i:lmi~]

line 4: he1ping chorus /aso IJua cIJu3n] [1J~ -j(:IJ M]

Figure 6.3

Origins of the Zhuanqiang Present in a [Si. Bu XiangJ Qupa.i Song

All of the zhuanqiang which constitute a lsi bu xiang] song are

taken from qUPQi which are considered melodically-related to it. This is

the case in most composite qupai, although sometimes zhuanqiang from

unrelated melodic sources are used as well.

Qupai Classification

Same-Category Qupai.

Each qupai in the repertoire is a unique assemblage of structural

elements representing each of the three aspects of gaoqiang qupai

internal structure: lyric form, performer-assignation structure, and

musical structure. Among qupai which feature a regulated lyric form and

which have identical performer-assignation structures, it is often on the

basis of a qupai 's musical structure that the qupai 's identity is

established. If two such qupai also share a common rhythmic form, then

their melodic structures become the determining factors in
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distinguishing the two qupai. Slight variation in any aspect of qupai

internal structure may result in the creation of a different qupai. Some in

the Sichuan opera tradition find it taxing trying to remember the

numerous structural variations which distinguish the hundreds of qupai

in the repertoire from one another, and criticize the gaoqiang musical

system as being too detail-oriented.

Some say that the gaoqiang qupai [musical system) is loaded down
with trivial and tedious details. The melodies of so many qupai are
basically the same, yet their names are different--too complicated.
Some people remark [that) the difference between the two qupai
[huang niao er] and [wang er gui] is small, and that a slight variation
in the helping chorus music is the only difference between [duan
zheng hao] and [yi zhi hua]. If not for one line of melody, [bei xin
shui Ung] and [xin shui Ung] would be completely the same (Wu
1982, 18).

Recognizing the common features shared by many gaoqiang qupai,

Sichuan opera practitioners often describe qupai as being "largely

identical [but with) minor differences" (datong xiaoyi *II5J /J" ffi). Over

the past thirty years, a number of Sichuan opera practitioners

(predominantly, gushi) have put forth methods of qupai classification to

help deal with the plethora of qupai. All of these methods are based on

the identification of common elements present in qupai melodic

structure.F?

Sichuan opera practitioners believe that among the several hundred

different gaoqiang qupai , there are actually only a small number of

melodic types Uiben qiang ~*.Iii:~ lit., "basic melodic-phrases").

Just how small this number is varies according to whether the melodic

structure of the qupai is being analyzed from the perspective of its actor

music, or from the perspective of its helping chorus music. In other
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words, two different methods of evaluating qupai melodic kinship are

used in gaoqiang music.

Even though the actor passages of qupai possess a high degree of
flexibility, having melodic lines which are not as fixed as [those of]
the helping chorus, from the perspective of development and
change, [actor music] does have rules which must be followed.
Firstly, actor music also possesses classifiable features. With the
exception of declamatory qupai; generally speaking, although the
differences in helping chorus [music] may be considerable among
qupai which are in the same [melodic] category, there is only one
basic melody used for the actor passages (Sichuan 1987, 244).

The materials used at the provincial opera school to teach student

actors organize qupai according to the melodic structure of actor music.

These materials claim that only five basic melodies are present in

gaoqiang actor music (Du 1985, 36-56).21 These five are represented by

the following qupai :

1. [xin shui ling} [~Jf 7}<.~]
2. [suo suo gang} [~~RIJ ]
3. [duan .:::7J&ng /7ao} [~~ lEJff]

4. !../iang tou ~qU!j [~I~tE]

5. [hong na ao} [~I lfS tk]

Qupai which are melodically related based on common features

found in their actor music are termed: "same-category qupai .. (tonglei

qupai ~*alI AA!). Given the large number of qupai in the repertoire,

and the relatively limited number of recognized melody types, a single

qupai may then be melodically related to as many as sixty others.
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Characterizing Melodic-Figures

Due to the Iogogenic nature of ganqiang actor music, it is

impossible to recreate the same melodic line each time a new song is

constructed. For this reason, the melodic categorization of ganqiang qupai

actor music is based on the presence of a number of "characterizing

melodic-figures" (tezheng yinxing ~~if~) in the music.

Characterizing melodic-figures have both melodic and rhythmic aspects.

Usually consisting of two-to-five musical pitches, they generally last two

beats of music or less. A few figures, however, are longer.

The actor passages of most qupai found within the same melodic

category are created using the same mode. Despite this fact, same

category classification status is not determined by the modal structure of a

qupai, but rather on the presence of characterizing melodic-figures. As

described earlier in the chapter, a number of qupai in the repertoire

modulate between different modes during a song. This modulation

occurs, however, in passages of helping chorus music, not actor music.

When the discussion of the helping chorus-based qupai classification

system known as "sworn-brother qupai" is taken up, the modal structure

of qupai will be shown to be a factor in the categorization process.

Although a basic rhythmic relationship exists between the musical

pitches in each characterizing melodic-figure, slight variations in note

value can be seen. Among those figures which 'contain several musical

pitches, it is also not uncommon to find modified versions of the figures

in which a few musical pitches have been omitted. One of the

characterizing melodic-figures found in qupai belonging to the [xin shui
231

ling] melodic category, for example, is 5 3 9;'2· 1. Versions of this

figure also appear in songs as 2 . ~23 t2. 1, and 55 3 2· 1, but also
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regularly as the greatly shortened 2·1. This flexibility of form allows the

figures to be adjusted to accommodate the different rhythmic structures

found in gaoqiang music. In that music constructed using a 2/4 meter is

less melismatic than music in 4/4 time, characterizing melodic-figures

must be able to be adapted to match the rhythmic structure of the music.

Each category of gaoqiang actor music employs between three-to

five characterizing melodic-figures to convey the aural identity of the

melody type. In order for characterizing melodic-figures to serve the

function of identifying the melodic group to which a qupai belongs, some,

if not all, of the figures must be present in each song constructed. For

those figures which consist of only one or two notes, it is possible to

position them anywhere in the song text passage where their presence

does not conflict with speech-tone communication. Those figures which

contain a larger number of musical pitches, however. must be located in

those parts of the music where the least amount of speech-tone influence

occurs, such as at the ends of melodic-lines.

Due to their frequent placement at the ends of melodic-lines,

characterizing melodic-figures usually conclude on one of the preferred

cadence pitches for that melody type. As indicated earlier, each gaoqiang

qupai song is constructed using the pitches present in the qupai 's

associated models). The tone on which a mode is based--its principal

tone--often serves as a cadence pitch in helping chorus passages. but less

frequently in passages of actor music. In many qupai melodic categories,

pitches other than the principal tone serve as the primary cadence

pitches for actor passages. Most qupai in the [xui shui ting) melodic

category are constructed using the zhi mode (5). In addition to the

principal tone zhi (5), the primary cadence pitches used to conclude
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passages of actor music in this category are the gong (1) and shang (2)

pitches, which are the subdominant (4th above the principal tone) and

dominant (5th above the principal tone) pitches in the mode. Next to

the principal tone, the dominant has the strongest ability to convey a

feeling of closure, and for this reason these two pitches are the ones most

often used to conclude the second line in a lyric couplet, whereas the 1

pitch is usually found at the end of the first line.

The three characterizing melodic-figures used to convey the [xin
6 231

shui ling) melodic category are T?, ? 61 2, and 5 3 ==C:=2· 1. The

presence of these three figures in the two-line passage of [yan er luD)

([JiJL~)) qupai song actor music below clearly reveals the qupai 's

musical kinship to the [xin shui ling) melodic family.

Example 6.12

Characterizing Melodic-Figures in Two lines of [Yan Er LuoJQupai. Song Actor Music22

line 1 line 2
I • 1 ..

3 I~~I -. 231 r--. 1
--~

,....,
52 1 \LJ 0\6 34 0 235 5 n 53'=2· 1 3 6 35 5u

4 r45 ~ 1*~ 1E Jl j£ ti. t:!~ /- J&,ts!il1a,:", IT Jo,::",

JUI7 shu ::."I7el7g xludel ba /lal7 II zlJal7., .'JUI7 dexing kOI7!!pa
Handsome scholar do not touch me, Such immoral conduct I am afraid

~ 5 61~Jiu
9~ )\. (\iJ.lp) (oiiJ)

wal rea (ns) (a)
will make people talk.

I~ ~121
l~· (1Vl~)

tal7. (ns)

As can be seen in the above passage, it is common to find those

characterizing melodic-figures containing the most musical pitches
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placed at the ends of melodic-phrases, whereas the smaller figures can

appear in other parts of the melodic-line.

The following four-line passage of [xin shui ling] qupai song actor

music is constructed using a 2/4 meter rhythmic structure. Although less

notes are present in each measure of music. making the passage more

syllabic than 4/4 meter actor music, the characterizing melodic-figures of

the [xin shui ling] melodic category are still present. These versions of

the figures, however, contain fewer notes than those found in 4/4

metrical structure music.

Example 6.13

Characterizing Melodic-Figures in Four Lines of 2/4 Meter [Xin Shui LingJQupai Song Actor
Music23

line 1
I

2
4

o {''s21 1~211 0 55 i2 3 3

.. :f a. ~ tm ~~
2'1 xl slllal7tl z!Jel7 DU CUO, JII7 xlu qll7gc!Jul7 al7 xlao

Carefully considering [it is] really not sobad, My golden youth slips away

line 3
-.II--------------~.....------------__.J

s~ I~':ll 0 6 5 I ~ ~ 1
JL:'~a p,,~}. IF 1t1"9R ~ lJli

mo, 8u,J'1Ju I7U xll7 ra lie !Juo, 8uYVU I7U t.:Y70U suo S!JU8I7tl e.
unnoticed; Unable to control my heart's raging fire, Unable to stop my eyes from

expressing worry.

The characterizing melodic-figures of the [xin. shui ling] category

qupai display a rhythmic feature which is common among many other

such figures in gaoqiang actor music. This feature is characterized by a
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rhythmic imbalance created by a contrast in duration between the final

two notes in a figure. Rather than ending a melodic-phrase or -line with

two notes of equal time value. or a single sustained note. Sichuan opera

gaoqiang actor music passages frequently conclude in one of two ways.

Either the final note in a figure is preceded by an appoggiatura note of
6

shorter time value. as in the 'i:~ figure. or the final pitch is preceded by a

note of longer duration. as in the 2· 1 figure. The ability to properly

execute these rhythmically-imbalanced figures is an important part of the

vocal training of Sichuan opera actors. They are also a characteristic of

gaoqiang music which is often pointed to by practitioners as embodying

its flavor (weidao ll?IC m).24

Gender and Melody

In each melodic category. specific melodic features are present

which serve to communicate the gender of the dramatic character to the

audience. Qupai song female vocal music (nuqiang -j,r.~ lit.. "female

melodic-phrase") and male vocal music (nanqiang ~~ lit.. "male

melodic-phrase") are primarily differentiated from one another by the

choice of characterizing melodic-figures. cadence pitches. song range.

and degree of ornamentation found in the vocal passage.

Although differences exist in the melodic structure of the vocal

music sung by the dramatic characters in various role categories. these

differences are much less pronounced than those which distingulsh male

and female music. The majority of gaoqiang plays in the repertoire

feature the "three small" role categories (young dan. young sheng. and

chou) in leading roles. Those plays which feature young dan and young

sheng characters focus primarily on the performance skills of song.
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speech. and stylized movement! acting. while those featuring chou

characters emphasize speech and stylized movement!acting over song.

The young dan and young sheng role categories place primary emphasis

on vocal skills in performance. These role categories have the largest

number of dramatic roles and have the highest vocal ranges. For these

reasons. it is not surprising to find that gaoqiang music is primarily

constructed with the vocal capabilities of actors playing these two role

types in mind.

Sichuan opera's "role category" vocal music [distinctions] are
not as complete as Beijing opera's . , . Except for the [young]
sheng and [young] dan, ... "role categories" such as old dan,
martial sheng. chou., [and] mo. up to wawasheng. etc.• do not
have their own vocal music [styles]. When the painted-face
role category sings the huqin [qiang or] tanxi [musical
systems]. it is alright. but it is difficult [for them] to sing
gaoqiang. . . . [because] painted-faces cannot use [their]
falsettos voices.... Painted-face [and] principal sheng . . . play
leading roles in dramas with historical subjects. and these
types of plays are numerous in the huqin and tanxi
[repertoires). Young dan and young sheng predominantly
perform romantic gaoqiang plays. (He 1981.127).

Within the Sichuan opera role categorization system. no role

category specifically called "young dan "exists. The term is often used as

a comprehensive term to include all those dan subcategories in which the

dramatic characters sing using a mixture of natural voice and falsetto. The

boudoir dan. flower dan. bondservant dan. principal dan. blue-clothing

dan. smoke-flower dan. ghost-fox dan. sword-horse dan. martial dan. and

bold-vigorous dan. would therefore fall under the heading "young dan. "

Characters from the subcategories old dan. rocking dan. and ugIydan. 25

however. would not be included as they all sing using primarily their

natural voices. Each of the dan subcategories included under the heading

"young dan " varies in terms of the degree of emphasis which is placed on
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vocal skills. When characters from these subcategories do sing, however,

their vocal range and production style is similar.

Within each of the five melodic categories gender distinction is

achieved through slightly different means. Of the five, the [jiang tou gill]

melodic category makes the clearest distinctions between male and

female versions. In terms of vocal range, male [jiang tau gui] category

vocal music is performed a fourth higher than female vocal music. This

results in the use of different cadence pitches, as well as slightly different

characterizing melodic-figures for the two gender types.

The gender distinction in other melodic categories is much less

pronounced. In the [duan zheng haD] category, for example, although

identical cadence pitches are used in both male and female vocal music,

there are differences in the frequency of certain characterizing melodic

figures, the amount of rneltsma, the vocal range of the music, and in the

overall direction of the melody. [Duan zheng hao] category male vocal

music is described as being "bold and vigorous, strong and forceful" and

has a melodic line which is "circuitous downward" (Sichuan 1987. 250).

This downward directional pattern is further emphasized by the use of
3

such characterizing melodic-figures as: 65""C2. 2 3 at the ends of

melodic-phrases. Female music. in contrast, is said to be "mild and

indirect. soft and gentle," with a melodic line which "moves upward and

dwells there" (250). Due to the overall upward motion of the melodic
3

line. such melodic-figures as 65"[2. 2. 3 are less frequently employed in
.. 1

female [duan zheng hao] music. A more often seen figure is l.2. '-6,

which although also featuring a descending melodic line. is higher in
3

overall pitch and shorter in duration than the 65"[2. 2 3 figure used in

male [duan zheng han] music. The general upward tendency and high
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melodic range of [duan zheng haD] female music conveys the gender of

the character to the audience. This upward melodic motion is not always

reflected in the characterizing melodic-figure, however, which primarily

serves to communicate the melodic category of the qupai.

In all melodic categories, female vocal music is generally more

melismatic and features more melodic ornamentation than male vocal

music. ''Xiaoqiang'' kJ" fllit., "small melodic-phrases") is the primary

form of melodic ornamentation used in gaoqiang vocal music. Each

xiaoqiang contains several musical pitches (usually three or more), and

features a rhythmic structure which is significantly faster than that of the

surrounding pitches. The pitch which immediately follows the xiaoqiang
231

figure is often included in the xiaoqiang. For instance, in the figure =t;= 2·
231

1 , the 2 pitch is the not only the first pitch in the :::::e= xiaoqiang, but is

also the pitch to which the xiaoqiang is attached.

The construction and application of xiaoqiang is determined by the

actor, and is an important avenue for creative expression in gaoqiang

music. The melodic structure ofaxiaoqiang, however, must always be in

accordance with the features of the melodic category of the qupai; and not

be in conflict with the song text speech-tones.

Gaoqiang actor passages have the characteristic of "following
[one's] heart, to enter the music," because the performer's
solo passage offers an opportunity to fully express [oneself].
This expression is not [without controls]. [An actor] must
follow the restrictions of the qupai 's . . mode, rules of
melody, and structure ... (Yang 1985, 82).

As mentioned above, among the drsmatic characters seen on the

Sichuan opera stage, female characters use more xiaoqiang than male.

Among male characters, young sheng characters use more than other
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male role categories. Among actors performing the same role type, not all

incorporate the same amount or style of xiaoqiang into their vocal

passages. The style and amount of xiaoqiang in a performer's vocal music

is something which marks that individual's artistic style. Sichuan opera

actress Jing Hua (Jt2.p.), a leading performer with The Third Company of

the Chengdu City Sichuan Opera Company, is an artist known for the

numerous and highly complex xiaoqiang present in her vocal

performances. Jing Hua's skillful creation and execution of xiaoqiang is

the artistic trademark of this actress, and the trademark of the young

performers who now study her vocal style. Because of the number of

notes, and the speed at which xiaoqiang are performed, their presence in

a passage of actor music is rarely accurately reflected in published music

scores.

Sworn-Brother Qupai

When Sichuan opera practitioners approach the task of qupai

categorization from the perspective of the melodic structure of actor

music, they often conclude that only five basic types of melodic form exist

within gaoqiang music. Each passage of qupai song actor music reveals

its membership in one of these five melodic categories primarily through

the use of the characterizing melodic-figures. When the task of qupai

categorization is approached from the perspective of helping chorus

music, however, the categorization process becomes considerably more

complex.

The 1987 publication A general account of Sichuan Opera music

(JII ~IJ if $d~~J!. Chuanju yinyue gaishu). divides qupai into the
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following ten categories based on the melodic structure of their helping

chorus music (Sichuan 1987, pp. 2-5).

1. (xll7 sno: 1117g! [*JfJf.~] 6. Iju l7ua XII7! [~ltt*Jf]

2. (dual7 zl7el7g l7ao! [!liiij 1£iff ] 7. L7 17u yUI7 reI) [tt-i: 15]
3. (xlal7q luo dal) [W~*] 8. (l7ol7g l7aao! [~I~Pil*]

4. (/lal7q tuo qUI) [~I~1t] 9. (suo suo gal7g![~~ ~]- ~ ~

5. II(lao rum zl7/) [*~1R] 10. (ke ke z/! [i*i:m-=f ]

Due to their lack of melodic material and questionable status as

gaoqiang qupai, the Sichuan opera school faculty chose to exclude

declamatory qupai from the melodic categorization system of gaoqiang

qupai actor music published in the school's teaching materials. In the

above categorization system, however, declamatory qupai are included

under the category headed by the qupai [ke ke zi].

A qupai 's melodic identity is based on the collective nature of its

actor and helping chorus music. As stated earlier, among the over three

hundred qupai present in the gaoqiang repertoire, only a total of five

different types of actor music can be found. This would indicate that the

melodic material which serves to distinguish a qupai from others in

repertoire must be located in its helping chorus passages.

Gaoqiang has several hundred qupai. but among the vocal music
sung by the actor there are only a few melody types.... [Because] a
number of qupai share the same melody type, to say that a melody
type is the characterizing music for several qupai is obviously
unacceptable.... A qupai 's characteristic melody is not in the part
of the qupai sung by the actor, but in the part sung by the helping
chorus ... (Chen 1986, 50-51).



245

The classification of qupai according to the melodic structure of

their helping chorus music uses as a basis the "same-category qupai "

distinction described above. In other words, qupai which are melodically

related based on their helping chorus music, are also related based on

their actor music. The reverse, however, is not always true. Through the

presence of such melodic elements as zhuanqiang, qupai are

distinguished from one another. When the different zhuanqiang of same

category qupai are examined, one can see that although each is unique in

overall form, there are musical elements which reveal a zhuanqiang 's

relationship to others in the same melodic category. Such musical

elements include the sharing of the same modal structure and presence of

specific melodic forms. Below the zhuanqiang cadential vocable-phrases

of the two same-category qupai [qing na ool ([Wfj1J~]) and [bei zhu rna

ting} ([j t tt1; Off]) are compared.

Example 6.14

Comparison of Musical Structure of the Zhuanqiang Cadential Vocable-Phrases of [ging Na
Ao] and [Bel. Zhu.Ma Ting] Qupai

helping chorus (sings):
[qll7!J 178 80J

I.-------~------~...
4 ......... ~ .....----- •
4 6 1 5 5 6 5 3 5 0 6 5 3 5 6 1 6· 5 3 5 2 3 5 - - 0

,[oel zIJu ms ~;.:.Ifl.::::[l.:;.r);..·_--:- ~:__----.,

4
4

1-13£1 1 2 1 -

Although an examination of the musical structure of the actor

passages of [qing na ao} and [bei zhu rna ting} qupai songs would reveal

the presence of similar characterizing melodic-figures, an analysis of the
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helping chorus zhuanqiang cadential vocable-phrases of the two qupai

reveal fundamental differences in musical structure. Similar

commonalties and disparities can be seen in the actor and helping music

of songs constructed from two other [xin. shill Ung] melodic category

qupai: [xiang luo dai] and [xin. shui ling]. When the zhuanqiang cadential

vocable-phrases of a [xiang luo dai] song is compared to that of [qing na

aol. and [xin. shill ling] 's with [bei zhu rna ting]. however. a higher degree

of melodic similarity can be found.

Example 6.15

Comparison of the Musical Structure of the Zhuanqiang Cadential Vocable-Phrases of
[.Kiang tuo Dai} and [Qing Na AD]. and fXin Shui Ling) and [Bei Zhu Ma Tiny] gupai

[;rial7g luodal! and [qil7gl7a aoI

,
"' r

,,
5 6' ~ 35 23 5- 65 3 23 5 - - 0

L....-- - -
IF ,.

5 0 65 3 5 6 1 6· 5 35 23 5 - - 0

.... . ."
2 1 2 3 1· 6-

-. """" .....----....6155653

4
4

4
4

[xll7 .::."!lul Ili7g} and [belzl7u ms tlngI

4
4

4
4

, ,
1- 12. 21 ~ 1 ~ 5 65 ~ ~ 6 6 5. . . .

( "\

1 - 1 3 2 1 ~ 2 1 6 5'6 23 1 2 1 -. . .

The categorization of qupai by helping chorus music is based on the

music found in the cadential vocable-phrases of helping chorus passages.

Among the qupai said to share similar helping chorus music. some
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possess unique zhuanqiang (such as [bei xin shui lingJ and [qing na aoJ ),

some feature the zhuanqiang of other qupai (i.e., composite qupai ),

while others possess only the musical material contained in the non

zhuanqiang passages of zhuanqiang -possessing qupai. As indicated

earlier, the melodic structure of non-zhuanqiang helping chorus passages

is usually based on melodic elements contained in zhuanqiang passages.

Within each helping chorus melodic category, a number of qupai

are thought to contain musical material in their helping chorus passages

which indicates an unusually close melodic kinship. These qupai are

given the special designation "sworn-brother qupai " (xiongdi qupai

JL~EtBAA!). The fourqupai shown in Example 6.15 form two pairs of

sworn-brother qupai: [qing na ao] with [xiang luo daiJ, and [bei xin shui

ling] with [bei zhu rna tingJ.

Within each melodic category, similar sworn-brother relationships

can be found. Sworn-brother qupai relationships can be found occurring

in pairs of qupai; or among several qupaL Sworn-brother relationships

occur among qupai with the same zhuanqiang, as well as between qupai

with different, yet melodically-related zhuanqiang. Some qupai. however,

possess unique melodic material in their helping chorus passages which is

not shared by other qupai in that helping chorus category. For these

qupai; no sworn-brother qupai relationship exists.

While there seems to be general agreement that a secondary level of

qupai categorization exists which is based on common features found in

the helping chorus music, there is considerable amount of inconsistency

and disagreement in the tradition with regards to the issue of sworn

brother qupai. Although all seem to agree, for example. that the helping

chorus passages of the qupai [duan zheng hao], [dao dao lingJ Un)] n)]1r]),
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[yi zhi hua] and [er lang shen] all share common melodic features. there

is not always agreement as to which qupai share sworn-brother

relationships.

The practice of classifying qupai based on the nature of their

melodic structures reveals several important things about the gaoqiang

musical system. First, as no classification systems exist which organize

qupai based on either their lyric form or performer-assignation structure,

the musical structure of qupai can be understood to be where

practitioners feel that most qupai reveal their independent identities.

Secondly. the fact that the classification of qupai based on melodic form

is even possible, indicates that qupai found in the repertoire of the

gaoqiang music system are not entirely melodically unique from others.

Analysis of qupai actor and helping chorus music has revealed

striking differences in the melodic structure of these two types of vocal

music. The hundreds of qupai present in the gaoqiang musical system

can be divided into only five melodic types based on the nature of their

actor music. When the subject of categorization is approached from the

perspective of helping chorus music, however, considerably more melodic

diversification is recognized. It is within passages of helping chorus

music that the distinguishing features of a qupai IS musical form are found.

In many instances. these features are what establishes the identity of a

qupai. The most common way in which a qupai expresses its unique

musical form is through the presence of a zhuanqiang. By the existence of

the designation "sworn-brother qupai; II one learns that even among those

musical elements which are said to distinguish qupai. the sharing of

melodic material is still p:resent.
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The second element constituting qupai musical structure is

rhythmic form. Just as analysis ofqupai melodic form has revealed

fundamental differences in helping chorus and actor music, an

examination of rhythmic form will also show that disparities in metrical

structure and styles of percussion accompaniment serve to further

distinguish the two types of gaoqiang vocal music from one another.

These differences in tum support the discrete dramatic functions served

by the two entities in gaoqiang performance.
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Notes to Chapter VI

GAOQIANG QUPM MELODIC STRUCTURE

1 See Chapter II, Note 16 for an explanation of the salient features

of cipher notation.

2 This song passage is performed by the dan character Wang

Zhaojun (±- lIB~) in the scene "Crossing the Northern Frontier" ("Chu

bei sai" ttl;lt ~), from the play The Chaste Woman of the Han (Han zhen

lie IX m.w~!) (Zhang 1964, 185).

3 Also pronounced "jia» "

4 In some gaoqiang musical scores both a 7 and a 7b pitch appear.

5 This passage is sung by the sheng character Pei Yu (~~) in the

scene "Picking Red Plums" ("Zhai hong mei" .;I;fij), from the play The

Red Plum (Hong m.ei ji ;1;fij i2.) (Zhang 1964, 456-457).

6 For background information on the song, and the romanization of

the song text, see Chapter V, Note 5.

7 In Sichuan opera qupai such as lUufan gong ci] which change

modes during a song are commonly referred to as ""violating-[the)-key

qupai " (fandiaD qupai ggWI±tJ M!) .

8 This song is sung by the sheng character Pei Ruiqing (~Jiij9l1~)

in the scene "Picking Red Plums" ("Zhai hong mei" .;1*), from the
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play The Red Plum (Hong Mei Ji ~I1ijid). The romanization of the song

text is as follows:

Ni wen zan yin shen huan gin,

Zanjin zhao you xie jiao xing.

Zhen ke shi jie zhi lian cheng.

Si mei yu huai zhong baa,

Zhen zhu er zai wo shou nei qing.

Ni kan na hua lou gao chu;

Yi ml lang ru hua ping ting.

Lu shi Zhaorong shi ta de mingo

Danfinn ta ban gou xin yue xiu. mei dai;

Ai sha ren,
Man mian chun feng xiao lai ying.

An zhe li y'~ng qing hu huan,

Ta na li di di ying sheng.

Ze jian ta ban tun ban tu,

Man dao wu qing qu qing que you qing.

Ni ruo wen zhe zhi hong mei,

Shi ta qin xiang zang.

Lan qiao duo ya yun..

Tian qian yu liang yin.
Zan wei duo jiao mei de xia feng rno bing,

Si zhi wu Ii shao jing shen.

Ni ba na hao qu er duo chang er sheng,

9 This song passage is performed by the Young Buddhist Nun (Xiao

Nigu ....j ... jg~) dan character in the one-act play Longing for Laity (Sifan

,m. J'L) (Wen 1983, 91).

10 For a summary of the speech-tone properties of the Sichuan

dialect of Chengdu, see Chapter IV, pg. 129.
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11 This song passage is sung by the dan character Jiao Gulying

(~tE~) in the scene "Striking the God" ("Da shen" 1Tl$l. from the

play Burning Incense (Fen xiangji ;tWi2.) (Wen 1983, 11).

