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In this document, there is only one ideographic punctuation mark, which is double ideographic full stop (双句号/雙句

號/雙句號)1 , mainly used for the performance scripts/librettos of Cantonese Yueju Opera (粤剧/粵劇/粵劇) and 

Cantonese Yuequ Show (粤曲/粵曲/粵曲) in Hong Kong SAR (of China), sometimes in Guangdong Province and Macao 

SAR. 
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1. Proposal 

The following table shows the proposed UCS/Unicode code point, glyph and character name. I suggest encoding it in 

Ideographic Symbols and Punctuation block. In the glyph column, the upper one is the corner-justified form, and the 

lower one is the centered form, which is like the related ideographic punctuation U+3002 (。) IDEOGRAPHIC FULL 

STOP to a certain extent. 

Proposed C/P Glyph Character Name 

U+16FE6 

 

DOUBLE IDEOGRAPHIC FULL STOP 

The UCD information is shown below. 

16FE6;DOUBLE IDEOGRAPHIC FULL STOP;Po;0;ON;;;;;N;;;;; 

The script value of this character is still Common (Zyyy) like U+3002. [UAX #24] 

The information for Names List is shown below. 

@@ 16FE0 Ideographic Symbols and Punctuation 16FFF 

@  Mark used in Chinese traditional performance scripts 

16FE6 DOUBLE IDEOGRAPHIC FULL STOP 

 x (ideographic full stop - 3002) 

 ~ 16FE6 FE00 corner-justified form 

 ~ 16FE6 FE01 centered form 

The value of this character for East Asian Width property is W (Wide). [UAX #11] 

The value of this character for East Asian Spacing property is O (Other). [UTR #59] 

The value of this character for Line Break property is CL (Close Punctuation). [UAX #14] 

The value of this character for Vertical Orientation property is Tr. [UAX #50] The horizontal and vertical pairs of glyphs 

are also listed in the following. 

The SVS glyphs for this character are shown below. 

Corner-justified Form Centered Form 

  

16FE6 FE00 / VS1 16FE6 FE01 / VS2 

The glyph changes for vertical orientation are shown below. 

C/P Character Name SVS Form Horizontal Vertical 

U+16FE6 
DOUBLE IDEOGRAPHIC 

FULL STOP 

corner-justified 

form 
  

centered form 

  

In general, the proposed punctuation mark should not appear at the line start like the ideographic full stop, and the 

visual layout on the texts is also very close to the ideographic full stop. In the evidence, we can find both the examples 

of the corner-justified form and the centered form. In current code charts, the representative glyphs of ideographic 

punctuation are the corner-justified form to follow PRC conventions. This one is commonly used in Hong Kong SAR, 

and the centered form is more common. 

 

 

https://www.unicode.org/reports/tr24/
https://www.unicode.org/reports/tr11/
https://www.unicode.org/reports/tr59/
https://www.unicode.org/reports/tr14/
https://www.unicode.org/reports/tr50/


3 
 

2. Brief introduction 

The are three sub-sections to introduce the relevant matters of this proposed punctuation mark. 

 

2.1. Background 

In China, there are different types of distinctive folk songs in different places. The following songs are two examples to 

show how to establish and develop singing melodies by the tones of Cantonese. The digits under the lyric means the 

tone numbers defined by Jyutping (粤拼/粵拼/粵拼) system, the same as kCantonese property in Unihan DB. 

The first example is one nursery rhyme named 《排排坐/排排坐/排排坐》. 

 

The second example is one tune to peddle, which is commonly called as 〔收买调/收買調/收買調〕. 

 

Melodies like the above two examples can be abstracted into one tradition on the relationship between melody and 

lyrics of Cantonese as below. 

 

This tradition and its extensions have been inherited all along, and music of the Xiqu Opera and Quyi Show also inherits 

it in Cantonese speaking area. The main body of Cantonese Yueju Opera and Cantonese Yuequ Show music follows the 

basic structures of Bangzi Tune (梆子/梆子/梆子) and Erhuang Tune (二黄/二黃/二黃, also 二王/二王/二王), that 

means they also need to clarify upper sentence (上句/上句/上句) ending with oblique tone (仄声/仄聲/仄聲) and 

lower sentence (下句/下句/下句) ending with level tone (平声/平聲/平聲), which is similar to Chinese Couplet (对联

/對聯/對聯) a little. The differences are the final Hanzi elements of upper and lower sentences of Cantonese Yueju 

Opera and Cantonese Yuequ Show must rhyme (压韵/壓韻/壓韻 or 押韵/押韻/押韻), but the final Hanzi elements 

of two sentences of Chinese Couplet must not rhyme. There are also the respective rhyme rules in different singing 

forms in Cantonese Yueju Opera and Cantonese Yuequ Show, and this has not been detailed tentatively in this document 
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due to space limitations. 

In 1998, Mr. Andrew West (魏安) finished editing the book named Catalogue of the Morrison Collection of Chinese Books 

(《《馬禮遜藏書書目》), and the book was published by SOAS. There is one picture that shows early performance scripts 

of Cantonese Yueju Opera. The main performance language was Theater Mandarin at that time. (ZQ2020: p. 1277) 

 

WA1998, p. 262 

It is easy to find there were not any punctuation marks on the book at that time. 

After the New Culture Movement (新文化运动/新文化運動/新文化運動), the punctuation marks in the modern sense 

had been introduced into Chinese writing system. At the same time, the performance language of Cantonese Yueju 

Opera and Cantonese Yuequ Show were changed to Cantonese from one kind of the Theatre Mandarin (戏棚官话/戲

棚官話/戲棚官話). 

The combination of two traditions required a set of punctuation marks to show upper and lower sentences clearly in 

the performance scripts/librettos of Cantonese Yueju Opera and Cantonese Yuequ Show. 

The following three pictures show how the playwrights tried to show the boundaries of different sentences before the 

appearance of the proposed punctuation mark. 
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QH1922, p. 173 

The Hanzi “上句” and “下句” are used to mark the boundaries. 
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BY1947, p. 33 

Ideographic full stop is used to mark different parts not only the sentences, but also the boundaries of sentences and I 

added the blue and red lines to mark the ends of upper and lower sentences of Paragraph 4 (四段/四段/四段). 
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LJ1994, p. 47 

A new punctuation mark like the proposed one had been introduced to mark the boundaries of the sentences, and the 

ideographic comma / secondary comma (顿号/頓號/頓號) was used to mark the other parts (顿/頓/頓). I also add 

blue and red lines to mark the ends of upper and lower sentences. Note that the punctuation mark where the two 

circles don’t touch and are clearly separated is the obsolete form, which is not used to support the encoding of the 

proposed one. 

In current usage, the following pair is used to mark upper and lower sentences at the end. Note that the first term of 

the Chinese names is the formal names, and other ones are the aliases in Cantonese, and the Cantonese readings have 

been provided after the names. 

UCS Glyph Chinese Name Character Name Usage 

U+3002 。。 句号/句號/句號 (geoi3 hou6-2) 

单圈/單圈/單圈 (daan1 hyun1) 

IDEOGRAPHIC FULL 

STOP 

upper sentence 

marking 

*U+16FE6 

 

双句号/雙句號/雙句號 (soeng1 geoi3 hou6-2) 

孖句号/孖句號/孖句號 (maa1 geoi3 hou6-2) 

孖圈/孖圈/孖圈 (maa1 hyun1) 

DOUBLE 

IDEOGRAPHIC FULL 

STOP 

lower sentence 

marking 
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Based on the collections and research of Dr. Chu Siu Cheung (朱少璋/朱少璋/朱少璋), the above pair had been used 

in 1930s, but not commonly. Please see the following picture of the works of Lee Siu-wan (李少芸/李少芸/李少芸), 

which is 《归来燕/歸來燕/歸來燕》. The picture was provided by Dr. Chu, and I also added the blue and red lines to 

mark the ends of upper and lower sentences. 

 

 

As the following picture (in 1956) and the evidence of YQ2022 (in 1958) show, the usage of the above pair had been 

used commonly after 1950s in Hong Kong, and it is an efficient and convenient method to help the performers and 

readers distinguish upper and lower sentences more quickly. The following picture was also provided by Dr. Chu, and 

it is the work of Tang Ti-sheng (唐涤生/唐滌生/唐滌生), and the name is 《红楼梦/紅樓夢/紅樓夢》. According to 

TD2007 (p. 225), this is the first play of Sin Fung Ming Theatre Company (仙凤鸣剧团/仙鳳鳴劇團/仙鳳鳴劇團) which 

will be mentioned in Section 2.2. This play was adapted from one of the Four Great Classical Novels in China, Dream of 

the Red Chamber or Story of the Stone. Please read more details of this adaption in Chapter 6 of LH2018. 
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And now, this is the consensus of the practitioners and enthusiasts of Cantonese Yueju Opera and Cantonese Yuequ 

Show in Hong Kong SAR. After the reform and opening up, various cultural exchange between Guangdong and Hong 

Kong is increasing day by day, and the method of this pair is also accepted to use by more and more practitioners and 

enthusiasts in Guangdong, also in Macao. 

The double ideographic full stop has not been encoded now, so some typesetters use two characters of ideographic full 

stop (。。) to replace it, but this is one punctuation mark in fact, which is not a good behavior for digitalization. Some 

other typesetters also use U+221E (∞) and U+0038 (8) with small size to replace. Please see Appendix E for other 

confusables. We confirm the glyphs to follow the textbooks like YJ2004 and HK2017. 

During the research process, I found that the musical rules of Cantonese Yueju Opera and Cantonese Yuequ Show are 

related to other Xiqu Operas, that means it may be also useful for them in future. 

Let’s compare the preludes of three groups of rules among Cantonese Yueju Opera/Cantonese Yuequ Show, Nanning 

Yongju Opera (邕剧/邕劇/邕劇) and Haifeng Xiqinxi Opera (西秦戏/西秦戲/西秦戲). 

The first group includes Manban (《〔慢板/慢板/慢板〕) of Cantonese Yueju Opera/Cantonese Yuequ Show and Haifeng 

Xiqinxi Opera, Pingban (〔平板/平板/平板〕) of Nanning Yongju Opera. 

 

The above is used for Cantonese Yueju Opera/Cantonese Yuequ Show. (CZ2007: p. 87) 
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The above is used for Nanning Yongju Opera. (GX2002: p. 541) 

 

The above is used for Haifeng Xiqinxi Opera. (GD1996: p. 1552) 

The second group includes Kuaizhongban (〔快中板/快中板/快中板〕) of Cantonese Yueju Opera/Cantonese Yuequ 

Show, Kuai’erliu (〔快二流/快二流/快二流〕) of Nanning Yongju Opera and Kuai’erliu (〔快二六/快二六/快二六〕) 

of Haifeng Xiqinxi Opera. 

 

The above is used for Cantonese Yueju Opera/Cantonese Yuequ Show. (CZ2007: p. 148) 

 

The above is used for Nanning Yongju Opera. (GX2002: p. 543) 

 

The above is used for Haifeng Xiqinxi Opera. (GD1996: p. 1556) 

The third group includes Gunhua (〔滚花/滾花/滾花〕) of Cantonese Yueju Opera/Cantonese Yuequ Show, Sanban 

(〔散板/散板/散板〕) of Nanning Yongju Opera and Jinban (〔紧板/緊板/緊板〕) of Haifeng Xiqinxi Opera. Note that 

the Haifeng Xiqinxi Opera one is more like Yaoban (〔摇板/搖板/搖板〕) of Peking Opera, and there is no real Yaoban 

in Cantonese Yueju Opera/Cantonese Yuequ Show and Nanning Yongju Opera music.2 

 

The above is used for Cantonese Yueju Opera/Cantonese Yuequ Show. (CZ2007: p. 69; free tempo) 

 

The above is used for Nanning Yongju Opera. (GX2002: p. 522; free tempo) 

 

The above is used for Haifeng Xiqinxi Opera. (GD1996: p. 1557) 

After comparing these three groups, it is easy to know they are close, and Nanning Yongju Opera is closer to Cantonese 

Yueju Opera/Cantonese Yuequ Show than Haifeng Xiqinxi Opera (The complete research results will be made public 

in future), so there is a possibility that the proposed punctuation mark may also be applicable in their playing scripts. 

The 2018 Series HK$100 notes had been available at three note-issuing banks of Hong Kong SAR starting from 

September 3rd, 2019, please see here and here. Cantonese Yueju Opera was selected as the thematic design. Cantonese 

 
2 According to SC2007 (p. 74), Sanban and Yaoban could be treated as one thing. 

https://www.hkma.gov.hk/eng/news-and-media/press-releases/2019/09/20190902-3/
https://www.westk.hk/en/press-release/west-kowloon-cultural-district-authority-welcomes-cantonese-opera-to-be-featured-in-the-design-of-the-new-hk100-banknotes
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Yueju Opera and Cantonese Yuequ Show are not only the important traditional art forms, but also increasingly valued 

by all sectors of society. 

 

It is really useful and meaningful to encode the double ideographic full stop in UCS and Unicode as soon as possible. 

