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ABSTRACT

During the Qianlong ¥2F& reign (1736-1796), the
Qing court theater emerged a new type of play script,
“Continuous Grand Play” (lidnbén daxi %4 K3¥%) or
“Grand Play for Connected Theater” (lidntdi daxi 3% & K
#%). In these grand plays, besides librettos, which consist
of singing and speaking parts, and stage directions, they
also include the details of theatrical costumes (xingtou 1T
3k or xiyf #4<) worn by each character in each scene.

These costumes were exquisitely done with brilliant colors,
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gorgeous adomment, marvelous embroidery, unique
designs, and excellent craftsmanship. The purpose of this
paper is to use several types of theatrical costume pieces
as a means to understand the visual language of the
theatrical costumes employed in the gala performances
during the Qianlong reign and the ways in which these
theatrical attires “communicated” with the court audiences
during the gala performances, which reflected the overall

context of the court theater during the Qianlong era.

Keywords: Qianlong, grand play, theatrical costume

Introduction:
Chinese drama reached its pinnacle during the

Qianlong #z[% reign (1736-1796), regarded as the golden

era of Chinese theater. For the Qianlong emperor was an
admirer and patron of theater performance. During his
reign, he made so many contributions to Chinese drama.

For instance, he fully developed organizations of two
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significant court music bureaus— Ndn Fii EgIT and Jing
Shan #t1li, which were erected during the Kangxi FEEH

emperor. Besides Nan Fi and Jing Shan, in the seventh
year of the Qianlong reign (1742) the Qianlong emperor

also commanded the establishment of the Divine Music
Monastery (Shényué Guan 55 %) to be in charge of
performances in the imperial sacrificial ceremony, the
Hesheng Office (Héshéng Shii 1 75 £ ) and the
Entertainment Office (Zhdngyi ST %X @) in charge of
performances in court banquets (Ding, 1999: 9-14). But
perhaps his major contribution would be the emergence of
Jingjit B or Beijing opera; an intermarriage of various
regional dramatic styles such as Pihudng JZ3#, Kanqi
E. i, Xipi ’i5 and Erhudng — 3% (Lang, 2001: 14-19;

Makerras, 1975: 94-97; Zhao, 2001: 8-9).
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During the Qianlong reign, the Qing court theater
also emerged various types of new play scripts. One of the
most unique forms was called “Continuous Grand Play”
(lidnbén daxi A KXZ) or “Grand Play for Connected
Theater” (ligntdi daxi % & K *K). This “Grand Play”
refers to the play adapted and rewritten from classic novels
by court dramatists during the Qianlong reign. Every
grand play is divided into ten volumes; each volume
contains twenty-four acts, thus two hundred and forty acts
in total. A performance of a grand play could last more
than ten days. During the Qianlong era, there were at least
six grand plays recorded in the history: A Golden Ledger

for the Promotion of Kindness (Quanshan Jinké ¥1& &%,

hereafter OSJK),” The Precious Raft of the Peaceful Times

* It is an adaptation play of the story Mulian Saves His Mother in Hell
(Malian Jin Mz B SESEE).
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(Shéngping Bdofd Ft°F E %, hereafter SPBF),* The
Annals of the Three Kingdoms (Dingzhi Chiingii i IRFF5
#K, hereafter DZCQ),” A Diagram of the Stars of Loyalty
and Righteousness (Zhongyi Xudnty [ X 3EE, hereafter
ZYXT),® The Flute Music of the Prosperous Era (Zhaodai
Xidoshdo FRAXHRHR, hereafter ZDXS),” and Investiture of
Gods (Féngshén Tianbdng 3 # K %%, hereafter FSTB).®
These grand plays were scripted for gala performances on
the “three-tiered stage” (chdngtdi sancéng 528 =), an
innovation of Chinese theatrical architecture during the

Qianlong reign (Fig. 1) (Lang, 2001: 91; Li, 1998: 18;

*It is an adaptation play of the story Journey to the West (Xiyou Ji 1§
WFid).

3 It is an adaptation play of the story Three Kingdoms (Sangué Yanyi
= [ ).

It is an adaptation play of the story Water Margin (Shuihii Zhuan 7K
%)

"1t is an adaptation play of the story Family of Yang Generals
(Yéngjia Jiang M5 A).

It is an adaptation play of the story Investiture of Gods (Féngshén
Yényi B3 ).
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Liao, 1997: 138; Petcharapiruch, 2008; Yu, 2003: 445;
Zhao, 2001: 22; Zhu, 1999: 550).

In these grand plays, besides librettos, which
consist of singing and speaking parts, and stage directions,
they also include the details of theatrical costumes (xingtou
T3k or xiyT %4%) wom by each character in each scene.
For instance, the twelfth act of the first volume of the
SPBF, entitled “Arriving in the imperial city to submit an
impeachment” (Yiijicag qué jidojin danzhang 6% B3T3
S FE) tells a story of Sun Wukong descending under the
ocean to request for troops and weapons from the Dragon
King. The Dragon King then ascended to the Heaven to
report a situation and to ask for the Heavenly troops to
attack his enemy. To perform this scene on the three-tiered

stage:

=
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Nsa@sIuIne ¢ 39 4 anau 2553



30

T}{%Uékﬂ%%%la I.{J\RT%‘E%I{NE%%IPJ‘NCTIONS OF BEIJING OPERA
Miscellaneous — actors costumed as sixteen
Heavenly generals enter the Longevity Stage by
using an entrance door of the Immortal Tower.
They act out separating to attend.