12 Released melodic-phrases can also be found on lyric lines which

are assigned only to the actor, but are more common on those lines which

are shared between the actor and helping chorus.

13 See Note 9.

14 See Note 5.

15 This passage is performed by the dan character Lu Zhaorong

(p RB$) in the scene "Picking Red Plums" ("Zhai hong mei" ~;11ij),
from the play The Red Plum (Hong mei ji ~I1ijiC) (Zhang 1964, 454

and 457).

16 See Note 15.

17 Also referred to as a "principal melodic-phrase" (zhuqiang

18 This passage is sung by the sheng character Guan Yu (?E ~~) in

the scene "Rewarded a Horse at the Banquet" ("Da yan ci rna" "*~~1;)
(Sichuan 1987, 73-74).

19 The speech tone pattern in Example 6.9 is:
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Wei 4 tao 2 yuan 2 zu 3 duan 4 zai 4 wan 4 shui 3 qian 1 shan 1.

The speech-tone pattern in Example 6.10 is:

Dan 4 wei 4 zhi 1 he 2 ri 4 tuan 2 yuan 2

20 It is unclear whether there ever existed a formal method of qupai

categorization in Sichuan opera that predates the various categorization

systems proposed since Liberation. Given the similarity in approaches

which these systems share. however. it seems likely that qupai have

traditionally been discussed in terms of their melodic structures and that

shared melodic features among qupai have always been recognized.

21 Among the other actor music-based categorization systems the

number of melodic categories ranges from five to eight. There are several

reasons for this difference in category number. First. in some methods of

classification a category for declamatory qupai is present. Secondly. some

argue that the qupai [xiao nan zhi] and [xiang luo dai] (and all qupai

melodically related to them) deserve independent categories. Others.

however. argue that these qupai belong to the [SUD SUD gang] and [xin shui

ling] melodic categories. respectively.

22 This passage is sung by the dan character Qin Xuemei (~~W)
in the scene "Presenting the Hairpin" ("Zeng chai" m~ ~)O. from the play

Zlwng san yuan (I:p~ft) (Zhang 1964. 538).

23 See Note 9.
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24 Based on infonnation acquired through classes and conversations

with faculty members Liu Shiyu (xU tit :E) and Du Fengzhu (11$ ~) of

the Sichuan Province Sichuan Opera School.

25 Frequently, ugly dan characters parody young Confucian women

in plays. In such cases, the actor playing the ugly dan role would use a

vocal production style which is similar to that of the young dan.
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CHAPTER VII

GAOQIANG QUPM RHYTHMIC STRUCTURE

The second structural element in gaoqiang music is rhythm. Within

each qupai; two discrete areas of rhythmic organization can be found. The

first area is the temporal organization of the musical pitches in a song.

The fundamental organizing principle behind this aspect of rhythmic

structure is the metrical type (banshi if& j\ lit., "pattern of accented

beats"). Seven basic metrical types are used in Sichuan opera ganqiang

music. Each metrical type represents a unique arrangement of accented

and unaccented-beats within a measure of music. Although metrical types

bearing the same name are found in both passages of helping chorus and

actor music, an analysis of their rhythmic structures and performance

styles reveals that the nature of metrical types changes according to qupai

performer-assignation structure.

The second area of qupai rhythmic structure is the percussion

music used to accompany passages of vocal music. Throughout the

performance of a qupai song, percussion music played by the offstage

orchestra can be heard. At times during a song vocalization, the

percussion orchestra performs complete percussion patterns beneath the

vocal line. At other times. however, only the sounds of the gushi 's

wooden-clapper and small drum can be heard articulating specific beats in

the music. The type of percussion music heard during passages of

gaoqiang vocal music is dictated by qupai musical structure, and is also

related to the nature of its performer-assignation structure.

Like other aspects of qupai internal structure, each qupai has a

distinct rhythmic organization which is intimately tied to its identity. The
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nature of this organization affects the way in which theatre practitioners

use qupai in performance, and therefore must be present each time a new

song is created for dramatic use.

Metrical Types

The metrical structure of a gaoqiang qupai song is discussed in

terms of the number of accented-beats (ban 1&), and the number of "eyes"

(yan O~) or unaccented-beats, present in a single measure of music. A

measure of 4/4 meter music, for example, has four beats. Each quarter

note in the measure is given the time value of one beat. The first beat in

the measure is perceived as being accented, and the three remaining,

unaccented. For this reason, 4/4 meter music is described as having "one

accented-beat and three eyes" (yi ban san yan --"1&::::' O~), while 2/4

meter music has "one accented-beat and one eye" (yibanyiyan -1&--"
O~) per measure. Music which is considered to have a free metrical

structure contains no particular organization of accented- and unaccented

beats, and hence is referred to as possessing "diffused accented-beats"

(sanban ~1&).

There are seven metrical types used in gaoqiang music, five of which

are metered and two of which are not. Each metrical type not only

features a specific arrangement of accented- and unaccented-beats, but

also a suggested performance tempo and an associated dramatic

application. Just as qupai have unique lyric forms, performer-assignations,

and melodic structures, they also possess predetermined metrical

organizations which must be used when constructing a song. Although
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some qupai in the repertoire feature a single metrical type throughout a

song. many have metrical structures which change several times.

As indicated earlier, a characterizing feature of Sichuan opera

gaoqiang musical structure is the disparate natures of helping chorus and

and actor music. Like melodic structure, fundamental differences in the

behavior of metrical types can be seen in the two different vocal styles.

Figure 7.1 summarizes the metrical types found in the gaoqiang musical

system, and indicates some of the differences in rhytlunic organization of

these metrical types when found in actor and helping chorus music.
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Chinese /Jl~vin meter
meterical type ideoqraph romanization actor hc

one-character -~ yizi free 4/4

two-flowing -=1J1t erliu 1/4 2/4

/Jengban two-flowing mR1&=1Jii /Jengban erI /a 2/4 2/4

slow two-flowing }~ -~m man erliu 1/4 2/4~ ---" fJI

fast two-flow ing J~=1m /(uai erliu 1/4 1/4

stro11 ing-meter jE1& zouban free free

shaking-meter ~1& yaoban free free

Figure 7.1

Summary of Sichuan Opera Gcroqiang Metrical Types

One-Character Meter

The most widely used. and perhaps most unusual. metrical type in

the gaoqiang musical system is "one [written]-character" (yizi - ~)

meter. This metrical type is the most melismatic. and is usually

performed at a relaxed. slow tempo. although in certain dramatic

conditions one-character music may be performed slightly faster. One

character meter is considered appropriate for passages of song text in

which dramatic characters express their inner thoughts and emotions

about the situations which they face or describe events which took place in

the past.

One-character meter has different metrical structures depending on

whether it is used in passages of helping chorus music or actor music. In
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helping chorus music, one-character meter is described as "having

accented-beats [and] having eyes" {youbanyouyan 1f1&*I O~}, indicating

the presence of a codified arrangement of accented- and unaccented-beats

in each measure. One-character meter is constructed in 4/4 time, with

one accented-beat followed by three unaccented-beats in each measure. A

summary of the metrical organization in one line of [xiang luo dai] qupai

song helping chorus music is shown below:

Example 7.1

Arrangement ofAccented- and Unaccented-Beats in a Single line of [Xiang Luo!Jail gupai.
Song One-Charaeter Meter Helping Chorus Music1

helping chorus (sings):

X 0 0 0 X 0 0 0 X 0 0 0 X o 0 0

2~ ~,-.....--- .......... :-. I \. . . . "'t". • -'2 . . .
4 0 3 1 2 L.1 1 2 3 1 6 - 1 2 6 1 6 1 5 1 5 6 - . 0
4

ff~1lI EE..EL $(grj) (DiiP ~ $. (DiiI),~ ~

Zi xi si lial7g mil7 (l7al) (a) J"UI7 DO, (a)
Carefully considering an unfortunate fate,

X = accented-beats 0 = unaccented-beats

Songs composed using one-character meter are transcribed

throughout as 4/4 music. In performance, however, the rhythmic

structure of this metrical type departs from a strict duple meter structure

when passages of actor music begin. In gaoqiang actor music, one

character meter has no prescribed arrangement of accented- and

unaccented-beats, and is therefore regarded as a free metrical type.

During all passages of actor music, it is common practice for the

gushi to provide a rhythmic framework by sounding the wooden-clapper.

In one-character meter actor music, the wooden-clapper is used to mark
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the passing of accented-beats. despite the fact that no accented-beats are

present in free meter music. In other words, the gushi is accenting beats

which do not exist. Due to this unusual performance practice. Sichuan

opera practitioners describe gaoqiang one-character meter actor music as

"having accented-beats, [but] no eyes" (you ban wuyan 1ft.£ 7C D~). The

decision of when to sound the wooden-clapper is one which is jointly made

by the actor and the gushi prior to performance. The principal factors

influencing this decision are, i) the arrangement of the song text into dou

within each lyric line. ti) the dramatic context of the song. and iii) the

stage performer's own interpretive style.

In one-character meter actor music. the sounding of the wooden

clapper occurs either immediately before, or simultaneously with, the

singing of the first word in each dou. Depending on the dou

configurations in the lyric line. one or more articulations may be heard.

For lyric lines containing five or more song text words. it is common

practice to divide the lyric line into at least two dou. In certain dramatic

contexts. however, an actor may choose to treat a longer lyric line (I.e., five

or more words in length) as a single language unit. or even choose to treat

two lyric lines as one unit. In such cases. the gushi sounds the wooden

clapper only at the beginning of the first dou of the first lyric line. These

situations. however, are more common among faster metrical types than

they are in one-character meter music. The relationship between the dou

configuration of a lyric line and the articulations of the gushi 's wooden

clapper can be seen in the [xiang luo dai] qupai song example below.
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Example 7.2

Wooden-elapper Articulations in Two lines of [Xiang Luo Dailgupai Song One-Character
Meter Actor Music2

actor (sings):...
oVul

...
oaa 2

1"""1-----------------,

u
:t£
zai
at

L.1

*.liahome

• .' 6
2 3 1 2 1 \:5 -

m.
nuo,

. '. . . .
5 1 235

tbJtk
duokuai
how happy,

.~-r-,
o'. .....---- -' r>:

1 6 5 5 2 2· 1-- ----=
iEi ::4 ~Tl
Il:!.I" .=t -rJJ

Xian!l .dangc!lu
Recalling when back

o4
4"

v ...
dou 1 oou 2

I I......-----.... 6 """'- 6. II • • • .
\:5

. .
'50 5 7 52321 1 26

~A R IJ ~ :tJT 11·.:x:.
S!len ru konfl men sooozIle mo.
Since becoming a nun enduring torment.

... = wooden-clapper
articulations

In the example above. the actor initiates the singing of the first and

second dou in line one, and the flrst dou in line two, after the gushi has

sounded the wooden-clapper. This pattern of percussion articulation is

referred to as "ronpban. It ti.t.1& Iit., "giving-way-to the clapper'T" For the

second dou in line two, however, the wooden-clapper is sounded at the

same moment that the actor begins to sing the song text, resulting in a

"penqaan. It (WE 1& lit., "bumping-the-clapper") style of percussion

articulation. As indicated above, the choice of when to sound the wooden

clapper is an interpretive one primarily made by the actor. The example

below shows a different artist's interpretation of the same [xiang luo dai]

passage. In addition to slight disparities in melodic structure, a different

configuration of rangban and pengban percussion articulations can be

seen in the same two-line song passage. In the example below, line one is
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treated as a single linguistic unit, while line two begins with a pengban

articulation style.

Example 7.3

Wooden-Clapper Articulations in Two lines of [X.i.ang Luo Dailgupai Song One-Character
Meter Actor Music4

actor (sings):...
dou 1 • dou 1 dou2

-
~ 6 7·6

1JT (D~)

zlJe(ya)
enduring

. .
1265265 7-1 2-

gA ~rl ~
Zi ru kongmen slJou
Since becoming a nun

:l
231 1

o 3 5 5 23 5 5 coi - 5T

~, 3 lJJ::(£ ~ ~ J~ ffi,
%iantldantJ CllU zai iia duo kuai ouo,
Recalling- when back at home how happy,

4
4

... = wooden-clapper articulations
mOo
torment.

The majority of one-character meter passages are a combination of

both rangban and pengban articulations. In most songs, however, the first

percussion sounding is a rangban style," and the second, a pengban. The

couplet-based lyric form constructed using five or seven words per line is

the most common style of lyric form used in gaoqiang qupai actor music.

In that both the numbers five and seven are odd numbers, a natural pattern

for rangban and pengban articulations is present. In multi-dou lyric

lines, the dou containing the smaller number of words is performed using

a rangban style of articulation, while the dou containing the larger

number using a pengban style.



5 words:
... ...
OXX + XXX

(2 + 3)

... .
and X X X + 0 X X

(3 + 2)
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... ...
7 words: 0 X X X + X X X X

(3 + 4 )

... ...
and X X X X + 0 X X X

(4 + 3)

... = wooden-clapper articulations

Figure 7.2

Typical Rangban andPengban Configurations in Five- and Seven-Word Actor Passage Lyric
Lines

In certain dramatic contexts, an entire passage of one-character

music may be arranged to "bump" the wood-clapper throughout. In other

words, only the pengban style of wooden-clapper articulation is used. This

style of metrical arrangement is referred to as "bumping-the-clapper one

character" (pengban yizi ~1&--"*).
The amount of time which elapses between wooden-clapper

articulations is controlled by the actor. An actor may chose to sing each

melodic-section (Le., the music for a single dou ) in the melodic-line with

a single, and regular, tempo throughout. More often, however, an actor

will choose a performance style which varies the tempo of certain melodic

sections, or melodic-phrases with the melodic-line, thus manifesting what

is termed as one-character meter's "expandable nature" (shensuoxing

1$~}~) (Zhang 1964, 28). Influencing the actor's tempo choice is the

type of melodic material which is to be sung, and the dramatic context of

the song. The articulations of the wooden-clapper at irregular intervals is a

feature characterizing passages of gaoqiang actor one-character music.

The irregular nature of these articulations are described by Sichuan opera
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practitioners as: "[When] the melody stops, the wooden-clapper drops"

(ting qiang hLo ban i¥~ ~1&) (28).

The interpretive freedom which is given to Sichuan opera actors

during passages of one-character meter music is viewed by theatre artists

as being one of the most important opportunities for dramatic expression

in ganqiang performance. In order to successfully manipulate the music

for creative purposes, however, an actor must possess a thorough

understanding of the nature of the melodic and rhythmic structures of

one-character meter music.

[One-character meter actor music] ... is not without rules.
Using a qupai 's basic melodic contour as a foundation, [and]
following the qupai 's specifications for creating the melody,
[the actor) must be able to fully express the various thoughts
and feelings of the stage character.... Those artistically gifted
performers '" can create exquisite, moving songs which pull
at the heart strings. [There are also those, however,] who lack
the intimate knowledge, [and who] are at a loss as how to
perform ... [this metrical type's) special features--[those who]
do not know which way the melody should move, where the
music should [cadence], ... [and] lack an overall pattern of
when to pengban. and when to let the wooden-clapper pass
before beginning to sing ... (Peng 1985, 62).

Two-Flowing Meter

"Two-flowing" (erliu =.~m) meter is a metrical type consisting of

one accented-, and one unaccented-beat per measure, or a 2/4 meter

metrical structure. This metrical type is performed at a moderate tempo,

and is considered appropriate for "narrating a story or expressing intense

sentiments" (Sichuan 1987, 32). Like one-character meter, two-flowing

meter has slightly different rhythmic configurations when found in

passages of helping chorus and actor music.
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In passages of helping chorus music, two-flowing meter is performed

with a relatively steady tempo and rhythm. Because of its faster rhythmic

structure, there are less notes per melodic-phrase in two-flowing meter

than in one-character meter helping chorus music, resulting in less need

for vocables. Lacking the melisma of one-character meter music, the

cadential vocable-phrases in two-flowing meter helping chorus passages

are considerably smaller in size. In the two line example below from a [suo

suo gang] qupai song, only two vocables can be found. The cadential

vocable-phrase at the end of line two contains one of these vocables, and is

only three measures of music in length.

Example 7.4

Two Lines of [Suo Suo Gang] gupeIi Song Two-Flowing Meter Helping Chorus Music6

helping chorus (sings):

..---:-- "-ri.===-
. . ~.~ ~. .{ ~ ............. .-..... ............. ~
~ 216 3321265 1·65611·6 L

~ W (ltIl~) ~$~, ~ 7Y. ~~ ~. (gl[)

(,,'7il7!J :;:11817 (178) duoya :all, LtJshui me»sou ..v'Ou. (8)
Green mountains so elegant and refined, Green waters flowing free and unrestrained.
-------"

2
7
""C.

1

In passages of two-flowing meter which begin with a rangban style of

percussion articulation, both the accented- and unaccented-beats in each

of the subsequent measures are articulated by the wooden-clapper.
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Example 7.5

Percussion Articulations in Four Lines of [Suo Suo Gang]Qupa.i Song Two-Flowing Meter
Actor Music7

~

~ ---... .. . ...
o 5236355

actor (sings):