 

2.2. History 

Cantonese Yueju Opera is also called as “广府戏” (廣府戲/廣府戲)3, and there were other names as “土戏” (土戲/土

戲), “广东锣鼓剧” (廣東鑼鼓劇/廣東鑼鼓劇), “广东梆簧” (廣東梆簧/廣東梆簧), “广东梆子” (廣東梆子/廣東梆子) and 

so on. Since the formation of Cantonese Yueju Opera in the 1920s, when it truly became a kind of local Xiqu Opera, it 

has only been approximately a hundred years. (WK2019: p. 4) The local people just called it as “大戏” (大戲/大戲) 

commonly, and it's still the case now. Cantonese Yueju Opera is commonly translated as “Cantonese Opera” and “Yueju 

Opera”, but these two terms could make confusable with other Xiqu Operas, that means they are both not the best 

choices.4  Prof. Kwan Hin Cheung (张群显/張群顯/張群顯) strongly recommended one new translation form as 

“Canto-Opera” in recent years, which could be used in the concise and clear contexts. 

There are three treasures of folk performing arts in the Pearl River Delta, the other two are Cantonese Yuequ Show and 

Cantonese Music (广东音乐/廣東音樂/廣東音樂, 粤乐/粵樂/粵樂). (LT2008: p. 1) And Cantonese Yueju Opera and 

Cantonese Yuequ Show is a pair of sister arts that complement each other and develop together. (QK2020: p. 76) 

From the artistic features described by Li Diaoyuan (李调元/李調元/李調元) in his work Juhua (《剧话/劇話/劇話》), 

the main singing tune system (唱腔/唱腔/唱腔) used by the troupe was Yiyang Tune (弋阳腔/弋陽腔/弋陽腔, also 弋

腔/弋腔/弋腔) in the early stages that can be traced back, which is often called as “高腔” (高腔/高腔) commonly. 

(WK2019: p. 24) 

 
3 It is also one of the aliases of Nanning Yongju Opera. (GX2002: p. 438) 
4 The performance languages of other Xiqu Operas are (or just included) also Cantonese or other sub-dialects under Chinese Yue-dialects, 
like Anpu Baixi Opera, Shunde Dapengxi Opera, Enping Muyu Opera, Qiaotou Gui’erxi Opera, Xingye Liaoxi Opera, Cenxi Niuniangxi Opera, 
Cantonese Vernacular Shigongxi Opera and so on. The term “Yueju Opera” is also used for Shaoxing Yueju Opera. 
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In the local legend in Guangdong, the inventor of Cantonese Yueju Opera is Master Zhang Qian (张骞/張騫/張騫) who 

was proficient in Hubei Hanju Opera (汉剧/漢劇/漢劇) in the early years of Qing Dynasty. He was called as Zhang Wu 

(张五/張五/張五, the fifth child of the Zhang family), because he ranked fifth in his family; he was also called as 

Tanshou Wu (摊手五/攤手五/攤手五, a disabled man named Wu), because his left hand was somewhat disabled. 

(WK2019: p. 24) In the story of Master Zhang Qian, he was active around Capital (京师/京師/京師) during the reign 

of Emperor Yongzheng (雍正/雍正/雍正/ ᡥᡡᠸᠠᠯᡳᠶᠠᠰᡠᠨ ᡨ᠋ᠣᠪ)5 of Qing Dynasty. He fled Capital to evade pursuit by the Qing 

Court and headed south to Guangdong, settling in Foshan (佛山/佛山/佛山). He taught all the stage fashion and 

performing arts content that were popular in the north of China at that time to the Xiqu operatic players in Foshan. 

(WR2019: p. 36) So, the later researchers thought Cantonese Yueju Opera was originated in Foshan, matured in 

Guangzhou, and enriched and developed in Hong Kong. (LJ2010: p. 21) 

Bangzi Tune and Erhuang Tune emerged in Qing Dynasty, which are both “板腔体” (板腔體/板腔體). The musical 

sentence patterns are “齐言体” (齊言體/齊言體, the numbers of the basic Hanzi elements in each sentences are the 

same), which is different from some other previous Xiqu Operas (such as Kunqu Opera). Their structures in the running 

texts are composed of a pair of upper and lower sentences, and one lower sentence must follow one upper sentence, 

and another one upper sentence follows this lower sentence. (LJ2010: p. 3) Bangzi Tune had been the main singing 

tune of Cantonese Yueju Opera after the Mid-Qing Dynasty, and integrated Kunshan Tune (昆山腔/昆山腔/昆山腔) 

and Yiyang Tune as the supplementary singing tune. Erhuang Tune was added to the Cantonese Yueju Opera as the 

other main Singing Tune during the Tongzhi (同治/同治/同治/ ᠶᠣᠣᠨᡳᠩᡤᠠ ᡩᠠᠰᠠᠨ) period. It gradually became its own unique 

style after that. (GD1996: p. 41; CZ2022: pp. 174-175) 

In the big family of Cantonese Yueju Opera, the branch in the Pearl River Delta (Hong Kong and Macao even included) 

could be called as Cantonese Yueju Opera performed in (narrow defined) Cantonese region (广府粤剧/廣府粵劇/廣

府粵劇), The troupes were called as “红船班” (紅船班/紅船班), “广府班” (廣府班/廣府班), “省港班” (省港班/省港班) 

and so on. There are another two branches. One is in southeast of Guangxi, which could be called as Cantonese Yueju 

Opera performed in Guangxi (广西粤剧/廣西粵劇/廣西粵劇) and its artistic style was closer to Nanning Yongju Opera; 

the other one was born from the region of Lower Four Prefectures (下四府/下四府/下四府)6, which could be called as 

Cantonese Yueju Opera performed in the region of Lower Four Prefectures (下四府粤剧/下四府粵劇/下四府粵劇), 

and the troupes were called as “过山班” (過山班/過山班). (PX2009: p. 3) After the formation of Cantonese Yueju Opera 

performed in the region of Lower Four Prefectures, the artistic style also spread to southeast of Guangxi and Nanning, 

which also influenced Nanning Yongju Opera deeply. (LJ2010: p. 20) 

For Cantonese Yuequ Show, it was born in the Pearl River Delta in the middle and late 19th century, and its focus is still 

on singing skills and melodies, not others, that is not the same as Cantonese Yueju Opera. Since 1920s, the 

dissemination and popularization of Cantonese Yuequ Show had expanded to places overseas where Overseas Chinese 

of Guangdong nationality reside. (LT2008: p. 1) 

In the earliest stage of Cantonese Yuequ Show, the troupes were called as “八音班” (八音班/八音班). (LT2008: p. 21) 

The musical talents developed in Cantonese Yuequ Show also participated in the developments of Cantonese Yueju 

Opera and Cantonese Music. (LT2008: pp. 26-27) 

After the First Opium War, Shanghai opened up to the outside world in 1843. At the same time, a large number of 

people from Guangzhou and Zhaoqing (肇庆/肇慶/肇慶) settled in Shanghai with foreign firms heading north. The 

people are still accustomed to appreciating the Xiqu Opera of their hometown because of differences in lifestyle habits 

and dialects, that meant Cantonese Yueju Opera entered Shanghai since that time. (HW2007: p. 1) Cantonese Yueju 

Opera entered Shanghai slightly earlier than Peking Opera and started not too late, but its development was relatively 

slow just in Shanghai. (HW2007: p. 5) 

The famous Cantonese Yueju Opera artist Li Wenmao (李文茂/李文茂/李文茂), who was one of the leaders of Heaven 

and Earth Society of Guangdong (广东天地会/廣東天地會/廣東天地會), was roused to organize a team with 

Cantonese Yueju Opera artists as the backbone to hold an anti-Qing uprising by the appeal of Taiping Heavenly 

Kingdom (太平天国/太平天國/太平天國) movement in Guangzhou in July 5th, 1854 (aka 咸丰四年/咸豐四年/咸豐

四年). After the failure, Cantonese Yueju Opera was strictly prohibited from being performed in Guangzhou. Many 

artists were suppressed and slaughtered by the Qing Court. Cantonese Yueju Opera suffered from this disaster, which 

 
5 The last form in orange (#ED7D31) is for Manchu language, which is just used to show the era names of Chinese Emperors or some 
personal names in Qing Dynasty. The same color settings of terms or names are also be set in the following texts. 
6 It means Qiongzhou Prefecture, Leizhou Prefecture, Gaozhou Prefecture and Lianzhou Prefecture. 
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prompted the rapid development of 八音班 to fill the demand for cultural and entertainment activities among the 

people. Therefore, the Tongzhi period was the heyday of the development of 八音班. (LT2008: p. 23; YX2018: p. A58) 

At the same time, the performance of paying respects to the gods in the region of Lower Four Prefectures continued as 

usual, but the troupes changed the Xiqu Opera name to Peking Opera on the surface. The other method was the 

performers immediately brought out puppets to the stage after the crowd reported the situation when being searched 

by officers and soldiers during the performance, which was called as “阴阳班” (陰陽班/陰陽班) because of two 

performance situations for human beings and puppets in the same troupe. 7  At that time, the troupe signed 

performance contracts in the name of Peking Opera, but they performed Cantonese Yueju Opera in fact to accommodate 

more artists fleeing Guangzhou. (PX2009: p. 6) The troupes kept performing just with the opera synopses, also singing 

in Theater Mandarin, and their focus is on the skills of southern martial arts. (LJ2010: pp. 20-21) This situation 

continued until the eve of 1949. (PX2009: p. 6) 

On the other hand, the local Xiqu Opera troupes of Guangxi were established in Tongzheng County (同正县/同正縣/

同正縣)8 during 1857 through 1860 (aka 咸丰七年至十年/咸豐七年至十年/咸豐七年至十年). After that, they had 

extensive artistic exchanges with the Xiqu Opera troupes performed in the region of Lower Four Prefectures, so their 

singing tune arts were influenced by the region of Lower Four Prefectures and gradually assimilated with the region 

of Lower Four Prefectures. (GX2002: p. 797) 

In 1858 (aka 咸丰八年/咸豐八年/咸豐八年), the Qing Court lifted the ban of Cantonese Yueju Opera in Guangzhou. 

(LT2008: p. 27) The other story was that Kuang Xinhua (邝新华/鄺新華/鄺新華) and He Zhang (何章/何章/何章) 

successfully persuaded Yehe-Nara Ruilin (叶赫那拉·︁瑞麟/葉赫那拉·︁瑞麟/葉赫那拉·︁瑞麟/ ᠶᡝᡥᡝ ᠨᠠᡵᠠ ᡰᡠᡳ᠌ᠯᡳᠨ) who was the 

viceroy of Guangdong and Guangxi (两广总督/兩廣總督/兩廣總督) to lift the ban in 1868. (WR2019: p. 50) 

In 1895 (aka 光绪二十一年/光緒二十一年/光緒二十一年), Tongqing Tea Garden Theater (同庆茶园/同慶茶園/同慶

茶園) was officially put into use, which was the first theater dedicated to performing Cantonese Yueju Opera in 

Shanghai. From then on, Cantonese Yueju Opera had its own base area in Shanghai. The name of the theater was 

changed to Chongqing Theater (重庆戏园/重慶戲園/重慶戲園) in 1909 (aka 宣统元年/宣統元年/宣統元年), that 

was still focusing on performing Cantonese Yueju Opera as the main business. (HW2007: p. 18) 

In 1906 (aka 光绪三十二年/光緒三十二年/光緒三十二年), Zoupanzhu (走盘珠/走盤珠/走盤珠) who was one 

famous artist with Huadan (花旦/花旦/花旦) role lead the troupe to perform in Caoping (草坪/草坪/草坪), Nanning, 

Guangxi (near Beida South Road now) under Xixiangtang District (西乡塘区/西鄉塘區/西鄉塘區). They built the first 

commercial theater of Nanning in Lingtie Village (凌铁村/淩鐵村/淩鐵村) under Qingxiu District (青秀区/青秀區/青

秀區) in the next year. The troupes from Guangdong were gradually increasing their performances after that. (GX2002: 

p. 798) 

For Cantonese Yuequ Show, the main performers were changed to the blind female artists during 1862 – 1917, who 

were called “师娘” (師娘/師娘). This was the mature stage of development. (LT2008: p. 28) At the same time, 

Cantonese Yuequ Show also spread to Guangxi from Guangdong. Various amateur folk-art troupes and societies have 

been established one after another. (GX2005: p. 434) 

Before and after 1911 Revolution (辛亥革命/辛亥革命/辛亥革命), the honest revolutionary patriots formed more 

than twenty revolutionary troupes (志士班/志士班/志士班). (LJ2010: p. 175) The first rising revolutionary troupe 

was 优天社 (優天社/優天社) which was initiated to establish by Huang Luyi (黄鲁逸/黃魯逸/黃魯逸) in Macao in 

1907, and it was renamed as 优天影 (優天影/優天影) later. This troupe was a relatively pure Cantonese Yueju Opera 

troupe, but it was disbanded in 1908. And then 19 core people including one former member Chen Tiejun (陈铁军/陳

鐵軍/陳鐵軍) established 振天声剧团 (振天聲劇團/振天聲劇團) in Guangzhou, and merged with another troupe 

later to rename as 振南天 (振南天/振南天). In 1911, Chan Siu-bak (陈少白/陳少白/陳少白) lead to organize 振天

声白话剧社 (振天聲白話劇社/振天聲白話劇社) in Hong Kong, which was the first Cantonese Huaju troupe.9 A new 

term “Cantonese Vernacular Opera” (白话剧/白話劇/白話劇) was introduced to use later, that meant the new form is 

to use Cantonese to speak and sing to replace Theater Mandarin in the previous form. This action improved Cantonese 

Yueju Opera. (LJ2010: pp. 175-177) Revolutionary troupe was the artistic innovation derived from the bourgeois 

 
7 There are at least four kinds of performance role forms in Xiqu Operas, which are human beings, puppets, shadow puppets and nuo. 
According to the local legend, puppet form had appeared earlier than human being form. (PX2009: p. 35) However, the singing tunes are 
not only related to Cantonese Yueju Opera in current Southwestern Guangdong. 
8 It has been included in Fusui County, Chongzuo City, Guangxi Zhuang Autonomous Region now. 
9 Huaju is also translated to modern spoken drama in English. It is different from any kinds of Xiqu Operas in various artistic expressions. 
Cantonese and other local sub-dialect of Chinese Yue-dialects are always called Vernacular in the daily life. 
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democratic revolution during the transition from the old to the new era. In the process of development, the honest 

revolutionary patriots fully realized the importance of Cantonese and Cantonese Yueju Opera in promoting progressive 

thinking. (WK2019: p. 45) Before reforming to Cantonese as the performance language, Bangzi Tune and Erhuang Tune 

were not mixed with each other anytime, and the names of the repertoires were also distinguished as “Bangzi Opera” 

and “Erhuang Opera”; after reforming to Cantonese, the connections of singing tunes had begun to be unconstrained. 