Miscellaneous actors costumed as four Heavenly
ministers wearing court caps, python robes, belts
and carry tablets. Miscellaneous actors costumed
as four ministers of the Constellation;
miscellaneous actors costumed as four Luminous
Appearance Consorts, four court officials, Golden
Lad and Jade Maiden enter the Fortune Stage.
Miscellaneous actors costumed as A Thousand-
Eyed God, Obedient Ear God, four masters who
are Lord Ma, Lord Zhao, Lord Wen, and Lord

Guan; miscellaneous actors costumed as twelve

- a ey J
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civil and military attendants enter the Prosperity
Stage.

Miscellaneous actors costumed as the Dragon
Kings wearing Dragon King caps, python robes,
belts and carrying tablets.

A crown actor costumed as Lord of the Imperial
City wearing a gemmed crown, python robes, belts
and carrying a tablet.

Together they all enter the Longevity Stage and

»

sing the tune “One more form.’

RPHARR, MU ERG, 2R
AR RERBEFBRGTNG . RBNE
B, o UEE. UEE. €. KZMEE
Es

AP TEIR. WRE, Z2HD. &, 8. X,
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2840 o E R E T BRI -

Hr PR SR TR BT

LNHGITL, B (X—F) . (SPBF, 1964

48 a.-48 b.)

Fortunately, most of the costumes mentioned have
been well-preserved in the Palace Museum of the
Forbidden City (G Gong # &), the imperial palace from
the Ming dynasty to the end of the Qing dynasty. Upon the
recent research, I have found that these theatrical costumes
are classified into four major types with several subtypes
as follow:

1. Clothes (y7 /éi 4X2): python robe (mdng 1),
official’s informal robe (kdichdng JT#%), informal robe

with asymmetrical opening for men (zkézi #87), informal

robe with symmetrical opening (pi ), palace garment
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(gongyi B 7<), archer’s robe (jianyt #i 4% ), Eight
Immortals’ robes (baxianyt )\ll17<), Taoist nun’s robe
(daogiyt IEH#AZ), eunuch’s robe (taijianyi A MiAK), robes
worn by Fortune God, Prosperity God and Longevity God
(fit lix shou xianyt # %77 {114%), religious ceremonial dress
(fayt 1:7K), garment of wealth and nobility (figuiyr & 5t
4), warrior’s robe (yingxiéngyi J&if 4% ), low-ranking
soldier’ robe (zuyi Z4X), prisoner’s red jacket (zuiyi SE4<),
prisoner’s red trousers (zuikii JE #%), cape wormn when
traveling (doupéng 3}-3%), skirt (qun #), monk’s cape
(jiasha 323<), monk’s robe (séngyi 1 4<) etc.

2. Ammor (kao léi %E2E): male military armor
(nankao %5 %E), female military armor (nikao & 5E),
Prince Ba’s armor (Bawdngkao #i F5E), Monkey’s armor

(héukao HEHE), soft armor (rudnkao 3K EE), grand armor

g

e o
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(dakdi K%d), Door God’s armor (ménshénkdi | JFH48),
Ox God’s armor (niuixingkdai 4J%43), Horse God’s armor
(maxingkdgi 5 JE43) etc.

3. Headgear (kuimao léi #51825): Imperial crown
(wdngmao F), military officer’s helmet (fiizikui F<F
#), military officer’s lion-shaped helmet (shizikut JiT
#5), civil officer’s cap (zhongshakut BLPEE), official cap
of black crepe silk (xidngdido #H3%7), female military
officer’s helmet (ézi %l 1), flossy duck-tailed headgear
(vaweijin 152 1), military hero’s headgear (wiishéngjin
EAE M) ete.

4. Footwear (xuéxié¢ léi #t#£25): high-soled boots
(gdofangxué 1= 77 #t), court boots with black plain satin
(chdofangxué ¥ 77 #t), fabric shoes (dudnydoxié i )

etc. (Zhang, 2008: 5-6).
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They were exquisitely done with brilliant colors,
gorgeous adornment, marvelous embroidery, unique
designs, and excellent craftsmanship. Therefore, in this
study I have selected several types of costume pieces that
can clearly represent the whole notion of the gala
performances in the three-tiered stages during the
Qianlong reign. In the world of Qing court drama, the
tlvleatrical costumes convey a visual language. It becomes a
set of practices by which structural units, including
silhouette, image, embroidery, color, movement, fabric
texture and pattern, on the costumes can be used to
communicate certain concepts of the Qing court theater.
These structural units weave together the real world and
the world of theater during the Qing era. Thus my paper
will focus on the visual language of the theatrical

costumes employed in the three-tiered stages during the

=
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Qianlong reign. Some distinguishing features of these
costumes will be analyzed in this first part. In the second
part, I will examine the ways in which these theatrical
attires “communicated” with the court audiences during
the gala performances, which reflected the overall context
of the court theater during the Qianlong era.
Distinguishing Features of Costumes Employed in the
Three-Tiered Stage

Li Dou Z=3}, one of the renowned chronicler of
the 18-century China, recorded in the 5" volume of Mis
memoir entitled “Record of Painted Barge in Hangzhou”
(Hdngzhou Huafeng Lu BB 3X), saying:

Drama in which performance deals with
characters like immortals, Buddhas, kylins, and phoenixes

that battle for the peaceful times is called “Grand Plap.”

FEALBE RO Z R, 1B KK
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What Li Dou focused here is an array of distinctive
characters that help shape the grand plays. The
characterization in the grand play is the first distinguishing
feature that differs from other court plays. As recorded in
Li Dou’s memoir, these Grand Plays are filled with a bevy
of new characters, particularly those dealing with religious
figures or possessing supernatural power. I have classified
different types of new characters in each play as shown in

the following tables.