2
4

.... '9" .... V

~~~~ ~~
1216 5 332 6132 6 12 6 16

¥ 1:i- ~ $ -W. (DiiJ)
Oil7{1 ~'lJal7 cui {lu duo yO' stu, (a)

Green mountains emerald valleys so elegant and refined,

... V ~... ... ...
,...... • 5 r"> 1"'"""""'\. .....---... ....----

o 5 3 2 "'C3 1 6 0 6 1 2 1656 1 1 6

~ iJ1Z **?]( ~ ~ (DiiJl ~.
8i IJo 10shui men .,vou (a) you.

Jade ripples green waters flowing free and unrestrained.

.... = wooden-clapper articulations

By articulating both beats in a measure of 2/4 music. the music

appears to have no "eyes." and hence becomes a 1/4 metrical structure.

For this reason. rangban two-flowing actor music is transcribed in two

different ways. In the example below of [yao pian] ([%~]) qupai song

actor music. a 1/4 meter notation is used.
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Example 7.6

Four lines of [Yao Pian] Qupai Song Two-Flowing Meter Actor Music Transcribed in 1/4
Time8

.
3

'5.

actor (sings):

--~
1 0 3"5 -t-5 2 3 3 5 35 5 1 i 2
4 U :fEr Ait ~ * ~ :xi,

Zlle ill re17171 ZlIO sill bll dlll:
This married woman acted improperly,

".-.... ~

a.,s 1-2. 321216
it ~4: ftWt I nz
NI ra ql wojill ellI llll:

You got angry [and] I suffered for it.

. . .~ . .3..
o 1 1 :5 3 1 2 L2 "2

ilI~ ~ 1Jt£ +. 5'[,
...'illI ou zllI wosN )(lao Olll:
Who dosen't know I'm a little devil,

.
o 5

it
NI
You

-~.. .
35· 231 L1 3

t~jJt 3 ~ .:E ~.
ba wo dal7gzlle Wal70 KlI1:
mistook me for Wang Kui.

Despite the difference in notation format, the overall tempo of the music

does not change when two-flowing meter is transcribed in 1/4 time.

Although passages of two-flowing meter music which use a rangban

style of percussion articulation throughout are rare in gaoqiang music,

those which use the pengban style are not. This metrical type is called

"pengban two-flowing" meter, and is always transcribed as 2/4 music.9 In

pengban two-flowing meter, the gushi sounds the wooden-clapper on the

first beat of each measure as the actor's sings the first song text word.

Pengban two-flowmg meter is performed at a slightly slower tempo than

regular two-flowing meter, but is faster in tempo than passages of one

character meter. Similar to one-character meter, pengban two-flowing

meter music gives the actor the interpretive freedom to vary the tempo of

the music. Pengban two-flowing meter is frequently used for song

passages containing a large number of lyric lines. The following excerpt of

[chu jiang yin] qupai song music is taken from a song which contains over

fifty actor lyric lines.
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Example 7.7

Two Unes of (Chu Jiang Ym]gupai Song Pengban Two-Flowing Meter Actor Musicl O

actor (sings):

... ... ... ...
r 213 " 2"-" 5~".-..... ~. . \2· i 6 "'1· ~ '3 '32 553 56 1 5 53 6 1 23=--

A jlJ -fr~
-

!tIT 7 ~.4

Ren dao fenguan duan liao nun.
Arriving at the border [my] soul breaks.

... ... ... ...
5 rt-. 5 , , .......--.... ....---... 0~
'3 '3

. ....
~1 16 16 5· 6 5 3 561 32312 1656

i¥ • X 1ft *' ~~ "'~ (19l~)f. ,

ring bian wu yu lei gun gun, (os)
still the horse whip without speaking tears roll [and] roll,

... = wooden-clapper articulations

"Slow two-flowing" (man erliu 'rI=1m) meter is a metrical type

which is slower in tempo than pengban two-flowing meter, and slightly

more melismatic. Unlike pengban two-flowing meter, however, the

wooden clapper is sounded on both the accented- and unaccented-beats in

each measure of slow two-flowing meter music. Slow two-flowing meter

music contains a mixture of both rangban and pengban percussion

articulations, and is usually transcribed as 2/4 meter music.

"Fast two-flowing" (kuai erliu ,~.=.1m) meter is the fastest

metered metrical type used in gaoqiang music. Each measure of fast two

flowing meter contains one accented-beat, but no unaccented beats (yi ban

wuyan -;f&:7C DR lit., "one accented-beat, no eyes"). Although featuring

a 1/4 meter rhythmic structure, fast two-flowing meter is usually

transcribed as 2/4 music. The reason for this is unclear. This metrical
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type is the least melismatic among the metered metrical types, and is

therefore, more often found in passages of actor music. Fast two-flowing

meter is used to express high levels of emotional distress, fear, and

anxiety. Like regular two-flowing meter, fast two-flowing meter also

features an entirely pengban form. The following passage of [shan tao

hong] ([LlJ ~E~I]) fast two-flowing meter actor music, features both

pengban and rangban percussion articulations.

Example 7.8

Four Lines of[Shan Tao Hong] gupai Song Fast Two-Flowing Meter Actor Music11

2
4

actor (sings):.. .............. .........
~ "~"~,,~ ~~ " "

O~55 171112216 3!L.J Jj172
/FE8~ *§ ~ /F ,~,.g ,MJ}~~~1tl!.
8u J.1.7U del 0817 nou flU OU xl ZI COflgzelbi ta .llfl gongIi. (yo)
Unable to control [my] anger. Since those wicked women entered the palace,

... ...
7,"1
~,

~

765 5 5 76

§ ~,~J,~

... ..

.~
2 1 2 2 7

jffi~J, It
Ta seorea l7ao sl 01 fl7U ,VU, ru sl7ul qlflg flOflg wu );iafl qUo

The three are just like matching-eyed fish, Feelings between fish and water are
dense with unendingde1ight.

... = wooden-clapper articulations

Strolling-Meter

In addition to one-character meter used in passages of actor

music, there are two metrical types in- gaoqiang music which have

rhythmic structures that contain "no accented-beats [and] no eyes"

(7C1& 7C M~). But unlike actor one-character meter which is transcribed

as metered music, "strolling-meter" (zouban jE1&) and "shaking-meter"

(yaoban ~1&) are always transcribed as free meter music.
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As its name might suggest, strolling-meter is performed at a slow

and relaxed tempo. Because strolling-meter music lacks a codified

arrangement of accented- and unaccented-beats, it is quite melismatic and

therefore most often found in passages of helping chorus music. Some

entirely-helped qupai such as [bu shi lui are constructed entirely using a

strolling-meter metrical structure. More often, however, one fmds

strolling-meter used during the erect-pillars portion of those qupai songs

which begin with an even-start style of vocal initiation (I.e., the helping

chorus sings the entire first line). Once this helping chorus passage is

completed, the metrical structure of the song usually changes to one of the

metered metrical types for the actor's portion. The qupai [xin shui ling]

opens with five lines of helping chorus strolling-meter music before

changing the metrical structure to one-character meter for the actor's

portion of the song.
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Example 7.9

Opening Strolling-Meter Helping Chorus Passage in a [Kin Shui Ling] Qupai. Song 12

helping chorus (sings):
.r--. ""' r \

5 5 6· 5 3 3 653 5 6 5 3 2----=- =--
ill 7 (~) -i: m~ JNi3 )ff, (Diip

Cllu Ilao (e) yUI7 fal7[1zllual7 lal7gjlao, (a)
Leaving the Cloud Room turning down the corridor,

~ r 3'-.-, , nn ,.-.....-
~ 5 3 5 2 3~2j .§. 5 1. L4 '-5

}f ~ ~ " 1£ n~ ~, (Diip
Haomoo ,-tll tou zal clla,7g [Ie, (a)
A fll7e birdsll7gs from tile bral7cll tip,

~ , "
3 6 565· l.2 2 6 ~ 3 2

tm 1f. R~ D~ ~1 i~ *. (DiiJ)
Llu Ilua zllao ,V8171l017gsl Iluo, (a)
Pomegranate blossoms light up the eyes red like fire,

6~ r 3~r""'\. ~ ...........
6'5 5 3 5 2· 2 2 3 2. 5 .1 1 6 ~5

J[,'~, ~~ ~ ~]I[ ~, (DiiJ)
%117 ;....lal7(7 xlao cnoa cllou oena duo. (a)
It'Val7tIl7g-tile worries to leave!flit·.; mll7dvet tlle.v /acresse,

,....;; :::::--.. ( 3 "
5 2 1 1 6 1 1 3535 2 3 5 1 U ~5

7C. J[,' m1f. .L ~ )ff. (Diip
11"tJ xll7 oual7llua sllal7(7 a/sa ;iao. (a)
Nospirit to view the flowers I reascend into the temp1e.

During passages of strolling-meter music it is common to hear the

percussion orchestra perform a percussion pattern following the

vocalization of each lyric line. In xiqu forms which feature melodic

accompaniment, instrumental interludes would normally be performed at

these points.
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In qupai featuring a putting-on-a-hat style of song initiation, the

portion of the lyric line which is sung by the helping chorus is constructed

using strolling-meter. Following this short passage of music, the metrical

structure of the song usually changes to one of the metered metrical forms.

Shaking-Meter

Described as "half-speaking, half-singing" (banjiang ban chang

-¥*".=f U~), passages of shaking-meter music are used in dramatic

situations where stage characters are revealing their "sorrowful and

suffering states of mind, or intense inner conflicts" (Sichuan 1987, 33).

In contrast to the melismatic nature of strolling-meter music, passages of

shaking-meter music have considerably less melodic material, and are

therefore more often heard sung by the actor than the helping chorus. As

a free metrical type shaking-meter lacks a prescribed arrangement of

accented- and unaccented beats. Beneath passages of shaking-meter

music, however, continuous and quick-tempoed articulations of the

wooden-clapper can be heard. The effect created by juxtaposing these

contrasting rhythmic structures against one another adds to the overall

feeling of intensity and urgency associated with shaking-meter music.

Although the wooden-clapper articulations which take place beneath the

melodic-line are not represented in the example below, the relationship of

words to musical pitches reveals this to be a passage of shaking-meter

music rather than strolling-meter.
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Example 7.10

Three lines of lMian Da Xu} utiHit}1]) Qupai Song Shaking-Meter Actor Music13

actor (sings):

n . . . . . . . . . ("': (") ~ n
o 35 2 5 2 2 3 ~ ~ ~ ~ 3 5 1 2 3 2 1 6

~ )i ~ 8 ~~I ~ 1&. ~1Jt F-g m1i 7J:>t ?*~.
Yulia/7 ;"'/7 ri touji817g slle/7 {lU, Ji8/7{l wos/nsaou liu .::l3ima/7 zlla/7{l slle/7 t8/7,

Today Yulian throws herself Placing my corpse in a pool ten-thousand zll817...tl deep,
into the river,

f""l ,.....----...... .. .
2 2 3 5 2 35 2 5 5 3 2· I
i)J~~ '€II 1£ ~~ ~ ]J<.
(Jie moyao liuZ8i /78 qi817 sllui slla (.va)
Not wanting to remain on that shallow water sandy beach,

Some Sichuan opera scholars believe that the shaking-meter

metrical type evolved out of the practice of "rolling-singing" (gunchang

~~ IT~), a structural feature of y;yangqiang, the musical system which

preceded gaoqiang (Zhang 1964, 34). During the Ming dynasty, theatre

troupes that sang yiyangqiang music often performed plays from the

kunqu repertoire. Because kunqu scripts were known both for their high

literary value and elegant language. many theatregoers had trouble

comprehending the difficult texts. In kunqu, like yiyangqiang, qupai are

used to construct theatre music. The majority of 1cunqu qupai feature

strict lyric forms which control the number of words per line, the overall

number of lines in a song, and have lyric lines of uneven lengths. The

rolling-singing tradition began when lyric couplets consisting of either five

or seven words per line were placed before, between, or following the

lines of song text in kunqu qupai songs. The addition of these lyric

couplets is thought to have affected the performance in several different

ways:
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From the perspective of the playscrtpt, the addition of rolling
lines made difficult lyric lines easier to understand and more
lively; [they] broke the original lyric structure of the qupai;
allowing [them] to hold more content. and strengthened their
theatricality. From the perspective of music. the expressive
nature of musical passages was increased; a speak-sing flavor
[and] narrative elements were added. Due to the changes in
rhythm [caused by the insertion of rolling-singing lines]. a
contrast with the helping chorus [music] was created; changes
in dynamics. timbre. and melody resulted. [and] musicality [was
increased] (Zhongguo 1989. 34).

By the Qing dynasty. rolling-singing lines could be found in the lyric

forms of many yiyangqiang qupai. In Sichuan opera gaoqiang music. the

shaking-meter metrical type is found mostly in qupai which have a semi

regulated lyric structure. In the majority of these qupai, the opening and

closing portions of the song (normally assigned to the helping chorus) are

controlled in terms of length and number. The central portion of the

qupai is constructed used a couplet-based lyric form. This portion of the

qupai is usually assigned to the actor. and is where most passages of

shaking-meter music occur. For these reasons, a number of theatre

scholars see a relationship between gaoqiang 's shaking-meter and the

practice of rolling-singing in yiyangqiang qupai performance.

Qupai Metrical Form

Each of the Sichuan opera gaoqiang metrical types has a unique

rhythmic structure and performance tempo which is appropriate for use in

a distinct dramatic context. Generally speaking. the metrical types which

are performed at a slower tempo are used for scenes in which the

dramatic character is describing the physical environment, expressing

inner thoughts and feelings, or narrating a story, in a relatively relaxed and
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controlled manner. The quicker-paced metrical types such as fast two

flowing and shaking-meters are better suited for use in dramatic contexts

where feelings of intensity or extreme urgency must be conveyed. Due to

the faster tempo of these metrical types, singers are able to sing fewer

notes per measure, resulting in a more syllabic style of music. In the figure

below, the relationship between the suggested performance tempos of

metrical types and the degree of melisma present in the melodic

structures of their music are summarized.

meusmattc metrical type performance tempo

one-character slow

stro 11 ing-meter slow

pengbon two-flowing moderately slow

slow two-flowing moderately slow

two-flowing moderate

fast two-flowing fast

shak ing-meter fast

syllabic

Figure 7.3

Relationship Between Performance Tempo and Degree of Melisma in Gaoqiang Metrical
Types

Passages of music which use those metrical types calling for a slower

performance tempo are more melismatic than passages of music using

faster tempoed metrical types. Due to the fact that helping chorus music

is considerably more melismatic than actor music, it is not surprising to
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discover that the slower tempoed metrical types, such as strolling meter

and one-character meter, are the most frequently used metrical types in

passages of helping chorus music.

The choice of metrical types present in a gaoqiang qupai song is

determined by the qupai 's predetermined rhythmic structure. Some

qupai, such as [bu shi lui and [SUD suo gang] , feature only one metrical

type throughout an entire song (strolling meter and two-flowing meter,

respectively). Other qupai; however, use several different metrical types-

both metered and unmetered. Among those qupai which are considered

melodically-related, differences in the metrical structure are often the

most important musical elements distinguishing between qupai: In the

following list of qupai belonging to the [xin shui ling] melodic category,

the variety of metrical structures among the qupai can seen.
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one-character two-flowing total

1. [xin sllui lint;] [fIT /J<.~]

2. [zlleguiling] [1fi~~]14

3. [gaoguojin zllan Ilua][ jgJ11it~1t]
4. !/iaojiao ling] [1jE~~]

5. [sllouJiangnan] [ 1&iIWi]
6. [beixinslluiling] [;jt*'T7J<.~]

7. /oa aa jiao] [i17i17trf]
8. !;ianger sllu'; [iIJL7j<.]
9. [.vaner 100] []fiJLm:]
10. [beizllumating] [;jtttI{rPJT]
11. !ellen sui dong feng][ ~%~* JXt.]
12. [slluallaier] [W~JL]

13. [yuan liuqing] [@t9~W]15

14. [flU meijiu] [~O~~]

15. [qingJiang yin} [miI11 ]
16. [x!jiang nan] [ j:ttWi]
17. !;ian zllan Ilua] [~~ft]

x
X

X

X

X X 3
X X 3
X X 3
X X 2
X X 2

1

X 1

X 1

X 1

X 1

X 1

X 1

X 1

X 1

X 1

X 1

X 1

Figure 7.4

Swnmary of Metrical Types Found in seventeen [Xin Shui ling] Melodic category gupai

From the above list, one can see that none of the qupai feature a fast

two-flowing meter, slow two-flowing meter, or shaking-meter metrical

structure. The most common metrical types in gaoqiang music are the

one-character and two-flowing meters. Within the repertoire, a large

number of qupai are entirely constructed using either one-character or

two-flowing meter, or both. A very small number of qupai; however, are

entirely constructed using strolling-meter. Shaking-meter and fast two

flowing meter are the least common metrical-types in gaoqiang music and

are always found within qupai which contain other metrical types as well.
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No qupai surveyed was found to be constructed using only shaking-meter

or fast two-flowing meter metrical types.

Among qupai which feature two or more metrical types, such as [xin.

shui Ungl, [zhe gui Ung], and [gao guo jin zhan hua], the progression of

metrical types is always from the slowest tempoed/most melismatic

metrical type to the quickest tempoedlleast melismatic metrical type. All

three of the aforementioned qupai songs open with a passage of strolling

meter music. This passage is followed by one-character meter music, with

a passage of two-flowing meter music concluding the song. This metrical

progression parallels the type of dramatic build-up found in many scenes

throughout xiqu; where the emotional state of the singing character moves

from one of relative calmness to one of great anxiety and distress.

Percussion Taoda

In almost all of the over three-hundred-and-fifty xiqu traditions, the

primary form of musical accompaniment during vocal performance is

melodic. However, for Sichuan opera gaoqiang vocal music, the only style

of musical accompaniment is percussion. The presence of percussion

music in a gaoqiang qupai song is as integral a part of the song's musical

structure as the vocal participation of the actor and helping chorus. For

this reason, percussion music is equally important in defining the qupai 's

identity.

As discussed earlier, fundamental differences exist in the lyric form

and melodic structures of helping chorus and actor music. An analysis of

the nature of the percussion accompaniment for these two vocal styles

reveals similar disparities. During passages of actor music. percussion
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involvement is limited to the gushi 's periodic articulations of musical beats

using the wooden-clapper. These articulations provide an overall metrical

structure during the often lengthy passages of actor music. They also help

to establish an appropriate performance tempo for the song, and to lead

the actor through changes in metrical structure as they occur. When the

metrical structure of a song is altered during a passage of actor music, the

gushi uses a combination of both wooden-clapper and the small drum

articulations to execute the change.

The relatively simple percussion accompaniment style and limited

instrumentation heard in gaoqiang actor music, is a striking contrast to

the percussion music of helping chorus music. Throughout helping chorus

passages, the performance of complex percussion patterns involving the

use of several different instruments in the orchestra can be heard. As

indicated in Chapter VI, the vocal music performed by the helping chorus

is perceived as being the core of the gaoqiang tradition. Similarly, the

percussion music which is played during helping chorus vocalizations is

where the representative percussion music of the musical system can be

heard.

Denning Qupai TaDda

The term "taoda " (~1T Iit., "percussion sets") is used in Sichuan

opera as a comprehensive term for all types of percussion music heard in

performance. The term encompasses all the music used to provide

rhythmic structure, set performance tempo, and heighten dramatic

interpretation, during passages of speech, song, stylized movement! acting,

and combat, as well as the percussion music used specifically to create

dramatic atmosphere, add sound effects, and delineate play structure.



280

A narrower meaning of the term taoda. is the percussion music

which is played during passages of gaoqiang helping chorus music. This

percussion music is an inseparable part of the rhythmic structure of the

melodic-line. The choice and placement of such qupai taoda percussion

patterns in helping chorus passages is determined by the musical structure

of the qupai, and is therefore integral to qupai identity. Henceforth, the

term "taoda" will be used in this study to refer to this second, more

specific, concept.

Non-taoda percussion patterns are heard before, during, and after,

qupai songs. Before the helping chorus or actor sings the first word in a

song, a percussion pattern is generally played to help establish an

appropriate performance tempo and dramatic feeling for the song. These

patterns, referred to as "starting-the-melodic-phrase [percussion]

patterns" (qiqiang paizi E~M!f), are interchangeable and are not

considered part of the rhythmic structure of the qupai. Similarly,

percussion patterns which are played between the singing of lyric lines (as

in passages of strolling-meter music) are also interchangeable. In contrast

to such non-taoda percussion patterns are qupai song taoda. which are

played concurrently with the artist's singing of the vocal line. These

patterns are integrally related to the musical structure of the line and

cannot be exchanged freely without risking loss of qupai identity.

Taoda Structure

Of the hundreds of percussion patterns in the tradition,

approximately thirty serve as qupai taoda. Among these patterns, two basic

types can be found: "general" and "specific." General percussion patterns,

such as "yizi qingban " ("---'0~ 1W 1&It) and "baozi tou " ("~ -=f~ "), are
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patterns which are used by a large number qupai in the repertoire. Each

pattern is composed using one of the various gaoqiang metrical types, and

is used in qupai songs during helping chorus music passages featuring a

common metrical structure. Although a number of general percussion

patterns may feature the same metrical structure, they cannot be freely

exchanged with one another in qupai songs. Each percussion pattern has

a unique rhythmic structure and instrumentation style which is like no

other in the repertoire. Similarly, each qupai has its own unique

organization of percussion patterns which must be maintained each time a

song is created. Among general patterns, the usage of some patterns is

restricted to only taoda for vocal music. Others, however, can also be used

in non-taoda performance contexts.

"Specific" percussion patterns, in contrast, are associated with a

single qupaL Among the forty or so taoda patterns, approximately fifteen

can be classified as being specific. Usually the name of a specific

percussion pattern reveals the qupai to which it is associated. The

pattern "xiao nan zhi zhuanqiang II ("f:~~.=Jj-~ "), for example, is a

pattern which is only played during the zhuanqiang passages of a [xiao nan

zhi] qupai song. Just as the zhuanqiang of some qupai may become part

of a composite qupai 's musical structure, so may the specific percussion

pattern which accompanies the zhuanqiang. The percussion pattern"shan

po yang tou zi" (lit., "the head of shan po yang ") is played beneath line one

of a [shan po yang] qupai song, which is the qupai 's zhuanqiang. The

qupai [shan po bujin yang] is a composite qupai which opens with the

[shan po yang] zhuanqiang, and so will also feature the" shan po yang tou zi"

percussion pattern, as well.
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Not all passages of helping chorus music within a qupai song feature

taoda percussion accompaniment. The majority. however. feature at least

one pattern. while a few have more than one. When a taoda pattern is

present in a melodic-line. it is contained entirely within the confines of

the line. In other words. the taoda percussion music must be initiated

after the vocalization of the song text has begun and completed before the

fmal note of the melodic-Iine has concluded. Often non-taoda percussion

patterns are placed inunediately after the taoda pattern at the end of the

melodic line so that as taoda pattern ends. the non-taoda. begins. The

performance of these non-taoda patterns. however. does not coincide with

the vocalizations of either the helping chorus or actor. By confining a taod.a

pattern within the framework of a single melodic-line. the rhythmic and

melodic material of the line form a single. integrated. musical unit. When

necessary. this unit can be extracted and used in the musical structures of

other qupai as seen in composite qupai.

Placement in the Melodic-Line

Because taoda percussion music is only used to accompany passages

of helping chorus music. taoda percussion accompaniment is found

primarily in the opening and closing sections of qupai songs. Two styles

of taoda percussion accompaniment are used in gaoqiang music. full-taoda

(quan taoda ±~1T) and "half-taoda" (ban taoda .::p~tr). The

primary differentiating feature between these two styles is the amount of

the melodic-line which is accompanied by percussion music. In the full

taoda style. percussion music is placed beneath the entire melodic-line.

whereas in half-taoda style only a portion of the line is accompanied.

Many qupai songs features both styles. or use the half-taoda style
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throughout. Few qupai use only full-taoda style percussion

accompaniment. Most of these qupai are entirely sung by the helping

chorus.

As described in Chapter VI, the melismatic nature of helping chorus

music promotes the use of vocables, which in tum, creates vocable

phrases. The largest vocables-phrases are the inter-dou vocable-phrases

which lie in the center of the melodic line between individual doll, and the

cadential vocable-phrases which follow the final word in the lyric line. The

relative stability of the lyric form and melodic structure of helping chorus

music means that vocable-phrases will be present in the same positions in

each new song created. In helping chorus lines featuring half-taoda

percussion accompaniment, the percussion patterns will be positioned

beneath the vocable-phrases of the melodic-line.
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Example 7.11

Half-Taoda Percussion Accompaniment in One Line of [DaD Dao ling] Qupai Song Helping
Chorus Musici6

helping chorus (sings):
inter- dou vocable-phrase

~I ~

2 335223123- 3- 0 00000
4 i!t~ 1t!!. (~) (DJ[)

wo yu ta (ye) (e)
He and I ...

pattern 1: Iiltr ilill J±8.R 3.B.lj IfX.Rlj :I± I&.B. fxlj I :I±-I
cadential vocable-phrase

• • I~ • '
66165.1 2· 2 L...ft
1$M ~ (~) ~. (~)

she/7 qia/7ju (va) s!Jl.' (e)
... vowed before the god.

pattern 2: I~ lLiK I~ .B111 frlz l±I

The Sichuan opera gushi Qiu Yonghe describes half-taoda

percussion accompaniment as "covering the middle . .. and end portions

of the melodic-line, but revealing the words in the front ...." (Qiu

unpublished, 14). The choice to position taoda patterns beneath vocable

phrases rather than beneath song text is no doubt partially due to the

amount of sound produced by the instruments in the percussion orchestra.

Unlike melodic instruments which can be played at a low volume when

necessary, percussion instruments such as drums, gongs. and cymbals

require a considerable amount of force to produce the proper tones. The

sound produced when these instruments are played in unison is quite loud.

By locating taoda. percussion patterns beneath vocable-phrases, however,

theatre artists can be assured that the sounds of the percussion orchestra
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will not hinder the vocalist's attempts to communicate song text meaning

to the audience.

As the [dao dao ling] passage above reveals, the duration of taoda.

percussion music does not exceed the duration of the melodic-line. When

a pattern is placed beneath an inter-doll vocable-phrase, however, it is not

uncommon to see the performance of the percussion pattern continue

beyond the vocalizations of the helping chorus; creating a slight pause

where no vocal music can be heard. Although the melodic-line and

percussion patterns are both constructed using the same metrical type

(i.e., two-flawing meter), the rhythmic structures of the melodic and

percussion music are not identical, as can be observed in the [dao dao ling]

example above. The melodic and the percussion music are independent

musical units which support and complement each other.

The opening line of the fer lang shen] qupai song example below has

no percussion accompaniment other than the single percussion

articulation

" O~," which marks the final beat of the melodic line. Such non-taoda

articulations are common in gaoqiang music and are used to heighten

dramatic feeling and expression. Usually small in size ( i.e., one, two, or

three beats in length), the presence and placement of such articulations is

not consistent between songs, and therefore cannot be considered part of

the qupai 's characterizing rhythmic structure. Line two of the fer lang

shen] song, in contrast, features a full-taoda style of percussion

accompaniment.
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Example 7.12

Percussion Accompaniment in Two lines of an fEr Lang Shen} Qupai. Song17

helping chorus (sings):

line one
.

23..-- 1 1 ------ ~ ~

3 32 22~ \1 6
. T· . . .

4 L1 2 3 2 ~ 1- 6 L1
4 it tl (OR) ~~ ~~ ~ (03f) (~) i (on]')

Hua ,::-171'(e) ..v/a )/il7 ge (va) (e) c.'7Utll7g (a)
Flowers and branches show occasionally at the window J

line two

~ ~
3 5 5 5

(~)

(YI)

--'1 ?2' .....----.....
6 3 5 3 \] 3 6 5 3 2 16 ;:i ~ 2 2 2
~, (~) JL It ~ p.;:&) A. (IOO~) (~)

lil7g, (e) Ji du jiao ()/I) rel7 (l7a) (e)
Several times asking others for help

lie IJj 1X 1X !1X Jj 1X iX Ii" T :tffi lti.1 iXJj:t~ Ji±1•pattern 1

......---.
6 - 6 U

%. (On]')

lil7g. (a)

6· i--=
~

23
T·2-
(~)

(e) cheng gu
becomtnq isolated and alone.

:t :t1i' ~±I 11: ~ MM~~ll~1

pattern 2

.....----....
i· i 6 i

(OiiD
(a)

,,---.... , "\ ~ 5. . . . .
'ti2 L..l 6· 1 U 6 2 1 6---=

(OJe:) (On]') (~) (OiiD
(e) (a) (e) (a)

liXJjJj.a Jj.B.Jj iXJj .B.Jj1X I :t± Jj :f± - I
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The full-taoda percussion accompaniment covers the entire length

of line two of an fer lang shen] qupai song. In many qupai songs, this

complete percussion accompaniment is created through the use of a single

percussion pattern. However, because line two of the fer lang shen] song

is unusually melismatic, two patterns are needed to cover the entire length

of the melodic-line. Many non-taoda percussion patterns have a particular

portion of the pattern which can be repeated for as long as needed. This

allows theatre practitioners to adjust the pattern to fit the dramatic

context in which it is to be used. Taoda patterns, in contrast, are codified

in length. Depending on the length of the melodic-line, one or more

percussion patterns may therefore be needed to achieve the effect of full

taoda percussion accompaniment.

Small, Civil, and Martial Taoda Classification

The placement of percussion patterns beneath vocable-phrases in

the half-taoda style of percussion accompaniment suggests a concern for

song text communication. If ibis is true, then the use of full-taoda

accompaniment beneath helping chorus passages would appear to

contradict this concern. A comparison of the instruments used to perform

patterns one and two in the fer lang shen] song example above, however.

reveals how the communication of song text is still possible despite the

presence of full-taoda percussion accompaniment.



Pattern 1:
small drum
wooden-c1apper

small gong
small cymbals

Pattern 2:
small drum
wooden-c1apper
small gong
small cymbals
large gong
large cymbals
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Figure 7.5

Instrumentation Used in Percussion Patterns One and Two in Line Two of an fEr Lang Shenj
Qupai Song

Each taoda pattern bas a unique rhythmic structure and a

prescribed instrumentation. Both taoda and non-taoda. percussion

patterns are classified as either martial, civil, or small based on their

instrumentation. The difference in instrumentation among martial, civil,

and small percussion patterns results in the production of three discrete

aural timbres and sound densities. Due to these distinct aural qualities,

martial, civil, and small percussion styles are not equally represented

among song taoda patterns. Civil and small percussion patterns are heard

more frequently during passages of helping chorus music than martial

patterns.

Patterns one and two in the fer lang sherr] example above belong to

the small and civil categories, respectively. Pattern one, which is the least

dense in terms of sound, is performed beneath the opening portion of line

two where the majority of song text lies. Pattern two is performed during

the cadential vocable-phrase at the end of the line. The placement of

pattern two resembles the placement used in half-taoda style percussion

accompaniment. Pattern two, called "yi zi qing ban" (11_*~1&" lit.,

"one-[written]-character clear meter"), is the percussion pattern most
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commonly heard during the cadential vocable-phrases of one-character

meter helping chorus music. Due to its instrumentation, it is never used

to accompany those parts of the melodic-line which contain song text.

Pattern one, which is referred to by a variety of different names, 18 is a

small percussion category pattern which is frequently used as full-taoda

percussion accompaniment beneath the song text portion of one-character

meter helping chorus music. This pattern is never performed solely

during vocable-phrases as pattern two is, and therefore can never be used

as half-taoda percussion accompaniment.

As seen in the fer lang shen] example, civil percussion patterns can

be used with small percussion patterns to accompany a single melodic-line

of music. Civil patterns are played using the small and large gongs, small

and large cymbals, and the gushi 's small drum and wooden-clapper. As a

result, civil patterns are aurally denser than small percussion patterns

which do not feature the large gong and large cymbals. Civil percussion

patterns make a stronger aural statement than small patterns, and are used

to portray a wide vartety of emotional states ranging from happiness and

tranquility, to anxiety and fear. The relative aural density of civil patterns

make them more suitable for use as half-taoda percussion accompaniment.

In the gaoqiang dramatic repertoire, plays featuring the young sheng

and young dan role categories are the most numerous. Both role

categories place primary emphasis on song skills, and feature aural and

physical performance styles which are considered refmed. For this reason,

it is not surprising that small percussion taoda patterns are the most

frequently used to accompany gaoqiang qupai song performance. The

relatively limited instrumentation used to perform small percussion style

patterns not only complements the gentler performance styles of these
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two role categories. but also allows the vocalization of song text to occur

without fear of obstructing the communication of its meaning.

The faster performance tempo of martial percussion patterns and

the inclusion of the horse gong and tang drum in its instrumentation,

make martial percussion music the least appropriate for taoda use. When

used, however, marital taoda patterns are predominantly found in passages

of music constructed using the faster metrical types such as two-flowing

meter. and in dramatic situations where high levels of tension, anxiety, or

fear are being conveyed. A cornmon method of using martial percussion

music to convey a feeling of intensity and power. but without overwhelming

the sounds of the vocalists. is to position a short martial pattern in the

cadential vocable-phrase portion of the melodic-line. Martial patterns that

may be used in this way include"dan chui" ("$."):

Immediately following this martial taoda pattern. a non-taoda

martial pattern such as "he poi yan" ("~~ O~ ") is played:

~ Ime. I~ 1L1iI~.B.3.B. 3.1ill:J11: 3.R».R 3.R331.\

13 .R» 31 3 .R 3 li I~3.B.»R:1 311311 3»"!± 10 »'i± I

This pattern is considerably longer than "dan chui, " and is

performed at a much faster tempo. When the two patterns are played in

succession. the "dan chui " pattern initiates the feeling of aural intensity

which is characteristic of martial music before the melodic-line has
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finished, Due to its short length. however. the majority of martial music

will occur after the melodic-line is complete as the "he poi yan " pattern is

played. Before the vocalization of the next melodic-line begins. the martial

music will have ended. The gradual increase in tempo and volume which

occurs through the juxtaposition of two martial patterns creates a strong

sense of crescendo and climax. Since the performance of the "he pai yan "

pattern does not occur during the helping chorus vocalizations. it is not

considered taoda accompaniment. Described as "bridge-patterns"

(qiaoliang paizi 11f W; AA! -=r). such non-taoda percussion patterns function

to establish an appropriate performance tempo and dramatic feeling for

the subsequent melodic-line. but do not actually interact with its rhythmic

structure.

Taoda percussion accompaniment is not used to accompany

passages of music which use free metrical types. such as strolling- and

shaking-meters. The placement of the patterns beneath the melodic-line

would create a metrical conformity and regularity that would destroy their

free nature. In free metered music. percussion accompaniment is present.

albeit provided through non-taoda means. In passages of shaking-meter

music. the gushi uses his wooden-clapper to create a rhythmic pulse

beneath the melodic-line. giving the aural impression of a rapidly beating

heart. Above this continuous and steady pulse. the actor sings the melodic

line without regard for the metrical structure being produced by the

wooden-clapper. In passages of strolling-meter music, no percussion

accompaniment is heard beneath the melodic-line. Instead. percussion

patterns are heard after the vocalization of a melodic-line. In the [xin shui

ling] example below. the percussion pattern "di poi " ("1:& AA! to) is used in

this manner.
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Example 7.13

Percussion Accompaniment in Two Lines of [Xin Shui Ling) Helping Chorus Strolling-Meter
Music19

helping chorus (sings):

,..-... '"' r \,
5 5 6· 5 3 3 653 5 6 5 3 2--- --= - =---
ttl 7 (~) -i: 1» ~ Jij Jij I (OiU)

(.;jw 11ao (e)yvo raog,z17uao 1aog/180, (a)
Leaving the Cloud Room turning down the corridor,

~ n n r ~ .9.-'
6 ~5 5 3 5 2 3523 .ft 5 .1 1 ~ t~

jff~ tt .;k: :t£ n~ ~, (OiU)
H80 mea zlJl toa ,zalclJaoy ge, (a)
A floe birdslogs from tlJe braocll lip,

As one can observe, the pattern "di pai" is not an integral part of the

rhythmic structure of the [xin. shill ling] melodic-line. Therefore, it is not

functioning as a qupai taoda. A comparison of this [xin shui ling] strolling

meter passage with passages from four other [xin. shui ling] songs revealed

that four different percussion patterns were used--one was even martial.

The fact that such variety of percussion accompaniment exists further

confirms the fact that these patterns are functioning as non-taoda patterns

in the [xin. shui ling] songs. Taoda percussion patterns, in contrast, are

immutable elements of qupai musical structure which cannot be

exchanged in this manner.

Although most gaoqiang qupai have taoda. percussion patterns, some

do not. The majority of those which do not are the declamatory qupai

which feature little, or no, melodic material. As for free metered music,

non-taoda percussion patterns are used to initiate or conclude

declamatory qupai songs, or are performed following individual lyric line
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vocalizations. Because declamatory qupai songs are very syllabic. they are

performed mostly by the actor. Like most actor music, percussion

accompaniment is provided by the sounds of the gushi 's wooden-clapper,

rather than through taoda percussion accompaniment.

The various melodic and rhythmic components described in

Chapters VI and VII form the musical structure of Sichuan opera gaoqiang

qupai: To summarize, Sichuan opera helping chorus music is

characterized by its melismatic nature. During the helping chorus

passages which initiate and close most qupai songs, percussion

accompaniment provided by the full percussion orchestra can be heard. In

between helping chorus vocalizations, the Sichuan opera actor generally

sings. The melodic structure of actor music is Iogogentc and highly

influenced by song text speech-tones. The percussion accompaniment

which occurs during actor vocalizations is limited to the articulations of

the gushi 's wooden-clapper.

The contrast in the musical structure of helping chorus and actor

music is striking. The density and volume of sound produced by the voices

of the helping chorus members and the sounds of the taoda percussion

patterns accompanying their singing, could not be further away from the

solo voice of the actor and the single-instrument percussion music which

accompanies it. This opposition of musical styles helps distinguish

between the unique dramatic functions which the actor and helping chorus

serve in performance. In the following chapter, an investigation into the

unique role of the helping chorus in gaoqiang performance is undertaken.
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Notes to Chapter VII

GAOQIANG QUPAI RHYTHMIC STRUCTURE

1 This song passage is from the one-act play Longing for Laity (Si

fan" ,m. J'L) (Wen 1983, 90).

2 See Note 1 (Wen 1993, 91).

3 This style of percussion articulation is also referred to as ''guoban "

(111& Iit., "[letting] the-clapper-pass").

4 See Note 1.

5 When an actor inadvertently begins to sing the song text word as

the wooden-clapper is sounding in a rangban situation, it is called

"clipping-the-clapper" (dingban ]]!1&). This type of vocalization is

considered to be an error on the part of the actor.

6 This song passage is from the scene "Leaving the Cave to View the

Scenery" ("Bie dong guan jing" -jJIJ ;;FoJ.x!~), in the play The Courtiers'

Well (Gong ren jing -g A j:!:) (Sichuan 1987, 225).

7 See Note 6.

8 This song passage is performed by the chou character Paizi

(Jtffl-=f) in the scene "Striking the God" ("Da shen" 1T1$). from the play

Burning Incense (Fen xiangji }tw"i2.) (Wen 1983, 19).
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9 Pengban two-flowing meter is also referred to as 'jiajiaban " (~

*1& lit., "squeezed-meter").

10 This song passage is performed by the dan character Wang

Zhaojun (J:agg) in the scene "Crossing the Northern Frontier" ("Chu

bei sat" tfj~t~), from the play The Chaste Woman of the Han (Han zhen

lie }X!Q ~I~) (Zhang 1964, 185).

11 This song passage is sung by the dan character Xi Shi ($~) in

the scene "Leaving the Palace On a Journey" (ItBie gong chu zheng"

-jJIJ'8' tlj *E), from the play Celebration Cloud. Palace (Qing yun gong

~*~) (Sichuan 1987, 159).

12 See Note 1 for background information on this excerpt (Wen

1983, 93).

13 This song passage is sung by the dan character Qian Yulian

(~.:EJi) in the scene "Carving at the Window (ItDiao chuang" /j 00),
from the play The Thorn Hairpin (Jing chai ji ~J~.xi2.) (Chengdu 1980,

15).

14 Sometimes written: [1=Jf1£~] ([chai gui ling] ).

15 Sometimes written: l:lC 1Y~ ~].
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16 This song passage is from the scene "Striking the God" ("Da

shen" 1Tl$), in the play Burning Incense (Fen xiangji }tWi2.) (Zhang

1964, 59).

17 This passage is performed by the dan character Lu Zhaorong

(p BB$) in the scene "Picking Red Plums" ("Zhai hong mei" ..~I1ij) ,
from the play The Red Plum (Hong mei ji tI1ij12.) (Zhang 1964, 454).

18 In the publication Sichuan opera percussion patterns (Chuanju

luDgu paizi JII ~IJ ~~~:r), Sichuan opera gushi Huang Yiliang

(](--" ~) refers to this pattern only as "the taoda of er lang shen " ("e r

lang shen taoda" ".=. e~l$~1T It) (1980, 360). In his unpublished

article on gaoqiang music, gushi Qiu Yonghe (liB **1) does not even

give a name to this pattern, describing it only as "the small taoda

percussion accompaniment for one-character music" ("yizi qiang taoda "

"--"~t:~1T It) (unpublished, 10).

19 See Note 11 (Wen 1983, 93).
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CHAPTER VIII

THE HELPING CHORUS IN PERFORMANCE

As a physically immobile participant in the performance, the helping

chorus communicates with the audience through a single artistic medium:

song. The disparate structural features of gaoqiang helping chorus and

actor music help to highlight the fact that although the two vocalizing

entities share a common performance medium, each serve the dramatic

presentation in a different way. The manner of performance further

distinguishes helping chorus music from actor music. Contrary to what is

implied by its name, the helping chorus does not always sing as a unified

musical ensemble. Frequently in performance, the sound of a solo voice can

be heard during helping chorus vocalizations. The antiphonal vocal style

produced by the alternation of a solo singer and a chorus, is similar to the

vocal relationship which exists between the stage actor and the helping

chorus. This style of vocal performance is a characteristic feature of

helping chorus music, and one which serves the various dramatic functions

of the helping chorus in gaoqiang performance.

The helping chorus provides Sichuan opera practitioners with an

avenue of dramatic communication not found in most xiqu forms. Through

song text meaning, the musical structure of the qupai song. and the

method of vocalization, practitioners are given a variety of means in which

to affect the dramatic presentation. Due to the nature of qupai performer

assignation structure, the helping chorus also functions as a method of
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musical support for the actor. In most other xiqu forms, however, this

service is provided by a melodic orchestra.

Vocalization Practices

The alternation of vocalizing bodies within a qupai song is an

important performance feature of the gaoqiang musical system, and one

which is controlled by a qupai 's performer-assignation structure. As

discussed in Chapter V, although there are a small number of qupai in the

musical repertoire which are either sung entirely by the helping chorus, or

entirely by the actor, the performer-assignation structures of most qupai

call for a mixture of both actor and helping chorus vocalizations within each

song. This exchange between the two vocalizing bodies occurs in one of

two ways. The first way is in increments of a melodic-line, whereby the

actor and the helping chorus alternate the singing of full melodic-lines.

The second method occurs when a single lyric line is divided between the

helping chorus and the actor, usually with the actor performing the first

dou of the lyric line and the helping chorus singing all subsequent doll.

Through the alternations of passages of music sung by a solo singer (the

actor), and passages which are sung by a chorus of singers (the helping

chorus), a call-and-response style of vocal performance is created.

Sichuan opera gaoqiang music has inherited the vocal performance

feature of "one person sings, [then] a multitude continues the melodic

phrase" (yi Ten qi kou zhong ren jie qiang~Ala [J A A~ D£:) from

both its heritage in the yiyangqiang musical system, and its roots in
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indigenous Sichuan folk music culture.! This phrase is one which is used

most often to describe the alternation between passages of actor and

helping chorus music that takes place during a gaoqiang qupai song

performance-san exchange which is organized by a qupai 's performer

assignation structure. The same phrase may also be used, however, to refer

to the antiphonal vocal performance style which occurs within individual

passages of helping chorus music. This secondary layer of antiphony is the

result of a vocal exchange between a specially-designated "chorus leader"

(lingqiang ~~ Iit., "melodic-phrase leader") and a "general chorus"

(hechang 1tU~ Iit., "sing together") within the helping chorus. Guiding

the nature of this performance feature are the helping chorus vocal

performance conventions, and not qupai structural form. In the following

fer lang shen] song, the different vocal exchanges which take place

between a soloist and a chorus-vthe actor and the helping chorus, and the

chorus leader and the general chorus--have been indicated through the

placement of patterned bars over the music.
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Example 8.1

Performer-Assignation Structure and Helping Chorus Vocalization Pattern in Two Lines of
fEr Lang ShenJ gupai Song Music2

line 1:
actor

dou2

~2 ~

5 23 3 13 5 i 6 i 2 --= ----=
~ D~ @, (Itll~ (oiiJ)

doul

13 ~3
o15 32 ~. 5 3 \2· f5 6-

ojfp;JfM j(
ling/iang liang !7uang ying !7uanliao yin£l- (na) (a)
Hear the pair ofyellow orioles calling back and forth,

4
4

line 2:
chorus leader general chorus

p ::1 :i !ill :mwm I@ ilil@ HI II E

doul dou2

II •I ,-.... rr-; I .....----.....'"' ......----... . . . . . . . . .
J 2 1 6 1 :3 2· 6·1 U 1· 6 L! 6- 6 U

.!f'. (lj) ~ 'B (~) ~ )fa ~ I~. (oiiJ)
.?aD (e) bei ta (ye) !7ual7 qi t..Y7UI7 qil7{l. (a)
Already aroused by his call ofspring sentiments.

cadential vocable-phrase

.........-... - 5. r . . \
\62 ZJ 6·1 U 6 216

(OJ~) (OiiIl (lj) (oiiJ)
(e) (a) (e) (a)

Line one of the fer lang shen] passage above contains eight words,

divided into two dou of 5 + 3 words. The performer-assignatton structure

of the qupai mandates that the actor perform the entire melodic-line. The

second line in the passage is assigned to the helping chorus. In
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performance, however, the audience will not hear this melodic-line sung in

the collective voice of the helping chorus. Instead. the audience will hear

the passage divided between the chorus leader and the remaining helping

chorus members; the chorus leader sings the first dou in the seven-word

lyric line, and the general chorus sings the second dou and cadential

vocable-phrase which follows. The performer-assignation structure and

vocalization pattern found in these two lines of [er lang shen] qupai song

music can be expressed in equation form as:

Line 1 vocalization = A (dOll 1 + dou 2)
Line 2 vocalization = CL (dou I) + GC (dou 2 + Vel

In this expression, the letters "A." "CL," and "GC," stand for the

vocalists: the "Actor," "Chorus Leader," and "General Chorus," respectively.

Contained within each pair of parentheses is the portion of the lyric line

which is sung by the vocalist; the first dou. in the lyric line is "dou 1," the

second, "dou 2," and the cadential vocable-phrase, "Ve-" The presence of an

inter-doll vocable-phrase would be indicated as "Vi."

Within every gaoqiang helping chorus, one singer holds the position

of chorus leader. The job of chorus leader is one which requires intimate

knowledge of the gaoqiang musical system, including familiarity with the

internal structures of the repertoire's hundreds of qupaL Once a singer has

been chosen to become a chorus leader (usually by her early teens), she

must undergo several years of formal training. The position of chorus

leader is not rotated among helping chorus members from performance to
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performance, Those who have undergone choms leader training always

serve as the chorus leader in all gQ1Jqiang performances they participate in.

To the Sichuan opera. actor, the impact of the chorus leader on the

success of the dramatic presentation, is second only to that of the gushi.

Just as leading kunqu performers have specific dizi players with whom

they work. a top-ranking Sichuan opera. artist works with a particular

chorus leader and gushL On the jackets of audio tapes sold of Sichuan

opera gQ1Jqiang performances, the gushi and chorus leader are the only

musicians whose identities are regularly recognized in print.

During performance, the helping chorus is seated offstage, just

upstage of the percussion orchestra. Like the percussionists, the helping

chorus is also seated in a semi-circle configuration. The chorus leader is

seated at the end of the semi-circle which is closest to the performance

space (See Figure 3.5)

Patterns of Vocalization

Although the performer-assignation structure of gQ1Jqiang qupai

assigns the actor and the helping chorus to particular parts of the qupai; it

does not mandate how a helping chorus passage should be divided between

the chorus leader and general chorus. An analysis of two songs created

using the same qupai, but performed by different artists, will reveal

disparities in the melodic structure of actor passages. Similarly, an

examination of helping chorus passages may also reveal differences in

chorus leader and general chorus vocalizations. Perhaps due to such

flexibility. the vocalization divisions within helping chorus passages are



303

generally not reflected in published music scores. Despite the variety of

ways in which helping chorus passages can be divided, certain patterns of

assignment can be still observed. The three principal factors influencing

the method of helping chorus vocalization division appear to be: i) the

musical structure of the qupai passage, il) the lyric form of the song text,

and iii) the dramatic context in which the song is used.

As its name implies, the chorus leader leads the passages of helping

chorus music. The most common method of dividing a helping chorus line

between the chorus leader and general chorus is to assign the first dou of

the line to the chorus leader, and all subsequent dou to the general chorus.

If a cadential vocable-phrase follows the final dou in the melodic-line, the

vocable-phrase is also sung by the general chorus. This method of vocal

division was present in the fer lang shen] song example above.

The length of a melodic-line of helping chorus music varies according

to the amount of song text present in the lyric line, and the metrical type

used to organize the musical pitches. In a melodic-line of one-character

meter helping chorus music containing a moderate amount of song text

(i.e., five to seven words), seven to ten measures of music is generally used.

Because passages of two-flowing meter music are less melismatic and

feature less vocables than one-character meter music, the overall length of

a melodic-line of helping chorus music containing the same amount of song

text is shorter. In most cases, one measure of music per song text word is

all that is necessary. Despite such variations in melodic-line length, the

portion of the music which is sung by the chorus leader remains constant-

only the portion allocated to the general chorus changes. Invariably, the



304

chorus leader sings the first melodic-section in the lyric line within the

first one, or two measures of music.

Example 8.2

CL (dolt 1) +GC (dou 2 +Vel Vocalization Pattern in a Single Line of [Duan Zheng Hao) gupai
Song Helping Chorus Music3

chorus leader general chorus
_ M OK! ijB8B ,; $4&&MNfp#JJP4W

321

~

4
4

dou1
I ,....... . .

035253·

m± !l (otl!,)

Hen Wang Kui (ye)
Hating Wang Kui

. ...----...
216560

,~ ([/Jj~)

t]tI en (na)
ungrateful or Irnvl kindness!

321·232

(OiiJ) ~
(a) rtl

1 2·32 1 2
)(! (OiiD
yi/ (a)

cadential vocable-phrase

r ,
. .

o 32 1 2 1 6 .5.. 6 1 565 352 3· 5 6 665 352 3 - - 0
(oiiJ)
(8)

In lyric lines containing fewer than four words (e.g., flying-lines), the

entire lyric line is usually treated as a single semantic unit. In such cases,

the chorus leader sings the entire song text, leaving the general chorus to

sing only the vocables contained in the cadential vocable-phrase at the end

of the melodic-line. This pattern can be expressed as:

CL (dou 1) + GC (Vel
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Although the amount of song text has decreased, and the overall

length of the helping chorus melodic-line has become shorter, the amount

of music which is sung by the chorus leader remains the same (i.e., one to

two measures of music). In the flying-line passage below from a [SUD SUD

gang] qupai song, the chorus leader sings one measure of music, leaving

the general chorus to sing three.

Example 8.3

CL (dou 1) + GC (Vel Vocalization Pattern in a [Suo Suo Gang]gupai SongFlying-Line Helping
Chorus Passage4

chorus leader general chorus
WM ewe W;rk¥¥';9LU/.4:7.4'difk/1:*W/Hk:4"df4i?Wr4'i/(/#..wff/.?t4

dOli 1 cadential vocable-phrase

2
4

i'-C.
1

As indicated above, in lyric lines which contain only one dou of song

text and which feature a cadential vocable-phrase, it is common to hear the

chorus leader vocalizing the song text and the general chorus vocalizing the

cadential vocable-phrase.f If the beginning of the vocable-phrase is

contained within the same measure as the song text, however, the chorus

leader will initiate the singing of the cadential vocable-phrase. The general

chorus assumes this vocalization beginning from the first beat of the

subsequent measure.



306

For lyric lines containing seven or more words. it is not uncommon to

find that the performer-assignation structure of the line has divided the

vocalization between the actor and the helping chorus. In these lyric lines,

the first dou of song text is usually given to the actor, and all remaining dou

and the cadential vocable-phrase assigned to the helping chorus. If the

lyric line contains only two doll. the second dou is usually sung by the

chorus leader, and the cadential vocable-phrase by the general chorus,

resulting in the vocalization pattern:

A (dou I) + CL (dou 2) + GC (Vd.
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A(dou 1) +CL (dou 2) +GC (VclVocalization Pattern in a Single line of [Qing Na AD)gupa1 Song
Music6

actor chorus leader
t\.~~~~",~~"~,~~~~~",~~~"&."~,~"",,,,*,,

oDlI 1 ooa 2
I I I i I ~

~~
~,.... 231 r-.. - ,

4
.

321 \.2 231 2·1 \5
. . . .

0 52 5 0 5·3 5· 2 1 3·52 1 65
4 -

5'C ~~ ~ T JXUJii -@t (Oi)
WlI dllan re xla (en{1 111I zIlal (ya)

Carelessly asking for trouble by having an affair,

general chorus
-;jf-$~

cadential vocable-phrase

'. . . . . .. . .. . .. \
3 5· 6 3 2 U 2 -2 1 6 5 1 2 3 li U 6 .~ 3 5 li 5 - -0
(OnJl

(a)

When the lyric line contains three doll. however, the song text is

frequently divided equally between the three entities, with the actor

singing the first dou, the chorus leader the second doll, and the general

chorus the third dou plus the cadential-vocable phrase:

A (dou 1) + CL (dou 2) + GC (dOll 3 + Vel

The passage below of [jiang tou. jin gui] qupai song music reveals a

slightly different vocalization pattern for a longer lyric line. This lyric line
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is an example of ajangqiang; the musical form which calls for the actor to

initiate the vocalization of the melodic-line in an uncharacteristically

melismatic manner. The song text below contains ten words divided into

three dou of S + 3 + 4 words. In this passage, the actor sings the first two

dou of the line and the inter-dou vocable-phrase in between. The helping

chorus portion of the line consists only of the third dou and cadential

vocable-phrase. The chorus leader sings the song text, and the general

chorus sings the vocable-phrase.



309
Example 8.5

A(dou 1 + Vi + dou 2) +a., (dou 3) + GC (VcJ Vocalization Pattern in a [.Twng Too.TlIl Gld.]gupai.
Song Fangqiang7

actor
&SSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSI

dou 1 inter- douvocable-phrase dou2
I II •• \ I I

( 12 ....-
7 ("'\

~
7

4 5 5 4 542 4 ii b
1 -c-- \5 - lib 1 \5

"4
1 1

ft~, (OnIl ~~ - 8 .. -
Wo x ial7g (a) l7a .vi ri ...
Recalling that day ...

chorus 1eader genera1chorus
mm ~4.i4:m]j[j~:w.:::fn;JMfW~

dou3 cadential vocable-phrase •I II

.~ ~
r 7 ~ r \

- - - - \:- . . - - -1 1 216 511 2 0 3 2- 1 1 2 -2111 2 1 6 1 2 2 1-- --=
... 1T13 L1J 1'1. (1tIl~) (gre: (l!ffi) (~)

. . . dasaosl7al7 mea, (l7a) (8) (8) (e)
... sweeping near the mountain gate,

o
\i2~ (.---2--------

6 \.1 1 6 5- 3 \3 5 - 5- 3 2 3-
(Onj') (~) (OiiI)
(a) (e) (a)

If the performer-assignation structure mandates that the entire line

be sung by the helping chorus, the lyric line is usually divided so that the

chorus leader sings the flrst two dou of song text, and the general chorus
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sings all subsequent dou plus the cadential vocable-phrase:

CL (doll 1 + dou 2) + GC (dou 3 + Vel.

Although in this instance, the amount of song text which is

performed by the chorus leader is twice that of the general chorus, the

amount of musical material is not. In general, the section of the melodic

line which is sung by the chorus leader is more syllabic than the portion

performed by the general chorus. For this reason, the vocalizations of the

first two dou of song text by the chorus leader can still be contained within

the first one, or two measures of music.

The passage of [yuan Un hao] ([!IN # Jff]) qupai. song helping chorus

music below contains ten words divided into three dou of 3 + 3 + 4 words.

Between the first and second dou in the lyric line, an inter-dou vocable

phrase is present, and following the third doll, a cadential vocable-phrase.

In this line, the chorus leader sings the first and second doll, while the

general chorus performs the inter-don vocable-phrase, the third doll, and

the cadential vocable-phrase. This vocalization pattern can be expressed as:

CL (dou 1) + GC (Vi) + CL (dou 2) + GC (dou 3 + Vc).

This pattern. is unusual in that within a single melodic-line, two separate

vocalizations by the chorus leader and general chorus can be heard.
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CL (doll 1) + GC (Vi) +a.. (dolL 2) +GC (dolL 3 +Vel Vocalization Pattern in a Single line of [Yuan
Un Hao]Qupai Song Helping Chorus Music

chorus leader general chorus
, 4 -n::mmmm :::_'4,4 :: m:::::W¥###

doul inter-dou vocable-phrase

I ~,.,..... - r ". . • . .. . . .. .. . . . '...
4 2 1 6 571 2 !L..l 2111 22 1 U 6 1 2 2 1 6 5
4 =--

iifJ7i JL (1lJ]~) (IJ[) (OilI)
!1iaflPOfl[ler (flO) (e) (a)
The contoursof the face

chorus leader general chorus
• MU~~~

dou2 cadential vocable-phrase
I I I

~
6~

.
7 1 • 7 6
\' . \. .

\2 '- \' T0 5 2 1 5 5 LJ 1 0 1

til ff iGt JAM J8],~. (oilI)
(Jue noo 51 COflgqiafl ea m: (a)

Resembles so [my] former conjugal love.

The choice of how the vocalization of a melodic-line is divided

between the chorus leader and general chorus, can have considerable

impact on the nature of the dramatic scene. The [yuan lin haoi song

excerpt above is from the scene "Checking Sentiments" ("Qing tan" lW~) .
which is the final scene in the play Burning Incense (Fen xiang ji

}tWi2.). This play tells the story of the relationship between the young

scholar Wang Kui (J:~) and the beautiful and virtuous prostitute Jiao

Guiying (~tE:~). After exchanging nuptial vows at the Temple of the Sea

God, Wang Kui leaves Jiao Guiying and goes to the capital to take the

imperial examinations. After attaining the rank of First Graduate, Wang
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feels that his marriage to a woman such as Jiao Guiying is inappropriate for

a man of his position, and so writes a letter of divorce to Jiao. Devastated

by the news, Jiao Guiying returns to the temple to implore the god to seek

justice on her behalf. Feeling that her pleas have gone unheard, Jiao

commits suicide, vowing to seek revenge from the other world. At the

onset of the scene "Checking Sentiments," the ghost of Jiao Guiying has just

entered the private chambers of Wang Kui in the capital. Not recognizing

her, and not suspecting that she is an apparition from the spirit world,

Wang first demands to know who the young woman has come to see. After

Jiao replies "I have come to congratulate the First Graduate," the helping

chorus sings the lyric line above. In this passage, they communicate to the

audience Wang Kui's surprise upon seeing in his visitor a resemblance to

Jiao Guiying.

In this melodic-line, the inter-doll vocable-phrase which lies

between the first and second dou. of the lyric line divides the song text into

two discrete semantic units. In this way, the helping chorus conveys only a

portion of the song text meaning to the audience at time. Having to wait for

the general chorus to complete the vocalization of the inter-dou vocable

phrase before hearing the remaining song text helps heighten the feelings

of suspense and tension in the scene. Since Jiao Guiying's suicide at the

end of the previous scene, the audience has been awaiting the moment

when Jiao Guiying confronts Wang Kui. Rather than allowing the young

sheng actor playing Wang Kui to speak directly to Jiao Guiying, the helping

chorus is used instead to communicate the inner thoughts of the character

to the audience while concealing them from Jiao Guiying. During the
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general chorus' vocalization of the cadential vocable-phrase, the actor

depicts Wang Kui regaining his composure. In the next line of song text,

Wang addresses Jiao directly in a cold, unfeeling manner. demanding to

know why she has come to his chambers this night.

As discussed in Chapter IV, a lyric line containing five or more song

text words is generally divided into at least two doll. In certain dramatic

situations. however. the entire line may be heard performed as a single

semantic unit. The treatment of even longer lyric lines as a single semantic

unit also occurs in dramatic situations where a high level of emotional

intensity or excitement must be conveyed. In the following two-line

passage of [dao dao ling] qupai song music. line one is treated as consisting

of one dou; although it contains seven words. In performance. this line is

sung first by the chorus leader and then repeated by the general chorus.

The chorus leader sings the entire song text in just over two measures,

while the general chorus takes slightly longer. The second line of song text

also contains seven words. but is divided into two dou of 3 + 4 words with

an inter-dou vocable phrase placed in between.
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CL (dou 1)+GC (dou 1) and CL (dou 1) +GC (Vi+dolL 2 +Vel Vocalization Patterns in Two lines
of [DaD Dao Ling] Qupai Song Helping Chorus MusicS

Line 1:

chorus leader
.e wiW

.
5

,.......... . . ...
52~356

1& EI3 1( %f !i1! (~)

. .
~

%f,)!

1. • •• ~.
\2 3 U 2 2 6 1

)!1& EI3 (~) ~ %f !i1!
~~~M~~& ~~~~~M&M ~
This cause heaven and earth shall know, This cause heaven and earth shall know,