(GD1996: p. 41) Prof. Cheung Kwan Hin found new evidence to clarify the times for using Cantonese to speak and sing 

to replace Theater Mandarin as seven stages. He mentioned the time was no later than 1923, which corresponded to 

the next paragraph here as Stage 4 in his paper. (ZQ2020: pp. 1285-1287, 1297-1298) 

In the early years of the Republic of China, the senior artists Yau Hok-chau (丘鹤俦/丘鶴儔/丘鶴儔), Shen Yunsheng 

(沈允升/沈允升/沈允升) and others had done a lot of popularization work to promote the new form of Cantonese 

Yueju Opera. The famous artists Jin Shanbing (金山炳/金山炳/金山炳), Bai Jurong (白驹荣/白駒榮/白駒榮, aka Bak 

Keui Wing) and Chu Chi-pat (朱次伯/朱次伯/朱次伯) created one new singing form as 平喉 (平喉/平喉) through 

their own artistic practices and the use of Cantonese. (GD1996: p. 52) In 1920, the name of this kind of opera had been 

confirmed as “Yueju”. (WR2019: p. 56) By the late 1930s, Cantonese Yueju Opera gradually transformed and became a 

representative theatrical style in the Cantonese spoken area. (WK2019: p. 45) 

In the 1930s, renowned Cantonese Yueju Opera artists such as Sit Kok-sin (薛觉先/薛覺先/薛覺先) and Ma Shizeng 

(马师曾/馬師曾/馬師曾 aka Ma Si-tsang) extensively drew artistic inspiration from northern and southern theatrical 

arts as well as popular film arts, elevating Cantonese Yueju Opera performances to the forefront of urban commercial 

entertainment, (WK2019: p. 48) historically known as “Sit and Ma contend for hegemony” (“薛马争雄/薛馬爭雄/薛

馬爭雄”). Kong Yu-kau (江誉镠/江譽鏐/江譽鏐, his stage name is 南海十三郎/南海十三郎/南海十三郎) also had 

begun writing performance scripts for Sit Kok-sin since 1929. (JX2010: p. 130) Their collaborative model had had a 

huge impact on future generations. 

Cantonese Yueju Opera was gradually integrating with movies. In 1913, Chinese American Film Company (华美影片公

司/華美影片公司/華美影片公司) of Hong Kong produced silent short firm Chuang Tzu Tests His Wife (《庄子试妻/莊

子試妻/莊子試妻》), which was adapted from the basic story of Cantonese Yueju Opera play 《庄周蝴蝶梦/莊周蝴蝶

梦/莊周蝴蝶梦》. This is the first film produced by a Hong Kong film company. (LL2007: p. 24, 45; DY2023: B. 1, p. 

141) It is said that this move had only been released in the USA. On October 5th, 1933, the Cantonese Yueju Opera film 

White Golden Loong (《白金龙/白金龍/白金龍》) adapted from Sit Kok-sin’s Cantonese Yueju Opera of the same name 

premiered in Shanghai, that formally announced the formation of Cantonese Yueju Opera film. (LL2007: p. 25, 78) It 

was an audio film, and the director is Runje Shaw (邵醉翁/邵醉翁/邵醉翁) who is the eldest brother of Sir Run Run 

Shaw (邵逸夫/邵逸夫/邵逸夫). The corresponding Cantonese Yueju Opera was also adapted from a 1926 American 

film The Grand Duchess and the Waiter. 

At the same time, Cantonese Music was flourishing from the early 1920s to 1936 when was before the full-scale 

outbreak of the Anti-Japanese War. (LT2005: p. 27) Lui Man Shing (吕文成/呂文成/呂文成) was one of the outstanding 

musicians. He was proficient in multiple musical instruments, and composed with high quality and high productivity, 

and also reformed Erhu (二胡/二胡/二胡) to create Yuehu (粤胡/粵胡/粵胡) which was called as Gaohu (高胡/高胡/

高胡) later. (LT2005: p. 28) 

In the 1920s and 1930s, Cantonese Yueju Opera in Guangzhou began to decline sharply. From 1932 onwards, the 

market rapidly declined until the Anti-Japanese War approached. Many famous performers from Guangzhou moved to 

Hong Kong early and based in Hong Kong. Hong Kong was gradually becoming the main market for Cantonese Yueju 

Opera in the Pearl River Delta (Hong Kong and Macao included), and expanding outward towards areas such as 

Singapore, Malaysia, Thailand and so on. (LJ2010: p. 300) 

Famous playwright Tang Ti-sheng was a pivotal figure in post-war Cantonese Yueju Opera profession of Hong Kong, 

and his rise coincided with the initial period of Hong Kong’s occupation by the Japanese army. In 1938, due to the 

occupation of Guangzhou by the Japanese army, he came to Hong Kong to search for his elder sister and joined Kok Sin 

Sing (觉先声/覺先聲/覺先聲) Troupe as a copyist, and he gained recognition and guidance from renowned playwright 

Fung Chi-fun (冯志芬/馮志芬/馮志芬).10 He had finished eight Cantonese Yueju Opera scripts successively from 1938 

through 1941. (LJ2010: pp. 351-353) His grandfather is the brother of Tang Shaoyi (唐绍仪/唐紹儀/唐紹儀) who was 

 
10 The relationship between Tang Ti-sheng and Kong Yu-kau is still unclear, but the famous movie The Mad Phoenix starred by Tse Kwan 
Ho and Poon Chan Leung makes more and more audiences prefer to believe that they are masters and disciples. These is also one TV drama 
version starred by Gilbert Lam and Kenneth Chan. Please see more details on NH2016. 
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the first Premier of the ROC; and his younger brother is Tang Guoqiong (唐国琼/唐國瓊/唐國瓊) who was his early 

Huaju scriptwriting partner when they were students. Tang Guoqiong sacrificed himself on Yimeng Mountain Area (沂

蒙山区/沂蒙山區/沂蒙山區) because of the attack by the Japanese army in 1941. 

After the Japanese Army’s occupation of Hong Kong, the story themes on Cantonese Yueju Opera became vulgarized, 

and there were also many non-Xiqu Opera elements in the performance methods. (LJ2010: p. 362; SB2005: p. 12) At 

the same time, many artists had gone to Macao to promote the flourishing of Macao in recent years. (LJ2010: pp. 362-

364) The 1930s and 1940s were the most prosperous period for the development of Cantonese Yueju Opera in Macao, 

with the emergence of local private troupes. (SB2005: p. 12) Cantonese Yueju Opera and Cantonese Yuequ Show had 

always been very popular in Macao, and even many Macanese people (土生葡人/土生葡人/土生葡人/ macaí sta)11 

were very enthusiastic about Cantonese Yueju Opera performances. (SB2005: p. 9) Later, the artists escaped to the 

region of Lower Four Prefectures, Guangxi and Southeast Asia as the war deepens. (PX2009: p. 7) 

Even though so many famous artists came to the region of Lower Four Prefectures, the theater language was still 

Theater Mandarin until the early days of the founding of PRC. (PX2009: p. 5) After 1930s, the performance 

scripts/librettos imported from Guangzhou were unable to be performed in Theater Mandarin and only to be 

performed in semi-Theater Mandarin and semi-Cantonese form. (PX2009: p. 15) The performers in the region of Lower 

Four Prefectures always used the tailored singing melodies (专腔/專腔/專腔) of the Bangzi, Erhuang Tunes and Paizi 

(牌子/牌子/牌子) to perform; other additional alterations were gradually absorbed and created with the progress of 

the times. Diaoban (〔吊板/吊板/吊板〕) is one unique rule here. (PX2009: p. 28; ZJ1987: pp. 20-22) 

On November 12th, 1940, Mak Siu Ha (麦啸霞/麥嘯霞/麥嘯霞) finished his important paper 《广东戏剧史略/廣東

戲劇史略/廣東戲劇史略》. (GD1983: p. 80) 

At the same time, Kong Yu-kau was hired to serve as a senator of the Wartime Guangdong Province Government (战时

粤省府/戰時粵省府/戰時粵省府) by General Li Hanhun (李汉魂/李漢魂/李漢魂). He officially applied to establish 

Ameliorating Institute of Cantonese Yueju Opera (粤剧改良所/粵劇改良所/粵劇改良所) and planned to recruit high 

school graduates in Shaoguan (韶关/韶關/韶關), Maoming (茂名/茂名/茂名), Meixian (梅县/梅縣/梅縣)12  and 

Zhaoqing, but he resigned shortly after due to rumors. (NH2016: p. 45, 77-78) This amelioration ended in failure. 

In October 1945, the Cantonese Yueju Opera artists returned to Hong Kong. The first one to return was Ma Shizeng. 

(LJ2010: p. 372) 

In 1947, Cantonese Yueju Opera in English formally appeared in Hong Kong. (YJ2008: p. 1309) 

For Cantonese Yuequ Show, the main performers had been changed to the sighted female artists yet during 1918 – 

1949. This is the prosperous stage of development, but the Japanese aggression still dealt a huge blow to it. (LT2008: 

p. 35) During this period, Cantonese Yuequ Show underwent three major transformations with Cantonese Yueju Opera 

together: 1) Merged into three singing forms as 子喉 (子喉/子喉), 平喉 (平喉/平喉) and 大喉 (大喉/大喉, also 霸

腔/霸腔/霸腔); 2) Changed to 真嗓 (真嗓/真嗓, also 本嗓/本嗓/本嗓) for performance to replace 假嗓 (假嗓/假

嗓, also 小嗓/小嗓/小嗓), that lead the basic tonality to C major from E major to make the singing melodies closer to 

daily life and nature, also be beneficial for protecting the performers’ throats; 3) Reformed the theater language to 

Cantonese from Theater Mandarin. (LT2008, p. 40) There were some other innovative developments. 1) Broke through 

limitations of not being able to mix connections between Bangzi and Erhuang tunes in one play. 2) Created different 

new tailored singing melodies. 3) Created Liantan Tune (恋坛/戀壇/戀壇, the original name was 恋檀郎/戀檀郎/戀

檀郎) and so new tunes. 4) Confirmed the usage of some long graceful preludes like Xiaoqu (小曲/小曲/小曲) that 

means they were treated as the stable melodies to write the lyrics to sing. 5) Incorporated to use Xiaodiao (小调/小調

/小調)13 in plenty, such as Jiangnan Xiaodiao Music (江南小调/江南小調/江南小調), instrumental music of Cantonese 

Music, Shidaiqu/pop music, foreign folk music, movie music and so on. For example, a traditional English nursery 

rhyme London Bridge Is Falling Down was used as 〔过大桥/過大橋/過大橋〕 as Xiaoqu. (LT2008: p. 43) 

Siu Ming-Sing (小明星/小明星/小明星) was one of the outstanding performers of this period, and Wong Sum Fan (王

心帆/王心帆/王心帆) was her important collaborator on the performance scripts/librettos. (LT2008: p. 50, 61) Siu 

Ming-Sing, Tsui Lau-Sin (徐柳仙/徐柳仙/徐柳仙), Cheung Yuet-Yee (张月儿/張月兒/張月兒) and Cheung Wai-fong (张

蕙芳/張蕙芳/張蕙芳) were collectively referred to as the four great masters on 平喉. (LT2008: p. 55) 

 
11 The last form in gold (#FFC000) is for Portuguese. 
12 Meixian is the home base of Chinese Hakka-dialects, and the corresponding local Xiqu Opera is Guangdong Hanju Opera traditionally. 
13 The musical term “minor scale” also uses the same Chinese translation, but they are different. 
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After the victory of the war, Cantonese Yuequ Show received the impacts by Shidaiqu (时代曲/時代曲/時代曲).14 

(LT2008, p. 38) Shidaiqu and pop music (流行音乐/流行音樂/流行音樂) share some similar contents and features, 

which was popular throughout Chinese mainland after 1940s, especially in Shanghai. (HQ2000: p. 4) During the time 

from 1937 – 1945, Shanghai was spared from the ravages of the war due to the existence of the concessions, but it was 

surrounded on all sides, that meant the region of the concessions became one “isolated island”. The earliest Shidaiqu 

is Drizzle (《毛毛雨/毛毛雨/毛毛雨》) in Shanghai, but the term was created and widely used probably in Hong Kong 

in the late 1940s. (HQ2000: pp. 12-13) 

After 1949, Cantonese Yueju Opera developed separately in Chinese mainland and Hong Kong/Macao. (LJ2010: p. 378) 

Let’s introduce the situation in Chinese mainland firstly. 