Table 1: Characterization in the OSJK

HEAVEN: Guanyin Bodhisattva, Rulai, Sakyamuni, Jade Emperor of
the Heaven, Luohan, ten Yama Kings, Great Emperor of Northern
Hades, Nazha, Iron Fan Princess, Golden lad and Jade maiden,
Shancai and Dragon maiden, 28 Constellation Gods, Earthly God,
Kitchen God, City God, Goddess of Western Heaven, Thunder
Goddess, Lightening God, Rain God, Wind Goddess, heavenly
maidens and heavenly lads

EARTH: all ghosts in ten netherworlds, animal spirits that obstructed
Mulian during his journey to rescue his mother, and post-mortem souls
of all wicked characters
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Table 2: Characterization in the SPBF:

HEAVEN: Guanyin Bodhisattva, Rulai, Sakyamuni, Jade Emperor of
the Heaven, Luohan, ten Yama Kings, Great Emperor of Northern
Hades, Nazha, Iron Fan Princess, Golden lad and Jade maiden,
Shancai and Dragon maiden, 28 Constellation Gods, Earthly God,
Kitchen God, City God, Goddess of Western Heaven, Thunder
Goddess, Lightening God, Rain God, Wind Goddess, heavenly
maidens and heavenly lads

EARTH: all demons both in the underworld and on the earth that
attached Tang Xuan Zang and his entourage

Table 3: Characterization in the Z¥YXT:

HEAVEN: Guanyin Bodhisattva, Rulai, Sakyamuni, Jade Emperor of
the Heaven, Luohan, ten Yama Kings, Great Emperor of Northern
Hades, Nazha, Iron Fan Princess, Golden lad and Jade maiden,
Shancai and Dragon maiden, 28 Constellation Gods, Earthly God,
Kitchen God, City God, Goddess of Western Heaven, Thunder
Goddess, Lightening God, Rain God, Wind Goddess, heavenly
maidens and heavenly lads

EARTH: 108 demons suppressed in the monastery and post-mortem
souls of all wicked characters

Table 4: Characterization in the ZDXS:

HEAVEN: Guanyin Bodhisattva, Rulai, Sakyamuni, Jade Emperor of
the Heaven, Luohan, ten Yama Kings, Goddess of the Black
Mountain, Supreme God of Nine Suns, Great Emperor of Purple Star,
Northern God of Three Heavenly Bureaus, Great Emperor of Northern
Hades, Nazha, Golden Lad and Jade Maiden, Shancai and Dragon
Maiden, 28 Constellation Gods, Mountain and River Gods, Earthly
God, City God, Thunder Goddess, Lightening God, Rain God, Wind
Goddess, heavenly maidens and heavenly lads

EARTH: post-mortem souls of all corrupt officials, demons and
animal spirits that Yan Dongbin summoned to fight with Song army,
such as Crab Spirit (Xiejing #51%), Prawn Spirit (Xiajing §54E), Turtle

== -y ﬂi
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Spirit (Guijing M%&), Shell Spirit (Luojing WZ¥E), Loach Spirit
(Qiujing &i{¥E), Black Fish Spirit (Heiyujing B fa#%), and Golden Fish
Spirit (Jinyujing <)

Table 5: Characterization in the DZCQ:

' HEAVEN: Sakyamuni, Jade Emperor of the Heaven, ten Yama Kings

EARTH: ghost armies and demons in nefarious realms

Consequently, the inclusion of these new characters helps
create new types of costumes employed in the gala
performances on the three-tiered stages.

A memoir by Pak Chi-won or Chinese name Pt
Zhiyudn FMAEYE (1737-1805), a Korean envoy who was
sent to China on an occasion of the Qianlong emperor’s
seventieth birthday during the forty-fifth year of the
Qianlong reign (1780). This Korean envoy witnessed the
gala performance on the three-tiered stage named the Clear

Sound Pavilion (&% /& Qingyin G¢) in the Jehol Palace

(Réhé #ji] ) and later recorded his experience of

—&
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visitation in the thirteen fascicle entitled “Collection of

Swallow Grotto” (Yan Yan Ji 7% %) compiled in his
memoir entitled “Diary of the Jehol Palace” (Réhé Riji #

7 H12) . He narrated:

... In every play that was prepared, without doubt,
actors who presented performances were several
hundreds in number. They were all costumed in silk
and brocade. They changed their costumes based
on the play. And they were all clothed in gowns
and caps of Han Chinese officials. When it
approached the performance time, brocade
curtains would be set up around the stage. It was
quiet without any human’s noise. There was only
the echo of boots. Not for long the curtain was
removed. Then in the middle of the theater,

mountains peaked up, oceans submerged, pine

MN5a159WINe1 ¢ 1N 4 Ganau 2553



trees arose, and the sun soared up. The so-called
“Eulogy Song of Nine Similitudes” was like this.
The yu note in all songs was with doubled
clearness. And its musical tunes were all lofty and
shining. It was as though it emerged from the
Heaven. There was no mixture behveen clear and
turbid sounds. All were sounds produced from
Sflutes, bells, chimes, lutes and zithers, but only
without the sound of drum. These were coordinated

with layers of lamps. Thereupon, the mountains

moved and the oceans revolved. Not a single thing
was non-uniform, not a single matter turned upside
down. Ever since the Yellow Emperor, Yao, and
Shun, all of the clothes and caps are comparable to
this. The subject of the play was performed

accordingly.
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------ KWWz, EiisShTRam L, 5
TAFE, REHm. DBk, T AL
Wik, WFFEF, TR Chnlke) &, BEL
m,ﬁﬁﬁﬂﬁﬁﬁ,ﬁ%%%%%,mm%
b, TERMEFZE, BEBEEEEEZ
7, MRS, 8 LUEE, Rz L BE
W, T—Wsx, T—HEE, BEWTEER
M HARW, BEBEZ . (Chen, 2001: 118-119;
Liao, 1997: 42; Pak, 1996: 237).

There are several points that can be raised from Pak

Chi-won’s account. But one aspect emphasized is Pak’s
admiration to various kinds of gorgeous costumes in silk
and brocade worn by actors. This created such a

spectacular scene. The fact that Pak recorded the details of

“ o 4
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theatrical costumes clearly reflected how prosperous the
Great Qing appeared during the time.