2
4

Line 2:

chorus leader general chorus
Mf4WPt iWQ f!/i%4t4M$% @lWMWd$r4lW4l'Jr¢#'..¢f4f@Wtk"'~.AW~"

Woyu ts (ve)
I and he

2 3
(~)

(e)

r»
6 6 1 6 5

1$1W ~ (03f)

shea qiaaju (va) :;."171: (e)
vowed before the god.

cadential vocable-phrase
I

-----..'\.
L.ft

5
\6 -
(On]')
(8)

These two lines of helping chorus music are from the scene "Striking

the God" ("Da shen" 1T:t$), which precedes the scene "Checking

Sentiments. " At the onset of the scene, Jiao Guiying stands before the gates
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of the Temple of the Sea God and recapitulates the dramatic action in a

one-character meter qupai song. By the time she has finished telling of

her love for Wang Kui and his letter of divorce to her, Jiao is overwhelmed

with feelings of hurt and anger. Upon entering the temple. Jiao Guiying

utters a few words to the Sea God before the [dao dao ling] passage above is

sung by the helping chorus. In this passage, the helping chorus speaks the

words which Jiao Guiying herself is too anguished to utter. This is the first

passage of two-flowing meter music heard in the scene. The acceleration of

performance tempo. coupled with the concentrated and rapid vocalization

pattern of the first lyric line of song text, effectively serves to communicate

the intensity and desperation of Jiao Guiying's emotional state.

Although in gaoqiDng performance the general chorus never

precedes the chorus leader in a passage of helping chorus music, in certain

dramatic contexts the entire chorus can be heard singing in unison. This

vocalization pattern is unusual. however, and makes a strong dramatic

statement when used. The final line in the scene "Striking the God" is

performed in this manner. At this moment, Jiao Guiying has just realized

that neither the Sea God, nor society. can force Wang Kui to account for his

actions. As the helping chorus sings aloud Jiao Guiying's final expression of

anger towards Wang KUi, the actress playing Jiao shows her inadvertently

touching the long white scarf which cinches the waistline of her zhezi

costume. By the time the melodic-line has concluded. the actress has

untied the scarf and held it forth to the audience as an indication of the

character's decision to hang herself.
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Example 8.8

Unison Vocalization Pattern in a Single IJne of [Shang 1Iiao LouJ Qupai Song Helping Chorus
Music9

entire helping chorus

•
dol/I dOl/2 cadential vocable-phrase

I ,-..... ,,- I I r---.. 5 II -.. I

3 5 3 i 35 Ii ~ 2 i\: 3 r 3 5 6
ItS g 1S ~ ::f $ i~! (03f) (oiij)
Poc."1li po tial7 oa rOl7g /71/ (va) (a)
Fear ing only god [and] not talerat ing you!

This passage of [shang xiao lou] ([-1 ...}. ~]) qupai song music is

composed using strolling-meter metrical structure. The choice to sing the

entire passage in unison is, however, not due to the metrical type used, but

rather to the dramatic context. In the scene "Striking the God," other

strolling-meter passages can also be found, but this is the only one which is

performed in this fashion. All other passages feature some form of the

antiphonal chorus leader I general chorus vocalization pattern.

Rhythmic Structure Variation

The contrast between the sound of a solo voice at the onset of each

helping chorus passage and the general chorus who follows soon after is a

striking and dramatic feature of gaoqiang music. This contrast in sound

density and timbre is further accentuated by variations in both the melodic

and rhythmic structures of the music in those portions of the helping

chorus passage which are sung by each of the respective vocalizing entities.
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As indicated above, despite differences in song text length, the

amount of music sung by the chorus leader remains relatively constant in all

helping chorus passages. The chorus leader generally sings her assigned

song text passage within the first two measures of music in a melodic-line.

The general chorus, in contrast, frequently takes twice the amount of time

to sing less song text. The result of this musical organization is that the

degree of melisma in the music increases in the course of the melodic-line.

The most syllabic portion is sung by the chorus leader, and the most

melismatic by the general chorus.

When the musical pitches constituting the melodic-line of the

helping chorus passage are examined, one notices that the highest musical

pitches are frequently placed in the first one or two measures of music. By

placing many of the high notes at the onset of the passage two things are

achieved. First, the sound of the single voice is further contrasted against

the collective vocalizations of the general chorus, making the chorus

leader's short solo passage sound even more prominent and impressive.

Secondly, it is also much easier to control the quality of the vocal

production of high notes when only a single vocalist is involved. Ensuring

such quality is considerably more difficult when several singers are involved

in the vocalization. Perhaps for this reason, the onset of the melodic-line of

a helping chorus passage has become a preferred location for high note

placement. In the passage of [qing na ao] qupai song music below, one can

see that the highest pitches in the first melodic-line are located within the

portion of music sung by the chorus leader.
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The other position in the melodic-line where high notes are

frequently found is in the cadential vocable-phrase at the end of the

melodic-line--the portion of the melodic-line which is usually performed by

the general chorus. When high notes are placed within cadential vocable

phrases, they are usually located in the central or final portion of the

phrase. The general chorus is then able to easily sing these pitches because

they will have been ShTlging together for several beats of music before

reaching the high notes.

