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黄文杰

周信芳
的大美艺术与家国情怀

近年来，在周信芳先生的故乡宁波
举行了各种纪念大师的活动。故乡人民正
深切忆念这位“麒派”京剧艺术大师。

一南一北 “梅芳麒韵”
周信芳，宁波慈城人，生于1895年，7

岁登上杭州拱宸桥天仙茶园舞台，艺名为
“七龄童”，后改为“麒麟童”，10岁亮相
上海天仙茶园、汉口天一茶园等。在长达
60多年的舞台生涯中，参演剧目多达600
个，自编和与人合编的剧本超过120出，
而且是首位将“导演制”引入戏曲的艺术
家。从《汉刘邦》开始，他主演的剧目基
本上由自己导演，是京剧艺术史上极为罕
见的集演、编、导于一身的全才。

周信芳与梅兰芳一南一北有“梅芳
麒韵”之誉，一生有众多交集。两人同年
出生，同为全国第一大京剧科班喜连成
1907年的搭班生，均学艺优秀，曾因联袂
演出《九更天》《战蒲关》等名动京城。可
以说，在艺术上两人同根同源，但因上海
与北京不同的文化背景，最终形成了不同
的艺术风格与美学境界，分别成为近代京
剧两大派即京派与海派的代表人物。

京剧之根在北京，但上海是推动京
剧发展的重要城市。清末，尤其是19世
纪末20世纪初，战乱纷呈，北京伶界陷
入困境，上海市场给他们提供了很大的

生存空间；进入上海后，京剧得以之为中
心向南中国发展，真正成为全国性的剧
种。另一方面，上海五方杂处、包容万象
的海派文化也影响着京剧的艺术面貌与
艺事拓展，先是汪笑侬、潘月樵等人发起
京剧改良运动，而二代海派京剧艺人周
信芳、盖叫天等，形成了自己的流派。20
世纪30年代，海派京剧已经成为近代上
海都市文化中的重要组成部分。

“麒派”即以周信芳艺名得名，老
生流派。老生又称须生、胡子生，即为戏
剧中中年以上的男子。“麒派”的代表剧
目有《四进士》《徐策跑城》《萧何月下
追韩信》《清风亭》《乌龙院》《坐楼杀
惜》《打严嵩》等，经典的老生形象有宋
士杰、徐策、萧何、宋江、邹应龙、张广
才、张元秀等。从周信芳塑造的这些经
典艺术形象中，我们不难看到谭鑫培、

2015年年初，《周信芳全集》首发仪式
A view of the launching ceremony of Complete Works of Zhou Xinfang

2015年是一代京剧艺术大师周信芳先生诞辰120周年。1月12日夜晚，由国家文化部、上海市人民政府主办的“麒艺流

芳——纪念周信芳诞辰120周年”主题晚会在上海天蟾逸夫舞台隆重举行。北京、上海两地一系列纪念活动由此拉开帷

幕。周信芳是麒派艺术创始人。这一夜，麒戏、麒声、麒人、麒事在京剧舞台与人们心间流转，唤起对一代宗师的崇敬、对

其艺术精神的追忆。

1月14日，《周信芳全集》首发仪式在上海举行。《周信芳全集》是国家“十二五”重点出版规划项目，共16卷，由上海文

化出版社出版。全集卷帙浩繁、史料翔实，内容包括剧本、文论、曲谱等，编纂工作至今已进行了10年。这是第一次对周信芳

艺术成就和麒派京剧艺术进行精心梳理和全方位总结。首发仪式上，浙江宁波慈城周信芳故居纪念馆受赠《周信芳全集》。
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孙菊仙、王鸿寿等老艺术家的影子；周
信芳出道之后，苦学谭鑫培，但最为鲜
活的还是周信芳自己独特的创造。比如
老生的台步，“麒派”有自己特有的“圈
儿步”，周信芳说：“老生的基本台步要
领是：双肩放松，远抬近落，足尖往外
撇。麒派的‘圈儿步’要领与它相同，是
在这基础上根据人物的需要发展形成
的。它与一般老生台步不同的是在脚步
伸出时，划一个半圆形再近落，同时配
合身躯的自然起伏，动作优美，风格独
特。”在《四进士》中，周信芳以步调较
慢半圆形圈表现老年宋士杰缓慢而周全
的沉思特征；在《徐策跑城》中，“圈儿
步”圆润流畅而迅捷，酣畅淋漓地展示
徐策得知薛蛟成功带兵回来时兴奋激动
的情感。