Theatrical costumes used in the gala performances
on the three-tiered stages can be categorized into five main
types. First is military robe (réngfii M) of martial
characters (wijiang BKf). Since the plot of the adapted

grand plays deals with battles between Han Chinese VS.
Manchu, human VS. supernatural elements, gods VS.
demons, therefore the employment of new costumes was
unavoidable. This military robe can be classified into two
subtypes: one worn when engaging in war and the other
garbed when being in an informal situation (absent from
war.) The former is designed in a form of armor (Figs. 7, 8,
and 12), while the latter in a python robe (Figs. 2-5).

As for barbarian generals or martial characters of

minority tribes (fanjiang #& 4%), they usually wear war

—
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armor (ddzhangjia 3T L ') or armor like those of Han
Chinese. However, in order to distinguish between
minority and Chinese soldiers, the helmet (kuimao Z1§)

was designed differently. What the former usually wears is
animal-shaped helmets, such as lion-shaped helmet and

elephant-shaped helmet with fox tail (huwéi I JE) or
pheasant tail (zhiwéei #E J2) accessorized on top. For
instance, characters like Sai Han #¥ % and barbarian
generals in the FSTB or Hui tribe (Huihui [B][E]) in the

DZCQ. According to Song Junhua (2003: 150), the
employment of these accessories to symbolize minority
tribes and to differentiate them from Han Chinese derives
from practice of northern-style zaju Z%Jil during the Ming
dynasty. What Qing grand plays had adopted from Ming

was developed to another level. For these grand plays
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and ménjiang [ 1% which, of course, bring new armor

costumes into life. These minor characters sometimes
engage in battles, but most of the time are responsible for
guarding and monitoring certain areas: Thus, their armor
style evidently differs from that of main martial characters.
What they usually wear is not full armor, but merely a soft

armor called kdijia %8 or jianxingua %i#h#}, and such
headdresses as war helmet (ddazhangkut ¥THL#5), military
helmet (zitkut Z-%5) and General turban (jiangjin #4 1).
Even supernatural characters whose roles deal with
military affairs are also costumed in armor like human
characters. These dehumanized gods, goddesses,
immortals and demons, when engaging in war or
appearing in formal situations, have to wear armors.

However, what distinguish them from human characters

& 2 N
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are some accessories decorated on their helmets. For
instance, four immortal Generals like M3 5, Zhao #X,

Wen ¥ and Lia XI| in the DZCQ. Characters like Wiil6ng
R M., Yuanhéng 3t and Wihao £ 2 in the FSTB wear
helmets adorned with centipedes (wiigong Wx#y), monkey
(yuan %% ) and snake (shé %) motifs. Though this
decorative style already existed in the Ming theatrical
world, the Qing grand plays adopted and developed it with
exquisite craftsmanship. According to Song Junhua, there
are 21 and 26 military robes listed in the DZCQ and the

FSTB respectively.

The second type of costumes employed in the
grand plays is worn by civil characters (wénguan X E). In
general, this kind of costume can be classified into several

subtypes, such as ceremonial robe (jifiz Z5HiR), court robe
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(chdofu BHAR), official robe (gongfu 7> k) and casual robe
(bianfu {EAR). However, last two subtypes are normally

employed in the grand plays. According to Song Junhua,
there are 32 and 18 civil robes listed in the DZCQ and the
FSTB respectively.

Like civil officials’ robes during the Qing dynasty,
civil characters in the grand plays wear different official
robes in accordance with their ranks. For example, those
with high rank usually wear python robe tied with jade

belt, and helmets like golden leopard (jinbao %%4), black
leopard (héibao B%Y), turban (firou 1¥£3k), nine-layered
hat (jislidngguan 7L25d) and gauze hat (shamao 2V18).
For instance, in QSJK characters like chief minister Lu Qi

F 42 and Yuan Xiu #&{K wear turbans, and characters like

ministers Feng Shengshi {32ttt and Cao Xianzhong ¥R
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A& wear gauze hats. Those with middle rank generally
wear round-collar (yudnling [7]4) robe tied with gold belt
and gauze helmet, whereas low-rank civil characters are
costumed in round-collar robe tied with silver belt and
gauze hat or scholar hat (shitlimao F551E), official hat
(guanyudanmao & R 18).

Casual robe (bianfii {¥ flx) is another kind of
special costumes worn by civil characters in the grand
plays. It is a casual attire worn when a civil character rests
in his residence. Sometimes a cloak (chdngfii ¥ fI%) is also
worn with turban or hat as an indicator of this official
identity. For instance, characters like King Zhou &f F, Bi
Gan ttF, Fei Zhong %% ff in FSTB, wl‘len relaxing at
home, wear cloaks with different kinds of headdresses like

nine-layered hat, purplish gold hat (zijinguan %4 7) and

NsasIune ¢ T 4 Fanau 2553
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gauze turban. Some wear cloaks layered with official

robes on top. For example, when Li Xilie 245 %Y in OSJK
and Ji Chang i & in FSTB are bedridden, they wear

cloaks, turbans (yaogun £48) and wrap their heads with
floral-printed kerchief. The employment of skirt in the
grand plays is generally applied with low-class characters,
such as farmer, laborer and beggar. However, the inclusion
of skirt in these two cases probably implies weak spirit
and energy of those who fall sick, thus wearing loose
clothes similar to low-rank characters. This application of
skirt is also another exclusive case demonstrating sick
characters in the grand plays.