When the rhythmic structures of the chorus leader passages are

compared to those sung by the general chorus, disparities can be found. In

passages of helping chorus music constructed using any of the metered

metrical types the portion of the melodic-line which is performed by the

chorus leader is treated as a passage of free meter music. In other words,

although the percussion orchestra may have established a rhythmic

structure and performance tempo immediately prior to the chorus leader's

vocalization, the singer generally ignores all rhythmic controls and sings

the music in a drawn-out and expressive manner. When the general chorus

begins to sing. however, the metrical structure returns to its intended

metered form and remains strictly within the rhythmic structure of the

metrical type until the next passage of actor, or chorus leader music is

heard.
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Example 8.9

Meter Variation and Vocalization Pattern in Two Lines of [ging Na AoJQupai Song Helping
Chorus MusiclO

chorus leader general chorus
A mE_MBa:

free meter ----I.~ 4/4 meter •

dou1 o'ou2 cadential vocable-phrase
I I I I I I

~ ~, ,
o 2 3 3 3 3n 3 2 i 6- 6 i 2 -ti 65 i 5 6 - - 0

~~ ~ $ ~~ ~ 1iiJ1£? (03f)
Lel7gqil7gqil7gPan Lang /in huozai? (ra)
Cold and cheerless, where has Master Pan gone today?

chorus leader general chorus
.....iliI II ZWJi1iW)[]!!! Wm::i!lOwAAU

oou 1,
free meter----------1.~ 4/4 meter-------------1....

inter-ot7u
vocable-phrase dou2 ...

(I I ....1-----------" 1.------1..
6 • , • -\ ,... \ f •

5 5 5 \:1 a.i 5 6 1- 5 3 1. 1 21 6 5 3 5· 53 5 1
~J~ -§IIJ ~ ~ (O~) )c" itt. (03f)

Liqingbie xu Xl/va) xil7 hua!.' (~"'a)

Thefee1i ngs at [our] separation [I] conti nueto cherish

f#%J,i'#'4{~~4k4{jjw4WjMM

•
cadentia1vocab le- phrase

""6·~3523 5--0
(Oiij')
(a)

Through this vocalization technique a pattern of opposition is created.

At the onset of the melodic-line the chorus leader's vocalization style gives

the listener a feeling that the musical passage is being stretched out. just as
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one might stretch a rubber band. The entrance of the general chorus

releases this tension through an acceleration of performance tempo, a

return to a codified metrical organization of accented- and unaccented

beats, and a noticeable increase in sound volume. In other words, the

rubber band is let go, generating a strong sense of forward momentum.

As indicated in Chapter VII, in helping chorus passages containing

half-taoda style percussion accompaniment, the most common placement

of percussion patterns is beneath cadential vocable-phrases. In this way,

the sounds of the percussion instruments cannot interfere with song text

communication. Because it is the general chorus who usually performs the

closing portion of the melodic-line, the majority of half-taoda patterns are

played during their vocalizations. In the [yuan lin hao] qupai song example

below, the relationship between the chorus leader and general chorus

vocalizations, and the placement of the half-taoda pattern can be observed.
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Example 8.10

Vocalization Pattern and Half-Taoda Percussion Accompaniment in a Single line of [Yuan
Lin Hao] Qupai Song Helping Chorus Music11

percussion orchestra
IXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXXX

chorus 1eader genera1chorus
~ HOw; it WAs4 I! ct Q; mE1!@ tj.f@@JJ

I
6
7

7,--
1\.2

(Onj')

(a)

free meter~ 4/4 meter'----------------------.
dou1 dou2 cadential vocble-phrase

I "r---------.:.----------------.
"'- r"\ ~i 6 216 5 i 6 '3 j 2' 2
~ iE ~ i!f iE ff· (ot!!,)

Li l7ua luo xing l7ua tal (ye)
The pear blossom falls the apricot blossom opens,

taoda.' I:I±If.lj ii:1f.Jj 11llJ1f. ii:;;1f.JjI~;; ~ I

The appearance of percussion taoda at the beginning of the cadential

vocable-phrase heightens the sense of metrical regimentation heard in

general chorus passages. The sudden addition of five percussion

instruments to the collective vocalizations of the general chorus members

further emphasizes the difference in aural texture and volume between

chorus leader and general chorus passages.

In many ways, passages of helping chorus leader and actor music are

similar in performance style and structure. In both types of music, only the

sound of a solo voice is heard. When either is juxtaposed with passages of

general chorus music, a striking aural contrast can be heard. In both

chorus leader and actor music, the metrical structure is relatively free and

unaccompanied by any percussion music-vsave for the gushi 's wooden

clapper articulations. During passages of general chorus music, however,
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the strident and rhythmically-regular sounds of the entire percussion

orchestra are present.

Serving the Actor in Performance

Fundamental differences in the media of dramatic communication

and performance styles help distinguish between the roles served by the

Sichuan opera actor and helping chorus in Sichuan opera gaoqiang

performance. The common element uniting these two discrete performing

entities is song. For stage actors, song is only one of several performance

options available to them. Within the hierarchy of performance elements,

however, song ranks first. If looked at in terms of breadth and diversity of

performance options, the helping chorus's involvement in gaoqiang

performance may appear to be extremely limited when compared to that of

the actor. When examined in terms of depth and degree of dramatic

impact. however, the helping chorus' contributions are significant.

The primary role of the helping chorus in gaoqiang performance is to

serve the needs of the actor onstage, not to function as an independent

performing entity. The helping chorus provides both functional and

dramatic services for the actor. Functional services help to facilitate the

actors in executing their vocalizations. These services are music-based, and

are not meant to be interpreted as dramatic statements. The dramatic

services are primarily text-based. Through the helping chorus'

communication of song text meaning, the nature of the performance can be

affected in a variety of ways.
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Functional Services

In such melodically-unaccompanied music drama traditions as

gaoqiang, the helping chorus serves several important musical functions

which in other xiqu traditions would be carried out by a melodic orchestra.

These functions are integral to the success of the performance, and include

establishing, sustaining, and changing the musical key of a song, and

altering its rhythmic structure and texture. Since passages of helping

chorus music initiate most qupai songs, and are the location for the

majority of percussion accompaniment, these passages become the logical

places to establish the melodic and rhythmic nature of a song, and to

initiate changes in it.

Ensuring melodic stability

Gaoqiang is a musical system which is considered difficult to sing

because of its broad and high melodic range, and its lack of melodic

support. The melodic range covered in many gaoqiang qupai songs

extends from the lower to the upper limits of the human vocal range. Given

this melodic breadth, it is essential that the Sichuan opera actor not alter

the musical key during vocal performance as a result of pitch inaccuracies.

By modulating either up or down a musical key, actors may find themselves

in a position where they are physically unable to sing subsequent pitches in

the song. Given the relative flexibility of gaoqiang actor music melodic

structure, Sichuan opera actors have the ability to control the number and

placement of high and low notes within a melodic passage. Often actors
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place their highest notes in the final measures of the melodic-line of a song

to create both a melodic, as well as a dramatic, climax. If, however, the

actor has inadvertently modulated upwards, these high notes may become

difficult, if not impossible, to sing. Such pitch inaccuracy not only affects

that actor's performance, but also affects the helping chorus whose

passages usually follow, and whose melodic-lines are characterized by the

numerous musical pitches positioned high at the top of the female vocal

range which they contain. The issue of pitch accuracy is a serious one in

the tradition, and a common topic of discussion between Sichuan opera

actors and helping chorus members--particularly backstage after

unsuccessful performances,

No doubt actors in melodically-accompanied xiqu forms such as

Beijing opera and kunqu are also guilty of pitch inaccuracies. An important

difference, however, is that in those forms a musical safety net is also

present. Beneath the melodic-line sung by the actor, and during the

musical interludes which occur throughout vocal songs, the sound of the

instrumental orchestra is always present. The problem of modulating to

another musical key is therefore, not a factor affecting vocal performance.

Sichuan opera actors do not have the benefit of a melodic orchestra to

constantly reiterate the correct musical key of a song, nor are they allowed

to stop in mid-song to check their pitch accuracy with a pitch pipe. In

gaoqiang performance, the stage actors must rely on their own musical

skills, and the periodic vocalizations of the helping chorus, to monitor key

accuracy.
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In Sichuan opera performances today, the helping chorus leader

establishes the correct musical key for a song through the use of a pitch

pipe. In each of the different methods used to initiate qupai song

vocalization, the correct musical key is set by the helping chorus offstage

and then communicated to the actor who is often already onstage. The sole

exception is the kun -head style of song initiation. In this style, it is the

musician playing the dizi (bamboo flute) who sets the key. During an even

start style of song initiation, the chorus leader establishes the key during

her brief vocal passage at the onset of the helping chorus passage in the

first melodic-line of the song. The general chorus then completes the'

singing of the melodic-line in the same key. If more than one helping

chorus line is present in this initial erect-pillars section of the song, this

alternation between chorus leader and general chorus vocalizations

continues. During each general chorus vocalization, the chorus leader has

the opportunity to recheck pitch accuracy if necessary. The actor onstage

then takes his I her starting pitch from the final cadence pitch of the

helping chorus passage, which in most cases is the principal tone of the

qupai 's mode. In many instances, however, the actor's starting pitch is not

the principal tone, and so the actor must calculate the interval correctly

before commencing vocalization. The opening passage of helping chorus

music in an fer lang sherr] qupai song, for example, concludes on the

principal tone of the mode, 6. However, the actor must begin singing on

the 2 pitch, a perfect fourth higher.

A putting-on-a-hat style of initiation calls for the actor to initiate the

opera song. In this initiation style, however, it is considerably more
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difficult to ensure pitch accuracy than in the kun -head style. In a putting

on-a-hat initiation, the actor to intones all, or part, of the first lyric line,

while the helping chorus sings the remaining portion. Although the

intoned portion of the lyric line has distinct melodic and rhythmic qualities

which are not found in everyday speech, the passage does not have a set

beginning or ending pitch.

Many putting-on-a-hat initiations are performed by the actor from

offstage. During the helping chorus portion of the passage, actors often

enter the performance space. In most qupai songs featuring this style of

initiation, the actor is assigned to sing the subsequent melodic-line of

music. Frequently, however, actors must perform lengthy passages of

speech and stylized movement/ acting immediately upon entrance. As a

result, it may be several minutes before the actor is able to continue the

song vocalization. Although the correct musical key was established by the

helping chorus during the vocalization of the first song line, the actor is

often forced to retain this key in his/her head for several minutes before

beginning to sing. During this interim period, the actor engages in speech

and movement acts, and hears the sounds of the accompanying percussion

orchestra. Under such conditions, retaining the correct musical pitch can

be a formidable challenge.

The scene "Crossing the Northern Frontier" from the multi-scene

play The Chaste Woman of the Han begins with the actress playing the role

of the Han queen, Wang Zhaojun, intoning the putting-on-a-hat song

initiation of a [chu jiang yin] qupai from offstage. A description of the

dramatic action taking place during the opening minutes of this scene is
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provided below. Through this description one can observe how musically

skillful Sichuan opera actors must be in order to successfully execute a

gaoqiang performance. Despite the amount of aural and physical activity

taking place around them, actors are expected to calculate and retain the

correct starting pitch for their subsequent song passages.
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Example S.ll

Summary of the Dramatic Action During the Opening Minutes ofthe SCene ''Crossing the
Northern Frontier"

offstage
Wang Zhaojun (intones): 12

Clouds abovethe Han mountains,

Thenorth wind blows my purple garb!

Helping Chorus (sings):

... purple garb!

[chu Jiang yin] strolling-meter

cadence pitch: :2

onstage
The actressenters theperformance spa/.;(J to theaccompanimentofpercussion music, holdinga
horse whip aloft to indicate that she is travelingonhorseback. Shecire/es theentire stage
once andstopsdownstage center tospeak with anactor whoimmediatelyprecededher entrance
with a tumIJ/ingseaoeoco across thest8...tJ8.

Wang Zhaojun Cspeaks ):

Younger brother, where have wecome?

Brother:

To the border!

Wang Zhaojun:

Oh, the border!

Percu::>-sio/7 music is p/a,.vedwhile theactressperforms ashortpaSS'8pe ofst,v/ic.""'8d
movel77enl./adinpli7 which :;.'11e manipulatesher horsewhip throt/...17h space. ,5hecompletes the
adional7dstrikes apose facli7p o'owl7st8...17e.

Wang Zhaojun (sings):

A person arrives at the border,

A horse arrives at the border ...

offstage
Helping Chorus (sings):

A horse arrives at the border,

Sodifficult to continue on.

initial pitch: 1
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Although the helping chorus sets the key of the song at the beginning

of the scene, the actress playing Wang Zhaojun does not actually begin

singing until several minutes later. To make matters worse, the final pitch

of the helping chorus passage (2), is a full step above the first pitch of the

actor's passage (i). This means that the actress must make this adjustment

in her head while moving about the stage and engaging in dialogue. It is

important that this pitch be correct. because the melody in the opening

melodic-line rises rapidly from the i pitch to a 5 pitch. This qupai is often

performed in the key of 0 major, which makes the 5 pitch equivalent to A".

If the actress errs in calculating her starting pitch, she can find herself in

the embarrassing situation of having to sing a pitch that she cannot

physically produce.

The nature of the performer-assignatton structures of gaoqiang qupai

suggests that the issue of key accuracy may have always been a concern in

the tradition. Among such qupai as [er lang shenj and [shao ye xiangj,

which are dominated, if not entirely sung, by the helping chorus, the issue

of pitch accuracy is not a problem. In qupai which feature a mixture of

helping chorus and actor music. however, the actor's passages are generally

positioned in the song so that they follow helping chorus passages. In this

way, the actor can maintain the correct key by listening to the final notes

sung by the helping chorus.

Qupai which are labelled "composite qupai " incorporate the

zhuanqiang of other qupai into their own musical structures. A common

feature of many composite qupai is the changing of musical keys during the

vocalization of the borrowed zhuanqiang passages. As mentioned in
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Chapter VI, when modulation occurs 1..'1 a song, it always does so within

passages of helping chorus music In this way, the accuracy of the new key

can always be guaranteed by the chorus leader through the use of a pitch

pipe.

Initiating rhythmic change

The establishment and monitoring of the musical key is the most

important functional service that the helping chorus provides for the actor

in gaoqiang performance. Within each qupai song, however, it is also the

helping chorus who enacts the majority of rhythmic alterations as well.

Although technically speaking, it is the gushi who establishes and regulates

the metrical structure and performance tempo of a song, it is either just

prior to, or within, passages of helping chorus music that such changes

take place.
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* putting-on-a-hat aria initiation

Figure 8.1

Changes in Metrical Structure During a [Duan Zheng HaD] gupai Song

The opening line of a [dunn zheng haoJ qupai song begins with a

putting-on-a-hat style of song initiation performed by the actor, and

concludes with the helping chorus singing a short passage of strolling

meter music. During the next helping chorus line, the musical structure of

the qupai changes from strolling-meter to one-character meter. The actor

sings only two lines in this new metrical type before the helping chorus

once again enacts a change of metrical structure. The actor continues to

sing in two-flowing meter until the final line, when the helping chorus

concludes the song with one melodic-line of music.

The most common metrical types used for gaoqiang actor music are

one-character and two-flowing meters. Although both metrical types are

transcribed as metered music, they each have certain behavioral qualities
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which liken them to free metrical types. The relative regularity of the

helping chorus rhythmic structure, in contrast, is further stabilized by the

presence of percussion taoda accompaniment. Because it is the gushi who

initiates all metrical changes, it is most convenient to have such changes

occur during the taoaa patterns which lie beneath the cadential vocable

phrases of helping chorus passages. When metrical changes occur during

actor passages, they are also initiated by the gushi. These changes,

however, are carried out through a brief sounding of the wooden-clapper

and small drum during pauses between melodic-lines of music.

Dramatic services

Through the manipulation of helping chorus passage song text

meaning, Sichuan opera practitioners can purposely affect the nature of the

dramatic performance in a number of different ways. The five dramatic

services which the helping chorus regularly provides the stage actor in

gaoqiang performance include: establishing dramatic environment,

revealing dramatic character. heightening dramatic atmosphere, adding

dramatic emphasis. and assuming dramatic character.

Est~h1i~bJJl.gdramatic environment

Throughout its history, Sichuan opera been performed on a stage that

is void of sets or scenery pieces which contextualize the drama for the

audience. If the curtain opens and the stage is bare except for a large

carpet placed centerstage, the audience is apt to assume that the upcoming

scene takes place out-of-doors. They cannot discern, however, if this
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carpeted space has become a general's battle field, or the private gardens of

the emperor. If on the carpet two chairs and a table are positioned, an

indoor space is suggested. Sichuan opera audiences rely primarily of the

words, costuming, makeup, and physical actions of the stage performers to

gain information about dramatic location. As in all forms of xiqu; actors in a

Sichuan opera gaoqiang performance communicate this information

through the use of their performance skills, and their interactions with

other characters in the scene. With the presence of a second vocalizing

entity--the helping chorus--an alternative method of relaying this

information is available in gaoqiang performance which is not available in

the majority of xiqu forms.

As the above description of the opening moments of the scene

"Crossing the Northern Frontier" has shown, Sichuan opera actors

frequently enter the performance space at the beginning of a dramatic

scene as the opening helping chorus passage of a qupai song is sung.

Although the actors may themselves reveal their locations to the audience

later in the scene, Sichuan opera practitioners often use the helping chorus

to achieve the same objective. Referred to as its "ability to describe"

(miaoxiexing fB3~ttl, the helping chorus can establish the physical

location of the dramatic character at the onset of the performance, or at

any time during the play, through the song text which it sings.
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Example 8.12

Descriptive Function of the Helping Chorns in the One-Act Play Inngingfor Laity

orlstoge
Hel pi ng Chorus (sings): [xin shui ling] strolling-meter

Leaving [ my] chambers turning down the corridor,

A fi ne bi rd si ngs from the branch ti p,

Pomegranate blossoms light up the eyes red like fire,

Wanting the worries to leave [my] mind yet they increase,

No spirit to view the flowers, [I] reascend into the Temple.

one-character meter
Eighteen arhats seated on both sides,

onstoge
Young Nun (st nqs):

Eighteen arhats seated on both sides,

They each seem to havesomething to say to me....

The one-act play Longing fOT Laity tells the story of a young Buddhist

nun's frustration with monastic life, and her newly-found desire for

romance. Using traditional staging techniques, a carpet, a chair and a table

are the only items present onstage when the curtain opens. Through her

distinctive costuming.Js stylized movement!acting, and a short vocalization

of a kunqiang song that is full of Buddhist references, the actress playing

the Young Nun establishes her identity, and her location in a Buddhist

monastery. The helping chorus passage above is sung in the middle of the

scene when the nun moves from the interior of the temple to an outside

garden. Unable to find solace amidst the beauty of the natural environment,

the nun returns to the temple and enters a hall lined on each side with

statues of Buddhist arhats..As the helping chorus describes through song
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the changes in physical location, the actress moves about the stage,

periodically miming stepping over thresholds which separate rooms in

traditional Chinese architecture. Throughout this time, the table and chair

which were earlier used to represent a Buddhist altar and a seat for reciting

sutras, have never moved. Through the collective effect of the actress'

physical movements and expressions, and the song text sung by the helping

chorus, the audience is taken through the various changes in dramatic

location without ever witnessing any adjustments being made to the

physical stage.

In some scenes, the helping chorus describes the physical action

which is taking place onstage before the audience. In the scene

"Compelling a Nephew to Attend to Studies" ("Bi zhi fu ke" ~1i:t!:#)
from the play The Jade Hairpin (Yuzanji .:[W12), the young and

impetuous scholar Pan Bizheng ($~.. 1E.) goes to visit his aunt, an abbess

of a Buddhist monastery. Soon after his arrival, Pan falls in love with a

young nun, Chen Miaochang (~~Y'W), in his aunt's charge. The Abbess,

unaware that a romantic liaison is taking place behind her back, still

manages to convince her unwilling nephew to leave for the capital to take

the imperial examinations. In this comic scene, Pan attempts to pay his

final respects to the Buddha and his aunt, while trying to communicate with

his lover who is watching the proceedings from the bell tower above the

temple floor.
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Example 8.13

Description of the Dramatic Action During the [Pu sa Man] Qupai. SongVocalization in the
SCene ''Compelling a Nephew to Attend to Studies"

onstage
Abbess (speaks):

Nuns, Disciples, Light the incense, andstrike the bell.

Discip le Bizheng quickly come pay your respects to the Buddha.

Pan B izheng (speaks):

Oh, Buddha! Oh, Buddha! This disciple, Pan Bizheng, comes to bidyou farewell.

I will not say what is in this disciple's heart. ... Buddha, you should know.

Abbess:
The Buddhaknows to bless and protect you.

ollstage
Helping Chorus (sings):

Paying respects to the Buddha,

[pu so man] one-character meter

onstage
Theactorplaying the yOtll7g s/..llolar interjects the words "017, Buddha/"as the helpingchorus
sings the cadential vocable-phrase at the endofthe melodic- line. As Pan bows in re::.-pect to
the Buddha, Chen!1iaochang strikes him in the head from above with a crumlJledpiece 01paper.
He turns, andthe two lovers makee,ve contact.

Pan Bizheng (speaks):

Oh, Buddha!

Pal7lnee/s to «owtow to the Buddha, but ml~.,talen~v faces towards Cheninstead.

Abbess:

Bizheng, Kowtow!

Pan Bizheng (sings):

Vowing to travel in a high cart drawn by a team of horses,

olfstage
Helping Chorus (sings):

Decorate the temple with red silk gauze.

two-flowing meter
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Example 8.13 (Continued)

Description of the Dramatic Action During the /pu saMan} gupai Song Vocalization in the
Scene "Compelling a Nephew to Attend to Studies"

onstage
Pan Bfzheng (speaks):

Auntie, please rise and accept my respects.

Abbess:

It is not necessary to pay respects to me....

offstage
Helptnq Chorus (s inqs):

Paying respects to Auntie,

onstage
Pan Btzhenq (stnqs):

Paying respects to Auntie,

Who is kind and just.

one-character meter

Although no image of the Buddha is present onstage, the audience is

clear from the dialogue that the scene is taking place in a temple hall

containing his image. Before Pan bows in obeisance to the Buddha and the

abbess, the helping chorus announces his actions to the audience. Such

description seems unnecessary given the visual and aural information which

the audience has already received. In melodically-accompanied xiqu.

forms, Pan's physical actions would be accompanied by instrumental music.

The helping chorus' vocalization of the [pu sa man] qupai song serves this

function. By using a descriptive song text. a sense of ritual is brought to the

scene. The juxtaposition of this formality against the humorous movements

and expressions of the actor playing Pan serves to heighten the sense of

comedy in the scene.
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Revealing dramatic character

The descriptive function of the helping chorus is not limited to

conveying information about the physical environment or stage action.

Frequently, helping chorus song texts are used to reveal the inner thoughts

and feelings of the dramatic character to the audience (jieshi renwu neixin

huodong ~~A4:W I*J J()miiO)· In the scene "Striking the God," the

dan character Jiao Guiying destroys the statue of the Sea God and the

temple interior after receiving no response to her appeals for justice.

Physically exhausted and on the brink of madness, Jiao collapses upstage at

the foot of the altar. From offstage, two sustained pitches of the SUDna

(oili UP;]), a double-reed wind instrument, are heard. Jiao Guiytng,

recognizing the sound, slowly pulls herself to a seated position and sings

the kun -head passage which initiates a [man ting fang] ([~~7!f]) qupai

song.I4
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Example 8.14

Sn."1UI1aIY of the Dramatic Action Dming the Opening Two Ilnes of the [Man Ting Fang] Qupai
Song in the SCene ''Striking the God"

onstage
Jiao Guiying: [man ting fang] ran -head

Alone hearing the sound of a wild goose in the distance,

Offstage
Helping Chorus (sings):

Loudly calling choking with emotion and misery!

strolling-meter

Two moresustainednotesareplayedb)/ tile suono SU{l{lesting tile wildgL70,:;,(3 S t..CJII

Helping Chorus one-character meter

Tragicallyseparated from the flock and flyingalone.

In this passage, the actress playing Jiao Guiytng identifies in words

the sounds of the suona as the cries of a wild goose flying outside the

temple walls. The line of helping chorus music which follows this

identification serves to interpret for the audience Jiao Guiying's thoughts

about the plight of the goose and her own. In traditional Chinese culture.

the image of a pair of geese or Mandarin ducks is a common metaphor for

marital harmony and bliss. The single goose is therefore a symbol of

separation and loss (Eberhard 1991. 132). The helping chorus' description

of the goose as "choking with emotion and misery" and "tragically separated

... and alone." are also the words which Jiao is using to describe herself

and her own situation.

Using the helping chorus to communicate the thoughts and feelings

of the dramatic character is a frequent technique seen in Sichuan opera

gaoqiang performance. Through the [man ting fang] song helping chorus

song text. the audience learns more about the emotional condition of Jiao
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Guiying. Since destroying the temple interior in violent rage, the actress

playing Jiao does nothing but lie unmoving on the stage floor as if

unconscious. Her observations about the goose, revealed through the words

of the helping chorus, not only show Jiao to be relating her own condition

to that of the lone bird, but also indicate that she has not yet lost her mind.

In dramatic situations where characters are so overcome with emotion that

they have difficulty expressing themselves orally, or when they are faced

with making a difficult decision, the helping chorus frequently speaks aloud

the words which the characters cannot. The first line of helping chorus

music in the scene "Striking the God" serves to communicate to the

audience Jiao Guiying's overwhelming sense of anger and hatred for Wang

Kui, the man who so cruelly betrayed her love and kindness.
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Example 8.15

Summary of the Dramatic Action at the Opening of the SCene "Striking the God"

onstage
L/iao (JI./iying enters I./psta..qe rigllt to tile soaoaormartialiercoss/oa mastc Holdingaloft sticks
ofincense, L/iao sta..tJ{lers towardsdownstagecenter. Sllestopstllree times to speak tile
following lines. 8etweeneaclll./tteranl.,."8 apercl./ssion pattern is played

Jiao Guiying (speaks):

Wang Kui! civil percussion pattern

Scoundrel! civil percussion pattern

We/ya! martial percussion pattern

Jiao (Jul;vingarrives downsta..qe andstrikesapO:;.13 facing tile al./dience.

Jiao Guiying (recites poetry):

Entrusting one's heart to the bright moon,

Who would know the moonlight would shine in a ditch!
civil percussion

( speaks):

Wang Kui, overnight turned ungrateful,

AI; God will hear aboutthis matter!

Jiao Guiying (sings): Idl./an zllengllaoJ kl./n -head

Hateoverflowing the heavens without end,

Jiao al./ivingaer/orms a rarcera'pas:;.age ofs~J··"!izedmovement/ac/ingas tile Ilelpingcoorus
sings tile !Z71lowingpas:;.a..qe.

offstage.
Helping Chorus (sings):

Hating Wang Kui ungrateful of [my] kindness!

one-character meter

From the moment Jiao Guiying enters the performance space, the

audience can clearly discern from her movements and facial expressions

that there is something terribly wrong. The percussion music creates a

deafening and driving aural substructure for Jiao's movements which
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conveys an overwhelming sense of distress in the scene. Through Jiao

Guiying's own words, the audience learns that a scholar named Wang Kui is

the cause of her condition. The melodic and rhythmic structures of the

[duan zheng han] kun -head passage which Jiao sings once she reaches a

position downstage, convey a sense of sadness and despondency rather than

anger, even though she sings the words, "hatred overflowing" with great

passion. It is not until the helping chorus sings these same words in the

subsequent passage of one-meter music--a passage which contains taoda

accompaniment-vthat the full impact of the song text's meaning, and its

relationship to Jiao Guiymg's mental state, are truly revealed. As the

helping chorus sings, the actress playing Jiao Guiying performs a movement

passage which expresses in visual terms the profound feelings of anger and

hatred for Wang Kui which have overtaken the character's heart and mind.

