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Abstract

Court actors were among a selective group of performers hired to stage plays in the

palatial compound during the Qianlong w7 reign (1736-1796), the golden age of the
Qing court theater. By the Qianlong emperor’s commission, these court actors brought
the plays and their plots to life. The prosperity of Qianlong court theater increased
enormously. As a result, the standing of court actors improved when the purpose-built
theaters and music bureaus in the palaces were established. These selected actors were
cast as a mainstay in the Qianlong court theater. Since they were confined in the palatial
compound, their lifestyle and status differed from those who lived outside. Thus, this
article focuses on actors’ lives in the Qianlong court. My goal is to use the extant court
actors’ name lists and other historical documents as a way to understand how these
actors were categorized, were treated and lived their lives during the Qianlong reign. By
focusing on this selected stage performers, this article also aims to analyze the prosperity
of the Qianlong reign that engendered power of court theater during this era.
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Introduction

he Qianlong H2l# reign (1736-1796) has been regarded as one of the most

prosperous periods in the history of China. During this sovereignty, China
underwent “sudden and wrenching population growth, dramatic territorial expan-
sion, the transition to a new kind of multi-ethnic society, a seemingly unprec-
edented degree of geographical and social mobility, rapid commercialization and
monetization of the economy, and apparently novel development of both the
urban hierarchy and urban culture” (Rowe 2002: 473). To summarize, political
and military achievements, economic growth, as well as social stability during
the Qianlong reign were equally striking. Under Qianlong’s regime, China could
conquer several hostile ethnic groups and adversary nations, including the Dzun-
gars, the Turkic Muslims, the Tibetan minority, Taiwan, Burma, and Vietnam,
in which the Qianlong emperor called the “Ten Great Campaigns” (Woodside
2002: 230-309). As a result, this political victory freed Chinese agriculture and
economics from severe disruption of the earlier decades. As Alexander Woodside
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has pointed out, this achievement “allowed the Qianlong court to promote the
expansion of the cultivated acreage of its empire along with its military frontiers,
and further allowed it to reduce land taxes, reward the clearing of empty fields,
and magnify and systematize famine relief” (Woodside 2002: 231).

In addition, the Qianlong reign has also been known as the golden age of
Chinese theater. It is due to the fact that the Qianlong emperor was an admirer
and patron of theatrical performance. During his reign, the emperor made so
many contributions to Chinese drama. For instance, he commissioned the con-
structions of twenty-five theaters in his palaces. Among them, twenty-one were
small court theaters and four three-tiered stages (chongtai sanceng 51 —Jz) (or
the “linked performance stage” fian xitai %), of which three are no longer
extant.” Moreover, due to his passion for Chinese drama, the Qianlong emperor
himself was a playwright and on top of that a performer. It was recorded that
in his youth the emperor wrote a one-act, one-character play (Dujiao Xi ffi
#) called the A Beggar Picks Up Gold (Huazi shi jin #£7154) and sang for
his mother on each of her birthdays.> He also used to perform on the small
theatrical stage named the Elegance Remains Always (Fengya Cun WHEAT)* in
the Imbibed Fragrance Studio (Shufang Zhai WJ775). Furthermore, he created
his own dramatic tune called the “Tune created by the emperor” (Yuzhi Qiang
fEHI ) by remixing the 4un £ and yiyang XM tunes, since he could not sing
both tunes due to his deep voice. During his spare time he even taught his new

® “ — ®

imperial tune” to new court opera troupes. Moreover, he once entertained his
mother on her birthday by summoning the best actor troupes in Beijing to act
before the Dowager Empress and the court. Suddenly, he disappeared and, after
a time, appeared on the stage with a painted face, a theatrical beard and costume.
He played a solo role, the aged Laizi 7K1, one of the twenty-four examples of
children’s filial love for their parents—the cardinal virtue in China (Qiu Huiying
2000: 192-194; Niu Chuanhai 1977: 24-25).

