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recording are forbidden in the auditorium. Thank you for your co-operation.

goooooooooooooboo
go0ooooo00oooooobo



o0/0000 000

ogoo ooo
oooo oono

oono
oooo ogo

00 Performers

Credits 00000

Director/Script Writer/

Set Designer Danny Yung

Guest Performer Shi Xiaomei

Artistic Consultants Xu Xingjie
Vivien Ku

Creative Adviser Tian Mansha

o
goo

0000 Creative Team

Lan Tian
Dong Hongsong

gooooo
O0ONerveD OOO
gooooo
gooooo
gooooooo

0000 Production Team

Lyrics0J Chen Ko-hua

MusicO Nerve and Pun Tak-shu
Videol John Wong

Lighting Designer[] Chan Cheuk-wah

Creative Co-ordinator[] Benny Woo

gooooood
goooooogooo
oooooooooo
goooooooooo
gooooood
gooooood

ooooOooo
ooo

oooooooooo

god

Stage Manager] Chow Chun-yin

Deputy Stage Managerl] Carmen Cheng
Assistant Stage Manager[] David Yeung

Back Stage and Ticketing Assistantl) Karry Cheng
Publicity Co-ordinator(] Luka Wong

Graphic Designerl] lvan Chan

Producers] Wong Yue-wai
Doris Kan

Production Zuni lcosahedron

ooooooOoOoOoOoOoOoOoOoOooOooooooon



0000 Director's Notes

000 dotntn
In the name of Tears of Barren Hill

goooo
goobooooooooooon
goobooboboooooooooo
goobooooooooooboon
gbobooboboooooooooon
booobobooooboboooboooo
goobooooooooooon
goo

gbobooboboooooooooo
gbobooboboooooooooo
goobooooooobooooon
gooboobooboooooooooon
goobooboboooooooooo
goobooooooooooon
gbobooboboooooooooon
gbobooboboooooooooo
gboobooboboooooooooon
gboobooboobooooooooon
goooo

gboboobooboooooooooon
gbooboobooboooooooooon
gboobooboobooooooooon
gooboobooboooooooooo
oooOoos8d0OooDOooUoooOoO
gboboobooboooooooooon
gbobooboboooooooooo
goobooooooooooon
gbooboobooboooooooooon
gooboobooboooooooooo
goobooboboooooooooo

by Danny Yung

| have my own way of looking at the Hong Kong
Arts Festival, just as | take a certain stance regarding
the system of cultural exchange in Hong Kong.
Maybe these are the reasons why | became drawn
to Cheng Yanqiu or, rather, developed a special
interest in artists like him who cross all kinds of
boundaries (cultural, gender, etc) to widen the
scope for dialectics. Apart from providing an avenue
for cultural consumption, our Arts Festival has the
potential to become a platform for the promotion
of cultural exchange and collaboration, and to
expand the dialectics on the arts. In fact, our Festival
should become a pioneer and help to promote
cultural diversity in Hong Kong. By using Cheng’s
experiences in cultural exchange as the prologue to
my own Festival contribution, | am not only giving
my assessment of the current situation, but expressing
my hopes for the Hong Kong Arts Festival and for
Hong Kong's system of cultural exchange.

During the 1930s, Cheng Yangiu and the Beijing
opera profession had to deal with their roles in
society, the market, creativity and the continuity of
tradition — problems not so different from those
faced by people in the profession today. It makes
me wonder why the intervening 80 years seem like
a void! Living in that earlier era, Cheng intuitively
felt that only by leaving his familiar environment,
leaving Beijing, and even China, could he find
space for new discoveries and new dialectics.
His atftitude to exchange was not coloured by any
sense of ‘politically correct’ nationalism, or the
underlying superiority/inferiority complex with which
it was often associated. Rather, Cheng's sense of
inadequacy was purely personal. What motivated
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him was a passion for learning, a natural curiosity,
and a healthy dose of ambition. He also understood
the importance of crossing cultural boundaries for
development.