The combination of the helping chorus song text and music, and the actor's

physical vocabulary, creates an explosive effect on stage. This effect sets a

tone which continues throughout the scene until the character has

destroyed the temple, and taken her own life.

A common place to hear the helping chorus vocalizing aloud the

thoughts of the character is in song passages where the qupai performer

assignation structure has divided the vocalization of a lyric line between the

actor and helping chorus. The final line of the (jiang tou jin gill] qupai song

in Longing fOT Laity is structured in this way. During the song, the young

nun describes the hideous punishments which the Buddhist bodhisattvas

could enact upon her--acts such as grinding her up and boiling her in oil--if

she tries to leave the religious order. As the various tortures are
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enumerated, the tempo of the music increases due to a change in metrical

structure from one-character meter to fast two-flowing meter. The nun

ends the song with a sudden declaration that she is not afraid of these

threats. In the final line, she sings the words "I'm not afraid" twice, each

time appearing to grow in conviction. Her words, however, do not seem to

convince either herself or the audience of this fact. She starts to utter the

words a third time, but manages to get out only the word "I . . " before the

helping chorus in unison declares aloud " ... am simply not afraid!" The

helping chorus passage is constructed using one-character meter and

features a half-taoda percussion accompaniment. The regular rhythmic

structure of the helping chorus passage, coupled with the greater sound

density of the helping chorus' vocalization style and percussion

accompaniment, serves to convince both the nun and the audience that the

young nun is genuinely not afraid.

When the helping chorus is used to reveal aspects of dramatic

character, often times background information about the character is also

relayed to the audience. As described earlier, Longing for Laity opens with

a short kunqiang song sung by the Young Nun which relates the story of

Chang E, a young woman who must endure a life of solitude on the moon as

punishment for eating an herb of immortality. Through recounting this

story, the nun establishes a parallel between the plight of the beautiful

Moon Goddess and her own confinement to monastic life.I 5 The passage of

gaoqiang music which follows this song is performed by the helping

chorus. From her costume, makeup, movements, and expressions, the

opera audience is able to discern that the actress onstage is enacting the
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role of a young Buddhist nun. But it is not until the helping chorus initiates

the subsequent [jiang toujin YUiJ qupai song with the line, "The young nun

has two eights in age" (''Xiao nigu nianfang erba " ",..J ... JE~lp.1J'=' }\."l.

that the audience knows for certain the identify of the young girl, and

learns that she is only sixteen years old.

Heightening dramatic atmosphere

Through their descriptions of the physical environment, stage action.

and inner thoughts of the dramatic character, the helping chorus is also

helping to serve another dramatic function: establish dramatic mood or

heighten atmosphere (xuanran qifen ~*-9: '3R). This is accomplished

partly through song text meaning, and partly through the nature of the

musical structure of the helping chorus passage. In other words, the

melodic and rhythmic structures of the helping chorus music are meant to

support and complement the communication of information which is

conveyed to the audience through song text meaning.

In Longing for Laity, the passage of [xiri shui ling] qupai strolling

meter music, with its gentle melody and a free and relaxed performance

tempo, was used to describe the sights and sounds of the temple garden

and the melancholy state of the nun.Is Its selection for use in this scene

was guided by the qupai 's suggested dramatic application in performance.

In the opening moments of the scene "Checking Sentiments." the helping

chorus also serves to establish an atmosphere for the drama, albeit one

which is markedly different.
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At the beginning of this scene, the scholar Wang Kui enters the

performance space and announces to the audience that he has become the

First Graduate, and since his divorce from Jiao Guiying has married the

Prime Minister's daughter. Following his remarks, the ghost of Jiao Guiymg

enters the stage to the accompaniment of martial percussion music.

Accompanying her is an officer from the underworld who has been sent to

claim the soul of Wang Kui. Before Jiao utters a word herself, the helping

chorus sets the mood for the upcoming encounter between the former

lovers through its vocal descriptions of the physical environment, and its

comments regarding Jiao Guiying's emotional state.

Example 8.16

Atmosphere-setting Function of the Helping Chorus in the SCene ''Checking sentiments"

onsto!Je
J iao Guiyi ng (1 ntones):

An evil wind soughs!

Offstage
Helping Chorus (sings):

A black moon without shine,

[sllIJi hong Ill/oj strolling-meter

martial percussion pattern

two-flowi ng meter

Heartbreak tears and blood once filled my cheeks,

onstoge
Jiao Outvtnq (sings):

A black moon without shine,

Heartbreak tears of blood once filled my cheeks,

Offstage
Helping Chorus:

Nowadays everything has turned into a sea of misery!
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The stage in this scene is set with a table and two chairs to which a

pair of bamboos poles and a crossbar supporting a small red satin curtain

have been attached. This arrangement suggests a person's private

chambers, with the curtain representing the traditional enclosure around a

Chinese bed. The song text performed by the helping chorus upon Jiao

Guiying's entrance not only communicates the time of day, but also paints a

picture of sadness and despair, and a sense of forboding and doom. Just as

the musical form of the qupai [xin shui ling] enabled the song text in the

Longing for Laity passage to establish an appropriate mood for the one-act,

the choice of [shui hong lwng] was also carefully considered. [Shui hong

hua] ([.If..~I1tJ) is a qupai that is considered by opera practitioners to be

suitable for "expressing an inauspicious omen" (Sichuan 1987, 168). This

qupoi opens with two melodic-lines of helping chorus music constructed

using a two-flowing meter metrical structure, and featuring a melodic

structure which includes the unstable musical pitches, 4 and 7. The

musical structure of the qupai contributes to the song text's ability to

convey the physical and psychological darkness of the moment. The unique

compositional features of a qupai; particularly its musical and performer

assignation structures, are important factors affecting how the helping

chorus influences dramatic atmosphere.

As one can see from the song examples taken from Longing for Laity

and "Checking Sentiments," a single passage of helping chorus music can

serve several different dramatic functions at once. Through its descriptions

of the physical location of the dramatic character, the helping chorus also

serves to establish an atmosphere for the scene through both linguistic and
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musical means. The helping chorus in gaoqiang performance is in many

ways assuming the function a narrator or a contextualizing physical

environment might serve in other forms of theatre. Thus, in gaoqiang

performance, the helping chorus can also be used to convey information

about the dramatic character which in other theatre forms could have only

been revealed through monologue or dialogue.

Adding dramatic emphasis

Periodically qupai lyric and performer-assignation structures call for

the helping chorus to repeat a lyric line which it has just sung, to repeat all

or part of a line which the actor has sung, or for the actor to repeat what

the helping chorus has sung. Such lines, referred to as "repeated-lines"

(zlwngju ]! 1ij), are usually found in the opening or closing portions of a

qupai song. Although the song text remains the same during the repetition

of the line, the melodic and rhythmic structures of the music often change.

When the actor repeats a line of helping chorus music, or vice versa, the

disparate natures of the melodic and rhythmic structures of the two styles

of music result in aural distinctions. If the helping chorus repeats its own

lyric line, it is common practice to treat the song text as one continuous

semantic unit, and not allow any time between the vocalization of the

original lyric line and its repetition. In such cases, a cadential vocable

phrase would only be located at the end of the line's repetition. Beneath

this flnal vocable-phrase, a half-taoda percussion pattern is usually placed.

The repetition of helping chorus lines by the helping chorus are frequently

seen in the opening passages of songs constructed using the faster
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tempoed, less melismatic metrical types such as two-flowing and fast two

flowing meters. When the repeated lines are performed, the audience can

perceive a gradual increase in performance tempo between the first

vocalization and the second. This performance practice not only adds

emphasis to the song text meaning but also contributes to the

establishment of a dramatic atmosphere for the subsequent song

presentation.

[DaD dao ling] is a qupai constructed using a two-flawing meter

metrical form. The specifications for this qupai require that the first line

of song text be sung twice by the helping chorus. In the scene "Striking

the God" a [dao dan ling] qupai. song immediately follows Jiao Guiying's first

emotional utterances to the Sea God.
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Example 8.17

Summary of the Dramatic Action Surrounding the /DaD Dao Ling] Qupa.i Song Vocalization in
the SCene ''Striking the God"

onstage
Jlao GUlylng (speaks):

Oh, Sea God, Buddha! mar ttal percusston pattern

Wang Kui and I lit incense and made vows: a man does notcommit bigamy, and a

woman does not remarry. Today to further his own glory, hehas cast me off.

Whydon't you avenge? Oh, Why don'tyou avenge?
mar ttal percusslon pattern

offstage
Helping Chorus (sings): [dOD daD ling} two-flowing meter

Father Sea God, you are all knowing,

Father Sea God, you all are knowing,

You witnessed this with your own eyes!

onstage
Jlao Gulying (sings):

Breaking the vow is like being dashed to powder by knives and swords,

Cruelly confused hedeceived this younger sister's heart. ...

Jiao Guiymg is hurt and angry at Wang Kui for his selfish desires and

cruel actions towards her, but at the same is equally frustrated at the Sea

God for having allowed Wang Kui's breaking of the sacred vows to go

unpunished. Recognizing that due to Wang's high government position,

Jiao has little hope of fmding justice through societal means, she has

turned all of her attention towards the Sea God. During Jiao Gurying's short

speech to the Sea God. she begins to express her frustration. The

placement of martial percussion patterns between the lines of the speech

initiates a crescendoing effect. When the helping chorus completes the

opening lines of the [dao dao ling] song, a dramatic and aural climax is
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simultaneously reached. The repetition of the song text, coupled with the

rapid performance tempo and the use of martial taoda percussion

accompaniment beneath the melodic-line, convey with little doubt Jiao

Guiying's profound frustration with the Sea God's inaction.

Assuming dramatic character

When analyzing the dramatic function of the helping chorus in

gaoqiang performance, it is hard to avoid comparisons between Sichuan

opera and the Greek theatre. Although certain similarities do exist

between the choral traditions in the two theatre forms, one fundamental

difference is present which clearly distinguishes the two- -the Greek chorus

is able to change location during performance. The physical nature of the

Greek chorus allows it to regularly assume dramatic roles in a play and to

interact with the dramatic characters onstage, Given the physical

limitations of the Sichuan opera helping chorus, it is not unusual to find

that in gaoqiang performance the helping chorus rarely speaks directly to

the dramatic characters in the play, or makes critical evaluations of the

dramatic action. On those infrequent occasions when the helping chorus is

heard addressing a character, it is either as the voice of a general observer,

perhaps an audience member, or as the voice of one of the other dramatic

characters in the play. The Information imparted by the helping chorus

when it speaks directly to dramatic characters sometimes reflects the

position of positive characters in the play, but can also reflect that of

negative ones.
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In the scene "Forcing a Marriage" ("Bi jia" ~~) from the play The

Thorn Hairpin (Jing chai ji ~J~.xi2.), the lead female character Qian

Yulian ($X~ '3i) is being coerced by her stepmother into marrying a

wealthy merchant, Sun Yuanwai (-f}in 9~). Qian, however, is in love with

an impoverished young scholar. In the excerpt below, the stepmother tells

Qian of Sun Yuanwai's financial condition during a putting-on-a-hat style

initiation of a [xiao nan zhi] qupai song. The helping chorus then repeats

the song text spoken by the stepmother. After the helping chorus line has

sung, the stepmother remarks to Qian Yulian that the neighbors also appear

to share her opinion.
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Example 8.18

Excerpt from the SCene "carving at the Window"

onstage
Stepmother (intones):

Sun Yuanwai's family is rich,

offstage
Helping Chorus (sings):

Sun Yuanwai's family is rich.

[xiao nan zhi] one-character meter

onstage
Stepmother (speaks):

Child, doyou hear? Even the neighbors are saying good things about him!

offstage
Helping Chorus (sings):

His family hasgold and jewels.

If [you] do not marry this rich man ...

onstage
Stepmother (sings):

If [you] do not marry this rich man...

offstage
Helping Chorus (sings):

... [You] only want to be poor and hungry.

It is not unusual for the helping chorus to sing aloud the thoughts and

words of dramatic characters. The "Forcing a Marriage" example is unique,

however, in that one of the dramatic characters appears to hear what the

helping chorus is singing and assigns a source--the words sung by the

helping chorus are attributed to the neighbors. In traditional gaoqiang

performance, the dramatic characters do not usually hear the comments of

the helping chorus, and therefore do not respond back.
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In the scene "The Massacre" from the newly-written historical play

Sc1wlar From Bashan County (Bashan xiucai ~ tlJ 1}:it), the helping

chorus also assumes the role of an outside observer interjecting comments

into the drama. The play depicts the story of a middle-aged, pedantic

scholar named Meng Dengke (:ili1~#) who has been preparing to take

the imperial examinations to become a government official. In this scene,

the scholar and his wife are the lone survivors of a massacre of their village

by government forces. Government officials, mistaking the villagers' pleas

for food supplies for an uprising, sent troupes to Bashan to eliminate the

insurgents. Standing amidst the dead, the couple is shown arguing about

whether the scholar should go to Chengdu to take the provincial

examinations. The helping chorus offers some advice and helps the couple

to reach a decision.
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Example 8.19

Excerpt from the SCene ''The MaMacre"17

onstsoe
Madam Meng (speaks):

You must leave this dangerous place at once, and go to Chengdu to takethe

provincial examination.

Scholar Meng (speaks):

I am frightened to death. How can I possibly take the provincial examination

now?

Madam Meng:

I've taken care of you all my life, just hoping for the day when the Emperor will

give you those three cups of wine. Look! I didn't worry about my life, but kept

your ArtofFormulating Eight-/e..tl[ledEssays firm ly tucked in my bodice

throughout the disaster. Take it quicklv and go to Chengdu.

Scholar Meng (speaks):

How can I leave you alone?

Madam Meng (crying):

I really don'twantyou to leave.

Scholar Meng:

My dear wife, ..

Madam Meng:

My darling husband!

offstage
Helping Chorus (sings):

Don't be sad, do not cry,

Take her with you to Chengdu!

Scholar Meng:

Hey, that chorus really helped!

Madam Meng:

That's right! You don't have to leave without me . , .

[x;ao shU/7 gel
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Example 8.19

Excerpt from the SCene 'The Massacre"

Scholar Meng:

... and I don't have to part with you!

Madam Meng:

We can go together!

Having the helping chorus express its opinion not only gives a comic

touch to the tragic scene, but also reveals important information about the

character, Scholar Meng. This scene falls early in the play when the only

information the audience has learned about the character is that he is a

scholar attempting to pass the examinations. In traditional Chinese society,

the Confucian scholar was someone who possessed both intelligence and

moral virtue. &1wlar From Bashan County is a play which not only focuses

on the corruption of the feudalistic rulers of pre-Communist China, but also

portrays Scholar Meng as a naive, ridiculous fool whose moral virtues are

slow in coming forth.

The scene "Returning to the Boat to Throw Oneself into the River"

("Gui zhou toujiang" ~3 -ftt~~I) from the play The Chest of a Hundred

Jade Pieces (Bai yu xiang Ef::f~), is one of the few scenes in the

gaoqiang repertoire in which the helping chorus can be heard passing

critical comments on the dramatic action. Like the play Offering Incense,

The Chest of a Hundred Pieces ofJade also tells the story of a young

prostitute who is both beautiful and virtuous, and whose love and kindness

have been betrayed by a young scholar. In this scene, the prostitute Du

Shiniang (t1+~~) learns that her lover's family will not accept her as a
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daughter-in-law, and that she has been sold to a wealthy businessman by the

scholar to payoff his gambling debts. Rather than endure such hurt and

humiliation, Du commits suicide by throwing herself into the river.
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Excerpt from the SCene "Returning to the Boat to TIJrow Oneself into the River"

onstoge
Du Shiniang (sings): [suo nan zlliJ

Evil-hearted scoundrel loves money, but cares nothing for the bondsof

friendship,

With jackals andwolves I once slept,

Oh heaven! I so regret my actions!

Rage fills my breast with no place to vent it, I will jump into the river.

oTTstage
Helping Chorus (sings):

Shiniang has thrown herself into the river, how tragic!

onstoge
Li Jia (speaks):

This death is all because of you!

Sun Fu (speaks):

You want to put the blame on me!

(sings): [Tei bongzll

I'll not let you get away with not returning my two-thousand pieces of silver!

Li Jia (speaks):

Let's go, let's go, let's go!

(sings ):

Weshall go together to the ,!.-CJmea 18 and work this out.

LiL/ia/eads ....)u/7 Fuoyt/teorr» as t!le,vexit.

OTTstoge
Helping Chorus (sings):

The two are both bad creatures! [suo nan z!l/} strolling-meter

In the first musical passage, the helping chorus confirms the actions

taken by the character Du Shiniang, while adding the evaluative statement

"How, tragic!" at the end. In its second vocalization, the helping chorus
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more directly passes judgement on the course of events by remarking that

U and Fu are "bad creatures." The Chinese word "dongxi " Cf.R i!§) ,

meaning "thing" or "creature," is used rather than the word "people" (ren

A) in the song text, making the helping chorus' comments extremely

critical. In this scene, the helping chorus is speaking aloud what the

audience is feeling as they watch.

There can be no question that the words which the actor and helping

chorus sing during gaoqiang performance have the greatest effect on

shaping the nature of the dramatic presentation. It is primarily through

language that the audience learns the identity of the dramatic characters

and the specifics of the dramatic narrative. Sichuan opera practitioners

compose song texts which relay particular information about the drama to

the audience.

In summary, qupai are the musical vehicles which are used to

communicate the information contained in the song text to the audience.

The structural features of each qupai in the repertoire provides it with a

unique aural nature. For this reason, the choice of qupai can have

tremendous effect on how the material contained in the song text is

received by the audience. How the helping chorus and actor choose to

perform a song passage also affects the way in which the information is

received. Chapter IX explores the issue of qupai dramatic application, and

describes the various ways in which qupai are organized for performance.
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Notes to Chapter VIII

THE HELPING CHORUS IN PERFORMANCE

1 Predating the arrival of the yiyangqiang musical system in

Sichuan, vocal traditions which featured an antiphonal vocal performance

style were already present in Sichuan folk music culture. In many Sichuan

work songs (laodong haozi 1rm~f), for example, a call-and-response

vocal performance format can be found between a soloist and a chorus of

singers.

2 This song passage is sung by the sheng character Pei Yu (~~)

in the scene "Picking Red Plums" ("Zhai hong mei" .~I1ij), from the

playThe Red Plum (Hong meiji ~I1iji2.) (Zhang 1964, 457).

3 This song passage is from the scene "Striking the God" ("Da shen"

111$), in the play Burning Incense (Fen xiangji jitwiC) (Wen 1983,

10).

4 This song passage is from the scene "Leaving the Cave to View the

Scenery" ("Bie dong guan jing" jlJ ~FcJ~~), in the play The Courtiers'

Well (Gong renjing '8' A#) (Sichuan 1987.226).

5 If a vocable-phrase precedes the first word in a lyric line, the

chorus leader generally vocalizes the vocable-phrase. However, the larger

inter-dou and cadential vocable-phrases which are found in the central

and ending portions of the melodic-line are usually performed by the

general chorus.
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6 This song passage is sung by the dan character Chen Miaochang

(~~y1if) in the scene "Autumn River" ("Qiu jiang" tk~I), from the play

The Jade Hairpin (Yu zanji ~~ i2. ) (Du 1985, 46).

7 This song passage is performed by the Young Buddhist Nun (Xiao

Nigu .+~ g ~) dan character in the one-act play Longing for Laity (Si fan

,~J'L) (Wen 1983, 87).

8 This song passage is from the scene "Striking the God" ("Da shen"

111$), in the play Burning Incense (Fen xiangji jitw"i2.) (Zhang 1964,

59).

9 See Note 8 (Yang 1980, 40).

10 See Note 6.

11 This song passage is from the scene "Checking Sentiments"

("Qing tan" tt~), in the play Burning Incense (Fen xiangji }tWm).
The taoda percussion pattern played beneath the passage is "yi zi qing ban

" ("-*,?tt&") (Wen 1983, 139).

12 Normally a putting-on-a-hat style of song initiation calls for a

single lyric line to be divided between the actor and the helping chorus.

This example is unusual because the actress intones an entire couplet.

The helping chorus only repeats the fmal dou of line two.
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13 The costuming worn by Buddhist nun characters is quite

distinct. The sleeveless outer-garment, called a "Daoist cape" (dao pei

il! ~), is constructed of diamond-shaped panels of blue and yellow silk,

each decorated with embroidery. This garment, which is worn over a

floor-length, pleated white skirt (zhequn tN l~) and a side-opening inner

robe (zhezi t79 -=f-). is cinched at the waist with a silk cord. A fringed,

cloth headdress called a "female Daoist crown" (nildaoguan *'m. ;Ei) is

also worn by nun characters. A white horse-tail "mosquito broom"

(wenzhou ~.;). and the Buddhist prayer beads (fozhu $ ~ lit.,

"Buddhist pearls tI) are frequently carried in hand.

14 The suona is frequently used in gcwqiang, as well as in the other

Sichuan opera musical systems, to create sound effects or to play

ceremonial or processional musics. This instrument is not however. used

as an accompanying instrument for vocal performance in gaoqiang.

15 The song text of the kunqiang passage is as follows:
Chang E, once as lovely as a heavenly spirit.
Hurries across the broad, cold green sea and blue heaven.
Rightfully sony for having stolen the potion.
Ends up alone and in solitude.
Praises to the Buddha.
Praises to Amidha Buddha!

16 See Chapter VII, p. 271 for a musical transcription of this

strolling-meter passage.
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17 The English translation of this excerpt is from the published

translation of Sclwlar From Bashan Cowrty, which appeared in the Asian

Theatre Jouma~ Vol. 3, no. 2, Spring, 1986.

18 "Yamen" (1if 1'1) is the Chinese term used to refer to local

government offices in pre-Communist China.
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CHAPTER IX

QUPAI PERFORMANCE APPLICATION AND ORGANIZATION

The features of a ganqiang qupai 's lyric form, performer-assignatton

structure, and musical structure form an internal structure which is like

no other in the musical system repertoire. The nature of this internal

form in tum affects the way in which a qupai is used in performance. In

addition to providing Sichuan opera practitioners with information which

dictates the characteristics of its internal form, qupai specifications also

convey information about a qupai IS performance application. Qupai

specifications cover three distinct aspects of dramatic usage. First, they

dictate the types of dramatic characters who should perform a song. A

qupai 's usage may be limited to dramatic characters within a singie role

category or subcategory, or even to an individual dramatic character within

the repertoire. Qupai. specifications also indicate the dramatic context in

which the song should be used. Finally, specifications provide theatre

practitioners with information on how a qupai functions within a dramatic

scene-scan the qupai be used as a single, independent musical unit, or

must it be used as part of a series of qupaL

As indicated in Chapter I, a single, unified approach to gaoqiang

qupai description is lacking in the tradition. Due to such differences as

the regional affiliations of opera practitioners, slight variations in qupai

appellation and structural form are present, as well as methods of dramatic

application description. Although the language used to describe qupai

dramatic application varies slightly among written sources, there appears

to be general agreement with regards to the types of dramatic contexts in

which the qupai should be used. The purpose of this chapter is 110t to
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expose discrepancies between documentation sources on the subject of

qupai dramatic application, but rather to illustrate the varying degree of

application specificity among qupai in the repertoire.

Qupai Performance Application

From the information provided in Chapters IV through VIII, it is

clear that considerable variation exists with regards to the rigidity of qupai

internal form. For some qupai, the re-assignment of one melodic-line

from the helping chorus to the actor can result in loss of qupai identity.

Sometimes through such re-assignment a different qupai form the musical

repertoire is created. For other qupai., numerous alterations can be made

to the qupai 's lyric form without affecting the qupai. In the area of

performance application, a similar range of specificity and generality can

also be found. The suggested performance application of one qupai may be

extremely specific, whereas another's may be broad enough to allow it to

be used in a number of diverse dramatic contexts and by a variety of

character types.

Dramatic Character Usage

As already mentioned, qupai possess a performer-assignation

structure which assigns specific parts of the qupai song to either the actor

or the helping chorus to sing. Qupai performance application

specifications add another layer of meaning to the concept of performer

assignment by indicating what type of dramatic character may sing those

parts of the song which are assigned to the actor. The performance

application specifications of gaoqiang qupai usually indicate which
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dramatic characters may perform the actor portions of a song by listing the

names of appropriate role categories. In qupai specifications, one or more

of the five role categories used in Sichuan opera: sheng, dan, jing, mo. and

chou , may be named. The qupai [hong na aoJ is a qupai which is said to

be suitable for all role categories in Sichuan opera (Peng II 1959, 216).

The qupai [rman da xul; however, is considered best suited for dramatic

characters belonging to the dan role category, although male role

categories may also perform the qupai (Peng I 1959, 217 and 49). The

specifications of a few qupai in the repertoire are more specific in

indicating who should perform them. The specifications for the qupai [ku

zhu yun feiJ ([~!l±~ Is]) and [lao nan zhu yun feiJ ([~ ~1t!l±~IsD, for

example. not only indicate a particular role category, but also a subcategory

within that role category. In this case, the blue-clothing dan (qingyi) and

the rocking dan (yaodan), respectively (Peng II 1959, 13 and 16).

Even more specific than limiting either the role category or the

subcategory is the practice of limiting the use of some qupai, such as [han

qiangJ and [cang long taiJ ([~It 'Ei'D, to specific dramatic characters.

[Han qiangJ is a qupai whose songs should only be sung by the dramatic

character Guan Yu (~~~), the chief military advisor of Liu Bei, ruler of the

Kingdom of Shu. Plays depicting Guan Yu and the events of the Three

Kingdoms Period (220-280 A.D.) are particularly popular in Sichuan opera

because the Kingdom of Shu was located where Sichuan province is today.

The [han qiang] qupai is always sung by Guan Yu when he first enters the

performance space. This song is considered appropriate for expressing

Guan Yu's "lofty sentiments, ideals, and passion" (Sichuan 1987, 73).

The qupai [cang long tail is only sung by the dramatic characters

Lian Po (1l.fk1i!) and Lin Xiangru (ilf1§~O). also characters from the same
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historical period as Guan Yu and Liu Bei, but from the rival Kingdom of Vue.

This qupai is sung by the two characters as a duet and only in the scene

"Skills of Disputation" ("Zheng gong" ~:tt) (Zhang 1964, 313). A

relatively new qupai as compared to most in the tradition, the [cang long

tail qupai was created by Sichuan opera practitioners because it was felt

that other qupai in the repertoire did not suit the personalities of these

dramatic characters, and could not effectively convey the tremendous

rivalry which existed between the them.

[Gang long tail ... is a Sichuan opera creation. It was the
former generation of Sichuan opera [practitioners] who created
this kind of new qupai, not to be a sign of [something] new, but
to fit the needs of a particular dramatic character [and]
context.... [Duan zheng hao] would not have been suitable. To
use [yi zhi hua] would also appear to have been insufficient.
Because this dramatic scene is one [which depicts] mutual
dispute, from the perspective of the qupai 's personality, it
would not have been completely identical. To use [dou an
chun], would also appear not to have matched the status of the
dramatic characters. The former generation [of Sichuan opera
practitioners] started off using the melody of [duan zheng 1w.o]
and [yi zhi hua} as a base, [and] in the middle changed
melodies to . . . the opening line of the qupai [shan tao lwng],
causing [the [cang long tail song] to possess a definite feeling
of struggle which enables the image of the dramatic characters
to be highlighted (Zhang 1964, 313).

The number of qupai like [han qiang] which are limited in their use

to a specific dramatic character, is extremely small. Even smaller in

number, however, are qupai such as [cang long tail which were created in

recent years for use by a single dramatic character. The dramatic

application specifications of the vast majority of qupai in the repertoire

name only the appropriate role categories of characters who should

perform the songs.
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Dramatic Context

The dramatic applications of most qupai in the repertoire also set

parameters on the types of emotional states which can be expressed

through a qupai song. [Hong na ao] 's specifications state that it is a qupai

which is appropriate for depicting such diverse emotions as "happiness,

anger, sadness, and amusement" (xi. nu, ai; Ie ~. ~, ~, *) (Zuo 1979,

25). Not all qupai; however, are as broad in their application as [hong na

ao]. Most, in fact, are limited in their use to a specific aspect of the

emotional range. The qupai {diaozi] ([00 -f-n, for example, is limited to

the depiction of such dark emotions as "sorrow [and] suffering." while

[shua hai er] ([~?iJLn is deemed appropriate for use in "scenes

expressing happiness" (Sichuan 1987, 199 and 51).