In the late 1940s, the CPC began to guide the Cantonese Yueju Opera profession to learn the principles and policies to 

reform old style Xiqu Opera. The playwright Chen Zhuoying (陈卓莹/陳卓瑩/陳卓瑩) adapted The White-Haired Girl 

(《白毛女/白毛女/白毛女》)15  to Cantonese Yueju Opera (in Hong Kong) to explore the transformation of art of 

Cantonese Yueju Opera performed in city, which was called as the first cannon sound of the Cantonese Yueju Opera 

revolution. Ouyang Yuqian (欧阳予倩/歐陽予倩/歐陽予倩)16 also published an article on Ta Kung Pao (《大公报/大

公報/大公報》, also L’Impartial) to lay the groundwork for the comprehensive rectification of Cantonese Yueju Opera 

in Guangdong Province. (WK2019: pp. 52-53) 

On April 3rd, 1951, the founding celebration of Chinese National Research Academy of Xiqu Opera (中国戏曲研究院/

中國戲曲研究院/中國戲曲研究院)17 was held in the Public Theater (大众剧场/大眾劇場/大眾劇場)18 in Dongcheng, 

Beijing. Chairman Mao personally wrote an inscription for the founding of the academy as “百花齐放，︀推陈出新”. 

(According to the display boards of the first floor in Tianleyuan Grand Theater and the fourth floor in CAAPH) 

In September 1952, the first Chinese Xiqu Opera Observation Conference was held by Central-south Region (中南区/

中南區/中南區) in Wuhan. The play named 《三春审父/三春審父/三春審父》 rehearsed by several famous artists 

like Luo Pinchao (罗品超/羅品超/羅品超), Zeng Sanduo (曾三多/曾三多/曾三多), Wen Juefei (文觉非/文覺非/文覺

非), Lang Junyu (郎筠玉/郎筠玉/郎筠玉), Lui Yuk-Long (吕玉郎/呂玉郎/呂玉郎) and so on participated in the report-

back performance. Chen Huangmei (陈荒煤/陳荒煤/陳荒煤), the vice minister of Ministry of Culture of Central-south 

Region, spoke at the symposium of Guangzhou delegation, and he put forward critical opinions. Tian Han (田汉/田漢

/田漢) also made criticisms. The actors randomly arranged three pieces of zhezixi (折子戏/折子戲/折子戲)19  to 

perform again, that received unanimous praise, and they participated in the first National Chinese Xiqu Observation 

Conference held in Beijing at the same year. (WK2019: pp. 52-53) Zhou Yang (周扬/周揚/周揚) mentioned that 

Cantonese Yueju Opera was walking towards a dangerous path at the closing ceremony. (ZL2016: p. 58) The discussion 

and criticism on 《三春审父》 became the beginning of the comprehensive reform on Cantonese Yueju Opera after 

1952. (WK2019: p. 53) 

In autumn 1953, Ouyang Yuqian finished his paper 《试谈粤剧/試談粵劇/試談粵劇》. (GD1983: p. 115) 

Guangdong Province held its first Chinese Xiqu Opera Observation Conference since December 10th, 1954. (YX2018: 

pp. A55-A56) Guangxi Province also held its first Chinese Xiqu Opera Observation Conference since August 5th, 1955, 

with 22 plays of Cantonese Yueju Opera. (YX2018: p. A67) 

In December 1955, Ma Shizeng and Hung Sin Nui (红线女/紅線女/紅線女) returned Guangzhou. In April 1956, they 

arrived in Beijing, and performed a new play Search at the Academy (《《书院院/搜書院/搜書院》) in May, which received 

unanimous recognition from the practitioners of Xiqu Opera profession. Premier Zhou highly praised Cantonese Yueju 

Opera as “南国红豆” (南國紅豆/南國紅豆) after watching this play, that meant Cantonese Yueju Opera had received 

phase achievement of the reform. (MD2015: p. 33; HX2016: p. 14; ZL2016: p. 58) 

In August 1958, Chinese National Research Academy of Xiqu Opera was relocated to No. 83 (52 currently), Dongsi 

Batiao Alley, Beijing, which is the location of CAAPH now. (According to the display boards of the fourth floor in CAAPH) 

On November 1st, 1958, Cantonese Yueju Opera Theater of Guangdong (广东粤剧院/廣東粵劇院/廣東粵劇院) was 

 
14 Shidaiqu originated from Shanghai in late 1920s and early 1930s. After being developed in the 1930s and 1940s, it spread to Hong Kong 
in the 1950s and continued to develop, that was the purest and most orthodox Shanghai-style pop music in Mandarin. This kind of Shidaiqu 
had already declined after late 1960s. (HQ2000: p. 11) 
15 The White-Haired Girl is treated as the sign of the birth of neo-opera in China. 
16 He also is one important figure in establishing the system of Cantonese Yueju Opera directors. 
17 It is one of the predecessors of Chinese National Academy of Art. 
18 The most well-known early and present names are both Tianleyuan Grand Theater. 
19 This is one term means Xiqu Opera highlight performed as independent piece. 
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founded in Guangzhou, which also organized five troupes: Zhujiang (珠江/珠江/珠江), Hongmian (红棉/紅棉/紅棉), 

Yuexiu (越秀/越秀/越秀), Wuyang (五羊/五羊/五羊) and Baiyun (白云/白云/白云).20 (YX2018: p. A118) 

In late September to October 1959, the Performance as a Tribute to the 10th Anniversary of the Founding of PRC in 

Xiqu Opera was held in Beijing, and another new play Guan Hanqing (《关汉卿/關漢卿/關漢卿》)21 was performed 

in Beijing. (YX2018: p. A129) 

In 1950s, Cantonese Yueju Opera in Zhuang language appeared in Tiandeng (天等/天等/天等/ Denhdwngj)22, Wuming 

(武鸣/武鳴/武鳴/ Vujmingz), Shanglin (上林/上林/上林/ Sanglinz) and so on of Guangxi. (YJ2008: p. 1311) 

In 1959, Cantonese Yueju Opera of Western Guangdong (粤西粤剧团/粵西粵劇團/粵西粵劇團) created and rehearsed 

a new play Cunjin Bridge (《寸金桥/寸金橋/寸金橋》) in Zhanjiang, and another new paly Longmu in Yuecheng (《悦

城龙母/悦城龍母/悅城龍母》) was also created and rehearsed at the same year.23 (PX2009: p. 44; ZJ1962) In the 

evening of February 10th, 1960, Premier Zhou watched the play Cunjin Bridge in Xiashan (霞山), Zhanjiang, and he 

gave full recognition to it. (ZJ2006: pp. 70-71) 

From March 15th to June 17th, 1960, Ma Shizeng and Hung Sin Nui participated in the research class of Chinese Xiqu 

Opera performance art held by Chinese National Research Academy of Xiqu Opera in Beijing. In this class, Ma Shizeng 

was employed as an instructor. (According to the display boards of the fourth floor in CAAPH; YX2018: pp. A142-A143) 

In 1963, a new play 《山乡风云/山鄉風雲/山鄉風雲》 was created and rehearsed in Guangzhou, which abandoned 

Xiaoqu completely, that meant Chinese and foreign pop songs had completely disappeared on the stages of Cantonese 

Yueju Opera and Cantonese Yuequ Show in Guangdong. (ZL2016: p. 59) 

In January 1971, Cantonese Yueju Opera Theater of Guangdong Province auditioned a new play Shajiabang (《沙家浜

/沙家浜/沙家浜》) which was transplanted from a Peking Opera play with the same name.24 The performance script 

was preserved as the original one written by Wang Zengqi (汪曾祺/汪曾祺/汪曾祺), Yang Yumin (杨毓珉/楊毓珉/楊

毓珉) and so on. (GD1971; WZ1965) 

For Cantonese Yuequ Show, the People’s Government also provided assistance to help it adapt to the new era in Chinese 

mainland after 1949. 

In 1952, the Quyi Show Group of Guangzhou City (广州市曲艺大队/廣州市曲藝大隊/廣州市曲藝大隊) was 

established, and its captain was Bai Jurong. This group helped the artists establish mass organizations to manage 

themselves. In 1956, the People’s Government registered the artists, and allocated special funds to add performance 

equipment and improve performance conditions for several key Cantonese restaurant (茶楼/茶樓/茶樓) in Guangzhou. 

In 1958, the Cantonese Music and Cantonese Yuequ Show Troupe of Guangdong (广东音乐曲艺团/廣東音樂曲藝團/

廣東音樂曲藝團) was founded. (GD2007: p. 27) 

In 1965, the Quyi Show Group of Wuzhou City (梧州市曲艺队/梧州市曲藝隊/梧州市曲藝隊) was founded, which was 

the first professional performance group of Cantoense Yuequ Show in Guangxi. (GX2005: p. 434) 

Let’s introduce the situation in Hong Kong and Macao secondly. The convention to distinguish upper and lower 

sentences with U+3002 (。) and *U+16FE6 ( ) had used commonly since this period, that has been mentioned in 

Section 2.1. 

In 1954, Tang Ti-sheng revised the texts for the play 《万世流芳张玉乔/萬世流芳張玉喬/萬世流芳張玉喬》. After 

that, he began to focus on studying ancient Chinese Xiqu Opera literature, and successfully adapted several well-known 

plays, such as 《《丹亭惊梦梦/牡丹亭驚夢/牡丹亭驚夢》, 《《蝶影红记 /蝶影紅梨記/蝶影紅梨記》, 《《钗记 /紫釵

記/紫釵記》, 《帝女花/帝女花/帝女花》, 《再世红梅 /再世紅梅記/再世紅梅記》 and so on. In 1956, Yam Kim 

Fai (任剑辉/任劍輝/任劍輝) and Pak Suet Sin (白雪仙/白雪仙/白雪仙) founded Sin Fung Ming Theatre Company. 

They also invited Tang Ti-sheng to cooperate closely. Later, their performances became popular and became a box 

office guarantee. (LJ2010: pp. 393-396) The theme song of 《《帝女花》 had become the most important representative 

 
20 Hongmian means bombax ceiba, which is treated as the city flower of Guangzhou City, and called as “hero tree” as well. Wuyang is also 
related to the alias of Guangzhou. 
21 This play was adapted from the Huaju version with the same name, and the original author of the Huaju performance script is Tian Han. 
22 The last form in purple (#7030A0) is the official geographic name in Zhuang. The same color settings of terms or names are also be set 
in the following texts. 
23 The stories of these two plays both took place in Guangdong. Cunjin Bridge locates in Chikan District, Zhanjiang City, and Yuecheng 
(Town) locates in Deqing County, Zhaoqing City. Longmu (Mother of Chinese Loong) is one of three major female local god beliefs in 
Guangdong, and the other two are Lady Xian and Mazu. 
24 The most original play is the Shanghai Huju Opera one with different name (WM1964), which was adapted into Peking Opera and 
inherit the different name (WZ1964). Shajiabang is a town in Changshu City, Jiangsu Province. 
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of Cantonese Yueju Opera and Cantonese Yuequ Show all around the world.25 

Tang Ti-sheng fainted in the audience on the first night of the performance on 《《再世红梅 》 in September 14, 1959. 

After being sent to the hospital, he passed away the next day at the age of 43. (LJ2010: p. 397) His passing laid the 

foundation for the decline of Cantonese Yueju Opera in Hong Kong in the following days. 

The most prominent achievement of Cantonese Yueju Opera in Hong Kong was the flourishing of Cantonese Yueju 

Opera Film. (WK2019: p. 56; DY2023) In the mid to late 1960s, the filming of Cantonese Yueju Opera Film gradually 

declined. During this period, 515 Cantonese Yueju Opera films were produced. (WK2019: p. 58) The specific characters 

for spoken Cantonese were used on the captions of these films, and many of them have not been encoded. I once 

mentioned this in IRG N2646. I plan to collect and explain them in future. 