But perhaps the Qianlong emperor’s major contribution to Chinese drama
would be the fact that he fully developed organizations of two significant court
music bureaus— Nanfu FiJff or the “South Bureau” and Jingshan 51l or the
“Coal Hill,” which were erected during the Kangxi HEE emperor (1661-1722).
These two music bureaus not only functioned as training and acting schools,
but were also main habitations to house Qing court actors. The actors’ lives in
the Qing palatial compound have always been considered mysterious and yet
interesting. Thus, the purpose of this article is to give new insights on lives of
court actors during the Qianlong reign. The first part will focus on the extent
to which these court actors were classified. Then the extant lists of court actors’
names will be analyzed in the next part in order to show how prosperous court
drama during the Qianlong reign was. Finally, I will examine court actors’ lives
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in the confined arena of the Qing palace as well as discuss the way in which
the emperor’s treatment on eunuch actors differs from that on professional actors
from the south.

Categorization of Court Actors during the Qianlong Reign

Court actors during the Qianlong reign were divided into two major
groups: eunuch actors and professional actors from the south. Eunuch actors
during the Qianlong reign were categorized as members of the Eight Banners
(ba gi J\J#) (Wang Zhizhang 1937: 4—10).5 Eunuchs from Three Banners—Plain
Yellow, Bordered Yellow and Plain White—held positions in Nanfu. In an archive
recording eunuchs’ name lists clearly stated which banners these eunuchs belonged
to. For instance, the chief eunuch Li Luxi Z*fk5, who served three imperial
reigns from the Jiaging 5K (1796-1820), Daoguang 1E¢ (1820-1850), to Xianfeng
i (1851-1861) reigns, belonged to the Bordered Yellow Banner. Famous chief
eunuch An Fu “Zf# belonged to the Plain White Banner (Ding Ruqin 1999: 21).

These eunuch actors were selected from eunuchs of three bannermen who
worked in Nanfu and servant eunuchs (baoyi zidi t34<2f;) who worked in
the Tmperial Household Department (Neiwu fu 155/5).° They were chosen to
practice drama performances and became court actors. If court music bureaus like
Nanfu or Jingshan did not employ them, then they could return to work in the
® Imperial Household Department (Ding Rugin 1999: 21). ®

The second group of court actors during the Qianlong period was the
professional actors from the south. Both the Kangxi and the Qianlong emperors
made several grand inspection tours to the south. During these tours both em-
perors had found that southern professional actors were more capable than those
in the capital. As a result, since the Kangxi reign (1661-1722), more and more
professional actors from the south were recruited back to Beijing, which formed
opera troupes in the Qing court. Therefore, from the Qianlong to Jiaqing reigns,
all of local actors brought back to court came from the south, such as Suzhou
75N and Yangzhou /M. They were selected by the Textile Ministry of Jiangnan
(Jiangnan zhizao 11.F%1i&) and brought back to the capital (Ding Ruqin 1999:
22, 150-165). Poet Yang Shining #I:%kwrote a poem collection entitled “Poetic
scroll of the hibiscus boat” (Fubang shixie Ffii4H) during the sixty-first year
of the Kangxi reign (1722), in which one poem entitled “Seizing actors” (Zhuo
lingren 242 \) in the eleventh fascicle was composed as follows:

The Board of Works in Jiangnan managed hundred dramas,
They searched for young actors and selected fascinating performers to
present to the royal family.

LR EIERE FOU, AR AER A
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Here the “Board of Works” refers to the Textile Ministry of Jiangnan. In addition
to supervising court textile manufacture, this ministry was also in charge of select-
ing local actors and presenting them to the Qing court (Ding Rugin, 1999: 22).

Furthermore, an excerpt in the section “Black Dragon Play” (Qinglong xiti
Jt%) in the Qing jia lu %555 [Record of Qing Monarchy], written by official

Gu Luliiif recorded a process of how southern professional actors were selected:

The Laolang Temple was the name of the national theater bureau. Those
who wanted to begin an acting career must be registered at the Laol-
ang Temple. The temple was under jurisdiction of the Textile Ministry.
Additional actors needed in Nanfu must be recruited from the Textile
Ministry.