Frequently, qupai performance application specifications not only

suggest the types of emotional states which can be communicated through

a song, but also indicate possible dramatic situations in which these states

may be experienced by characters. The qupai [dong ting chun]

([~~~~]), for example, is described as being "a happy [qupai] ... used

only by dan characters [and] ordinarily for situations [depicting a

character] enjoying the beauty of something, being away on summer

holiday, diverting one's attention away from boredom, [or] lovesickness"

(Peng I 1959,10).

The majority of plays in the traditional gaoqiang repertoire feature

similar plot structure and content. Subsequently, one can find the same

types of dramatic characters in numerous plays, facing similar dramatic

situations and expressing similar emotions. Plays depicting young

Confucian scholars attempting to pass the imperial examinations who fall

in love with virtuous young women before attaining academic success, for
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example, are numerous. In these plays, many scenes depicting one or

both of the romantic leads in such dramatic situations as "enjoying

scenery" (huanjing XX ~), "relating hardship" (su leu W~), "seeing

[someone] off' (song bie *-jJIJ), "playing the zither" (fu qin 1f~), and

"announcing good news" (boo xi 1~~) can be found. Such scenes

represent the types of stock dramatic situations found in the majority of

traditional romance dramas in China.

In that the same types of dramatic situations appear repeatedly, with

the same types of dramatic characters and frequently in the same order, it

is not surprising to find such a systematic approach to music performance

construction to be present in the gaoqiang musical system. In many ways,

the dramatic content of most plays is almost as formulaic as: If situation A

occurs with characters B and C, then characters B and C should feel

emotions X and Y, and therefore qupai S and T would be best to express

these emotions. The practice of associating certain emotional states with

particular dramatic situations in gaDqiang qupai dramatic application

specifications seems understandable given the nature of the gaoqiang

dramatic repertoire.

Impact of Musical Structure

Certain qupai within the repertoire of the gaoqiang musical system

possess musical elements which make them better suited for portraying

certain emotional states than others. As described in Chapter VI, all of the

over three hundred gooqiang qupai fall into one of five melodic categories

based on common features present in the melodic structures of their actor

music. When qupai within the same melodic category are compared,
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commonalities in the area of suggested performance applications can be

found.

It is suggested that most qupai found within the [duan zheng hao]

and [jiang tou gui] melodic categories should be used to depict such

emotions as anger, grief, and heartache, or used in dramatic scenes where

characters are depicted saying goodbye to each other, expressing moral

outrage, or recounting a painful memory (Sichuan 1987, 56 and 139). The

musical structures of qupai found in these two melodic categories help to

convey musically what is being expressed both linguistically and physically

by the actor onstage, All the qupai which are used to create the music for

the tragic scene "Striking the God," for example, are from the [duan zheng

hao] melodic category. The yu mode used to construct all the songs in

this scene is considered to possess a "relatively thick minor [key] shading"

which, like a minor key in Western art music, is perceived as possessing a

somewhat sad or tragic sound (56). Qupai. in the [jiang tou gui] melodic

category regularly feature the unstable musical pitches 4 and 7 in their

songs. This type of scale configuration results in a feeling of modal

instability, and also conveys a sense of darkness and sadness. The qupai

[yue er gao] ([J3 JL~]) is part of the [jiang tou gui] melodic category. A

song constructed from this qupai is sung by the character Wang Kui at the

beginning of the scene "Checking Sentiments." The melodic structure of

this qupai song is an important element in establishing the tragic and

ominous atmosphere which so characterizes this scene.

Qupai found in the [xin. shui ling] melodic category are for the most

part used to depict happy emotional states. The melodic structures of a

few qupai zhuanqiang passages, however, are different enough to make the

qupai stand out among other's in the category. This aural distinction in
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tum affects the performance applications of the qupai. In the [xin shui

lingJ melodic category. the zhuanqiang of the qupai [xiang luo daiJ and

[qing na ooJ • for example. not only make them appropriate for depicting

positive emotional states. but also allow them to convey feelings of sadness

or worry (Sichuan 1987. 100 and 106). Therefore. any qupai in the

melodic category which contains a zhuanqiang that is either melodically

related to. or directly borrowed from. these two qupai will also share the

ability to express such darker emotional states. Because of the difference

in their musical structures and suggested performance applications. a

number of qupai classification systems place [xiang l.uo dai). [qing na ooJ.

and other melodically related qupai. in a separate melodic category from

[xin shui lingJ qupaL

The [suo suo gangJ melodic category qupai are appropriate for

"showing the inner thoughts of the dramatic characters and for scenes

[which] express emotion and describe the scenery" (Sichuan 1987. 224).

Lacking either positive or negative emotional associations. most [suo suo

gangJ category qupai are broad in their dramatic application. Similar to

what is seen in the [xin shui UngJ melodic category. however. a few qupai

in the [suo suo gang) category possess melodic features which give them a

distinct aural nature. The zhuanqiang of the qupai {ju hua xinJ ([~1t
1.Jfn. for example. is said to give its songs a more tragic sound. The result

is that the suggested performance application of this qupai departs from

the general non-emotion-specific dramatic application of most [suo suo

gangJ melodic category qupai (Sichuan 1987. 183).1

The qupai [hong na ooJ is regarded by Sichuan opera practitioners as

the ''King of Qupai " (qupai zhi wang EIir.lt-':L.£') because of its ability to

portray a wide variety of emotional states and for its use by all dramatic
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role categories (Zhang 1964, 93). Due to its broad applicability in

performance,[hong na ooJ is the most often heard qupai in gooqiang

performance. The melodic category headed by [hong na ooJ contains only

two slightly modified versions of the qupai. When the suggested

performance applications of these qupai are examined, no significant

difference in their suggested usages can be found.

Qupai Organization

Qupai Set Organization Style

The performance application specifications of gaoqiang qupai also

indicate whether a qupai is to be used in performance as part of a series of

qupai; as an independent qupai, or both. The gaoqiang musical system,

like most other qupai -based musical systems, features a number of "qupai

sets" (qupai tang air M!~).2 Each qupai set consists of a predetermined

number of qupai arranged in a prescribed sequential order. Not all qupai

in the gaoqiang repertoire, however, are part of a set. [Hong na aoJ , for

example, is classified as an "independent qupai " (danyong qupai

~ffl Eltr M! lit., "independent-usage qupai "), meaning that it can be used

wherever it is dramatically appropriate, and need not be either preceded

or followed by any particular qupai A number of qupai; such as [duan

zheng hao] and [xin shui lingJ, have dual identities. In other words, these

qupai serve both as members of identified qupai sets, and function as

independent musical units in performance.

Just as the number of qupai in the gaoqiang repertoire varies

according to the source consulted, there is no consensus on the number of

qupai sets. The 1987 publication A general account of Sichuan opera
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music. for example. lists only four qupai sets. whereas Peng Wenyuan's

1959 publication Sichuan opera gaoqiang qupai lists over thirty. Regional

variation as well as changes in performance repertoire and practices

during the past the thirty years may be factors in these discrepancies.

Qupai sets range in size from as few as four qupai to as many as ten.

Each set is referred to by the name of the first qupai in the set. The [yuan

Un haD] set (yuan lin hao yi tang rm**"kT..-~ lit., "yuan lin hao one

set"), for example. consists of the five qupai : [yuan lin haD} ([1m **"kT]).
[jiang er s1w.i} U?I)L7j<.]), [wugong yang} Un1#~]). [yujiao zhi}

([~mt*R]). and [chuan bo diao} ([Jllm:~]). When sung in performance.

the songs created from these five qupai will also be sung in this order.

In gaoqiang performance. passages of speech. stylized

movement I acting. and stage combatI acrobatics are often interspersed

between the singing of individual qupai songs in a set. In this way. the

dramatic action can be moved forward through acts of speech and

movement. During the subsequent song vocalization. the characters are

then given the opportunity to express their thoughts and feelings about the

dramatic situation. The core of the dramatic presentation is felt to lie

within these song vocalizations.

Dramatic interest does not arise from the plot. for there is
little question as to eventual outcome. . . . Dramatic interest
arises from the interpretation given these familiar characters.
and especially from the expression of their reactions to the
circumstances in which they find themselves (Wichmann
1991, 13).

Qupai set are characterized by the fact that they consist of

melodically-related qupai. The various qupai within each set may contain

melodic material in their helping chorus passages which serves to
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establish their unique musical identities, but their actor passages must

share common characterizing melodic figures which aurally confirm their

membership in the same melodic category. Each of the five melodic

categories discussed in Chapter VI, with the exception of [hong na ao],

contains one or more qupai sets. In a few rare instances, a qupai may be

part of two different qupai sets within the same melodic category. Not all

qupai within a melodic category, however, belong to a set; some function

solely as independent qupai.

Within qupai sets a variety of metrical structures can be found. An

examination of the metrical structures of the five qupai contained in the

[yuan lin hao] set illustrates the diversity of metrical types.

stro 11 inQ- meter one-character two-flowing

1. [yual7 /117 !lao! X X
2. 1/lal7g er ~YlUlj X
3. /w« gongFal7g! X
4. [yu jlao z!l;j X
5. [c!ltJal7 00 diao! X

Wel~Ylel7g X X

Figure 9.1

Metrical Types Present in [Yuan Un Bao] setQupai

The metrical structures of the five [yuan lin haD] set qupai reveal a

rhythmic feature present in the majority of gaoqiang qupai sets. This

feature is a metrical progression from unmetered, to metered, to

unmetered music. Occurring alongside this rhythmic progression is an

undulating performance tempo which moves from slow, to fast, to slow

once again.
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The [yuan lin haD] qupai song which initiates the set, opens with a

putting-on-a-hat style of song initiation that is intoned by the actor. The

helping chorus concludes the singing of the first lyric line with a passage

of strolling-meter music. In the following line, the helping chorus changes

the metrical structure to a one-character meter structure. With this

metrical change, a slight increase in the performance tempo can be also

felt, due in part to the presence of percussion taoda accompaniment

beneath the one-character meter helping chorus line. The even-start style

song initiation which begins the second qupai in the set, (jiang er s1uLi] ,

changes the metrical structure of the set to two-flawing meter. This

metrical change marks another increase in performance tempo. The set

remains in this metrical type until the singing of the fifth qupai song,

[c1wa.n bo diao], has been completed.

Gaoqiang qupai sets are regularly terminated through the use of

short passages of music called "weisheng " C~,Flit., "tail-sound") and

"weisha" O~,AA Iit., "rounding-off tail").3 Usually constructed using a lyric

form containing seven words per line, weisha and weisheng contain

melodic material, which is related to material found in the other qupai in

the set. However. they are not classified as a either independent qupai or

as parts of other qupai. The primary features differentiating weisha and

weisheng appear to be their overall length and performer-assignation

structures. Sichuan opera actor and music scholar Zhang Decheng writes

that weisheng are two- or three- melodic lines in length, and are

performed entirely by the helping chorus, whereas weisha are usually four

melodic-lines long and are performed jointly by-the helping chorus and the

actor. In a weisha passage, the helping chorus sings lines one, two, and

four, leaving line three to be sung by the actor (1964. 36). In some
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instances, however, the actor may speak, rather than sing the third line.

From analysis of numerous playscripts and musical scores, however, it

appears that such clear distinctions between weisheng and weisha do not

exist, and that usage may be more a matter of personal preference rather

than structural form. Irrespective of its exact appellation, all qupai sets in

the repertoire can be found to conclude with one of these short, helping

chorus dominated, musical passages.

A characterizing feature of weisheng and weisha passages is that

they are composed in free meter, in one-character meter, or in a

combination of the two metrical types. The [duan zheng hao] set weisha

as seen in the scene "Striking the God" consists of two lines of helping

chorus strolling-meter music, a single line of song text which is spoken by

the character Jiao Guiytng, followed by a final line of helping chorus

strolling-meter music. The [yuan lin hao] set weisheng, as seen in the

scene 'Wenlin Temple," ("Wenlin miao" ~~Jii), from the play The

Chaste Woman of the Han (Han zhen lie ~x..Pt ~~~), consists of two lines of

helping chorus strolling-meter music followed by a single line of helping

chorus one-character music. By placing the shorter weisha or weisheng

passage at the end of a qupai set, the rhythmic structure of the set is

returned to the metrical type which initiated it. This rhythmic

progression--from a somewhat relaxed metrical structure to a more

intense one, to a relaxed one agam-voccurs in most qupai sets and

parallels the dramatic structure found in most gaoqiang scenes.

During the slower-tempoed section of music which initiates most

qupai sets, dramatic characters are commonly heard introducing

themselves to the audience and recapitulating the dramatic action. In the

second section of the qupai set, the metrical structure changes to one
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which has fewer notes per measure and which is sung at a faster

performance tempo. At this point in the scene, the dramatic action usually

begins to ascend towards a climax and the character's emotional state

reaches its most intense point. The final section of the qupai set, which is

the shortest in length, begins with the singing of the weisheng or weisha

passage. In this section, the music returns to the metrical structure and

performance tempo which initiated the qupai set. By this point in the

drama, the characters have either decided upon a new course of action, or

resolved the conflict which had faced them. The return to the original

rhythmic structure of the qupai set creates a metrical cycle within the

qupai set. This return helps convey a sense of completion and resolution

through the music. Without the presence of weisha and weisheng

passages at the ends of qupai sets, a musical and dramatic crescendo

could be reached, but no possibility of decrescendo or closure would be

present. In that an important aesthetic principle of the xiqu stage is the

concept of roundness, such a monodirectional property would be

unacceptable.

The [yuan Un hao] set shows the simplest form of metrical

progression found within a gaoqiang qupai set--the single metrical cycle.

The arrangement of metrical types in this set moves from strolling

meter lone-character, to two-flowing meter, to strolling-meter Zone

character, and results in the creation of a slow, fast, slow performance

tempo progression.
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performance tempo:

slow • fast -----4.~ slow

metrical cyle

Figure 9.2

Single Mebica1 Cycle of the [Yuan Lin Hao] set:

Although the qupai set [xin. shut ling] contains twice the number of

qupai as the [yuan lin haD] set, an analysis of the collective metrical

structures of its qupai indicates the presence of a single metrical cycle.

Due to the larger number of qupai in the [xln shui ling] set, a larger

amount of time is spent in some of the metrical structures. Although the

number of songs constructed using one-character and two-flowing meter

metrical structures is much greater than was seen in the [yuan. lin hao]

set, the same amount of music composed in free meter metrical structure

can be found in both sets.
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strolling-meter one-character two-flowing

1. [xin soar ling} X
2. [DUDU;"'ao} X
3. [zllegu ling} X
4. [Jiang er sllui} X
5. [yan e: luo} X
6. I;"'aojiao ling} X
7. (stooJiang nan} X X
8. [yuan liu qing} X
9. [gu meijiu} X
10. [qingjiangyin} X

" weislleng" X X

Figure 9.3

Metrical Types Present in [Xin Shui Ling} set Qupal.

The number of qupai found in the [duan zheng hao] set is equal to

that of the [xin shui ling] set. A comparison of the metrical structures of

the qupai contained in each of the two sets, however, shows the [duan

zheng hao] set to contain a more metrically complex structure.

strolling-meter one-character two-flowina

1. [duanzllenQllao}
2. [pun xiu qiu}
3 [daodao linQ}
4. [too DU sllan}
5. [xiao lianQzllou}
6. [yaopianj
7. [pian weI}
8. [man t/oo (anQ)
9. [sllanQxlao lou}
10.[cllaL? ttsn Zl}

" weislla"

X

X

X

X
X

X

X
X
X
X
X

X
X

Figure 9.4

Metrical Types Present in [Duan. Zheng HaD} set gupai

The [duan zheng hao] set can be divided into two discrete metrical

cycles based on the collective metrical structures of its qupai. The first
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cycle begins with the qupai [duan zheng hao] and continues through to the

end of the eighth qupai., [man ting fang]. As in both the [yuan lin hao] and

[xin shut ling] sets, the overall metrical structure progresses from slower

metrical types, to faster metrical types. and returns to slower metrical

types once again. In the [duan zheng hao] set, the qupai [man ting fang]

not only serves as the closing qupai of the first metrical cycle. but also

serves as the initiating qupai of the second. This second metrical cycle is

shorter in length than the first. consisting of only three qupai and a

weisha passage.

performance tempo:

slow .. fast --------~.slow '-'fast --'slow

metrical cycle 1 metrical cycle 2

Figure 9.5

Double Metrical Cycle of the [Duan Zheng Hoo} set

The double metrical cycle present in the [duan zheng hao] set

creates two crescendo I decrescendo effects, and is the only qupai set with

this feature in the repertoire. When the metrical structure of the set is

compared to the dramatic structure of the scene "Striking the God" in

which it is used, a parallel dramatic double-cycle can be found. During the

singing of qupai songs one-through-eight in the set, Jiao Guiying recounts

the story of her relationship with Wang Kui and beseeches the Sea God to

take action on her behalf. By the time the singing of the seventh qupai in
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the set ([pian wei] ) is complete, Jiao is on the brink of madness. Her pain

and frustration finally become physically manifested when she suddenly

destroys the statue of the Sea God. Following this act, Jiao lies exhausted

on the temple floor. Hearing the calls of a goose flying overhead, Jiao

begins to sing the eighth qupai in the set, [man ting fang]. This is an

extremely mournful song in which Jiao compares the cold temple interior

to the comfortable chambers occupied by Wang in the capital. This signals

the end of the first metrical cycle in the set and the beginning of the

second. By the end of the [man ting fang] song, Jiao's anger has once

again arisen. During the final qupai song vocalization ([chao ti.an zi]), Jiao

expresses her frustration at having no earthly means to make Wang account

for his actions. As the helping chorus concludes the singing of the song,

Jiao mimes her intention to commit suicide, implying that she will try

seeking justice from the other world. The beginning of the final weisha

vocalization symbolizes an end to the course of action which began when

Jiao came to the temple. From the moment of her death, however, a new

course of action for the Jiao begins.

QU]Xli sets have suggested performance applications which are based

on the collective aural natures of the individual qupai present in the set.

The [xin. shui ling] and [yuan lin haD] sets, for example, have performance

applications which allow them to be used in a variety of different dramatic

situations. The [duan zheng hao] set, in contrast, is considered better at

expressing emotions which are sadder, and more tragic. It is unclear,

however, whether this qupai 's more complex metrical structure is related

to its darker dramatic application.

Among qupai which belong to a qupai set, certain commonalities

can be found in their performer-assignation structures and lyric forms.
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The majority of the set qupai feature performer-assignation structures

which contain a mixture of helping chorus and actor music. In most cases,

the helping chorus passages are focused at the beginning and end of the

qupai song. In terms of lyric form, the semi-regulated style is the most

common. In qupai featuring this lyric form, the majority of controlled

length lyric lines are located in the helping chorus passages and hence,

mostly found at the beginning and end of the song. The actor passages in

contrast, are usually constructed using a couplet-based lyric form and

located in the central portion of the song. The overall number of actor

lines can be increased or decreased to accommodate the amount of song

text.

Due to the expandable nature of the semi-regulated lyric form, a

single qupai set is often all that is necessary to create the vocal music for

an entire scene. The music for "Striking the God," for example, consists

only of the ten qupai from the [duan zheng hao] set. Both the actress

playing Jiao Guiying, as well as the two actors playing the roles of two

temple guardian statues which come to life, sing [dunn zheng hao] set

music. Of the ten qupai songs, however, Jiao Guiying sings all but one.

Smaller qupai sets, such as the [yuan lin hao] set, often do not

contain enough musical material to fill an entire scene. This is particularly

true when characters from the young sheng and young dan role

categories- -those role categories which place primary emphasis on vocal

performance skills--are cast in the leading roles. In such cases, it is

common to find that a number of independent qupai have also been

included in the scene. These independent qupai may, or may not be

melodically related to the qUPQi in the set. In performance, the singing of

the songs in the qupai set are generally assigned to a single dramatic
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character--usually the main character in the scene.s The remaining

dramatic characters sing the independent qupai These independent

qupai songs are always sung before or after the qupai set, but never

during.

Independent Qupa.i Organization Style

Qupai such as fer lang shen] and [SUD suo gang], although

melodically related to [duan zheng hao] and [yuan lin hao], do not belong to

one of the designated gaoqiang qupai sets found in the repertoire. These

qupai are classified as independent qupai: This designation, however, is

not limited only to those qupai which are not part of a qupai set. In fact,

a large number of qupai which are part of sets, can also be extracted and

used as independent qupai in performance. Using a series of independent

qupai to construct the music for a single dramatic scene is referred to as

the "independent qupai organization style" (duo qu lian zhui ~ 8IJ Jt*~
lit., "several songs stitched together"). This style is the most common in

the gaoqiang musical system.

As seen among qupai which are part of sets, certain shared features

can be found in the lyric forms and performer-assignation structures of

independent qupai. While qupai with semi-regulated lyric forms are

common among qupai which function both as independent and set qupai,

the majority of qupai which have regulated lyric structures only serve as

independent qupai. In terms of performer-assrgnation structure, those

qupai which are dominated by helping chorus music, such as [shao ye

xiang] in which all but half of one lyric line is sung by the helping chorus,

are usually designated as independent qupai.
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Those qupai which are part of a qupai. set, and serve as independent

qupai, may change slightly in form depending on how they are used.

Specifications for the qupai [xin shui Ung] and [duan zheng hao], for

example, indicate that both of these qupai feature three metrical types:

strolling-meter, one-character meter, and two-flowing meter. When used

as part of a set, however, only the strolling-meter form of [xin. shui ling]

and the strolling-meter and one-character metrical forms of the [duan

zheng haD] qupai are used. The rhythmic void which is created by

truncating the metrical structures of these qupai is made up by the

metrical structures of those qupai which follow [xin. shui ling] and [duan

zheng hao] in their respective sets.

The omission of one or more metrical types is common among qupai

which initiate a qupai set. The deletion of metrical types will not result in

a noticeable void in melodic material because the primary differentiating

features between qupai in a set are their lyric forms, performer

assignation structures. and rhythmic structures--not their melodic

structures. In both the [xin. shui ling] and [duan zheng hao] sets, the

second qupai in the set is melodically close to the first and features the

same metrical structure as the omitted portion of the lead qupai. In this

way, the deletion of a metrical type will not produce any detectable aural

effect.

A possible reason why certain metrical forms of the lead qupai in a

set are often deleted, may have to do with the issue of performance time.

If the unmodified form of the qupai was sung in its entirety, the overall

performance time of the qupai set would greatly increase. A second

reason might have to do with the fact that the three metrical types present

in [xin. shu! ling] and [duan zheng hao] qupai songs constitute an entire
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metrical cycle. If the unmodified forms of these qupai were used in their

respective sets. a full metrical cycle would be achieved during the singing

of the first song. Such a rapid change in rhythmic structure and

performance tempo may be incongruous with the dramatic structure of the

scene.

Among qupai which are not part of designated qupai sets. the

omission of one of the qupai 's metrical types will often result in the loss of

qupai identity. Why the metrical structures of some qupai may be altered.

while those of others cannot. may be related to the nature of their lyric

forms. [Xin shui ling] and [duan zheng haD]. for example. are both qupai

which feature a semi-regulated lyric form. This lyric form makes [xin. shui

ling] and [duan zheng haD] songs expandable in terms of their overall

length. Like many qupai which function only as independent qupai, [er

lang shen] features a regulated lyric form which cannot be altered. In

general. regulated lyric form qupai are shorter in length than semi

regulated or unregulated qupai: The deletion of a metrical type from an

unregulated qupai could therefore make it aurally unrecognizable. as well

as too short for use in performance.

Independent qupai in the repertoire give the gaoqiang musical

system a degree of flexibility which would not be present if only qupai sets

existed. Although by selecting a single qupai set the theatre practitioner

is provided with a relatively complete musical arrangement for an entire

scene. the use of sets is somewhat musically restrictive because of the

shared melodic natures of the qupai in the set. Because set qupai share a

close melodic relationship. they tend to all have similar dramatic

applications. In scenes featuring a number of different dramatic characters

who are expressing contrasting motivations and emotions. the songs
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created from a single qupai set may not accurately reflect the diversity of

perspective present among the various characters.

When shorter qupai sets such as the [yuan lin hao] set are used in

performance, the problem of matching qupai dramatic applications with

the perspectives of the dramatic characters in the scene is greatly

reduced. Shorter qupai sets are usually sung by a single dramatic

character. Due to the reduced length of such sets, a number of

melodically-unrelated, independent qupai may also be included in the

scene. These qupai songs are performed before or after the singing of the

qupai set songs, but not during. Through a mixture of independent and

set qupoi; a more diversified musical program can be constructed for a

scene.

In the play The Chaste Woman of the Han, the Han emperor is forced

to give over his wife, Wang Zhaojun, to the leader of a neighboring nation in

order to save his kingdom from annihilation. At the onset of the scene

"Wenlin Temple," Wang Zhaojun and her younger brother Wang Long are

shown arriving by boat at the rendezvous point where the foreign general A

Hei Da (~fiJ~Jk) awaits to escort Zhaojun to her new home. The point of

exchange is Wenlin Temple, where according to legend, a beautiful

princess once committed suicide. Rather than submit to a new marriage

after the death of her first husband. the princess became a martyr by

drowning herself in the river. For her virtuous act, a temple was built in

her honor. Below a summary of the dramatic action and a list of the qupai

found in the scene are provided.
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PrincessWenlin [dian jiang cllun}
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Melodic Category/

Metrical Type

Princess Wen/in enters
[duanzlJenqIlao]

strolfing-meter + one-character

Wong Zhao/un enters

Wang Zhaoj un

Wang Long

[yuan lin Ilao} set
[yuan lin Ilao}
(jiang er souI)
[wugongyang}
[yu jiaozlll}
[clluan oodiao}
wei~"'I7a

Kunqiong qupoi:
[lianQzllou xu}
(jiejiegao]

[suo suoQanq}
strolling-meter + one-character
two-flowing meter..

strolling-meter + one-character

Princess Wen/in exits
Wong Zhaojun exits

n/a
n/a

Wong Long exits
Wang Zllaojun enters and boards the ooat

Wan Zhaojun

Wang Long

gaoqiong QUp81:
[guipo yang]

/sosn po oujin yang)

(jinjiao ,ve]

[zllu.vun fel)

[xiang luoda!l
one-character meter

[xiang luoda!l
one-character + two-flowing meters

Wang Zllaojun commits suicide
Wang Long enters and boards tile aoot

[suo suaQanQ]
two-flowing meter

/sua suoQanQ]
two-flowing meter

Wong Long commits suicide
A Hei Oa enters and ooards tile ooat

Figure 9.6

Melodic categories and Metrical Types of the Qupai. Found in the Scene ''Wenlln Temple"



Character

AHei Da

Quoa;

Izhu Fun fei!

387
Melodic Category/

Metrical Type

/suo suo gang!
two-flowing meter

Tveisha
strolling-meter + one-character

A De.i .Ds esits

Figure 9.6 (Continued)

Melodic categories and Metrical Types of the gupai Found. in the Scene ''WenJin Temple"

Before the character Wang Zhaojun enters the stage. the spirit of

Princess Wenlin (~**.Jk~)sings a [dian jiang coon] ([..~ f* ~]) qupai

song, [Dian jiang chun] is a qupai from the [duan zheng hao] melodic

category and is only used as an independent qupat in performance. Like

other [duan zheng hao] melodic category qupai, the [dian jiang chun] song

serves to establish a tone of sadness and a sense of forboding for the scene.

Upon her entrance, Wang Zhaojun begins to sing the [yuan lin hao] qupai

set. Between each of the five qupai songs, exchanges of dialogue take

place between Wang Zhaojun and her brother. The two have found a note

left by Princess Wenlin which makes reference to the Princess' actions of

long ago. The parallel between her own situation and that of the Princess

is obvious to Zhaojun and inspires her to follow the same path. She exits

the stage. leaving Wang Long alone with the boatman. In her absence,

Wang Long sings two short passages of kunqiang music in which he

describes the physical environment of the river at daybreak and his own

feelings of sadness at his sister's plight.