After the 1960s, pop music and movie had a huge impact on Cantonese Yueju Opera in Hong Kong. Pop music and 

movies meant more modern and urbanized to attract more young people. 

In 1964, the Beatles performed in Hong Kong, which brought about a huge impact. (HZ1990, p. 8, 65) The previous 

Cantonese songs were just derived from Cantonese Yuequ Show music before. (HZ1990, p. 8, 65) In April 1972, Sam 

Hui (许冠杰/許冠傑/許冠傑) composed and sang a new song, and it was renamed as 《铁塔凌云/鐵塔凌雲/鐵塔凌

雲》 and included into his first album in 1974. This song was treated as the first original Cantonese pop song in Hong 

Kong. (GD2019, p. 402) Since then, the pursuit of writing lyrics had become that one Hanzi element corresponded to 

only one scale as much as possible. (HZ2020: p. 201) 

In 1973, Cantonese movie was revived again in Hong Kong, but these movies were not related to Cantonese Yueju Opera. 

Chor Yuen’s (楚原/楚原/楚原) Cantonese comedy film The House of 72 Tenants (《七十二家房客/七十二家房客/七十

二家房客》) produced by Shaw Brothers broke the box office record in Hong Kong at that time. The success of this 

movie had sparked another wave of Cantonese film production in the Hong Kong film industry dominated by Mandarin 

film. (DY2023: B. 7, pp. 67-68) 

There were not its own professional Cantonese Yueju Opera troupes for a long time in Macao, but there were numerous 

amateur troupes composed of fans. (SB2005: p. 12) 

In 1978, Wu Guocai (吴国材/呉國材/呉國材) inspired by Cantonese pop music in Hong Kong to compose the first 

Cantonese pop song 《星湖荡舟/星湖蕩舟/星湖蕩舟》 in Guangdong, which was cooperated with Cai Yanfen (蔡衍

棻/蔡衍棻/蔡衍棻). (GD2019, p. 403) 

After March 1979, the exchange of Cantonese Yueju Opera among Guangdong, Hong Kong and Macao had restored the 

Cantonese Yueju Opera performance market that had been blocked for many years. (WK2019: p. 58) 

A new play 《昭君公主/昭君公主/昭君公主》 created and rehearsed in Guangdong in 1980 broke the shackle to use 

Xiaoqu in the singing melodies. This play used a new composed Xiaoqu named 《长相知/長相知/長相知》. (ZL2016: 

p. 60) 

Since 1990, a new performance form in Western Guangdong had been moving towards prosperity. This form was called 

as “春班” (春班/春班) which meant the specific performances related to Chinese New Year festival and some similar 

local festivals in the countrysides. This form made the urban performance gradually decline. (PX1997: p. 21) 

In December 1990, the first International Cantonese Yueju Opera Festival of Guangzhou (羊城国际粤剧节/羊城國際

粵劇節/羊城國際粵劇節)26 was held, which was called as the Olympic Games of Cantonese Yueju Opera profession. 

(JJ2019: p. 7) 

In March 2000, Chinese Theatre Circle (敦煌剧坊/敦煌劇坊/敦煌劇坊) launched their first Cantonese Yueju Opera 

play Madam White Snake (《白蛇新传/白蛇新傳/白蛇新傳》) in English in Singapore. In August 2001, they launched 

their first Cantonese Yueju Opera play in Malay with the same name, but there were two pieces of zhezixi. (According 

to the official website) 

For Cantonese Yuequ Show, many different organization forms had developed, the most common forms are traditional 

私伙局 (私伙局/私伙局) and commercial Quyi Show society. The number of commercial Quyi Show societies was the 

highest in Shenzhen. (LT2008: pp. 100-101) After 21st century, Cantonese Yueju Opera and Cantonese Yuequ Show 

were both the core content of the performances in Temple Street of Hong Kong SAR. (QK2020: pp. 73-74) Please read 

FX2016 to know the situations in Western Guangdong. 

On July 16th, 2004, the first Cantonese Yueju Opera Animation Film 《刁蛮公主戆驸马/刁蠻公主戇駙馬/刁蠻公主戇

 
25 This song is used as the representative song of Cantonese Yueju Opera in Overseas Chinese History Museum of China, and it is called as 
one of the provincial songs of Guangdong by the local young people. 
26 Current name is Cantonese Yueju Opera Festival of Guangzhou. 

https://www.unicode.org/irg/docs/n2646-CaptionsSubtitles.pdf
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駙馬》 was released.27 (JJ2019: p. 55) 

In December 2004, the first primary school textbook on Cantonese Yueju Opera in Hong Kong SAR was published. 

(YJ2004) 

In 2006, Cantonese Yueju Opera was successfully listed in the first batch of national ICH representative projects. 

(YY2007: pp. 388-389) 

Cantonese Yueju Opera Dictionary (《粤剧大辞典/粵劇大辭典/粵劇大辭典》) was published in November 2008. 

(YJ2008) 

On September 30th, 2009, Cantonese Yueju Opera was successfully listed in Lists of Intangible Cultural Heritage 

obtained and released by UNESCO.28 This is the second Chinese Xiqu Opera art of Han people to receive this honor 

after Kunqu Opera. (WK2019: p. 3) 

In 2011, Cantonese Yuequ Show was successfully listed in the third batch of national ICH representative projects. 

(WW2012: pp. 216-217) 

In 2016, Cantonese Yueju Opera Art Museum (粤剧艺术博物馆/粵劇藝術博物館/粵劇藝術博物館) was completed 

and open to the public in Guangzhou. The specific address is located at Yongqing Fang of Xiguan Historical Cultural 

District, Enning Road, Liwan District (荔湾区恩宁路西关历史文化街区永庆坊/荔灣區恩寧路西關歷史文化街區永慶

坊/荔灣區恩寧路西關歷史文化街區永慶坊). (YJ2017) 

On June 29th, 2017, Chairman Xi watched one piece of zhezixi of 《钗记 》 performed by a pair of child actors in 

West Kowloon Cultural District (西九文化区/西九文化區/西九文化區), Hong Kong SAR. He believed that there were 

successors to Cantonese Yueju Opera in Hong Kong SAR, which also demonstrated the tenacious vitality of excellent 

traditional Chinese cultures. He hoped that everyone would cherish the current opportunities, study hard, exchange 

and learn from their counterparts in Chinese mainland, and contributed to the inheritance of excellent traditional 

Chinese culture by offering wonderful performances for Cantonese Yueju Opera enthusiasts. (According to General 

Secretary Xi Jinping’s Series of Important Speeches Database, also this page) 

In 2017, the second primary school textbook on Cantonese Yueju Opera in Hong Kong SAR was published. (HK2017) 

On the afternoon of October 24th, 2018, General Secretary Xi successively inspected Yongqing Fang and Jinan 

University (暨南大学/暨南大學/暨南大學)29  in Guangzhou. He had a cordial conversation with Cantonese Yueju 

Opera fans, hoping that they would inherit and promote Cantonese opera well in Cantonese Yueju Opera Art Museum. 

(According to General Secretary Xi Jinping’s Series of Important Speeches Database) 

In April 2019, the first set of primary school textbooks on Cantonese Yueju Opera in Guangzhou City was published. 

(HW2019; JJ2019) 

On May 20th, 2021, a new Cantonese Yueju Opera film White Snake (《白蛇传·︁情/白蛇傳·︁情/白蛇傳·︁情》) was 

released nationally, and topped the box office of Cantonese Yueju Opera film on May 23th. The online version was 

released in Bilibili on October 10th and received rave reviews soon. (BS2022: p. 177) 

In December 2023, Encyclopedia of Chinese Cinema (《中国电影大典/中國電影大典/中國電影大典》) was published. 

Many Cantonese Yueju Opera artists and playwrights were included as film practitioners. (DY2023) 

Throughout the entire development process of Cantonese Yueju Opera and Cantonese Yuequ Show, so many art schools 

are accepted by the audiences. Appendix D shows different art schools, and Appendix F shows the distributions of 

Cantonese Yueju Opera/Cantonese Yuequ Show and Chinese Yue-dialects in China. 

Cantonese Yueju Opera and Cantonese Yuequ Show also spread to Southeast Asia (especially in Singapore, Malaysia 

and Vietnam), North America, Central America, Oceania, Europe (France, UK, Netherlands, Belgium, Germany, 

Switzerland and so on), Africa (especially in South Africa) and so on. (YJ2008: pp. 1081-1122) 

 

2.3. Usage 

Chinese Xiqu Opera music (戏曲音乐) includes singing and instrumental music, and singing is the main body of them. 

Commonly, singing is needed to develop the melody based on the texts of performance scripts/librettos for some rules. 

Different types of developing rules have different formats on the relationships between text and melody. Prof. Lu 

Yingkun (路应昆) divided them into four different types as below. (LY2018: p. 11) 

 
27 The corresponding Cantonese Yueju Opera play with the same name was adapted from The Taming of a Shrew written by William 
Shakespeare, and there was also one related modern play. 
28 The registered English name is “Yueju opera” for UNESCO, and the official registered number is 203. 
29 IRG #65 meeting was held in the College of Chinese Language and Culture of Jinan University. 

https://jhsjk.people.cn/article/29372605
https://jhsjk.people.cn/article/29372605
https://jhsjk.people.cn/article/32458108
https://jhsjk.people.cn/article/30363600
https://www.unicode.org/irg/docs/n2826-Recommendations.pdf#page=7
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 长短句 齐言 
大戏 曲牌体 板腔体 

小戏 小曲体 上下句体 

This classification method is extended by the previous method (only two types as 曲牌体 and 板腔体), and I basically 

agree. Note that I also feel the term 上下句体 here is not the best one, but I will keep it in this document until I can 

classify them more clearly in future. 

The main body of Cantonese Yueju Opera music belongs to 板腔体, but 上下句体 and 小曲体 are also used. As 

Section 2.1 shows, Cantonese Yuequ Show music is the same as Cantonese Yueju Opera music, that means it includes 

Cantonese Yuequ Show music when I wrote Cantonese Yueju Opera music in the following texts. 

Bangzi-Erhuang Tune (梆黄) is one mixed tune of Bangzi Tune (梆子腔) and Erhuang Tune (二黄腔), which is the main 

body of Cantonese Yueju Opera music. Appendix A shows other Xiqu Operas related to this type of tune and their aliases. 

In the texts of performance scripts/librettos for Bangzi-Erhuang Tune, there are several pairs of upper sentences (上

句) and lower sentences (下句). The upper sentence requires the tone of the last compulsory Hanzi element (正字) 

must be oblique tone (仄声), and the lower sentence requires the tone of the last compulsory Hanzi element must be 

level tone (平声). In current general rules of punctuation of Cantonese Yueju Opera, U+3002 (。) follows upper sentence, 

and the suggested punctuation mark ( ) follows lower sentence, which will be easier to know how to sing for the 

readers and the performers. 

In fact, the first sentence could be upper or lower sentence in a singing section; if the first one is upper one, the second 

one must be lower one; if the first one is lower one, the second one must be upper one. However, the first sentence 

must be upper one in one act, and the last sentence must be lower one in one act. The following two examples will 

show how to use the pair of punctuation marks to develop the singing melodies. 

Let me give the first example as follows. 

(1) The following libretto is cited from 《书院院》. (YZ1957: p. 38; HJ1957: p. 37; SH2014: p. 21; minor change) 

〔快慢板〕 事有因，︀情可恕，︀老师，︀息怒。 

 问良心，︀如朗月，︀不染，︀尘污  

When the readers or the performers read the above text, they will know the first sentence is upper sentence and the 

second sentence is lower sentence by the punctuations (“。” and “ ”) clearly, quickly and easily. And, the final Hanzi 

elements of two sentences rhyme; please read YZ2007 to get the details of rhyme in Cantonese. 

The basic beat rule of 〔快慢板〕 is shown below. 

 

Note that the tones of ⑥, ⑧ (even ③) should be level tone in upper sentence, but oblique tone in lower sentence; 

the tone of ⑩ must be oblique tone in upper sentence, but level tone in lower sentence. 

The analysis of the tone types (调类) of the giving text is shown below. 

Part 1 Part 2 Part 3 Part 4 

① ② ③ ④ ⑤ ⑥ ⑦ ⑧ ⑨ ⑩ 

事 有 因 情 可 恕 老 师 息 怒 

阳去 阳上 阴平 阳平 阴上 阴去 阳上 阴平 上阴入 阳去 

问 良 心 如 朗 月 不 染 尘 污 

阳去 阳平 阴平 阳平 阳上 下阳入 上阴入 阳上 阳平 阴平 

(2) In the original libretto, this section is sang by the role named Zhang Yimin (张逸民), so it is suitable for 平喉. 