SRR, A Rt FLRAREEE, B AT RS BRBOE IR, LR
ZEHN, A6 HIAIOE I L. (Gu Lu 1974: 122)

Extant Lists of Court Actors” Names during the Qianlong Reign

Historian Wang Zhizhang F1-% has recorded a list of eunuchs’ names including
their status, who had worked in Nanfu from the fifth year of the Qianlong reign
(1740) until the end of the Qing dynasty in Chapter Five titled “Zhiguan taijian
nianbiao JAE KI4FE3R” or “Biographical table of eunuchs in duty.” However, there
® were merely ten high-rank eunuchs who worked in Nanfu and Jingshan during ®
the Qianlong reign recorded in this document ((Wang Zhizhang 1937: 330-382).

Eunuch’s name Birthplace Position

A native of Daxing | Six-rank supervisor in the Inner School
K4 in Zhili &% | (Vei xue M%) in the fifth year of the
District Qianlong reign (1740)

Jin Jinzhong
Hr k8

) . . | Six-rank supervisor in the Inner School
Zhang Wenyu | A native of Jinghai in the sixtieth year of the Qianlong reign

& #frin Zhili District
(1795)
. . A native of Wan- Entering Nanfu in t}.le ﬁfty—sevent.h year
Li Luxi . Gitin Zhili of the Qianlong reign (1792). Eighth-
PR pihg e | rank manager in the Inner School in the

District sixth year of the Jiaqing reign (1801)
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Liu Antai
PR

unknown

Entering Nanfu in the thirty-sixth year
of the Qianlong reign (r771). Eighth-rank
manager in the Shifan School (Shifan xue
“#1%) in the first year of the Daoguang
reign (1821)

Guo Xi

W

unknown

Entering Nanfu in the fifty-fourth year
of the Qianlong reign (1789). Eighth-
rank manager in the Shifan School in the
first year of the Daoguang reign (1821)

Yu Antai
T

unknown

Entering Nanfu in the forty-sixth year of
the Qianlong reign (1781). Deputy man-
ager in the Qianliang Office in the sec-
ond year of the Daoguang reign (1822)

You Jinxi
pins

unknown

Entering Nanfu in the thirty-sixth year
of the Qianlong reign (1771). Substituted
a position of deputy manager in the Shi-
fan School and the Zhonghe Music Bu-
reau (Zhonghe yue '1#145) in the third year
of the Daoguang reign (1823)

Xiao Jinzhong
SRR

unknown

Entering Nanfu in the forty-fifth year
of the Qianlong reign (1780). Deputy
manager in the Shifan School and the
Zhonghe Music Bureau in the third year
of the Daoguang reign (1823)

Liu Jinxi

pUbEEE

unknown

Entering Nanfu in the forty-sixth year
of the Qianlong reign (1781). Manager in
the Inner School in the fourth year of the
Daoguang reign (1824)

Zhang Mingde
G

unknown

Entering Nanfu in the fifty-sixth year of
the Qianlong reign (1791). Manager in
the Inner School in the fourth year of the
Daoguang reign (1824)

According to the table, these ten eunuch actors were recruited to Nanfu and Jing-
shan since the Qianlong period. Later in the Jiaging and Daoguang reigns, they
had been promoted with high positions and had worked in three main schools

of Nanfu and Jingshan—the Inner School, the Shifan School and the Zhonghe
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Music Bureau. According to details in the part Huanguan T [Eunuchs] re-
corded in the section Zhiguan zhi HAE & [Record of Administrative Ranks] in
the Qingshi gao i H5 [Draft of the Qing History], the Inner School housed
and trained eunuch actors; the Shifan School was in charge of wind musical
instruments like flute, pipe, as well as drum and gong; and the Zhonghe Music
Bureau was responsible for performing the zhonghe music in court ceremonies,

which had been performed and lasted until the end of the Qing dynasty. ’

Moreover, another table entilted the “Nanfu Jingshan taijian xuesheng nian-
biao TN IR 7442587 or “Biographical table of eunuch students in Nanfu
and Jingshan,” shows a list of court actors who had been working from the Qian-
long to the Jiaqing reigns (Wang Zhizhang 1937: 370-411). Judging from eunuch
actors who were born in the Qianlong reign, lived and remained court actors in
Nanfu and Jingshan until the eleventh year of the Jiaging reign (1806), there were