When Cheng went abroad in 1932 he was
28 years old, and one of the top divas (Dan) in
Beijing Opera. He gave up his soaring career,
went to Germany, and visited cathedrals, schools
and opera houses. He then decided to enrol in an
educational institution — to begin a new chapter of
his life. Whilst in Berlin, Cheng sang an aria from
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Tears of Barren Hill, unaccompanied by music, in a
church. Although | don't think the piece his best, the
episode inspired me to put together an experimental
performance about the crossing of boundaries in
space, in time, in arts and culture. My endeavour
takes Cheng's rendition in the church as a starting
point, and crosses over fo incorporate his Western
predecessors (Bach, Mozart and Verdi) as well as his
contemporaries (Billie Holiday, Glenn Gould and Leni
Riefenstahl). By weaving together all these creative
experiences, | try to look for the concrete experience
of ‘crossing boundaries’, and find the relationship
between the past and the future — within the setting
of the church, the classroom and the theatre, on
stage today.

Of course, what matters even more in this project are
my interactions with my collaborators, Shi Xiaomei,
the Kunju artist who has worked with me on many
occasions, and two young Beijing Opera artists —
Lan Tian from Hebei province and Dong Hongsong
from Hubei province, with whom | am collaborating
for the first time. Shi is trained and well known for
her crossplaying in male roles, but she will ‘un-
cross’ to play a female here, whilst Lan and Dong
crossover to roles they do not usually play. Their
courage to cross boundaries and experiment fuels my
optimism about the future development of traditional
Chinese opera.

Seventy-eight years ago, when Cheng was 26
(the kind of age that Lan and Dong are now), he
wrote Tears of Barren Hill. And in our discussions
about Cheng and his works my collaborators
were very much inspired and motivated. Whilst
Lan was working on a vocal rendition of Bach’s
Goldberg Variations, he was also imagining how
he might set the poetry of Li Bai and Du Fu to a
Western score, or how he could fuse Western and
Chinese operatic styles of singing. He also spent
time reflecting on the education system, creativity,
the social environment and what constitutes a ‘pure
and proper’ value system in aesthetics. In all this,
what matters most is that Lan and Dong began to
ponder how Cheng himself might have thought about
these things. Of course, they never over-stepped
the mark by comparing themselves to Cheng. After
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all, times have changed. There is no exact parallel
between what Cheng went through in his formative
years in the 1930s and what Lan and Dong are
going through today. Nevertheless, Cheng'’s bold
experiments and progressive spirit continue to move
us. And although the conditions of our modern
existence are a hundred times better than those of the
1930s, | wonder why our culture and arts, including
Chinese opera, are still so conventional and bound
by so many ‘mind-forged manacles’. It seems that
our contemporary artists are suffering from these
self-imposed boundaries, even more than during
Cheng's time.

Cheng Yanqiu created the anti-war piece Tears of
Barren Hill firstly as a reflection on the creative stasis
of the Chinese opera world; secondly as an attempt
to upgrade his art through self-examination; and
lastly, as a personal statement on the academic and
cultural circles of his day. His experiment struck a
triumphant blow at the conservative intelligentsia
who turned up their noses at lowly opera performers.
Although | intended my experimental performance
of Tears of Barren Hill to be a tribute to Cheng, |
think it is bound to become just another harmless
piece of cultural consumption, served up by arts
festivals. Yet, still, | optimistically nurse the hope that,
consumption aside, it might generate some ideas
and discussions among the participating groups and
audiences. Maybe, through participation, we can
join hands to explore ways fo preserve and develop
tradition, and then build on its foundations to create
experimental forms. At the same time, if those on
stage and those in the audience can be stimulated
to start a debate on how to achieve a sound cultural
system, even under the dominance of politics and
economic development, and if the performance can
arouse public interest in experimental art, in the
development of cultural diversity, and in expanding
the scope for dialectics — then Cheng Yanqiu
probably would have felt his quest was not in vain,
were he to know about this performance, 50 years

after his death.