LY1958 shows one example of the melody below. (p. 5; minor change) Note that the recording mode is movable do, and 

平喉正线 means 𝟭 = c¹ (aka C5 of SPN). 
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If we just use the above melody to sing the text, the listening result may not sound pleasant, and the prospective 

audiences can easily lead to misunderstandings. As HK2017 shows, there is not one fixed melody for each one rule of 

Bangzi-Erhuang Tune. (p. 37) The actual singing melody should match the tone values of the compulsory and optional 

Hanzi element (正字和衬字). This method is called as “问字𫽋声” in Cantonese, and it is also called as “依字行腔” (the 

most common term), “以字行腔”, “问字取音”, “问字𫽋音” and so on. Note that it is not the same as the term “倚声填词”, 

which is not the topic in the this document. Prof. Ying Shangneng (应尚能) also provide a stable term “以字行腔” with 

the other meaning. (YS1981) Dr. Han Shujun (韩菽筠) clearly clarified that the term “以字行腔” is different from the 

most common term “依字行腔” in Chinese Xiqu Opera. She wrote that the former one is the vocal method, which 

focuses on exploring the issues on the initials (声母) and finals (韵母) especially in modern Chinese; the latter one is 

the rule to establish and develop the singing melodies, which focuses on exploring the issues on the tones. (HS2019: p. 

184; HS2026: p. 224) Further in-depth research on the former one of Cantonese Yueju Opera is still needed, and Prof. 

Liu Xiuyong (刘秀颙) once mentioned her teacher, Prof. Ying, mentioned the vocal method of Hung Sin Nui was not 

totally the same as his. (HS2026: p. 321)30 

For the Putonghua songs, the relationship between the musical pitch and the tone value of the Hanzi element is not 

consistent, and not necessarily for the prospective audiences. Nevertheless, some researchers still have proposed some 

explanations as references. (YS1957; YY1983: p. 121) This is not only one solution for Putonghua songs. 

 

However, in Cantonese Yueju Opera music and later Cantonese pop music, the relationship between the musical pitch 

and the tone value of the Hanzi element is consistent, and the acceptance level of the relationship has been deeply 

rooted for the native speakers. Some researchers have provided several explanations. Mr. Wong Chi Wah (黃志華) 

mentioned one effective method below. (HZ2024: p. 41; minor change) If the readers of this document want to get an 

intuitive feeling, you could watch a film called The Lyricist Wannabe (《填詞 L》, 2023). 

Tone 
Representative Character 

Mode A Mode B 

1: 阴平, 上阴入 

2: 阴上, 新入 
三 尖 

3: 阴去, 下阴入 

5: 阳上 
四 亢 

6: 阳去, 阳入 二 下 

4: 阳平 〇 沉 

Mode A is provided by Mr. Wong, and Mode B is used as a tradition of native speakers.31 Please also see more details 

in CS2001 (pp. 31-53). 

On the other hand, the final scales (落音) of different part are prescribed, and the final scales of upper and lower 

sentences are 𝟮 and 𝟭. 

(3) For other Xiqu Operas mentioned in Appendix A, the string rules (正线, 正调) of the main Huqin (胡琴) of Bangzi 

or Xipi Tune (梆子, 西皮) is la-mi (士工 or 四工), but it is sol-re (合尺) as the same as Erhuang Tune (二黄) in 

 
30 The theory of Prof. Ying is just based on the research on the phonological system of Putonghua (Modern Chinese), and he distinguished 
five kinds of phonological elements in one syllable. I provide some analysis for Cantonese based on YS1981, HS2019 and HS2026 in 
Appendix C. 
31 CK2015 translated the representative characters of Mode B as SHARP, HIGH, LOW and DEEP, and Table 14 of CK2015 shows different 
types of tone-melody match mechanisms. 
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Cantonese Yueju Opera. There is the inevitable reason here, and I have plan to write a paper to study this situation 

when I have chance. So, the reversed rule (反线, 反调) is do-sol (上六), not re-la (尺五). (ZK1958: p. 7; ZK1977: p. 7; 

CJ2008: p. 28; MX2013: p. 12, 16) 

 

ZK1958, p. 7 

After the above analysis, we can get the following melody. 

 

Let me give the second example as follows. 

The following libretto is cited from 《碎銮舆》. (LB2019: p. 45) 

〔慢板〕 缓(步)下(青)阶，︀躬(身忙)下拜，︀(何事)纾尊降贵，︀(亲自)造访，︀衙堂  

 夜初更，︀韶乐奏，︀(禁宫)歌舞鱼龙，︀(你应该)承恩，︀(侍奉)主上。 

When the readers or the performers read the above text, they will know the first sentence is lower sentence and the 

second sentence is upper sentence by the punctuation marks (“ ” and “。”) clearly, quickly and easily. The Hanzi 

elements in the brackets are the optional Hanzi elements (衬字, aka 擸字 in Cantonese), and the Hanzi elements in 

red belong to the additional part (加顿, 活动顿). Therefore, the analysis of the element locations of the giving text is 

shown below. 

Part 1 Part 2 Part 3 Part 4 

① ② ③ ④ ⑤ ⑥ ⑦ ⑧ ⑨ ⑩ 

缓 下 阶 躬 下 拜 造 访 衙 堂 

阳去 阳去 阴平 阴平 阳去 阴去 阴去 阴上 阳平 阳平 

夜 初 更 韶 乐 奏 承 恩 主 上 

阳去 阴平 阴平 阳去 阳入 阴去 阳平 阴平 阴上 阳去 

On the other hand, there are other local tunes like Nanyin (〔南音〕), Longzhou (〔龙舟〕), Muyu (〔木鱼〕) and so 

on in Cantonese Yueju Opera, which are related to “上下句体 ” mentioned by Prof. Lu Yingkun. The proposed 
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punctuation mark could also be used for them. Note that CS2021, CS2022 and CS2025 didn’t use it on these rules. 

Different researchers and practitioners have different comments on the issue of how to distinguish upper and lower 

sentences in these local tunes. This document would not intervene in the debate for the time being, but the undisputed 

fact is the proposed punctuation mark could (not must) be used for them. 

I showed one of the basic beat rules of the main part (正文) of Nanyin Tune below. 

 

In the main part of Nanyin, the tone of the last compulsory Hanzi element of the first lower sentence must be Yin-Level 

Tone (阴平, Tone 1), and the one of the second lower sentence must be Yang-Level Tone (阳平, Tone 4), but the 

proposed punctuation mark could follows both of them. 

We could also find the above basic beat rule is similar to the one of the basic part of Youban (〔悠板〕) in Zibo Wuyinxi 

Opera (五音戏). (XH1981; HS2012) 

 

However, other rules of Youban are different from Nanyin (especially the melody developing method), so the singing 

melodies are also different, and the proposed punctuation mark is not needed in Zibo Wuyinxi Opera. 

The rules and the analysis methods in this sub-section are summarized from the books of CZ1952, LY1957, LY1958, 

GZ1978, SW1979, ZF1979, CZ1984, CS1991, LG1996, SD1996, PJ1998, CS1999, GD1999, HS1999, LY2001, CJ2002, 

HD2004, CY2006, CZ2007, HZ2007, CZ2010, SH2014, LJ2016, HK2017, LB2019, WM2019 and YJ2020. We also need 

to know, the same texts of performance scripts/librettos will lead to different melodies by different rules and 

performers. Please see the comparations in Appendix B. After the above analysis, we can know that it will make it 

confusable to use only one punctuation mark at the end of the sentences. 

 

 

3. Evidence 

In this section, I show different forms for the proposed punctuation mark, which will help the reviewers and the 

potential typedesigners to understand it better. 

There are nine types of forms in the following pieces of evidence: 1) horizontal corner-justified form, 2) horizontal 

centered form, 3) vertical corner-justified form, 4) vertical centered form, 5) replaced horizontal corner-justified form, 

6) replaced horizontal centered form, 7) replaced vertical corner-justified form, 8) replaced vertical centered form and 

9) replaced vertical centered form in horizontal layout. 
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3.1. Horizontal corner-justified form 

 

CS2001, p. 21 
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CS2001, p. 24 
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3.2. Horizontal centered form 

 

CS2001, p. 14 
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CS2001, p. 15 
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CS2007, p. 52 
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CS2007, p. 53 
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HK2017, p. 45 
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HK2017, p. 48 
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3.3. Vertical corner-justified form 

 

YQ2022, p. 7 (This performance script was finished in October 1958 according to TD2007, p. 226) 
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3.4. Vertical centered form 

 
ZS1974, p. 1 
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TJ1981, p. 22 
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TJ1981, p. 23 
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CS1993, p. 2 
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CS1993, p. 3 
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CS1993, p. 8 
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HT1995, p. 35 
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YJ2004, p. 89 
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YJ2004, p. 90 
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YJ2004, p. 91 

 

 

CS2007, p. 62 
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CS2007, p. 79 

 

 

CS2007, p. 94 
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CS2007, p. 95 
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LM2014, p. 19 
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LM2014, p. 36 
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LM2016, p. 86 
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HK2017, p. 94 

 



49 
 

 

WW2022, p. 137 
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WW2022, p. 150 
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CS2021, p. 142 
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CS2021, p. 290 
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CS2022, p. 66 
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CS2022, p. 184 
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CS2025, p. 154 
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CS2025, p. 292 
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3.5. Replaced horizontal corner-justified form 

 

TD2007, p. 9 
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TD2007, p. 64 
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TD2007, p. 89 
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TD2007, p. 149 

Note: The punctuation mark after “三分力” should be “，︀” not “。”, which is one editorial error of this book. 
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TD2007, p. 168 
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3.6. Replaced horizontal centered form 

 

LS2017, p. xxv 
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LS2017, p. 96 

Note: The second proposed punctuation mark corresponds to the final Hanzi element “身” not “唧”. 
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3.7. Replaced vertical corner-justified form 

 

LJ2007, p. 8 
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Note: The performance language mentioned here could not be Cantonese but Theater Mandarin according to the rhyme 

rule of the final Hanzi elements. For the replaced vertical corner-justified form, this is only one example I have found, 

so I keep it for reference. 

 

3.8. Replaced vertical centered form 

 

LJ1993, p. 108 
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WW2022, p. 151 
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MH2023, p. 225 
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CJ0000, p. 2A 
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CZ0000, p. 2 

Note: In 〔乙反南音〕, the proposed punctuation mark only follows the final Hanzi element with yang-level tone. The 

final Hanzi elements with yin-level tone are followed by “。” and the ones with oblique tone are followed by “，︀”. I list 

all the rhyming final Hanzi elements here as 堅 (1), 綿 (4), 願 (6), 捐 (1), 變 (3), 言 (4). The numbers followed 

by the final Hanzi elements mean the tone numbers of Cantonese. 
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FW0000, p. 1 
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FZ0000, p. 11A 
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SW0000, p. 2 
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XZ0000, p. 7B 
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3.9. Replaced vertical centered form in horizontal layout 

 

HS1999, p. 40 
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HS1999, p. 93 
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HS1999, p. 206 
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LJ2016, p. 97 
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Appendix A 

List of Xiqu Operas related to Bangzi-Erhuang Tunes 

 

This appendix is compiled from FG2000 and LY2018 with some additions. Maybe it is still not complete. 

Xiqu Opera Province Bangzi Erhuang 

京剧 

Peking Opera 

北京 

Beijing 

西皮 

Xipi Tune 

二黄 

Erhuang Tune 

上党梆子 (皮黄) 

Shangdang Bangzi Opera (Xipi-Erhuang Tune) 

山西 

Shanxi 

西皮 

Xipi Tune 

二黄 

Erhuang Tune 

婺剧 (徽戏) 

Jinhua Wuju Opera (Huixi Tune) 

浙江 

Zhejiang 

西皮 

Xipi Tune 

二簧 

Erhuang Tune 

瓯剧 (徽戏) 

Wenzhou Ouju Opera (Huixi Tune) 

西皮 

Xipi Tune 

二簧 

Erhuang Tune 

和剧 (徽戏) 

Pingyang Heju Opera (Huixi Tune) 

西皮 

Xipi Tune 

二簧 

Erhuang Tune 

台州乱弹 (徽调) 

Taizhou Luantan Opera (Huidiao Tune) 

西皮 

Xipi Tune 

二簧 

Erhuang Tune 

徽剧 

Anhui Huiju Opera 

安徽 

Anhui 

西皮 

Xipi Tune 

二簧 

Erhuang Tune 

闽西汉剧 

Western Fujian Hanju Opera 

福建 

Fujian 

西皮/北路 

Xipi Tune/ 

Beilu Tune 

二黄/南路 

Erhuang Tune/ 

Nanlu Tune 

赣剧 (乱弹) 

Jiangxi Ganju Opera (Luantan Tune) 江西 

Jiangxi 

西皮 

Xipi Tune 

二凡 

Erfan Tune 

宜黄戏 

Yihuang Yihuangxi Opera 

西皮 

Xipi Tune 

二凡 

Erfan Tune 

汉剧 

Wuhan Hanju Opera 

湖北 

Hubei 

西皮 

Xipi Tune 

二簧 

Erhuang Tune 

湘剧 (弹腔) 

Changsha Xiangju Opera (Luantan Tune) 

湖南 

Hunan 

北路 

Beilu Tune 

南路 

Nanlu Tune 

衡阳湘剧 (弹腔) 