Chief eunuch (hudnguan & B ) and newly-
appointed scholar (zhuangyudn 1K JC) are other sub-

categories of civil officials. Functioning as eyes and ears

of the emperor, the chief eunuch character always holds a
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high rank in the plays. Thus, costume designed for this
character is similar to what high-rank civil character
would wear. For instance, chief eunuch in QSJK wear
round-collar official robe tied with silk sash and eunuch

hat (taijianmao X MiWE). As for the newly-appointed

scholar character, when he travels, he wears a red robe
with a floral hairpin exclusively adorned on his hair
symbolizing prosperity and blessing. For example, when

scholars like Chen Zhaochang 48 B, Zhu Zigui K% 51,
Cao Wenzhao ¥ X JK and Yi Rumei Fii&#§ in QSJK

roam around, they wear red robes with gold belts and
gauze hats decorated with golden hairpins.

As mentioned earlier, supernatural characters can
be divided into two main types: martial and civil ones.
Like martial characters, supernatural characters of civil

type also wear the same costumes as human ones.
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However, it is more complicating for the former. This is
because most religious figures fall into this category. As a
result, they must wear costumes with designs exclusively
representing their identities and roles. For instance,
religious characters like Sakyamuni and Rulai wear python
robes, monk robes (xifoyi 22{#4K) or drape with Kasayas
(iasha %2 %2). In this case, monk robes and KaSayas
signify their identities as Buddhist figures, whereas python
robes symbolizing their high ranks. I would argue that the
fact that these religious figures are dehumanized by
wearing python robes in the grand plays reflects how Qing
emperors attempted to simplify and humanize religions
during that time.

However, what distinguishes such supernatural
characters from human ones is headdress. God-like and

religious characters wear jade-pendant crown (midnlii %,

5 i _
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%), whereas human lord or emperor characters wear
king’s hat (wdngmao FI§). For example, in OSJK Ya
judge (Y& panguan WiF|E) wears a turban; Earthly God
wears a red gauze hat, and KEH4 /& wears red golden
leopard headdress. More exceptional cases include
variegated styles of hats and turbans exclusively designed
for specific god-like characters, such as Guanyin hat
(Guanyin kéndo W& &iN) for Guanyin Bodhisattva and
eight-immortal turban (Baxian futéu J\AlI1¥k) for Eight
Immortals.

The third type of characters included in the grand
plays is an ordinary people character. Costume can be
divided into three sub-types: the noble, religious figures
like Buddhist monks and Daoist priests, as well as
prisoners. In OSJK, 52 costume pieces of these sub-types

are recorded. These characters wear different costumes
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when engaging in different situations. For instance, Fu
Xiang {844, one of the noble characters in OSJK normally
wears Daoist priest robe tied with sash and official hat.
But when he celebrates his birthday, he wears round-collar
official robe tied with a gold belt and gauze hat. When he
relaxes at his residence, he wears a cloak and a turban. But
when he goes outside, he is costumed in a travelling outfit
(xingyi 1T4%) with a turban.

Prisoner’s costume is also interesting and unique.
Four kinds of such costume are listed in QSJK. First type
consists of a regular robe tied with apron and hairnet
(fawdng & ™). Second type includes a magpie robe
(xiquéyt E-#54X) tied with apron and hairnet. Third type
comprises a magpie robe tied with apron and disheveled
hair (sanfa #{/%). Fourth type is composed of tattered

clothes (pobuiyt B #h4<) tied with bloated skirt (dabdo 14

—
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£1) and hairmet. For example, Dong Zhibai #& 4/ [
originally is a low-rank official who wears Daoist robe.
Later when he is mistakenly convicted of murder, a hairnet
and an apron are added to his costume. Tian Xilan FH 75 ¥

e

and Yao Lingyan @k4 5 originally are court officials
dressed in official robes and gauze turbans. But when they
are convicted of murder, their costumes change to magpie

robes, aprons, hairnet or disheveled hair. Chen Rongzu [%
€ #H originally is a poor scholar who wears tattered

clothes and a turban. After he is convicted of murder, a
bloated skirt and a hairnet are added to his costume.

The fourth type of characters whose costume is
specially designed for gala performances in the three-
tiered stages is ghostlike or specter character. 78 sets of
ghostly costume are included in QSJK. There are two

ways of costuming specter characters: draping and not
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draping ghostlike cloth (da minpa #53211). The former is
applied when human and specter characters act together on
the stage. In order to differentiate these cﬁmacters, a piece
of cloth is wrapped around an acfor’s body. However,
when any specter character is clearly identified on the
stage, the ghostlike cloth is not required. Song Junhua
(2003: 157) has categorized the ghostlike cloth into three
sub-types: the cloth draped by a prenatal character, a pre-
mortem character and a prisoner character.”

Besides variegated types of theatrical costumes, in
the grand play scripts also record a bevy of common and
exquisite, exotic fabric types. What I can extract from the

scripts include regular fabric (bt 4i7) palm fiber (zong %)

eagle plume (yingling [&41) gold (jin %) felt (zhan i)

’ Song Junhua has made an observation that the practice of draping
ghostlike cloth might derive from ancient funeral in which corpse’s
face was always covered by a piece of fabric.

—
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gauze (s7 22) tun silk (tunjuan 1528) tiger’s skin (huipi %
F7) jade (yir E) fine satin (duan 4%) satin (ling %) silk
(chéu %) gold-thread weaving silk (kési Z%:%2) floss-like
silk (sirong 224%) and brocade (jin 7). These different

types of costume fabrics identify hierarchical level of
characters in the plays. For instance, felt hat is normally
designed and worm by commoner characters, such as
villagers, farmers, carpenters, cart drivers, inn servants and
merchants. Eagle plume hat is specially designed for
barbarian soldiers, messengers, and hunters. Palm fiber hat
is for those characters whose duties deal with the
underworld, such as netherworld guards, netherworld
soldiers, and imprisoned ghosts. High-rank characters
wear python robes or monk robes made from gold-thread

weaving silk.
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How the Theatrical Attires “Communicated” with the
Court Audiences

In China a system of assigning clothes to
distinguish members of the court was formalized into
sumptuary laws as early as the Zhou period. Since then
clothing differentiations had distinguished status, rank,
and position in society though the assignment of
embroidered symbols, significant colors, and specific
garments. Traditional Chinese theater then evolved this
clothing precept and absorbed a design language that
emphasized clothing for the identity of characters.