为了丰富表演艺术，已是上海京剧界
第一人的周信芳，与田汉、洪深等艺术家
合作，客串话剧如《雷雨》中的周朴园等
角色。由此，话剧表演心理技巧“写实主
义”的动作，也融入了“写意艺术”的传
统戏剧。而这些移用又能完全与京剧表演
的节奏和锣经相融，毫无斧凿的痕迹。

1961年，周信芳在《人民日报》上
发表《五个十二年》，阐述自己的艺术人
生，“回顾60年演剧生活，在尽力继承和
发扬祖国的戏剧传统艺术上，严格说起
来，都是在探新、求新、创新、革新、更
新。”60年不同阶段以新磨剑，这就是周
信芳所张扬的海派风格。“麒派”不仅在
“台步”、“摔袖”、“抖髯”等表演技巧

上依据人物形象，以更具活力的舞蹈化
的身段，突破传统程式，而且在唱腔上引
入“文戏武唱”，在打击乐运用、服装、化
妆等方面也进行了综合革新和创造，从而
影响着海派京剧乃至整个戏曲的发展。

心系桑梓  家国情怀
周信芳不仅仅是性格演员，更是

一位心怀家国的爱国志士；而他对现实
的关怀，更使得他的艺术与时代息息相
通。他所塑造的众多角色无不是以情怀
高尚，勇担家国重任，如抚养忠臣孤儿的
徐策、为国家挽留大将的萧何、仗义执言
又充满智慧的宋士杰等。京剧本身长于
演绎国家大事，周信芳老练持重而又不
乏活泼生气的老生形象，所创造的冲突
尖锐、感情充沛、动作强烈的戏剧情境，
无疑成为抚平处于殖
民入侵、军阀争霸时
代百姓心中块垒的力
量。周信芳的唱腔，沙
而不嘶，朴而不直，宽
响有力，苍凉遒劲，天
然地与厚重的家国情
怀融为一体。刘海粟
说：年轻人爱他的强
烈，中年人爱他的生
动，老年人爱他的深
沉。北方人说他唱得
带劲，南方人说他演
得过瘾，各得其所。周
信芳在京剧舞台上以

粗犷有力、悲壮雄浑的家国情怀来呼应
时代的精神，正是引起广泛共鸣的根源
所在，这也是周信芳之所以成为京剧界
最突出的代表人物的原因。抗日战争爆
发以后，周信芳积极参加救亡活动，担任
上海文化界救亡协会歌（平）剧部主任，
主持恢复移风剧社，演出《徽钦二帝》
《文天祥》《史可法》等救亡戏剧，以民
族英雄节义，激励观众国家意识。虽然
演出常常遭到反动势力的恐吓与破坏，
但周信芳从无惧怕畏葸之情。

而对家乡宁波，周信芳则是另一种
情怀。上海是宁波帮集聚之地，周信芳
的艺术成长，与宁波帮观众长期以来对
他的喜爱与支持息息相关。慈溪老乡、
中国剧影界的大树应云卫说，他17岁开
始看麒麟童的戏，一看就成了“麒迷”。

周信芳先生
Mr. Zhou Xinfang

周信芳在《四进士》中饰演宋士杰。
Zhou Xinfang in Peking Opera plays.

《海瑞上疏》中，周信芳饰演海瑞。
Zhou Xinfang in a Peking Opera play.



CULTURAL DIALOGUE
60

The year 2015 marks the 120th anniver-
sary of the birth of Zhou Xinfang, a Peking 
Opera master. A series of events is to be 

held in Beijing and Shanghai in honor of the 
artist. His hometown Ningbo will hold com-
memorative events in his honor. 