Hengyang Xiangju Opera (Luantan Tune) 

北路 

Beilu Tune 

南路 

Nanlu Tune 

祁剧 (弹腔) 

Qiyang Qiju Opera (Luantan Tune) 

北路 

Beilu Tune 

南路 

Nanlu Tune 

辰河戏 (弹腔) 

Huaihua Chenhexi Opera (Luantan Tune) 

北路 

Beilu Tune 

南路 

Nanlu Tune 

常德汉剧 (弹腔) 

Changde Hanju Opera (Luantan Tune) 

北路 

Beilu Tune 

南路 

Nanlu Tune 

荆河戏 (弹腔) 

Lixian Jinghexi Opera (Luantan Tune) 

北路 

Beilu Tune 

南路 

Nanlu Tune 

巴陵戏 (弹腔) 

Yueyang Balingxi Opera (Luantan Tune) 

北路 

Beilu Tune 

南路 

Nanlu Tune 

粤剧 

Cantonese Yueju Opera 

广东 

Guangdong 

梆子 

Bangzi Tune 

二黄 

Erhuang Tune 

广东汉剧 

Guangdong Hanju Opera 

西皮 

Xipi Tune 

二簧 

Erhuang Tune 

西秦戏 (正线) 

Haifeng Xiqinxi Opera (Zhengxian Tune) 

梆子 

Bangzi Tune 

二番 

Erfan Tune 

西秦戏 (皮黄) 

Haifeng Xiqinxi Opera (Xipi-Erhuang Tune) 

西皮 

Xipi Tune 

二黄 

Erhuang Tune 
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Xiqu Opera Province Bangzi Erhuang 

桂剧 

Guilin Guiju Opera 

广西 

Guangxi 

北路 

Beilu Tune 

南路 

Nanlu Tune 

邕剧 

Nanning Yongju Opera 

北路 

Beilu Tune 

南路 

Nanlu Tune 

丝弦剧 

Binyang Sixianju Opera 

北路 

Beilu Tune 

南路 

Nanlu Tune 

川剧 (胡琴) 

Sichuanese Chuanju Opera (Huqin Tune) 

四川 

Sichuan 

西皮 

Xipi Tune 

二黄 

Erhuang Tune 

滇剧 

Yunnan Dianju Opera 

云南 

Yunnan 

襄阳 

Xiangyang Tune 

胡琴 

Huqin Tune 

汉调二簧 

Ankang Handiao Erhuang Opera 

陕西 

Shaanxi 

西皮 

Xipi Tune 

二簧 

Erhuang Tune 

北管戏 (新路) 

Taiwanese Beiguanxi Opera (Xinlu Tune) 

台湾 

Taiwan 

西皮 

Xipi Tune 

二黄 

Erhuang Tune 

 

Note 1: There are also other similar punctuation symbols used in Western Fujian Hanju Opera and Guangdong Hanju 

Opera, maybe I will submit them in future. 

Note 2: Some rules in Luoluo Tune of Fuzhou Minju Opera (闽剧啰啰腔) are derived from Bangzi or Erhuang Tune, but 

the usages and the develop methods are the same. 
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Appendix B 

Relationship between singing melodies and lyrics for different kinds of music 

 

In this appendix, we will compare three groups of texts in different kinds of music, especially in several kinds of Xiqu 

Opera music. 

 

1. Compared with Peking Opera and Guangdong Hanju Opera 

The text shared for Peking Opera (京剧) and Guangdong Hanju Opera (广东汉剧) is shown below. Note that the tones 

of the final Hanzi element of upper sentence may not be the oblique tone in these two Xiqu Operas. In this case, the 

tone of 人 is yang-level tone (阳平) which belongs to the level tone. 

〔西皮慢板〕 Peking Opera Guangdong Hanju Opera 

Upper 我本是，︀卧龙岗，︀散淡的人。 

Lower 凭阴阳，︀如反掌，︀保定乾坤。 》阴阳，︀如反掌，︀保定乾坤。 

It is easy to know that there is only one different Hanzi element (in red) between two Xiqu Operas, but there are greater 

differences between the two final singing melodies. 

 

1.1. Upper sentence 

The singing melody of upper sentence of Peking Opera one is shown below. (CB2010: p. 22) 

 

 

The singing melody of upper sentence of Guangdong Hanju Opera one is shown below. (QH2011, p. 322; minor change) 

 

The locations of the Hanzi elements 淡 and 的 are different in two melodies, and the Guangdong Hanju Opera one 

matches the rule more. And the final scales are also the same (𝟮). The last Hanzi element only occupies only one 

measure in Guangdong Hanju Opera one, but three measures in Peking Opera one in this case.  
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1.2. Lower sentence 

The singing melody of lower sentence of Peking Opera one is shown below. (CB2010: p. 23) 

 
 

The singing melody of lower sentence of Guangdong Hanju Opera one is shown below. (QH2011, p. 322; minor change) 

 
The locations of all the Hanzi elements are very similar; the one of 乾 are not totally the same, and the Peking Opera 

one matches the rule more. And the final scales are also the same (𝟭). 

 

2. Compared with Peking Opera, Gulin Guiju Opera, Cantonese Yueju Opera, Changsha Huaguxi Opera and 

Shanghai Huju Opera 

The text is shown below, but I used the Cantonese Yueju Opera form. (WZ1965: p. 8, minor change) 

Upper 朝霞，︀映在，︀阳澄湖上。 

Lower 芦花放，︀稻谷香，︀岸柳，︀成行  

Different Xiqu Operas selected different rules to develop their singing melodies. 

Peking Opera (京剧) Xipi Yuanban (西皮原板) 2/4 

Guilin Guiju Opera (桂剧) Beilu Kuai-Sanyan (北路快三眼) 4/4, but recorded as 2/4 

Cantonese Yueju Opera (粤剧) Bangzi Manban (梆子慢板) 4/4 

Changsha Huaguxi Opera (长沙花鼓戏) Shizidiao (十字调) 4/4 

Shanghai Huju Opera (沪剧) Sansong (三送) 2/4 

As Appendix A shows, the rules used in Peking Opera, Guilin Guiju Opera and Cantonese Yueju Opera are relevant. Mr. 

Ouyang Juewen and Mr. Bo Zaiting once mentioned how they selected a new rule to transplant the text and develop the 

singing melody for Changsha Huaguxi Opera. (HG1976: pp. 38-42) 
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2.1. Upper sentence 

The singing melody of upper sentence of Peking Opera one (Version 1) is shown below. (WZ1965: p. 72; 12 measures) 

 

 

The singing melody of upper sentence of Peking Opera one (Version 2) is shown below. (JJ1970: p. 12; 12 measures) 

 

 

The singing melody of upper sentence of Guilin Guiju Opera one is shown below. (GJ1972: p. 10; 13 measures) 
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The singing melody of upper sentence of Cantonese Yueju Opera one (Version 1) is shown below. (GD1971: p. 11; 5 

measures) 

 

Note that this is one sentence of seven Hanzi elements with one additional, but this form is not the inherited traditional 

form in Cantonese Yueju Opera, but the performers or musician could make it adapt here like the development method 

in Peking Opera. 

 

The singing melody of upper sentence of Cantonese Yueju Opera one (Version 2) is shown below. (GD1974: p. 11; 8 

measures) 

 

Note that Version 1 occupies 5 measures, and there are 3 more measures for Version 2 than it. In fact, the basic pitches 

of two Hanzi elements 阳澄 are different, but they share the same tones, that means it is still acceptable. 

 

The singing melody of upper sentence of Changsha Huaguxi Opera one is shown below. (OJ1975: p. 8; 4 measures) 
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The singing melody of upper sentence of Shanghai Huju Opera one is shown below. (HJ1975: p. 7; 13 measures) 

 

 

2.2. Lower sentence 

The singing melody of lower sentence of Peking Opera one (Version 1) is shown below. (WZ1965: p. 72; 9 measures) 

 

 

The singing melody of lower sentence of Peking Opera one (Version 2) is shown below. (JJ1970: p. 13; 9 measures) 

 

 

The singing melody of lower sentence of Guilin Guiju Opera one is shown below. (GJ1972: p. 10; 8 measures) 

 
Note that the location of the first Hanzi element was advanced by half a beat. 
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The singing melody of lower sentence of Cantonese Yueju Opera one (Version 1) is shown below. (GD1971: p. 12; 5 

measures) 

 

 

The singing melody of lower sentence of Cantonese Yueju Opera one (Version 2) is shown below. (GD1974: p. 11; 5 

measures) 

 
Note that two versions are basically the same. 

 

The singing melody of lower sentence of Changsha Huaguxi Opera one is shown below. (OJ1975: p. 8; 9 measures) 

 

 

The singing melody of lower sentence of Shanghai Huju Opera one is shown below. (HJ1975: p. 7; 11 measures) 
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3. Compared with Cantonese Yuequ Show, Kunqu Show and modern art music 

The text is shown below, which is selected from one cipai (词牌) as 破阵子 written by 辛弃疾. 

醉里挑灯看剑，︀ 

梦回吹洲连营。 

The singing melody of Cantonese Yuequ Show one is shown below. (XZ0000: p. 15A; 4 measures) 

 

Note that the musical rhythm of this melody is relatively regular: one sentence occupies two measures; the first four 

Hanzi elements occupy one measure (one beat per one Hanzi element), and the last two Hanzi elements occupy one 

measure (two beats per one Hanzi element). The bitch of the Hanzi element 剑 is not high enough. 

 

The singing melody of Kunqu Show one is shown below. (WG2021: p. 228; 南正宫 E flat; 6 measures) 

 

Note that the arrangement of the musical rhythm is different from the common method, such as the Hanzi element 回 

located as one strong beat. 

 

The singing melody of modern art music is shown below. (YH2022: p. 162; HS2026; A flat; 4 measures) The composer 

is Prof. Ying Shangneng. 

 

Note that the musical rhythm of this melody is totally the same as the Cantonese Yuequ Show one, but the scales are 

simpler. The pursuit of this melody is also that one Hanzi element corresponds to only one scale as much as possible. 

The difference between the pitch directions of two melodies is huge. 

 

If we use a similar mode like the moder art music one to create and develop the Cantonese singing melody, we could 

get the following result. It will be easier to find the difference. 
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Appendix C 

Information on the analysis to sing in Cantonese 

 

In the traditions of different kinds of Chinese vocal music, the behavior of “咬字” ( to bite the Hanzi elements) is needed 

to pay more attention, but the recognized systematic research on Cantonese Yueju Opera and Cantonese Yuequ Show 

is still lacking. 

In the singing traditions of Kunqu Opera, the artists distinguish one syllable on Hanzi element as three parts, which 

are head (字头), belly (字腹) and tail (字尾). LM2016 inherits this analysis method, and summarizes four types, which 

are shown below. (LM2016: p. 52; summed up by me) 

No. Mark Head Belly Tail Example Singing Strategy 

1 B N Y (i) N 衣 (ji1) 
The mouth shape is basically unchanged to keep one 

stable single sound from beginning to end. 

2 HB Y (t) Y (aa) N 他 (taa1) 
It should be short and powerful to pronounce the head 

and long and stable to pronounce the belly. 

3 BT N Y (o) Y (n) 安 (on1) 

The beginning of the sound is the belly directly, and it 

should be long to pronounce; it should be clear to 

pronounce the tail. 

4 HBT Y (s) Y (aa) Y (n) 山 (saan1) 
It should be short to pronounce the head, long to 

pronounce the belly, and clear to pronounce the tail. 

This analysis method cannot explain all the situations, and it is also different from the corresponding method of Kunqu 

Opera. The linguistics divides final (韵母) as three parts: final head (韵头), final belly (韵腹) and final tail (韵尾), but 

belly often means final head in Kunqu Opera. (see GL2022: p. 50)32 

Prof. Ying Shangneng provided another analysis method. He distinguished one syllable on Hanzi element as five parts, 

which are head (字头), intermedial (介母), belly (字腹), reclaim (归韵) and tail (字尾) based on the phonological 

system of Putonghua. He also summarized 12 types. I transplanted his analysis to the phonological system of Cantonese 

to follow the table form used in HS2019 (p. 184) as below. (YS1981: p. 7) 

No. Mark Head Intermedial Belly Reclaim Tail Example 

1A B N N Y (aa) N N 啊 (aa1) 

2A HB Y (d) N Y (o) N N 多 (do1) 

2B BT N N Y (o) N Y (n) 安 (on1) 

2C IB N Y (j) Y (e) N N 夜 (je6) 

2D BR N N Y (o) Y (i) N 哀 (oi1) 

3A HBT Y (t) N Y (aa) N Y (n) 炭 (taan3) 

3B HBR Y (t) N Y (aa) Y (i) N 太 (taai3) 

3C HIB Y (g) Y (w) Y (aa) N N 瓜 (gwaa1) 

3D IBR N Y (j) Y (a) Y (u) N 有 (jau5) 

3E IBT N Y (w) Y (aa) N Y (n) 玩 (waan4) 

4A HIBT Y (g) Y (w) Y (o) N Y (ng) 光 (gwong1) 

4B HIBR Y (g) Y (w) Y (a) Y (i) N 鬼 (gwai2) 

However, there are more issues which are needed for further investigation on Cantonese, such as how to handle the 

syllables related to the finals -ing, -ung and the syllables m and ng. And we need more tests to summary the singing 

strategies. Incidentally, the intermedial part is simpler than Putonghua, but the tail part is more complicated. 