Translated by Maggie Lee



Jobgbgo

od
oooooooooooboooobooo
vcoboboooooooobooooobood
ooooooooooooboobooood
oooooooooooboooobobooo
cooobooooooooobooboobooood
oobooooboboobooooooobd
oooooooooooobboooooog
ooooo

(RN

193300 0000000000000 OO
oooooooooooobobooboooog
ooooboooooooobboooooog
cooobooooooooobooboooog
oooooooooooobobooboooog
oobooooooooobooobooboog
cooooooooooooo

oooooooooooobooboooogd
oooooooooooboooobobooo
00000193200 0000000000
oooooooooooobooboooogd
017410 000000000000000
19580 0000000000000 DOODO
oooob —>0o0Ooogooo

oo
goooooog3dooooooooooo
000000000000D000195800
cgoobooooooooobooooood
oooooooooooobobooboooog
ooooboooooooobboooooog
cooobooooooooobooboooog
oooobooooooooooo

TextO 0O

o
oooooooboooooooooboooog
gooocooboooooooboobooboooog
ooooooooooooooboobooboooog
00000000000 ooo193000
goooooboooooooboobooboood
ooooooobooooooobooboobooog
ooooooo

ooooooobobooooobooooooog
000193400000000000000
ogoooo30dDoooooooooooo
oooooomoooooooboog —— 0O
goooooboooooooobooboooog
oooooooooooooobooboobooog
ooooooobobooooobooooooog
goooo

od
ooboooooooobooooboDboo
oooobooobobooooobobooooboooog
oooooooooooooobooboobooog
ooooooobooooooobooboboooog
ooooooobooooobooboooobooog
ooooooooooooooboobooboooog
oooooooooooooo

ogoooooboooooooobooooog
gbooocooboooobooooboboooog
ogoooooooooooobooboobooog
ooooooobooooooobooooooog
oooobooobobooooobobooooboooog
ogoooooooooooobooboobooog
oooooooogooooo

ooooooobooooooooobooog
ggooooooooooocooooobo



00 Text

Tears of Barren Hill

Church

| am Lan Tian from Hebei, and that was Dong Hongsong from Hubei. | play Laosheng (senior
male) and Dong is a Hualian (a role with a painted face to portray larger-than-life personalities).
Walking on thin ice, we step beyond the boundaries of our role types to learn the methods of
the Cheng School. We learn to self-critique, after hearing more about Maestro Cheng's spirit
of experimentation. In this virtual church, | experiment with an aria from Tears of Barren Hill.
The lyrics are as follows, “That man looks very much like my son’s father. Why doesn’t he turn
around to talk to me? He seems so close and yet so far. Suddenly, he is ahead of me, and

suddenly he falls behind.”

School

In 1933 Cheng Yangiu witnessed Hitler stepping onto the centre stage of the political scene in
Germany. When he was elected Chancellor, Hitler waved to his people with perfect composure,
as if it was only natural that he had won. In his own way he was charismatic, just as Reagan
was charismatic, and Mao. But were these leaders following the will of the people? Determining
the trend? Or were they following the trend and manoeuvring the will of the people? Behind
the discipline and order that Cheng Yanqiu saw in Germany were, in fact, layers of suppression
that eventually caused the loss of focus in that culture.

The music you hear now is a reinterpretation of a work by a pianist who experimented with
crossing boundaries — the Canadian Glenn Gould. Gould was born in 1932, the same year
that Cheng Yangiu went to Europe. What you hear now is a recording of Bach’s Goldberg
Variations, performed by Glenn Gould, but replayed in the theatre at a slower speed. By 1958
Gould was already very popular in Europe, the same year that Cheng embarked on another
kind of boundary crossing — the crossover between life and death.

Train Station

What you hear now is a song by jazz singer Billie Holiday, recorded in 1958. Holiday took the
music world by storm in the 1930s. When she made this recording she was not in the best of
health and was feeling quite nervous. As she walked into the studio, all the musicians stood up
and applauded her, welcoming her, and that put her at ease. This was the last studio recording
of Holiday's life, made the day before Cheng died. Billie Holiday passed away a year later.