Zhou Xinfang was born in 1895 with 
his ancestral roots in Cicheng, Ningbo. He 
made his professional debut in a theater near 

1962年，这个老“麒迷”拍摄《周信芳
的舞台艺术》，将《徐策跑城》《坐楼杀
惜》等搬上银幕。周信芳一生也多次到
宁波演出，首次是20世纪20年代在慈城
祠堂戏台，然后是江北岸舞台，与马春
樵、刘振九合演《凤凰山》《独木关》，
以及《四进士》《雷峰塔》《红拂传》等。
影响最大的是1935年在宁波天然舞台的
演出，是天然舞台老板何志庚托虞洽卿
邀请前来，共演20天，演出剧目有《扫松
下书》《明末遗恨》《梅龙镇》等。据说
周信芳在演《四进士》时，收到观众来
信，提出宋士杰偷到公差信后，抄在自己
的衣衫上，这一表演过于仓促，因为这
封信事关重大，又是抄在衣衫之上，容
易模糊，墨汁未干就将衣服堆放也不合
情理。周信芳阅信后立即登报向家乡观
众致歉，并在以后的《四进士》中不仅动
作、声调作了改变，而且增加了念信、校

对的环节，还在抄完后吹衣、抖衣，表示
让墨汁快干。这一故事成为流传于故乡
的一段佳话。

但是周信芳出生并不在慈城，而是
江苏淮安运河之畔的一个院落，因为他
的父母长年在风里雨里漂泊卖艺，幼年
的周信芳倍尝艰辛。而对于周氏父子伤
害更大的可能是被周氏族长逐出祠堂之
事。慈溪周氏是书香望族，有38人被授
予顶戴花翎；周信芳之父周慰堂先祖曾
为江西道监察御史，故称周御史房。因为
戏子在古代被视为贱业，父亲周慰堂由
儒而伶，自然是辱了门楣，因而被家族鄙
弃。周信芳成名之后，周晋镳与新任族
长周仰山等开明绅士为之多方努力。周
晋镳即为宁波商帮的代表人物之一，曾
四任上海总商会总理，并是首任中华全
国商会联合会会长；周仰山是民国著名
实业家，上海宁波同乡会首任会长。而民

国时期主张国民平等的潮流大背景，也
促成了宗族思想走向开放，周慰堂和子
孙终于被准许还族归宗。周信芳建周氏
新宗祠全恩堂。1925年农历五月十五，全
恩堂举行了盛况空前的开祠仪式，周信
芳与父亲身穿长袍马褂，手执炷香，在赞
礼中叩拜祖先，上海、宁波的众多名士和
伶界同人送来了喜幛、喜联。1935年周信
芳在宁波天然舞台演出时，曾重回慈城
全恩堂。全恩堂至今仍在，但仅余左右
厢房，其中台门、楼房、厢房已先后被拆
除。如今正在修复之中。

宁波曾经成立过京剧团，并得到过
周信芳的热情支持。1958年，周信芳的
儿子周少麟作为宁波京剧团的特邀演
员，演过老生戏《打渔杀家》《华容道》
等“麒派”名剧，这是老一辈宁波观众至
今记忆犹新的“麒派”风韵。

In Commemoration of 
Zhou Xinfang, Peking 
Opera Master
By Huang Wenjie

左为周信芳在书房阅读；中为周信芳访苏演出，受到苏方热情接待；右为周信芳题词。
In the left is Zhou at his study. In the center is Zhou Xinfang visiting the Soviet Union. In the right picture is a photo of Zhou’s handwriting.
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Gongchen Bridge in Hangzhou and appeared 
in Shanghai when he grew to be ten. In the 
60-some-year career, he appeared in more 
than 600 plays, including 120 plays which 
he wrote scripts individually or in partner-
ship with other scriptwriters. He was the first 
theater artist that introduced the director-in-
charge system into theater performing. He 
wrote, directed and performed all his own 
plays. Such great talent Peking Opera has 
rarely seen in its history. 