There are three types of messages that theatrical
costumes in the Qing court theater can convey and
communicate to the spectators. First these theatrical attires
can identify role types onstage. Like characters in

traditional Beijing Opera, those performed in the Qing
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court can also be divided into four major role types:

standard male (shéng 4), female (dan H)), painted face or
formidable male (jing %), and clown (¢héu H). Each

major role type is also divided into different subtypes as
follow:

Standard male: /doshéng 24 — a dignified aged
man, xidoshéng /NE — a youth, wawdshéng EEEA — a
child, wénshéng L4 — a civil man, wiishéng R4 — a
martial man

Female: ldodan % H. — a dignified old woman,
qingyT H AKX — a virtuous, decorous woman, hudadan % E.
—a coquettish woman, daomddan J] 5% H — a martial
woman, chéudan H H —a comedienne

Painted face: zhéngjing IE {3 — primary painted

face or dahualian KAEME — big painted face or héitéu =
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sk—*“black face”, fijing Ell{¥ — supporting painted face,
wiijing I# martial painted face

Clown: wénchou 3LH — a clown, wiichou i, H —a
comedian of the military type (Luan 1994: 113-118; Zung
1980: 37-38)

Within the conventionalized nature of the Qing
court theater, just as each role’s subsets have recognizable
identities. Thus each has a distinctive visual image, from
choice of the headdress and makeup, through their dress,
to their shoes. The rules for the attire of each role type and
the styles of clothing have become relatively fixed. To
achieve these standardized identities, the costumes for
each role type are selected from a specific range of clothes,
and all characters within that role type are dressed from
this same assortment of garments. Within the garments

used for a given role type, the choice of clothes further
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reflects the role subtype, defining age, position, or
disposition. Then the garments also indicate the nature of
the individual character, the characteristics of that
individual’s personality, and the given circumstances. The
determination of the wardrobe becomes more refined with
each progression of character delineation. Therefore,
members of a role subtype will wear the same general
style of costume, and a named character within a role
subtype could wear virtually identical garments in

productions of the same play as shown in Table 6.

Table 6: The Identification of Kunqu and Jingju Costumes and Its

Relation to Role Types'®

' Due to prohibition from taking pictures by the Imperial Palace
Museum, all figures shown in this paper aretaken from Zhang
Shixian 5K YE eds. Gi Gong Bowiyuan Cdang Wénwit Zhénpin
Qudnji: Qing Gong Xigii Wenwir HUE TEHI B i CW2 a5 i
EAR MY [Complete Collection of Precious Objects Preserved in
the Palace Museum: Theatrical Objects in the Qing Court].
Hongkong #: Shangwu yinshii guin 45 El 1316, 2008.
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Main Sub-roles Costume Types
Roles
ldoshéng python robe (Fig. 2), long informal
shéng robe with symmetrical opening (Fig.
3), official’s informal robe (Fig. 4),
high-soled boots (Fig. 5)
wénxidoshéng | informal robe with asymmetrical
opening in pastel colors, embroidered
with flowers (Fig. 6)
witxidoshéng | male military armor (Fig. 7) with
helmet and high-soled boots
ldodan female military armor (Fig. 8),
female formal robe with symmetrical
dan opening (Fig. 9), skirt (Fig. 10)
qingyl female  informal robe  with
symmetrical opening, skirt
huadan female informal  robe  with
symmetrical opening, skirt
daomdcdan female military armor, skirt
chou wénchou palace dress (Fig. 11)
wiichou armor’s robe (Fig. 12), male military
armor
zhengjing python robe, long informal robe with
Jjing _symmetrical opening
Sujing informal robe with asymmetrical
opening
wiljing armor’s robe (Fig. 12), male military

armor

Apart from identifying the role types, the costumes

also convey information about the specific identities of the

characters. Alexandra B. Bonds (2008: 34-38) has

classified this aspect into six pairs:

“male/female,
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youth/age, upper/lower status, rich/poor, military/civilian,
and Han/minority”. By looking at costumes worn by
actors onstage, the audience could identify the sex and age
of characters, for they are clearly projected through their
costumes. While the garment vocabulary for male and
female roles overlaps, the costumes clearly indicate the
sex of the role by form and decoration, among other
characteristics. Besides gender, age is projected through
Chinese theatrical costumes by three components: form,
color, and surface ornamentation. Furthermore, theatrical
costumes can establish the social hierarchy of the
characters. In private scenes, a higher-status man dresses
in the pr or an embroidered zhézi. A lower-status male will
likely wear a plain zkhézi, as do servant and children. The
thickness of the sole of the shoe also contributes to the

hierarchy of the costume. Higher-ranking roles also wear

"
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more elaborate headdresses, with gold filigree, pearls,
festive pompoms and long pheasant feathers (lingzi %1¥)
(Bond, 2008: 55-57).

The third message that Chinese theatrical costumes
can communicate with the spectators is characteristics of
characters onstage. And this was executed by symbolism
of fabric colors. The vibrant colors of Chinese theatrical
costumes particularly those employed in the Qing court
theater do not project randomly and umesnainealy. In fact,
as Bonds (2008: 70) has argued, “a complex system of
color meanings for the garments and the roles controls the
stage picture. While the silhouette of the garment
represents the primary indication of the role type, the color
of the fabric projects information about the specific
character”. The color schemes on theatrical costumes

derive from Chinese precept of Five Elements (Wi Xing

m
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F147), in which five major colors designates each element:

green, red, yellow, white and black, as shown in Table 7
(Wang, 2001: 139-140). This influential principle has been
translated to traditional Chinese costumes. The regulations
and symbolism behind these costumes have the additional
purpose of communicating the inner life of the characters
to the audience. Using a vocabulary shared in all
performances, the colors express power, rank and status,
location and age. In addition to establishihg a character’s
place in society, the colors also project personal aspects of

personality, including loyalty, bravery, or deception.