Character type Actor’s name Character sub-type
An Fu %4
Male lead Yang Chun#zi Second male lead
(sheng *£) {_/l\;:ijll:;lz fj;ji% Second male lead
® i @
Shen Jinxi Tkt Female lead
Shang De i Female lead
Guo Qingtai Z53% Female lead
inxi R

Fermale lead Cao Jinxi #ke (elder | Female lead

brother)
(dan E) o
Peng Lushou ###7#% Female lead
Yang Qingyu #i Female lead
Jin Bao #if# Female lead
Liu Bao Female lead
N e
Li Xmg e Second official
Yao Xi = E Ficial
Ban Jinchao Bt xtra ofhct
Heizi #2 1 .
Official (jing #) | Gu Dekui 57134 Second official

Liu De i1
I_.,1u Desheng X537+ Fxtra official
Jin  Fu  #%k (Zhang
Xiaowen FK#73)

112 g Sasiporn Petcharapiruch

‘ ‘ TU Review.indb 112 @ 5/8/12 2:17AM‘ ‘



______ NEEN .

‘ ‘ TU Review.indb 113

Gentleman (mo ) Wang Linxiang T
Li Yuer 7L
Li Jinlu Z= kit
Clown (chou 1) Sun Fuxi #ME=
Chai Jinzhong &t i
Zhao Jixiang # & #f
inxi ke
Miscellaneous Cao Jinxd Wit (younger
brother)
(za 2%) S
Dong Jinxi #:it#
Wau Shuanglu 2% .
Li Taiping A Playing drum
) i Playing flute
Dong Jincheng i<z Preparing props (da jiahuo 1%
Gao Jishun &) ) pariig prop J
Cao Jinzhong ¥tk Preparing or
Zhang Decheng %% p eparing prope
Others Yang Zhong #it Piep.fgmg I;rops
Han Delu 1t # Lol
Zhao Jinzhong # it (el- yIng 88
Playing drum
der brother) St alker (zouchang )
Zhao Jinzhong #jkiE age wa et tzouchang 1=
Stage walker
(younger brother) Stase walker
Zhen Shixiang Hiftt#¢ gew
Wang Jinsheng 71 ?udrz{)rilgsmg theatrical caps and
Chen Ruilai Bx#tisk
Unidentified Zhang Cheng 5k
Zhang Guoxun 5k . .
Chen Xiangrong Fili Managing theatrical boots

In addition to these two lists, Wang Zhizhang has also recorded that eunuchs
named Jiu Ru Julll, Mei Shou JE7, Ma Shuangxi Z30#, De Zhu 75F, and Niu
Cai #l¥ “all were chief managers between the Qianlong and the Jiaging reigns”
(Wang Zhizhang 1937: 411). Therefore, high-ranking eunuchs and court actors in
Nanfu and Jingshan who were recorded during the Qianlong reign until the
early period of the Jiaging reign were 54 in total. Among them, 15 used to hold
supervisor or manager positions. Categorized by their acting roles, there were 4
court actors acting as male leads, 8 female leads, 8 official characters, 1 gentle-
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man character, 5 clowns, and 2 miscellaneous roles. Besides, there were 11 court
musicians and actors whose roles dealt with stage walking as well as 5 actors
whose roles were unidentified. Thus, I would argue that these name lists represent
court actors whose performing techniques were exceptional and outstanding. It
is evident that they were among one thousand five hundred actors who worked
in Nanfu and Jingshan during the Qianlong reign which has been regarded as
the golden era of court theater (Zhou Mingtai 1971: 75, Wang Zhizhang 1937: 10;
Niu Chuanhai 1977: 6; Yang Changde 1985); Li Zongbai 1991: 25).