In the 20th-centry history of Peking Op-
era, Zhou Xinfang ranks side by side with 
Mei Lanfang. The two masters were the two 
stars of Peking Opera in those decades. They 
were born in the same year. And they were 
classmates in the country’s best Peking Op-
era training school in 1907. They even per-
formed together. Artistically they shared their 
roots. But thanks to the different cultural and 
social background in Beijing and Shanghai, 
Zhou became the leader of Shanghai School 
of Peking Opera and Mei was the leader of 
the Beijing School of Peking Opera. 

Peking Opera flourished in Beijing but 
Shanghai played a big part in the develop-
ment of the theater genre. In the last decades 
of the 19th century and the early decades 
of the 20th century, China was wracked by 
wars. The Peking Opera artists in Beijing ran 
into difficulties as the society was plunged 
into turmoil. Shanghai allured them with 
peace and a huge market. Many Peking Op-
era artists moved to the city in eastern China. 

I t  w a s a f t e r 
they put their 
roots down in 
Shanghai that 
Peking Opera 
f l o u r i s h e d 
and began to 
spread in the 
south of China. 
It was then that 
Peking Opera 
s u b l i m a t e d 
from regional 
art into a na-
tional phenom-
enon. 

Peking Op-
era changed itself in Shanghai. Exposed to 
the influences of the metropolis where people 
from all over the world and artists from prov-
inces in the south gravitated, Peking Opera 
reformed and improved. Wang Xiaoyi and 
Pan Yueqiao were pioneers in Shanghai that 
took initiatives to modify Peking Opera to ap-
peal to local audiences. When Zhou Xinfang 
and Gai Jiaotian grew up, they became mas-
ters and they were great enough to perform 
in their own distinctive styles. By the 1930s 
Peking Opera Shanghai Style had been a big 
part of the metropolitan culture of Shanghai 
and its neighboring cities. 

Zhou Xinfang performed old-men charac-
ters in Beijing Opera. This special stereotype 
presents mid-aged or older men and an art-

ist in this character needs 
to wear special beards. In 
Peking Opera, Zhou’s style 
is called Kylin School. His 
repertoire includes many 
plays that present historical 
figures. In his performance 
people can see the influences 
of old-generation Peking Op-
era masters such as Tan Xin-
pei, Zhou Juxian and Wang 
Hongshou. After he became 
established he focused on 
learning from Tan Xinpei as 
the most important model. 
Moreover, Zhou was crea-

tive. He introduced his own stage steps. The 
bravura of the footwork was amazing. And he 
developed variations on his original steps to 
differentiate characters in different situations. 
Audiences were fascinated with his footsteps. 
After all, the time-honored performance art 
allowed a lot of innovations. 

Zhou also worked with Tian Han and 
Hong Shen, new-generation drama writers. 
He appeared as a guest star in Thunderstorm, 
one of the most popular dramas in those 
years. Zhou absorbed some drama tech-
niques from the west and introduced them 
into his Peking Opera performance. 

In a retrospective essay published in Peo-
ple’s Daily in 1961, Zhou wrote about his 
sixty-year career. He owed his success to in-
novation. He had introduced innovations into 
his singing, footwork, sleeve and beard tech-
niques. And he broke away from some fixed 
formulas. Moreover, he introduced innova-
tion into music, costumes and makeup. The 
comprehensive innovations had a general 
impact on Peking Opera and other regional 
opera genres. 

Zhou Xinfang knew what audiences 
wanted and his characterizations of historical 
figures appealed to them. The young among 
the audience loved his vehemence. The mid-
aged fell for his vigor and the elders pre-
ferred his depth. His historical plays found 
echoes in the heart of the audience in those 
years. 

左图为《明末遗恨》中周信芳饰演崇祯皇帝；右图为《琵琶记·
扫松下书》中周信芳饰演张广才。

Zhou Xinfang in Peking Opera plays.

1955年，梅兰芳、周信芳合演《二堂换子》，梅兰芳演王桂英，周信芳演刘彦
昌（右）。

Mei Lanfang and Zhou Xinfang in a Peking Opera play in 1955