Theatre

In times of turmoil, stages and theatres happen everywhere, even outside the theatre. In times of
turmoil, on- and off-stage, inside and outside the theatre are endless separations in scenes of
life and death. Cheng commissioned Jin Zhongsun to create the politically correct work Tears
of Barren Hill in Beijing in 1930. That was almost a century ago. From such distance, we now
enter the inside and the outside of that drama; in tranquillity and silence, feeling a little lost
and confused.

What you see now is a clip from the documentary Triumph of the Will by Leni Riefenstahl, one
of the most important German film-makers of the last century. Riefenstahl was commissioned by
Hitler to chronicle the events of the 6th Nazi Party Rally in Nuremberg in 1934. She used 30
cameras fo capture the event and the footage was later edited into what is still considered the
best documentary film ever made. The film served Hitler — portraying and glorifying the beauty
of dictatorship and the Nazi Party. To this day, Triumph of the Will is considered the best and
most powerful propaganda film ever produced. It has continued to influence documentary and
commercial makers, including those who made films about the Cultural Revolution in China and
the National Day Celebrations of the PRC. It was the year after Cheng left Europe that Leni
Riefenstahl made this documentary.

Airport

We miss Cheng Yangiu. We miss him for his spirit and his endeavours in experimentation. We
respect Cheng Yangiu. We respect him for his beliefs and for his courage. Of course, there was
something uniquely memorable in his artistry, but to repeat and re-enact it is nothing but robotic
imitation. If we could continue to extend the spirit and beliefs behind his artistry, we might then
avoid the pitfalls of mere nostalgia, or of simply being consumers of a retro-culture. We hope
Cheng’s spirit and his beliefs bring a kind of reflection to our cultural sector.

No matter whether we are on-stage or off-stage, work as performers or back-stage hands, are
actors or members of the audience, we must all ask ourselves whether we have any ideas or
comments about cultural development, cross-cultural exchange, and cross-cultural collaborations.
What is our position regarding the changes taking place in our cultural system under the
present political and economic conditions? If Cheng Yangiu could know about our concerns
and aftitudes on these matters, at this very moment, he would be glad that his life and work
were not in vain.

Generation after generation, we enter and exit countless stages. Generation after generation,
we pass through layers of light, in search of our future direction.

Translated by Vicky Leong
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Tears of Barren Hill
by Chen Ko-hua

Suddenly my heart and spirit are confused —
Am | on or off the stage? Does it matter?

In this wilderness, at the crossroads of life and death,
On endless barren earth, gods and ghosts all weep.
Using starlight, | march forward.

Alas! At this time of chaos, my youth wasted.

Lost and bewildered, | shed tears.

Splendour and glory vanished and never to be found again.

On the theatre stage life’s drama was acted out in a hundred ways;

Scene affer scene of rising, falling, flourishing, dying.
But in the real world, no fortuitous meeting was found,

Where leaves turned yellow, blossoms fell, all ephemeral.

| had hoped to capture the magnificence of Spring time,

To cling to the hopes and aspirations of fantasy and romance.
Yet away from home where my dreams died,
You and | forever travel on separate paths, never to meet.

Translated by Bell Yung
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by Cheung Ping-kuen

In recent years, prominent theatre experimentalists
have generated a buzz introducing contemporary
ideas info traditional Chinese opera, and creating
chemistry between tradition and modernity. Among
these are the artists who propound ‘pure theatre’ —
artists like Li Livyi, who produced ‘nouveau theatre’
pieces Mu Guiying and Hua Mulan. Another, is
Danny Yung, who has persevered for years with his
own, unique experimental approach.

Yung developed his concepts through his project
Experimenting Tradition and productions such as
Meeting of the Gods, Solo Performances, A Journey
to the East, The Outcast General and Sigmund Freud
in Search of Chinese Matter and Mind. Yung's latest
experimental venture is Tears of Barren Hill.

Regardless of content, anything that calls itself
‘experimental’ ought to make an effort to challenge
established values and transcend boundaries. Tears
of Barren Hill may prove to be the perfect marriage
between content and experimental spirit because it
tells the story of how Cheng Yanqiu strove fo rise
above himself.