He Xishi (1990) {7  has also studied lives of court actors who had been
working in Nanfu and Jingshan since the Qianlong until the Daoguang reigns
(1736-1826). The table of the “Qingdai lingguan zhuan A2 E1E” [Biographies
of Qing court actors] (He Xishi 1990: 590-91) shows:

Character type Actor’s name who had been working in the Qing court

since the Qianlong until the Daoguang reign (1736-1826)

Niu Caifl#, Fan Wu #1, Xiang Qing #£%, Ru Shan fn
i, Shen Dekui vt De Qing ##5<, Chen Shuangquan

@ (CkIVﬂ ;Jnale i{e;c; Bia4x, Shuner JiUL, Shengler 4: )L, Liu Zhaolin X##k, Lu @
UL SPEng Deming K3, De Fu 34, Qi Mao 4, De Li 1557, Tang
Taozhu FEE
Military male lead o N -
(o sheng 5/£) Lu Futao FitE7#, Ru Yi @, Yong Shou 7k 7#
Yu Xi £%, Chun Fu##d, Wang Cheng 7%, Hua Nan
Second male lead | 7 San Xi =%, Chun Xi ##, Zhang Jingyuan 3 7c, Bai

Fu w#&, Hai Shou #7%, Zhu Shuangxi 4% #, Fu Shou #
73, Shen Shouling 7%, De'er 13U, Bai Qing Fipk

Chang Shou k%, Yu fu %47, Lan Xiang =%, Si Xi MM, Er
Siguan JLPUE, Yu Zan £#, Song Nian #4F, Xu Rui %%, Qi
Dai +:t, Ma Runer %ii)L, Xi Qing #5, Xi Rui %%, Yan
Shou 7%, Xiao Yanshou /N7, Hu Jinsheng #i4:4E, Shen
Shou it #, Dong Mingyao #Wif#, Zou Guiguan 4$£F, Song
Nian ##, Shun Xin Jiii.t»

Female lead

Old female lead

(oo dan 1) Ru Xi 3%, Yuan Fu sci, Xiang An #%
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Da Qing &, Zhang Fu 34, Yaoer #—, Shou Guan #
#, Ming Feng m, Long Shou F#, De Shun 78I, Jin
Shun 4:)iit, Xiao Shuangxi /Mi#, Xiao Deshun /Miii, Yong
Tai k%

Official

Second official Shen Xiu #7, De Sheng 137, Shuang Bao i

Gentleman Tian Lu %4, Niu Shunshan #1)iiz%

Fan Zengtu ju#its, Fan Chuo %41, Zhou Shou &7, Zhou

Clown Wenda J&50i%, Er Gou —4, Yao Baisui Bk

This table clearly lists actors’ names and their acting roles from the Qianlong to
the Daoguang reign (1736-1827). According to the list, there were 33 court actors
who performed male lead roles, 23 female lead roles, 14 official roles, 2 gentle-
man roles, and 6 clown roles, thus 78 in total. If we combine this number with
previous name lists, then there were 132 court actors who performed and worked
in Nanfu and Jingshan during the Qianlong period. This amount is merely one-
tenth of the total 1400 to 1500 court actors during this era.

These court actors formed several acting troupes in Nanfu and Jingshan.
In the Qianlong wushi nian chongxiu Xishen zushi miao beizhi 1 T FEE =
FAE TR [Stele Inscription of Renovation the Happiness Immortal Ancestor
Monastery during the fiftieth year of the Qianlong reign (1785)], it recorded a list
of court acting troupes in Nanfu and Jingshan during the Qianlong reign. There
were 34 troupes in total, namely: Double Harmony Troupe (Shuanghe ban MANIL),
Fortune Shell Troupe (Jianke ban #753%), Protection Harmony Troupe (Baoke ban
PRINIE), Wealthy Congratulation Troupe (Yuging ban #PR3E), Uprightness Jade
Troupe (Duanrui ban ki), Excessive Congratulation Troupe (Yuging ban 43K
¥E), Gathering Congratulation Troupe (Cuiging ban #JX¥E), Grand Completion
Troupe (Dacheng ban KjiHE), New Troupe of the Prince’s Office (Wangfu xinban
FIFHEE), Harmony Completion Troupe (Hecheng ban F1JE), Grand Spring
Troupe (Dachun ban KF#YE), Four Harmony Troupe (Sibe ban PIHIF3), Lon-
gevity Congratulation Troupe (Shouging ban 73X¥E), Accumulation Completion
Troupe (Jicheng ban #E)%¥E), Suitability Congratulation Troupe (Yiging ban FLIX
¥E), Eternality Congratulation Troupe (Yongging ban 7K JX¥E), Supreme Harmony
Troupe (Zaibe ban KHIPE), Gathering Fragrance Troupe (Cuifang ban #J79E),
Scenery Harmony Troupe (Jinghe ban 5H13E), New Harmony Group (Xinke ju
FrinZE), Harmony Gathering Troupe (Hebe ban F1E8E), Gold Bracelet Troupe
(Jinbuan ban &33E), Gold Congratulation Troupe (Jinging ban “&IKIE), Gold
Silver Troupe (Jinyin ban z4R¥E), Gold Completion Troupe (Jincheng ban )i
), Preciousness Completion Troupe (Guicheng ban 5t/i¥E), Supreme Completion
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Troupe (Tuicheng ban KJik¥E), Protection Completion Troupe (Baocheng ban {4
Ji%3E), Jade Completion Troupe (Yucheng ban £%3T), Eternality Auspice Troupe
(Yongxiang ban 7KFEHE), Prosperity Harmony Troupe (Lube ban ##H1¥E), Pine-
tree Longevity Troupe (Songshou ban #2759F), Grand Virtue Prosperity Troupe
(Dade shengban KiE#IE), and Congratulation Year Troupe (Qingling ban K% HE)
(Zhang Cixi 1988: 912-913).