Table 7: The interrelationships of the Five Elements, directions,
stage in human’s life, color scheme and the yin-yang application

Elements | Wood Fire Earth Metal/gold Water

Direction East South Center West North

Stage in life] Birth Growth | Synthesis | Gathering Hiding

Color Green Red Yellow White Black

Nature Yin Yang Yang Yang “Yin

Source: Evelyn Lip, Feng Shui: Environments of Power: A Study of
Chinese Architecture, p. 35.

“a a e
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The colors of traditional Chinese costumes are
divided into a system of upper five (shang wii sé |- F.{f)
and lower five (xia wii s¢é T TL£2) colors. The upper colors
are red, green, yellow, white, and black, which correspond
with the colors of the five elements. As the upper colors
are the purest, and considered the finest in historical terms,
they appear on garments of nobles and officials at court in
their formal dress and on generals, and commonly appear
more on make and leading characters. Their designation as
“upper colors,” however, refers to their frequency of use
onstage, rather than exclusively to status. The hues of the
lower colors vary somewhat, but they can generally be
listed as purple or maroon (zi %), pink (fénhong ¥r4L),
blue (ldn 1), lake blue (huldn 1), and bronze or olive

green (jiang %) (Zhang, 2008: 22; Bonds 2008, 72-73).

—
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Through the five upper and five lower colors are the
principal colors that are drawn on when constructing
costumes, no colors are forbidden onstage.

In FSTB, python robes up to nine colors are
employed. They are red python robe for Taibai
Constellation God Xu Gai (Taibaixing Xu Gai K2R
#% ), silver-red one for Bingling God (Binglinggong
Huéngyuanhua #§ R A 3 764k), yellow one for Jinling
Goddess (Jinling Shéngmti 4% 3= £}), golden yellow one
for Haotian Great God (Haotian Dadi 5K K 7), greenish
blue one for Heavenly God Zhao‘Gongming (Yuantan
Shén jiin Zhao Gongming JGIZFHE XA H), green one
for Eastern Great God Yu Da (Dongfang Zhiidoushén Yu

D4 &5 £ #143i%), moon-white one for Western Great

God Yu Zhao (Xifang Zhiidoushén Y Zhao #tiJ7 = JE i

[
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4%JK), white one for Western Heavenly Envoy Zhou Xin
(Xifang Xingwén Shizh& Zhou Xin P§71TEAE# A1)
and black one for Northern Heavenly Envoy Yang Wenhui
(Béifang Xingwén Shizhé Yéang Wénhui b7 T E# %
SC#%). The costume guidebook (Chuandai Tigang 7 Ji¢
ZN) for grand plays also lists fifteen colors of python robes

employed in SPBF: red, maroon, crimson, white, black,
green, yellow, violet, pink, silver-red, moon-white, gray,
blue, azure blue, and dark gold. Not only python robe,
armor is also designed with various hues, much more than
those for local dramas or even court theater in the Ming
dynasty. Five colors of armor are listed for five main

characters in FSTB. It is recorded that Lii Yue & &5, Zhou
Xin f15, Li Qi Z%F, Zhu Tianlin KK and Yang

Wenhua # 3 ¥% wear yellow, green, white, red and black

S—
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robes respectively. Song Junhua (2003; 189) has argued
that all costume colors denote five symbolic meanings:
character type and social class, character’s personality,
rank, character’s outstanding feature and tradition.

In addition to the aforementioned three messages,
some aesthetic principles of theatrical costumes employed
during the gala performances at Qing court also creates
visuality that communicates with the audience. I would
argue that, like Kunqu and Jingju, Qing court drama was
also shaped by what Elizabeth Wichmann has termed
“three aesthetic principles: synthesis, stylization, and
convention” (1991: 4-5). These three concepts have been
integrated in Qing court theatrical costumes, creating the
visual language onstage. That is to say, the synthesis
between the actors’ movements and the exquisitely-

designed costumes forms a significant component of the
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performance style. With its roots in dance, virtually every
piece of clothing has been purposefully developed to assist
and emphasize movement. The water sleeves, the beards,
and the headdress feathers become extensions and
enhancements of the actor’s body. This creates an
emotional expression which is a central aspect of the
actor’s performance. For the stylization in costumes,
Bonds (2008: 30-31) has argued that the performance
moves away from reality through the absence of three
elements: time, place, and season. Rather than carefully
recreating the images of the distinct dynasties, the
costumes are a combination of periods blended with
absolute theatricality. Anachronisms occur both within and
among the individual costumes. Though the costumes may
appear to be imperial dress, in actuality, they are far from

historical replications. The construct of time further

—
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disintegrates with the repeated usage of costumes. All
grand plays, regardless of their time period, are presented
with the same selection of costumes, time occurs both
simultaneously and without chronology.

As for the third aesthetic principle, convention,
Wichmann (1991: 5) has analyzed that “The use of a
particular convention sign serves to signal its ascribed
meaning to the audience”. Thus, what Chinese theatrical
costumes conventionally signal is expression of role types
and characteristics of characters onstage. As Bonds (2008:
29) has argued “In the development of a shared language
for the costumes, two significant aspects have emerged:
the costumes have been limited to a small number of |
standard form that can achieve greater variety through
color and ornamentation, and the costumes are designated

with characteristics that visually communicate the given
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circumstances of the role types, creating a repeating and
recognizable image for the audience”. To accommodate
the costume conventions, Qing court troupe had to develop
a creative and yet standard stock of garments to cover their
repertoire of grand plays.