The 1920s and 30s were significant decades for
Chinese culture. While the spectre of Japanese
military aggression spread across the country, fights
for political dominance between the Nationalists and
Communists infensified. Weighed down by political
and economic problems, and alarmed by escalating
foreign and domestic crises, China’s cultural elite
dug deep into its heritage in search of wisdom. At
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the same time, however, they hungrily devoured
any aspect of foreign culture that could guide them
towards reform.

Early on, Western theatre styles were imported,
and plays with Western voices and ideas were
enthusiastically promoted. Not only were many
accomplished works staged, but the artists involved
initiated cross-disciplinary collaborations with
veterans of Chinese opera. These collaborations
explored new creative frontiers. Most notable
amongst these collaborations was the Beijing opera
virtuoso Zhou Xinfang's performance as Wu Song,
in Golden Lotus by Nanguo Company. Another
example of artistic open-mindedness was Mei
Lanfang’s overseas trips to Japan, the US and the
Soviet Union. During these trips Mei introduced
Chinese opera to the West, and enabled the Chinese
performing arts to take its place in the development
of world theatre.

Cheng Yangiu also embarked on a quest. In 1932
he went for more than a year on a study tour of
France, Germany, ltaly, Switzerland and the UK.
His mission was fo absorb Western art and broaden
his horizons, whilst simultaneously re-examining
the prospects and direction of traditional Chinese
opera. His frip provided the impetus for Danny Yung
to stage Tears of Barren Hill.

Cheng's journey was a profound and insightful
cultural exchange. He paid visits to theatres,
universities, film companies and museums, and
saw many different kinds of performances. He also
attended conferences, went on book hunts, and
networked with people from various circles. In all
this he understood the true meaning of ‘exchange’ —
that it was essentially ‘people-orientated’.

Cheng’s main objectives were to expand his
own horizons and enrich his own artistry through
infernational exchange. Convinced that a European
education would help to clarify his thoughts, he
made up his mind to stay and study in Germany and
wrote to his wife asking her to make preparations o

21
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bring his family there. To show his commitiment to
the idea, Cheng ate fatty meat, drank hard liquor
and smoked cigars. He then sent photos home to
show the public in China that, given his present
state, he was unable fo return to the stage (for the
short term, at least). However, due to unforeseeable
circumstances, Cheng eventually had to surrender
his ambitious plans.

Exchange can only happen
when one opens oneself up
and engages in some form
of crossover. To this end,
Yung has enlisted two young
and highly accomplished
Beijing opera actors to
‘open up’ and take part
in an experimental
exchange. In traditional
Chinese Opera,
apprentices have their
hangdang assigned.
(Roles — such as
military male, bearded
male, warrior female,
young or middle-
aged lady.) These roles
become their lifelong
identity, their ‘self’.
The actors go through
a ritual to leave behind
the real life ‘self’ so
that they can step onto
the stage and embody
the artistic ‘self’. It is a
long process in which
they learn about
art, and cultivate
and shape their
identities. In all
senses, an actor’s
artistry stems from his
or her hangdang.

ooooooo

Production photograph from
Tears of Barren Hill

23
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Yet, if there were an opportunity for actors to step
out of their accustomed artistic ‘selves’ and take up
the role of a different hangdang, would that be an
eye-opening experience for them? And, by stepping
into another actor’s shoes, would they get a better
understanding of their artistic ‘selfhood’? Perhaps it
would give them a fresh, new interpretation of their
own hangdang?

Whilst there are no clear cut answers, some actors
do try to find new sensory stimuli, or take a break
from old, habitual patterns. The way a person
approaches such an opportunity depends entirely
on their character. But, whether they regard it as a
study trip, a holiday, or a crossover of hangdang,
the essence of the quest is self-transcendence. In
the process it could also become the catalyst for
new inventions, contemplations or new directions in
artistic creation.