As for types of plays performed by these court actors during the Qianlong
reign, the chapter “Grand Opera and Festival Opera” (Daxi Jiexi K¥17%) in the
Xiaoting Xulu Wi=+%E5 [Supplementary Notes on the Whistle Pavilion] written
by Prince Zhao Lian Wit (1780-1833)% was recorded in details:

In the beginning of the Qianlong reign, the Pure Emperor, being content
with the peace and prosperity of his kingdom, ordered Zhang Wenmin’
to write the yuanben plays for the musical department to practice and
perform on festivals. Every festival must be entertained with dramatic
performances. During that time allusory stories such as Poet Qu Yuan
Crossing the River,'’ Zitan Composing Poems'! were all adapted to per-
form on the stage. They were called “Officially Adapted Plays for Monthly
Performances”” The plays performed for the celebration in the inner court,
of which theme of good luck and happiness were called “Divine Perfor-
mances of the Palace” Performances before and after imperial birthdays,
@ in which theme about fairies and gods presenting congratulations as well @
as children and elderly expressing their gratitude were called “Double
Nine Grand Celebration” Moreover the story about Mu Jian Lian Bud-
dha saving his mother was called “A Golden Ledger for the Promotion
of Kindness.” It was performed on the stage at the end of the year. There
appeared many devils and spirits on the stage in order to represent the
meaning of exorcising of the ancient people. The story of Monk Xuan
Zang of the Tang dynasty pilgriming to the west to search for Buddhist
scriptures was called “The Precious Raft of the Peaceful Times” It was
performed before and after New Year’s Day. All the plays were composed
by Zhang Wenmin himself. His words were elegant, marvelous, and re-
fined. He employed allusions, classics, and scriptures in his plays. Most of
them were extremely magnificent. Afterwards the emperor also ordered
Prince Zhuang Ke'? to compose the play about the allusory story of the
Three Kingdoms, which was called “The Annals of the Three Kingdoms”
Moreover, he composed the play about the state of Song and bandits on
the Liang Mountain, the war between the Song and the Jin, the capture
of the two emperors of Song Dynasty. It was called “A Diagram of the
Stars of Loyalty and Righteousness.” His words were from the hands of
a wanderer of the glory of the sun, who could only complete the com-
position negligently. Moreover, he copied the yuanben script of the Wa-
ter Margins heroes of the Yuan and the Ming dynasties. His songs and
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verses could not match those written by Zhang Wenmin in any respect.
In the eighteenth year of the Jiaqing reign (1804), in order to instruct
the wicked matter, the emperor issued a special order to prohibit opera
performances in all of the three-tiered stages. On New Year’s Day only
Officially Adapted Monthly Performances replaced them.