When Wang Zhaojun reenters the performance space she is ready to

embark on a new course of action. After reboarding the boat, Wang sings

[guipo yang] ([1.t~$]) and [shan po bu jin. yang] ([L1J:1J1(/F~$])
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qupai songs. Although both are part of the [xin. shui ling] melodic

category, these qupai have identifying melodic forms which relate them to

the qupai {xiang luo dai]. As indicated earlier, {xiang luo dai]. heads a

unique subcategory of qupai within the [xin. shu! Ung] melodic category.

The melodic structure of {xiang luo dai] helping chorus music makes it

among the most popular qupai for conveying feelings of sadness and

tragedy. The choice of these two qupai for use here is appropriate- -this is

the moment when Wang Zhaojun's announces to the audience her plans to

commit suicide. Singing a qupai song from the {yuan Un haD} set would

not have been as effective at this moment in the play because of the more

neutral emotional associations which {yuan Un hao] set qupai have.

Before discovering his sister's suicide, Wang Long sings a lim jiao ye]

([~~nt]) qupai song in which he continues to describe the conditions

of the river and other aspects of the physical environment. Once realizing

that his sister has jumped into the river, Wang Long sings a short {zhu yun

jei] ([tt"i." ""1,]) qupai song before following his sister to a watery death.

{Jinjiao ye] and {zhu yunfei] are both qupai from the {suo suo gang]

melodic category. Like {suo suo gangl. [jinjian ye] is a qupai which is

general in its dramatic application. {Zhu yun fei] • in contrast, resembles

{xiang luo dai] 's position within the [xin. shui Ung] melodic category,

representing a more tragic-sounding subcategory of qupaL [Zhu yun fei].

whose songs are considered appropriate for "expressing a character's

bitter experiences [and] misfortunes, thoughts [and] feelings," is well

suited to convey Wang Long's emotional state at discovering his sister's

action (Sichuan 1987, 202). The final song vocalizations in the scene are

performed by the foreign general A Hei Da. Upon his entrance, A learns of

Wang Zhaojun's and Wang Long's double suicide. He sings a second [zhu
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yun fei] song praising their virtue and mourning their passing. A Hei Da

and the helping chorus close the scene by singing a short three-line

weisha which is constructed using melodic material from the [suo suo

gang] melodic category.

Excluding the kunqiang qupai, a total of eleven gaoqiang qupai songs

are performed in the scene "Wenlin Temple." With the addition of the

[yuan Un hao] set's weisheng and the final weisha passage performed by A

Hei Da, the total number of individual gaoqiang song vocalizations comes

to thirteen. When the metrical types used to construct the various songs

are compared, a double metrical cycle such as found in the [duan zheng

hao] set, can be seen.

performance tempo:

510w --..fast -----.ps1ow ----1.~fast-----.~~low

(vuaI71il7l7ao}-set

metrical cycle 1 metrical cycle 2

Figure 9.7

Double Metrical Cycle Present in the gupai. Songs Performed in the Scene, "Wen1in Temple"

The first metrical cycle begins with Princess Wenlin's song

vocalization and ends with the [yuan lin hao] set weisheng passage that

announces to the audience Wang Zhaojun's plans for suicide. The climax of

the metrical cycle, where the two-flowing meter music lies, is used to

depict the internal struggle which leads up to Wang's decision. The

second cycle begins with Wang Zhaojun's singing of the [gui po yang] song
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aboard the boat and concludes with A Hei Da's final weisha vocalization in

which he praises her chastity. The dramatic and metrical climax of this

cycle occurs during Wang Long's songs aboard the boat when he discovers

his sister's suicide and follows in her path.

When longer qupai sets such as [duan zheng haD] and [xin. shui Ung]

are used in a dramatic scene, the amount of time needed to sing all ten

qupai songs in the set is considerably more than what is needed to sing

the [yuan Un hao] set. For this reason, the addition of independent qupai

is common in scenes which feature shorter qupai sets, and uncommon in

scenes constructed using the larger qupai sets. Although analysis of a

number of published playscripts and musical scores reveals that sometimes

one or two of the qupai in a longer qupai set are omitted in performance,

no evidence exists which indicates that independent qupai are ever added

tv fill these gaps.s Because of the melodic cohesion of qupai sets, the

dramatic applications of the various qupai in the set are quite similar. For

this reason, it is cornmon to find longer qupai sets in scenes such as

"Striking the God" where the dramatic action focuses primarily on the

thoughts and actions of a single dramatic character. The shorter qupai

sets, in contrast, are often used to reflect the emotions of one of several

different characters in a scene. Around the qupai set, a number of

independent qupai are used to sing the positions of the remaining

characters.

Like "Striking the God," Longing for Laity also focuses on a single

dramatic character. Rather than using a single qupai set, however, the

music for Longing for Laity is constructed solely through the selection and

arrangement of independent qupoi.
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kunqiang

gaoqiang

gaoqian£1

gaoqiang

kunqiang

gaoqiang

gaoqiang

.fl!ll2Qj

[songzl!

(j'iang too jin £lUI!

[xlang luodal!

[xin sIJui ling]

[feng t..YJUi IJey'C? sha]

[sIJuahaier]

we/sha

Metrical Type

three-eyes meter 6

one-character
two-flowing

one-character
two-flowing meter
one-character
two-flowing

strolling-meter
one-character
two-flowing

two-flowing

two-flowing

stro11 ing-meter
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F:igore 9.8

gupai and Metrical Types Found in the One-Act Play LongingforLaity

Although centering around the actions of a single female character,

the one-act Longing JOT Laity differs markedly from "Striking the God" in

that it is a play which depicts a variety of different emotional states and

shows the gradual evolution of the dramatic character towards a plan of

action. At the onset of the play "Striking the God," Jiao Guiying has already

undertaken a specific course of action, and her emotional state is near a

critical climax. The [dunn zheng hao] set used in "Striking the God" is

appropriate for communicating the darker emotions of anger, despair, and

profound sadness which are expressed by Jiao Guiying from the very first

moments of the play until the end when her decision to commit suicide is

revealed. The sadness and loneliness expressed by the Young Nun at the

beginning of Longing JOT Laity, in contrast, is diametrically opposite of the
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feelings of joy and elation which she expresses at the end of the play. The

play takes the audience through a transformation of several different

emotional states, to where the character finally finds the confidence and

conviction needed to leave the temple in search of a secular life. In order

to best display the nun's internal transformation, several independent

qupai are used rather than a single qupai set.

Kunqiang qupai are commonly used in gaoqiang plays as the

entrance songs for characters; particularly Buddhists, Daoists, Confucian

scholars, and high ranking government figures. During the [jiang tou jin

gui] qupai song which follows the kunqiang song, the nun describes

meeting a young man at the temple gate, and her inability to remove him

from her thoughts. The song ends, however, as the nun remembers the

physical tortures which await those who desert monastic life. The liiang

tou jin gui] qupai is part of the [jiang tou gui] melodic category, and also

features a musical scale which incorporates the coloration pitches 4 and 7.

This scale helps to give the qupai a slightly darker tone and feeling of

modal instability. This modal feature, combined with the qupai 's broad

melodic range and undulating melodic line, are well-suited for depicting

the conflicting feelings of romantic passion, guilt, and fear which are

simultaneously experienced by the sixteen-year-old nun, in love for the

first time.

In the [xiang luo dai] song which follows, the nun tells the audience

of her parents' reasons for placing her in the monastery as a child, and of

the severity and monotony of monastic life. The melodic structure of the

[xiang Zoo dai] song starkly contrasts with the somewhat turbulent nature

of the earlier [jiang tou jin gui] song, and changes the mood of the scene

to one of melancholy and loneliness.



393

The [xin shill ling] strolling-meter passage sung by the helping

chorus accompanies the young nun as she enters the temple garden.

Despite its beauty, the physical environment of the garden cannot alter the

nun's mood, and so she reenters the temple once again. Singing passages

of one-character and two-flowmg meter music, the nun has a humorous

encounter with the arhats who line the walls of the temple hall. In her

song, the nun reveals to them her reservations about monastic life and asks

their aid in contacting the young man. The passage ends with the

character expressing her complete disdain for religious life.

In contrast to the solemnity of the opening passage of kunqiang

music which was constructed in 4/4 meter metrical structure, the second

kunqiang song, [{eng chui. he ye sha] ([jxll!X.1tij at~]) is composed in 2/4

meter. This song serves to continue the nun's expressions of anger and

frustration which began durtng the [xin shut Ung] song passage. A new

sense of determination and conviction, however, is displayed by the

character. At the end of the kunqiang song, the nun announces her

decision to leave the temple in pursuit of the young man.

The play concludes with a short [shua hal er] song composed in two

flowing meter. This qupai, which is part of the [xin. shui ling] melodic

family, is considered appropriate for "scenes expressing happiness"

(Sichuan 1987, 51). This song aptly conveys the feelings of the Young Nun

as she begins her descent from the mountain on which the monastery is

located Completing the metrical cycle is the weisha passage at the end of

the scene. Constructed using melodic material from the [xin. shui Ung]

melodic category, this weisha passage consists of four lines of strolling

meter music; lines one, two, and four are sung by the helping chorus,
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while line three is spoken by the actor. This short weisha passage conveys

a sense of aural and dramatic resolution.to the audience

Single Qupai Organization Style

The third method of constructing theatre music in the gaoqiang

musical system is the single qupai organization style (dan zhi zlwng yong

$~:l:ffllit.,"repeating-individual [qupaij "). In this style, a single,

independent qupai is used to create all of the vocal music for an entire

scene or one-act play,? Common features can be found in the internal

structures of qupai used in this organization style. In order to

accommodate the varying amounts of song text material present in

different dramatic scenes, single organization style qupai must possess

lyric forms which do not place limits on the number of lyric lines in a song.

QUJX1i which have regulated lyric forms therefore cannot be used. Since

the majority of unregulated lyric form qupai are declamatory qupai which

feature little melodic material, they also are excluded from use as single

organization style qupai . All qupai which are used in this organization

style feature a semi-regulated lyric form which can be adjusted to fit any

amount of song text.

In addition to having a semi-regulated lyric form, all single

organization style qupai possess a metrical structure which contains a

number of different metrical types. Dramatic scenes in which the music is

constructed using a single qupai set, a series of independent qupai; or a

combination of the two, always feature a varied metrical structure.

Similarly, scenes in which a single qupai is used throughout will also

display such rhythmic diversity. Without such metrical variation, it may be

difficult to reflect the various dramatic changes which occur in a scene.
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Because changes in metrical structure also affect the nature of the melodic

line of a song, a qupai which has several different metrical forms will also

display more melodic variation than a qupai which has only one. Such

melodic and rhythmic variation prevents the music of the scene from

becoming monotonous for the listener.

An important characterizing feature of gaoqiang performance is the

dual song vocalizations of the actor and helping chorus. For this reason,

qupai having performer-assignation structures that either exclude the

helping chorus, or contain little or no actor music, are not used as single

qupai for a scene The majority of such qupai would already be excluded

from consideration, however, because they feature either a regulated lyric

form, or are classified as a declamatory qupaL

Unlike qupai that have regulated lyric forms, qupai which are used

in the single qupai organization style are not usually performed from

beginning to end without interruption. Passages of dialogue or movement

are frequently interspersed within the song structure which serve to

divide the qupai into smaller vocal units.. In this way, several repetitions

of the same metrical form may heard in performance.

Single organization style qupai are often referred to as "large qupai "

(da qupai *EltJMil. This appellation is not only reflective of their

expandable lyric forms, but also of the number and diversity of metrical

types which they possess. The number of qupai which serve as the sole

musical source for an entire scene or one-act is small, numbering less than

fifteen m the entire repertoire. Among such qupai are [duan zheng haoi;

[xin. shui lingJ, [jiang tou guiJ, and [hong na ao]. Coincidentally, these qupai

are also the qupai which are usually regarded as being the representative

qupai of the different melodic categories. Also used in the single qupai
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organization style are [xiang luo daiJ, [qing na aol; and [yi zhi hual. These

qupai all contain melodic material in their helping chorus passages that

places them as heads of individual subcategories within the larger melodic

categories. Another feature which is common among single organization

style qupai is that a number of them serve as the initial qupai of a set.

Qupai located in other positions in the sets, however, never function in

this manner.

The most popular single organization style qupai in the repertoire is

[lwng na ao]. As indicated earlier, the melodic category which is headed by

[lwng na aoJ is the only melodic category in the musical system which

does not contain any qupai sets. The few qupai which are in the [lwng na

aoJ category are used either as i} independent qupai alongside other

melodically related and unrelated independent qupai, ti} alongside

melodically unrelated qupai sets, or iii) alone in the single qupai

organization style.

When used to create the music for an entire scene, single

organization style qupai are frequently performed by a single dramatic

character as a solo piece, or as a duet between two characters. In the

scene "Autumn River" ("Qiu jiang" lk ~I), from the play The Jade Hairpin.

the Buddhist nun Chen Miaochang has left the monastery in pursuit of the

scholar Pan Bizheng who is on his way to the capital to take the imperial

examinations. The qupai [qing na aoJ is used throughout the scene to

express Chen's feelings of worry and anticipation as she hurries up river on

a boat after him. Although a second character, a boatman, is present in the

scene, he does share in the singing of the [qing na ao] qupai song.

The single qupai organization style is also used to create the music

for the scene "Seeing Off a Friend" ("Song xing" ~IT), from the play In
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the Shade of the Willows (Uu yinji ~WM-E). Aside from the short

kunqiang song passage sung by the young sheng character Uang Shanbo

(~ ilJ 1~n upon his entrance. all of the vocal music in the scene is created

using the {jiang tou guij qupaL In this scene. a young woman named Zhu

Yingtai ('f!il~ .g.) disguises herself as a young man and attends classes in

Hangzhou, While at school. Zhu falls in love with her classmate. Liang. who

is unaware that his sworn-brother is a woman. As Liang escorts his

classmate home to attend to her sick father, Zhu drop several hints to

Liang about her true identity. Through shared {jiang tou guij qupai song

vocalizations, the audience witnesses Zhu's humorous, but futile. attempts

at alerting her friend.

Qupai Organization in Multi-Scene Plays

It has been shown that in the gaoqiang tradition theatre

practitioners use a number of different methods to organize individual

qupai songs for use in performance. When practitioners undertake this

task. the construction of vocal music is carried out by scenes for multi

scene plays. or by individual one-act plays. Because musical organization is

carried out in this manner. an analysis of the musical score of multi-scene

play reveals that a number of different qupai organizational styles may be

used. In the play Burning Incense. for example, the music for the scene

"Striking the God" is constructed through the use of a single qupai set.

The music for the subsequent scene "Checking Sentiments," in contrast, is

created through the use of several independent qupai: In other words.

Sichuan opera practitioners are not bound by convention to use a single

organizational style throughout. They are instead free to choose the one

which best expresses the thoughts. feelings. and motivations of the
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dramatic characters present in each scene. No information can be found

which indicates that one style of qupai organization is historically more

correct or authentic than another. In plays taken from the traditional

repertoire, as well as those from the contemporary, a mixture of qupai

organizational styles can be seen.
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Notes to Chapter IX

QUPAI PERFORMANCE APPLICATION AND ORGANIZATION

1 The qupai [ju hua. xin] is one of the few in the gaoqiang musical

system whose zhuanqiang is referred to by a particular name. Called a

"flowing-water melodic-phrase (Uushuiqiang ~.m7J<..~), this identifying

melodic feature takes its name from the fact that "like water, [there is] no

opening [into which it] does not enter; permeating throughout [the song)"

(Sichuan 1987, 182). This flowing-water zhuanqiang is not only found in

[ju hua. xin], but also in other [suo suo gang] melodic category qupai such

as [chu jiang yin] and [bu sm luI. As a result, these qupai are more tragic

sounding than other [suo SUD gang] melodic category qupai.

2 In the Sichuan opera gaoqiang and kunqiang musical systems,

qupai sets are referred to as "qupai tang... (Eta AA! £:). In the opera form

known as kunqu, however,qupai sets are referred to as "qupai tao "

(aa AA!~). This term is frequently translated into English as "song suite."

3 Weisha are sometimes referred to as "shawei " (~~), which is

simply a reversal of the word order.

4 This practice is reminiscent of Yuan zaiu: where the leading

character in each act sang all of the qupai in a set. For more information

on Yuan zaju performance structure and practice, see William Dolby's A

History oj Chinese Drama. pp. 40-59.
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5 The deletion of one or two qupai from such longer qupai sets as

[duan zheng hao] appears to be a common practice in contemporary

gaoqiang performance. A comparison of different versions of the same

scene, however, reveals that different qupai can be omitted from the same

qupai set. For this reason, it appears that the choice to delete a qupai is

based on the personal preferences of the actor or stage director, rather

than on any particular performance convention.

6 "Three-eyes meter" is the kunqiang equivalent to gaoqiang one

character meter. Unlike gaoqiang one-character meter, however, the

kunqiang three-eyes meter metrical type is regular throughout in terms of

its rhythmic structure.

7 In some scenes, particularly when a dramatic character enters the

scene for the first time, a kunqiang song may also be heard.
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CHAPTER X

CONCLUSION

China's xiqu tradition consists of hundreds of individual music

drama forms. Uniting these forms into a single theatrical tradition is the

general approach to theatre production which they share. A survey of

forms reveals common dramatic material and play structure, the use of

similar physical and aural performance techniques and physical staging

practices, and a shared aesthetic value placed on beauty in performance.

Primarily responsible for differentiating the forms from one another is the

Chinese dialect used in performance, and the nature of a form's musical

tradition. The visual spectacle of the xiqu stage created through the use

of fantastic costuming and makeup and a stylized movement vocabulary, is

dynamic and expressive. Despite this fact, it is in the aural nature of the

dramatic presentation where native practitioners believe the essence of

the tradition lies, and the individuality of its forms, manifested.

Not only does the nature ofaxiqu form's aural performance

structure serve to distinguish it from other members of the xiqu. family,

but it also functions as the stage performer's most important means of

dramatic communication. It is primarily through passages of speech and

song that the dramatic narrative is revealed to the audience, and insight

into the minds of the stage characters, provided. The plays which are

presented on the xiqu. stage emphasize the communication of the

characters' inner psyches, over the narrative exposition of a complex

storyline. Due to this approach to play structure and content, the musical

aspect of aural performance takes a dominant position over speech acts in

the hierarchy of aural elements. In most plays in the civil repertoire, the

majority of performance time is devoted to the revelation of the
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characters' thoughts and emotions about their dramatic conditions

through song vocalizations. Passages of monologue and dialogue serve

primarily to establish dramatic situations which allow characters to

express themselves through song. Given these conditions, an

understanding of the nature of xiqu performance first requires knowledge

of its musical systems, and the way in which they are manipulated by

China's theatre practitioners to create opera performance.

Sichuan opera, like all xiqu forms, possesses a "standardized

performance methodology" (guifanhua de biaDyanfashi. ~ fft1t~*
~?*~). Within each performance medium, specific techniques,

practices, and conventions exist which must be followed by performers

when building their dramatic presentations. Without utilization of this

methodology, the aural and visual elements which characterize the theatre

form will not be realized. Without the presence of these elements,

Chinese theatregoers may not perceive the dramatic material presented

onstage in the manner that the stage performers intend.

The techniques, practices, and conventions constituting the

standardized performance methodology of Sichuan opera function as a

dramatic language between the actor and the audience. Just as a common

understanding of the syntax and vocabulary of French allows two non

native speakers to communicate with one another in that language, a

shared knowledge of the elements constituting Sichuan opera

performance practice allows stage performers to speak through physical

and aural means to their audiences. Knowledge of this language, in tum,

allows audiences to not only comprehend what is being communicated to

them, but also to evaluate the skills of the communicator.
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In performances of Sichuan opera which use the gaoqiang musical

system, the melodic and rhythmic material contained within the musical

system, the rules regarding the organization and application of this

material. and the content of the song lyrics. form the musical language of

gaoqiang performance. The opera songs created by theatre practitioners

from this musical system are the Sichuan. opera actor's most powerful

means of communication in performance. The primary element

responsible for structuring the gaoqiang dramatic language is the qupai.

or "labelled-song."

On a very basic level. gaoqiang qupai can be thought of as templates

for the creation of opera songs. Each qupai possesses a unique internal

structure which governs the melodic and rhythmic elements of the song.

its textual organization. and the arrangement of its vocalizing entities. The

collective effect of these structural features results in each qupai

possessing a uniquely different aural signature. The individuality of a qupai

's aural signature makes it then appropriate for use in a distinct dramatic

context. When used in this context, the qupai song is thought to have the

ability to affect the audience's perception of the dramatic presentation by

ensuring that the dramatic material is received in its intended manner.

Qupai songs relay information to the audience through both textual and

musical means. By combining meaningful song texts with appropriate

musical forms, Sichuan opera practitioners are provided with their most

effective means of dramatic communication in gaoqiang performance.

Sichuan opera gaoqiang musical performance is unusual among xiqu

forms for it lacks melodic accompaniment and use of secondary vocalizing

body--the helping chorus. In each gaoqiang presentation. the actor,

percussion orchestra, and helping chorus, collectively contribute to the
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creation of the dramatic presentation from disparate physical locations on

the stage. and through different creative media.

Sichuan opera. like all xiqu forms. is a theatre tradition which views

the human actor as the primary communicator of the dramatic text.

Despite the presence of the helping chorus in gaoqiang' performance. the

dominant position of the actor is left undisturbed. The helping chorus and

percussion orchestra carry out functions which support and complement

the work of the actor onstage, not replace it. The percussion orchestra

provides a rhythmic framework for passages of speech, song, and

movement, as well as dramatic articulations and emphasis when needed.

The helping chorus provides services for the actor which in most other

xiqu forms are carried out by either a melodic orchestra, or by the actors

themselves. For example, the helping chorus establishes and maintains

the appropriate musical key for each song. In other xiqu forms. the

melodic orchestra's introductions to opera songs, and the internal musical

connectives within them. serve this important function. Further, the

helping chorus' singing of the song text also aids the Sichuan opera actor

in a number of non-musical ways. The text vocalized by the helping chorus

can provide information about the physical location of the dramatic scene,

the emotional state of the characters, or even a critical evaluation of the

dramatic action. In non-gaoqiang forms, the audience receives such

information primarily through the song. speech. and movement acts

carried out by the actors themselves.

The musical structure and performance style of gaoqiang songs

helps to contrast the unique roles which the helping chorus and actor

serve in performance. Helping chorus music is considerably more

melismatic than actor music, and is subject to stricter melodic and
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rhythmic controls. Actor music is more syllabic. and hence. considerably

more influenced by the linguistic features of the song text than helping

chorus music.

Counterbalancing this linguistic influence. however. is the melodic

and rhythmic freedom present in actor music. This freedom allows stage

performers to display their creative insights and interpretations during

song acts. The melodic structure of gaoqiang actor music must always

reflect the pitch and directional properties of the song text speech-tones

in order for text-based communication to occur between the stage and

audience. Despite this fact. Sichuan opera actors are free to manipulate

the melodic line so that the ideas and motivations of their dramatic

characters are effectively expressed. and their own vocal talents and

artistry properly displayed. This manipulation. however. must always be in

keeping with the nature of the particular qupai 's melodic structure.

During passages of actor music. percussion accompaniment is

limited primarily to the gushi 's periodic articulations of the wooden

clapper. In opera songs constructed using the one-character meter

metrical type. these clapper soundings do not occur at regular intervals.

They occur only at the beginning of each measure of music. Because

Sichuan opera actors have the power to alter the tempo of the song as they

sing. the time elapsing between percussion articulations varies.

The percussion taoda patterns played during helping chorus

passages produce a uniquely different style of percussion

accompaniment.than what is heard in actor music. Each taoda pattern

has a prescribed rhythmic structure and performance tempo. as well as

unique instrumentation. Because a variety of different percussion

instruments--including gongs and cymbals--are required to perform most
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taoda patterns, the sound density, timbre, and volume of helping chorus

percussion accompaniment is quite distinct from the percussion music

heard accompanying the actor. This feature, coupled with the more

codified rhythmic structure and performance tempo of tiuxia. patterns,

further distinguishes gaoqiang helping chorus and actor music, and helps

highlights the disparate roles which each entity serves in performance.

Whereas a solo voice is heard throughout passages of actor music, a

call-arid-response performance structure is present in helping chorus

music. This structure is created through the alternating song vocalizations

of a chorus leader and a general chorus during helping chorus passages. In

most instances, the chorus leader sings the first portion of a lyric line

(usually the first dou of the line) as a solo. The other chorus members

join the chorus leader in singing the remaining part of the line (usually the

remaining dou plus a cadential vocable-phrase). Most helping chorus

lines within each gaoqiang song are performed in this way. The

antiphonal performance structure of gaoqiang music can therefore be

seen on two levels: between the actor and helping chorus, and within the

helping chorus itself. This unique performance feature distinguishes

gaoqiang vocal music, giving it an aural complexity and sophistication

which aids the Sichuan opera artist in dramatic expression.

Each gaoqiang qupai has an internal structure which is unlike any

other in the repertoire of the musical system. This individual nature is

reflected in the fact that each qupai is referred to by a unique name,

called a paiming. Despite the fact that a qupai contains certain

immutable elements which distinguish it from other qupai and which

must be present in all opera songs created from it, the gaoqiang musical

system should not be perceived as being rigid and unreceptive to change.
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Analysis of numerous opera songs reveals that alterations can be made to

qupai structural elements which allow the song forms to adapt to fit

different dramatic contexts. The degree and type of structural change

allowed. however. varies among individual qupai. The amount of structural

flexibility of a qupai is directly tied to the nature of its performer

assignation structure-vthe more lines of the qupai that are assigned to the

helping chorus to sing. the more rigid the structural form of the qupai is.

The ability of qupai to be adapted to fit the needs of opera

practitioners is not only present at the level of qupai structural form, but

also in the area of qupai selection and organization for performance.

Music for gaoqiang performance is organized either by units of a single

one-act. or by individual scenes in a multi-scene play. In addition to

having an associated dramatic application. all qupai in the repertoire can

be classified as either a "set" qupai, an "independent" qupai, or both. Set

qupai are those which belong to one of the identified qupai sets within

the musical system. These sets range in size from four-to-ten qupai with

each qupai occupying a predetermined position within the set. The

majority of these qupai are never heard in performance outside the set

structure. There are two types of independent qupai : those which are

used alongside other independent qupai and!or a qupai set. and those

which can function as the sole source of musical material for an entire

scene or one-act. The latter type of independent qupai always feature a

semi-regulated lyric form and a rhythmic structure containing a number of

different metrical types.

Because qupai can be organized for performance in several different

ways. opera practitioners have the ability to adapt gaoqiang vocal music to

meet the demands of the dramatic work. From analysis of a number of
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multi-scene and one-act plays, it appears that Sichuan opera practitioners

take full advantage of this feature be employing a variety of different qupai

organization styles within a single play. The vocal music in some scenes in

the play may constructed using only a single independent qupai

throughout, in other scenes a single qupai set is found. while yet in others

a combination of both independent qupai and a qupai set are present.

The use of musical systems in xiqu performance places strict

limitations on the type and style of music which can be used in dramatic

presentations. Through the presence of musical systems, however. a

unique avenue of dramatic communication is created between xiqu actors

and their audiences. The challenge facing xiqu practitioners is how to

manipulate the element; of the musical system so that the creative

insights and talents of stage artists are manifested through aural

performance, while preserving those features which distinguish the form

and the tradition as a whole. Through this study of the Sichuan opera

gaoqiang musical system, this researcher has learned that within what

appears to be a highly codified and structured performance tradition, a

considerable amount of flexibility is present. Preserving and reproducing

the salient features of the musical system through the observance of qupai

structural form guarantees the presence of "Sichuan flavor" in each

dramatic presentation. Great artists in the Sichuan opera tradition are

those who can manifest this "flavor" in performance, while at the same

time displaying their own individuality and skills as a stage performer.

•
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