Cheng Yangiu became an apprentice at the age
of six and made his stage debut at 11. He had
the privilege of receiving tuition from virtuosos Mei
Lanfang and Wang Yaoqing and, by the age of 18,
was an overnight success.

That was in 1922 and by the time he made his
European tour in 1932, he was master of his own
‘Cheng School’. Yet, he was not content to bask in
his fame. Cheng was always looking for personal
inadequacies to overcome. Reputedly, he changed
his stage name, replacing the Chinese character Yan,
which means ‘gorgeous’, with another same-sounding
character that means ‘ink-stone’, thereby announcing
that he did not want to succeed through good
looks alone.

Now it is 2008! And | ask — can there be a more
appropriate way of commemorating the 50th
anniversary of Cheng’s death, than to perform this
version of Tears of Barren Hill?

Translated by Maggie Lee

Cheung Ping-kuen is a renowned theatre critic and
theatre educator. He is the Head of Liberal Arts Studies at

the Hong Kong Academy for Performing Arts.
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Founded in 1982, Zuni is a Hong Kong based non-profit charity arts organisation. As an
international experimental theatre company, Zuni has produced more than 150 original
productions of alternative theatre and multi-media performances, and has been active in
video, sound experimentation and installation arts, as well as arts education, arts criticism, arts
policy and international cultural exchange. Over the years Zuni has been invited to engage
in artistic exchange and give performances in over 30 cities in Europe, Asia and the US. The
company was given a three-year grant by the Hong Kong Arts Development Council in 1999,
to facilitate its creative operation, and is now financially supported by the Government of the
Hong Kong Special Administrative Region. Zuni lcosahedron is the epitome of experimental
theatre in Hong Kong.

Through its experience with various traditional opera artists since the mid 1990s, Zuni initiated and
conceptualised the plan of Research and Development on Intangible Cultural Heritage (Performing
Arts), with the aim of establishing an institute to foster the development and transmission of
Intangible Cultural Heritage. In 2007, with support from The Lord Wilson Heritage Trust and
UNESCO, Zuni organised a series of activities including expert meetings and public lectures,
and launched the Hong Kong ICH website — www.zuni.org.hk/ich. Over the years Zuni has
collaborated with various Chinese traditional performing artists in stage performances, workshops,
seminars and conferences.

0000000000000000000
Zuni Icosahedron is financially supported by the Government of the Hong Kong Special Administrative Region
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Biographies O O

Cheng Yangiu was born in Beijing in 1904 and
began to study Beijing Opera at the age of six.
Cheng studied under Wang Yaogqing, learnt
Wousheng from Rong Diexian, Huadan from Chen
Tongyun, Qingyi from Chen Xiaoyun and Daomadan
from Yan Langiu. He is honoured as one of the four
great Dan actors of all time, along with Mei Lanfang,
Shang Xiaoyun and Xun Huisheng.

Cheng first stepped onto a stage at the age of
11, and at 12 he appeared with Sun Juxian,
Liv Hongsheng, Gao Qingkui and Yu Shuyan in
performances of General’s Son to Be Executed and
A Child Left in the Mulberry Garden, all of which
earned him favourable reviews. After his initial
success Cheng set up his own company and became
well known for playing Qingyi and Daomadan in
the Rainbow Pass and the Story of Su San, among
others. During the 1920s he wrote and performed in
many new operas such as the Blue Frost Sword, Lady
Mei, The Dream of the Young Lady and The Unicorn
Purse. All his operas were well received.

Cheng’s unique singing voice always deeply
affected his audiences. He was renowned for his
expressive portrayal of his characters’ feelings and
for imbuing them with vivid, colourful detail. He also
created many new ways of using the water sleeve,
and improved the art of water sleeve for all Dan
performers.