Maybe it will be my future work, but it is not the necessary part in this proposal. BTW, I believe it is necessary to clarify 

the actual concepts of such terminologies across different fields. 

 

 

 
32 In Kunqu Opera, head is similar to initial, belly is similar to final head, tail is similar to other parts (the common final without final head). 
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Appendix D 

Art schools 

 

This appendix is summarized from the reference of WK2019 (pp. 150-163), YJ2020 (pp. 728-934) and LT2008 (pp. 

49-62). 

 

 

Art School Creator Birth and Death 

驹腔/駒腔/駒腔 

Chin Lei-kui Art School 

千里驹/千里駒/千里駒 

Chin Lei-kui 
1886 - 1936 

白腔/白腔/白腔 

Bai Jurong Art School 

白驹荣/白駒榮/白駒榮 

Bai Jurong 
1892 - 1974 

马腔/馬腔/馬腔 

乞儿腔/乞兒腔/乞儿腔 

Ma Shizeng Art School 

马师曾/馬師曾/馬師曾 

Ma Shizeng 
1900 - 1964 

廖腔/廖腔/廖腔 

Liu Hap Wai Art School 

廖侠怀/廖俠懷/廖俠懷 

Liu Hap Wai 
1903 - 1952 

薛腔/薛腔/薛腔 

Sit Kok-sin Art School 

薛觉先/薛覺先/薛覺先 

Sit Kok-sin 
1904 - 1956 

桂腔/桂腔/桂腔 

Kwai Ming-Yeung Art School 

桂名扬/桂名揚/桂名揚 

Kwai Ming-Yeung 
1909 - 1958 

妹腔/妹腔/妹腔 

Sheung-Hoi Mui Art School 

上海妹/上海妹/上海妹 

Sheung-Hoi Mui 
1898 - 1954 

星腔/星腔/星腔 

Siu Ming-Sing Art School 

小明星/小明星/小明星 

Siu Ming-Sing 
1911 - 1942 

鉴腔/鑒腔/鑒腔 

Luo Pinchao Art School 

罗品超/羅品超/羅品超 

Luo Pinchao 
1911 - 2010 

任腔/任腔/任腔 

Yam Kim Fai Art School 

任剑辉/任劍輝/任劍輝 

Yam Kim Fai 
1912 - 1989 

豆泥飞腔/豆泥飛腔/豆泥飛腔 

Luk Wan-fei Art School 

陆云飞/陸雲飛/陸雲飛 

Luk Wan-fei 
1914 - 1967 

牛荣腔/牛榮腔/牛榮腔 

Mak Bing-wing Art School 

麦炳荣/麥炳榮/麥炳榮 

Mak Bing-wing 
1915 - 1984 

新马腔/新馬腔/新馬腔 

Sun Ma Sze Tsang Art School 

新马师曾/新馬師曾/新馬師曾 

Sun Ma Sze Tsang 
1916 - 1997 

柳仙腔/柳仙腔/柳仙腔 

Tsui Lau-Sin Art School 

徐柳仙/徐柳仙/徐柳仙 

Tsui Lau-Sin 
1917 - 1985 

凡腔/凡腔/凡腔 

狗仔腔/狗仔腔/狗仔腔 

Ho Fei-Fan Art School 

何非凡/何非凡/何非凡 

Ho Fei-Fan 
1919 - 1980 

镜腔/鏡腔/鏡腔 

Lui Yuk-Long Art School 

吕玉郎/呂玉郎/呂玉郎 

Lui Yuk-Long 
1919 - 1975 

红腔/紅腔/紅腔 

Hung Sin Nui Art School 

红线女/紅線女/紅線女 

Hung Sin Nui 
1925 - 2013 

风腔/風腔/風腔 

Chen Xiaofeng Art School 

陈笑风/陳笑風/陳笑風 

Chen Xiaofeng 
1926 - 2021 

芳腔/芳腔/芳腔 

Katie Fong Art School 

芳艳芬/芳艷芬/芳艷芬 

Katie Fong 
1928 - ? 

仙腔/仙腔/仙腔 

Pak Suet Sin Art School 

白雪仙/白雪仙/白雪仙 

Pak Suet Sin 
1928 - ? 
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Art School Creator Birth and Death 

虾腔/蝦腔/蝦腔 

Law Kar Po Art School 

罗家宝/羅家寶/羅家寶 

Law Kar Po 
1930 - 2016 

B腔/B腔/B腔 

Chen Xiaohan Art School 

陈小汉/陳小漢/陳小漢 

Chen Xiaohan 
1936 - 2016 
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Appendix E 

Confusables 

 

There are two tables in this appendix, the first one is used for the confusables with the horizontal form of the proposed 

character, the second one is used for the confusables with the vertical form. 

There are 10 entries below, which are like the horizontal form ( / ). 

UCS GC Character Name Script 

0CF2 Lo KANNADA SIGN UPADHMANIYA Kannada 

1147 Lo HANGUL CHOSEONG SSANGIEUNG 

Hangul 11EE Lo HANGUL JONGSEONG SSANGIEUNG 

3180 Lo HANGUL LETTER SSANGIEUNG 

1881 Lo MONGOLIAN LETTER ALI GALI VISARGA ONE Mongolian 

221E Sm INFINITY 

Common 2BFA So UNITED SYMBOL 

1CC88 So TWO RINGS ALIGNED HORIZONTALLY 

16120 Mn GURUNG KHEMA VOWEL SIGN II Gurung Khema 

1D91D So SIGNWRITING FLICK LARGE MULTIPLE SignWriting 

There are 38 entries below, which are like the vertical form ( / ). 

UCS GC Character Name Script 

0038 Nd DIGIT EIGHT 

Common 

2BFC So DOUBLED SYMBOL 

FF18 Nd FULLWIDTH DIGIT EIGHT 

1CCF8 Nd OUTLINED DIGIT EIGHT 

1D7D6 Nd MATHEMATICAL BOLD DIGIT EIGHT 

1D7E0 Nd MATHEMATICAL DOUBLE-STRUCK DIGIT EIGHT 

1D7EA Nd MATHEMATICAL SANS-SERIF DIGIT EIGHT 

1D7F4 Nd MATHEMATICAL SANS-SERIF BOLD DIGIT EIGHT 

1D7FE Nd MATHEMATICAL MONOSPACE DIGIT EIGHT 

1FBF8 Nd SEGMENTED DIGIT EIGHT 

0983 Mc BENGALI SIGN VISARGA 
Bengali 

09EA Nd BENGALI DIGIT FOUR 

0A03 Mc GURMUKHI SIGN VISARGA Gurmukhi 

0B03 Mc ORIYA SIGN VISARGA Oriya 

0C03 Mc TELUGU SIGN VISARGA Telugu 

0C83 Mc KANNADA SIGN VISARGA Kannada 

0D03 Mc MALAYALAM SIGN VISARGA Malayalam 

0D83 Mc SINHALA SIGN VISARGAYA Sinhala 

0F7F Mc TIBETAN SIGN RNAM BCAD Tibetan 

1038 Mc MYANMAR SIGN VISARGA Myanmar 

17C7 Mc KHMER SIGN REAHMUK Khmer 

2D53 Lo TIFINAGH LETTER YU Tifinagh 

A589 Lo VAI SYLLABLE ZOO Vai 

A829 So SYLOTI NAGRI POETRY MARK-2 Syloti Nagri 

A881 Mc SAURASHTRA SIGN VISARGA Saurashtra 

1031A Lo OLD ITALIC LETTER EF Old Italic 

10810 Lo CYPRIOT SYLLABLE LE Cypriot 

10931 Lo LYDIAN LETTER F Lydian 

11303 Mc GRANTHA SIGN VISARGA Grantha 

11445 Mc NEWA SIGN VISARGA Newa 

https://zi.tools/ab/0CF2
https://zi.tools/ab/1147
https://zi.tools/ab/11EE
https://zi.tools/ab/3180
https://zi.tools/ab/1881
https://zi.tools/ab/221E
https://zi.tools/ab/2BFA
https://zi.tools/ab/1CC88
https://zi.tools/ab/16120
https://zi.tools/ab/1D91D
https://zi.tools/ab/0038
https://zi.tools/ab/2BFC
https://zi.tools/ab/FF18
https://zi.tools/ab/1CCF8
https://zi.tools/ab/1D7D6
https://zi.tools/ab/1D7E0
https://zi.tools/ab/1D7EA
https://zi.tools/ab/1D7F4
https://zi.tools/ab/1D7FE
https://zi.tools/ab/1FBF8
https://zi.tools/ab/0983
https://zi.tools/ab/09EA
https://zi.tools/ab/0A03
https://zi.tools/ab/0B03
https://zi.tools/ab/0C03
https://zi.tools/ab/0C83
https://zi.tools/ab/0D03
https://zi.tools/ab/0D83
https://zi.tools/ab/0F7F
https://zi.tools/ab/1038
https://zi.tools/ab/17C7
https://zi.tools/ab/2D53
https://zi.tools/ab/A589
https://zi.tools/ab/A829
https://zi.tools/ab/A881
https://zi.tools/ab/1031A
https://zi.tools/ab/10810
https://zi.tools/ab/10931
https://zi.tools/ab/11303
https://zi.tools/ab/11445
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UCS GC Character Name Script 

114C1 Mc TIRHUTA SIGN VISARGA Tirhuta 

119DF Mc NANDINAGARI SIGN VISARGA Nandinagari 

11A39 Mc ZANABAZAR SQUARE SIGN VISARGA Zanabazar Square 

11C3E Mc BHAIKSUKI SIGN VISARGA Bhaiksuki 

130CA Lo EGYPTIAN HIEROGLYPH D067A Egyptian Hieroglyphs 

169FE Lo BAMUM LETTER PHASE-E KI Bamum 

16D42 Lm KIRAT RAI SIGN VISARGA Kirat Rai 

1E8CB No MENDE KIKAKUI DIGIT FIVE Mende Kikakui 

The General Category (GC) property value of the proposed character is Po, but all the above characters are not this one, 

that means it is impossible to unify the proposed character to any one of the above characters. 

 

 

https://zi.tools/ab/114C1
https://zi.tools/ab/119DF
https://zi.tools/ab/11A39
https://zi.tools/ab/11C3E
https://zi.tools/ab/130CA
https://zi.tools/ab/169FE
https://zi.tools/ab/16D42
https://zi.tools/ab/1E8CB
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Appendix F 

Distribution Map 

 

This appendix includes a distribution map to show two things in China: one is for Cantonese Yueju Opera and 

Cantonese Yuequ Show, the other one is for Chinese Yue-dialects. This map accurates to prefecture level cities. 

In the legend, there are two symbols. The first one is for Cantonese Yueju Opera and Cantonese Yuequ Show, the second 

one is for Chinese Yue-dialects. The overlapping areas are all located in Guangdong Province, Guangxi Zhuang 

Autonomous Region, Hong Kong SAR and Macao SAR. There are Chinese Yue-dialects in Hunan and Yunnan Provinces, 

but there are not Cantonese Yueju Opera and Cantonese Yuequ Show there; on the other hand, there are Cantonese 

Yueju Opera and Cantonese Yuequ Show in Shanghai City, but it is not a traditional Chinese Yue-dialects spoken area. 
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Please click here to read the Chinese version. 

This Chinese version is for reference only. 

In case of any conflicts in the writing, the English version shall prevail. 

 

http://cloud.caaph.com:10121/d/32e147246c/
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7. Should the proposed characters be kept together in a contiguous range (rather than being scattered)? YES  

8. Can any of the proposed characters be considered a presentation form of an existing    
 character or character sequence? NO  

 If YES, is a rationale for its inclusion provided?   

 If YES, reference:   

9. Can any of the proposed characters be encoded using a composed character sequence of either  
 existing characters or other proposed characters? NO  

 If YES, is a rationale for its inclusion provided?   

 If YES, reference:   

10. Can any of the proposed character(s) be considered to be similar (in appearance or function)   
 to, or could be confused with, an existing character? NO  

 If YES, is a rationale for its inclusion provided?   

 If YES, reference:   

11. Does the proposal include use of combining characters and/or use of composite sequences? NO  

 If YES, is a rationale for such use provided?   

 If YES, reference:   

 Is a list of composite sequences and their corresponding glyph images (graphic symbols) provided?   

 If YES, reference:   

12. Does the proposal contain characters with any special properties such as    
 control function or similar semantics? NO  

 If YES, describe in detail (include attachment if necessary)   

   

   

13. Does the proposal contain any Ideographic compatibility characters? NO  

 If YES, are the equivalent corresponding unified ideographic characters identified?   

 If YES, reference:   

   
 
 