Hence, the ultimate aim of the integration of
synthesis, stylization, and convention is to create the
beauty and harmony of the Qing court theater. That is to
say, the costumes, headdresses, and makeup provide a
visually attractive image that is enhanced by the beauty of
actors’ movements onstage. The overlaying of beauty
reduces the contrasts among characters, creating a distinct
visual language to portray the range of personalities in
society. The actor within the costume, on the other hand,
has many tools within the conventionalized style to

represent aspects of personality that may not be visible in

i
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the dress. Nothing can occur, however, that might deviate
from the prescribed pattern or completeness of the
performance, thereby taking away from the perfection to
which the presentation aspires.

Conclusion:

Speech and visual communication are parallel and
usually interdependent means by which humans exchange
information. In the world of Qing court theater, the
librettos that actors chanted combining with their
performing skills that interacted with the splendid
costumes onstage create the unity and harmony of the
performance. And this directly and simultaneously

communicates with the audiences as shown in Diagram 1.

=, 4
M55 ¢ T 4 Fanau 2553



Sasiporn Peicha

ACTORS + COSTUMES

Role Types, Identities of Characters, Symbolism of Colors, Movement, Aesthetics

UNITY AND HARMONY

v
COMMUNICATING TO THE SPECTATORS

Diagram 1: The Interdependent Feature among Actors, Costumes

and Spectators

In the world of Qing court theater, the actor is the
central element in the performance. The actor’s
accomplishment in mastering the challenging performance
style forms the key to audience enjoyment of the theatrical

event. Because of the focus on the actor, costume becomes

1
]
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the foremost visual aspect. Building on the sumptuousness
of the clothing of the Chinese imperial court, the costumes
employed in the gala performances in the three-tiered
stages have reached a magnificence of textile expression
and beauty in their own right. Due to newly-created
characters, new types of theatrical costumes have been
introduced and bought to life. Each costume projects an
image of unmatched elegance. For they are fashioned from
brilliantly colored silk fabrics and lavishly hand-
embroidered with multicolored and metallic threads in
exquisite floral and faunal ornamentation. When the actors
attired in this brilliant dress are viewed in combination
with their elaborately evocative face painting and
glittering rhinestone-bejeweled and pearled headdresses,
the combination creates an image of breathtaking beauty.

The combinations of the costumes onstage are selected to
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convey not only the individual characters, but to produce
the most beautiful stage picture possible. Each garment
can be created in an infinite variety of renditions, with
different combinations of color and pattern, making a
richly extensive vocabulary of attires. This language of
clothing forms the foundation for the examination of
costumes in this paper. It was the first and the only period
of time in which Chinese theatrical costumes were brought
to this extravaganza level. Compared to costumes in court
theater during the Ming dynasty, the Qing ones were much
more elaborate. In a cultural context where fine textiles
and adormment have long been admired, the costume used
for gala performances in the Qing court represent the
grandeur of the courts, exemplifying the pinnacle of

Chinese stage costume.

uch - 75
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Appendix:

Fig. 1. Front view of the three-tiered stage
Pleasant Sound Pavilion. Photo from
Léng Xiuhud, Zhongguo Giidai Diwéng Y
Liyudn Shihua, cover page.

Fig. 2: Python robe of red satin embroidered
with clouds and gold dragons, for the Rank
Promotion Blessing Dance. Qianlong period.
Photo from Zhang Shiixiin eds. Gu Gang
Bowinyuan Cang Weénwi Zhénpin Quanji:
Qing Gong Xiqu Wénwi, p. 12-13.

B
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Fig. 3: Male informal dress of tan veiled
gauze embroidered with gold lantems, flowers
and butterflies. Qianlong period. Photo from
Zhang Shiixian eds., ibid., p. 38.

Fig. 4: Military officer’s informal dress of
B L s tunmeric brocade with geometric and auspicious
floral patterns. Qianlong period. Photo from
Zhang Shixian eds., ibid., p. 87.

Fig. 5: High-soled boots of black plain satin.
Guangxu period. Photo from Zhang Shiixian
eds., ibid., p. 218.

Fig. 6: Male lined garment of bluish white
gauze embroidered with flowers and butterflies.
Qianlong period. Photo from Zhang Shiixian
eds., ibid., p. S1.

=
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Fig. 7: Male military officer’s armor of red satin with gold
lockstitch pattern. Qianlong period. Photo from Zhang Shiixian
eds., ibid., p. 64.

Fig. 8: Female military officer’s armor of white satin embroi-
dered with phoenix among peonies over a gold turtle-shell
pattern. Guangxu period. Photo from Zhing Shiixian eds.,
ibid., p. 66.

Fig. 9: Female informal dress of buff
silk embroidered with floral sprays and
butterflies. Qianlong period. Photo from
Zhang Shiixian eds., ibid., p. 46.

Fig. 10: Skirt of pink satin embroidered
with training flower sprays. Qianlong period.
Photo from Zhing Shiixian eds., ibid., p. 176.

o
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Fig. 11: Male robe of red satin with red
square patches embroidered with gold
thread crane for the first grade civil offi-
cial. Qianlong period. Photo from Zhang
Shiixian eds., ibid., p. 15.

Fig. 12: Military officer’s martial attire
oflight blue gauze with clouds and gold
dragons..Qianlong period. Photo from
Zhang Shaxian eds., ibid., p. 78.

Fig. 13: Light martial attire of white
satin with colored clouds and gold drag-
ons. Qianlong period. Photo from
Zhang Shixian eds., ibid., p. 99.

Fig. 14: Solder’s vest of red satin with
clouds and gold dragon medallions.
Qianlong period. Photo from Zhang
Shiixian eds., ibid., p. 95.
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