In 1932 Cheng took a tour of Europe to do research
into the performing arts, visiting France, the UK,
Germany, Belgium and Switzerland. After the
founding of new China in 1949 he was appointed
vice-president of the Chinese Academy of Traditional
Opera. He wrote several books including Collected
Works of Cheng Yangiu and Selected Operas
Performed by Cheng Yangiu.
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Danny Yung founded the art collective Zuni
Icosahedron in 1982, and has been Artistic Director
since 1985. Yung wrote the script for Zuni's first
production Journey fo the East-Part Five: Hong
Kong-Taipei-Hong Kong, which opened in Taipei
for the First Asian Drama Festival in 1982. Since
then Yung has co-ordinated, directed, and produced
more than 150 stage productions, including the One
Hundred Years of Solitude series; the Chronicle of
Women series; the Opium Wars series; the Journey
to the East series; the Deep Structure of Chinese
Culture series; the Two or Three Things... Hong
Kong series; The Book of Mountain and Ocean;
Four Grand Inventions; Sigmund Freud in Search of
Chinese Matter and Mind; and In Search of Modern

China. Performance tours have taken Yung and Zuni
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to many international cities including Beijing, Berlin,
Brussels, London, Munich, New York, Singapore,
Taipei and Tokyo.

In 2000 Yung organised Festival of Vision — an
11-week programme of cross-cultural festivals
and conferences held in Berlin and Hong Kong.
The festivals involved 1,000 artists and cultural
practitioners from 35 cities in Asia and Europe.

Yung is also a keen advocate of new art forms.
His experimental films, video work and installation
works have been shown at festivals in Berlin, London,
Rotterdam, Edinburgh, Tokyo, Los Angeles and New
York. He was selected as one of the 56 Chinese
visual artists for the Inside Out: New Chinese Art in
1999. His solo exhibition Tree and Man opened at
la Space Gallery in 2003, and in 2007 the Tian
Tian Xiang Shang — Danny Yung Conceptual Comic
Exhibition was held in Shanghai.

Since 1987 Yung has initiated a series of public
forums on cultural policies. In 1990 he organised the
Cultural Policy Study Group that has since produced
several influential reports. In 1993 he was appointed
by the Hong Kong Government to the “Working
Group’ which in 1995 became a statutory body —
the Hong Kong Arts Development Council. He was
reappointed to the Council in 2000.

Beginning in 1997 Yung initiated several important
arts networks in Asia, among them the Asia Arts
Net, the City to City Cultural Forum, and the Asia
Pacific Performing Arts Network. In 2002 he co-
organised the World Culture Forum, and became
its Vice-president in 2003. He was a former
part-time member of the Central Policy Unit —
a Hong Kong Government think tank — and is
now a policy consultant to various governmental
cultural and creative industry entities including
the Core Arts amd Cultural Facilities of the West
Kowloon Cultural Distrcit. Recently Yung developed
a project with UNESCO focused on preserving and
developing ‘Intangible Cultural Heritage’ in the Asia
Pacific region. Yung is the founder and a board
director of the first School of Creativity in Hong
Kong and has written extensively on arts, culture and
the media.
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Shi Xicomei is a National Class One performer specialising in Xiaosheng (young male) roles.
She studied with several famous performers including Yu Zhenfei, Zhou Chuanying and Shen
Chuanzhi. Shi won the 5th Plum Blossom Award for Chinese Theatre, the first Literary Arts Award
of Jiangsu and the 5th Wenhua Award. Her acclaimed performances include The Peony Pavilion,
The Peach Blossom Fan, and The White Silk Dress. She is now the Vice-president of the Jiangsu
Dramatists” Association.
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Lan Tian Performer
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Lan Tian entered the School of Chinese Opera in the Shanghai Theatre Academy
in 1997, majoring in Beijing Opera. He specialises in playing Laosheng (senior male) and Wusheng
(military male) roles. His teachers include Zhang Shaochun, Tong Qiang, Guan Songan, Wang Yungiao,
Ni Haitian and Xi Zhonglu. Lan has received many awards including First Prize in the China Budding
Artist Competition (Beijing Opera) in 1994; and First Prize in the Overall Achievement Scholarship at
the Shanghai Theatre Academy in 2005.
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Dong Hongsong Performer
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Dong Hongsong graduated from the Hubei Arts School in 2002. He went on to
study in the School of Chinese Opera in the Shanghai Theatre Academy, majoring in Performing Arts. He
specialises in playing Hualiang (painted face) roles. His teachers include Yang Shurong, Shu Jianchu, Li
Changchun, Chen Hongjun, Zhu Yufeng and Kang Wansheng. Dong has won several awards including
a Gold Award in the China Budding Artist Competition (Hubei province).
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Vivien Ku Artistic Consultant
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Vivien Ku started her career in 1977 as a college instructor in the Department of Foreign Literature and
Languages at the National Taiwan University. In 1988 she began producing Chinese Opera and continues
to produce two productions each year. Since 1997 she has been Managing Director of the Novel Hall
for Performing Arts, the only private venue for performing arts in Taiwan.
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ocoooooooOoOO0OOOOOOOOOOOOOOOOOOOOOOOOOOCOCOCOOOOOO
000019600000 o00oooooooooooooooooooooooooooooo
oooobooooooooooooooobooooobooobboooooboooboOobooooboOoo
ooboooooboooooooooooooooboooOoboooOboUbObooobooooboooooo
ooo

Xu Xingjie graduated from the Shanghai School of Chinese Opera in 1966 with a major in Beijing
Opera. For many years he was a performer of Beijing Opera, vice-president of the Shanghai Beijing
Opera Academy and general manager of the Shanghai Beijing Opera. He is currently President of the
School of Chinese Opera of the Shanghai Theatre Academy; Party Secretary of the Shanghai Theatre
Academy; and Principal of the Shanghai School of Chinese Opera. His editorial publication Beijing
Opera in Shanghai received the Third Prize in the Achievements in Culture, Arts and Science Award
presented by the Ministry of Culture.
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Tian Mansha Creative Adviser
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Tian Mansha is a National Class One performer and director, and currently works as a Professor and
Assistant Dean of the School of Chinese Opera at the Shanghai Theatre Academy. She has received
numerous awards including the Ministry of Culture’s 7th Wen Hua Award; and Shanghai’s 8th White
Champac Medal for Best Actor in a Lead Role. She has twice won the prestigious Chinese Opera Plum
Blossom Award and in 2006 was the curator of the Chinese Opera cultural exchange programme for
the House of World Cultures in Berlin.

Tian's signature performances include Dead Water Ripples, Mulian Saves His Mother, and Wu Song Kills
His Brother’s Wife. Her directorial works include Lady Macbeth and One Table Two Chairs.
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Chen Ko-hua Lyrics
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Dr Chen Ko-hua is Associate Professor in the Department of Ophthalmology at the National Yang Ming
University. He has won several awards including First Prize for poetry in the Taipei Literature Awards;
the Literature and Arts Creation Award from The Ministry of Education of the ROC; and various literary
awards from the China Times and United Daily News.
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Nerve Music
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Nerve is the alias used by Steve Hui to present his music. Born in Hong Kong, Hui graduated from the
Hong Kong Academy for Performing Arts with a Bachelor Honours Degree in Composition and Electronic
Music. He is @ member of the experimental electronic music group VSOP and his first orchestral composition
Re-Autumn was commissioned and performed by the Hong Kong Sinfonietta in 2004. In 2006 Hui helped
create Hearing Helsinki, an audio project based in Finland.
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Pun Tak-shu Music
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Pun Tak-shu has been a sound designer since 1982 when he created the music for Zuni lcosahedron’s
video performance “XXX” Video Show. He also worked on the Hong Kong Arts Festival commission
Boombastic Verses in 1999. Pun has collaborated with numerous artists and groups including two
movies by Evans Chan — Crossing and Journey to Beijing — and has produced his own video works,
photographic works and graphic designs.
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John Wong Video
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John Wong graduated from the Hong Kong Academy for Performing Arts in 1999 with a major in Film
and Television. He has created video works for Zuni Icosahedron, Edward Lam Dance Theatre and Theatre
Ensemble and in 2006 designed live video for the concerts of Joey Yung and Anthony Wong. Wong's
debut film The Tourist was screened in the 27th Hong Kong International Film Festival in 2002.
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