WA, SE AT LGN T, fiv sk SCRUIE e AL, DA IRARIE S, FL T4 2=
e HIHE AN 5o 72 IE R, TR, 2RIV Hik NI =
B, ZE TR N, I S AT A AR, SRl E R
Fet, LA o B SR B TSI, 12 I UIUR PG SO F e o 2R R, 182 Wae
B SRz, DH BRI, DG AP . U XA =, 2T
FAE, T BT A Ze 2 o HlhSCR STEoR A, WA, 5 UGS, IO,

HAR S A AR Fl B = E TR, IR SRR SIS BRI AR L i
R I, B YALRF B, 5.2 D SOIRE . Hasl'E H H Al 2 T, AERERAT A
B, XADZRTCS BRIk PUETEREAR, SORAE S 2 22 ZRIRYS0E, ELA3L
FEZE, FranEOEES, FTAMLU RN 2. (Zhao Lian 1980: 377-378)

From the above passage we learn that court plays during the early Qing
dynasty can be categorized into two major types. First is the so-called Jieling Xi
LR, Yingjie Xi VT, Jie Xi Titkor “Festival Play.” This was a type of plays
like Yueling Chengying Xi J14il v *%or “Officially Adapted Plays for Monthly
Performances” performed on each monthly festivity, such as New Year’s Eve (Yu-

® andan JCH.), Dragon Boat festival (Duanyang %ifH), mid-autumn (Zhonggiu ' ®

k), and winter solstice (Dongzhi %4-2). The second type is the so-called Qing-
dian Xi R#txor “Congratulatory Play,” which can be divided into two subtypes:
Fagong Yazou Xi 1:FHiZ M or “Divine Performances of the Palace Play” and Jiu-
Jiu Daging Xi LUK or “Double Nine Grand Celebration Play.” The former
were plays requested by the emperor to be performed on each auspicious court
ceremony, such as imperial engagement ceremony, imperial wedding, a ceremony
of bestowing title to Empress Dowager, prince’s birthday, a ceremony of purify-
ing a baby prince on the third day after his birth (Huangzi Xisan 57V =), a
celebration on a month-old birthday of a prince (Huangzi Miyue =777 1), a
ceremony of appointing imperial concubines (Cedui Feibin WIXIC1E); the latter
were plays performed on imperial birthdays, also called wanzhou jiexi J3 751,
shou xi 753, and shou zhouzi 77417 (Ding Rugin 1999: 40-58).

Court Actors’ Lives during the Qianlong Reign

The Qianlong emperor’s treatment towards court actors in Nanfu and Jingshan
differed in accordance with their classes and ranks. Eunuch actors were treated
better than professional actors. The former normally held higher positions, earned
more income, and gained more benefits. And skill in acting was one route of
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upward mobility for the eunuch actors, as seen in the biographies of Jin Jinzhong,
Li Luxi and Zhang Mingde (Rawski 2001: 178-179). In the record, Jin Jinzhong
was appointed a sixth-rank supervisor in the Inner School during the fifth year
of the Qianlong reign (1740). He died in the nineteenth year of the same reign
(1754). Therefore, he supervised court opera troupes at least fifteen years. Li Luxi
entered Nanfu since he was eleven years old. When he reached twenty, he became
an eighth-rank supervisor of the Inner School. In the following year, he was ap-
pointed to the seventh rank. In the eighth year of the Jiaging reign (1803), he was
promoted to the sixth-rank supervisor. In the sixth year of the Xianfeng reign,
he was again promoted to the fifth rank which received seven taels of silver as
income. He supervised court opera troupes for more than fifty years. Liu Jinxi and
Zhang Mingde worked in Nanfu and Jingshan for more than forty years. An Fu
used to perform a small male lead role. In the fifteen year of the Daoguang reign
(1835), he was appointed to the eighth-rank supervisor of the Inner School. In
the sixth year of the Xianfeng reign (1856) he was promoted to the seventh rank
in order to replace a former sixth-rank supervisor. He resigned from his position
in the fourth year of the Tongzhi reign (1865) due to his illness. He served in the
Qing court for thirty years (Ding Ruqin 1999: 83-85). From this information,
one can see that these eunuch actors had a lifetime position. Once he became a
eunuch, he was automatically committed to the court without denial.

@ In the twelfth fascicle entitled “Official Registration 2” (Guanzhi er F il @
) in the Guochao gongshi EHE 5 [Court History of Dynasty] compiled by
E'ertai %/K% (1680-1745)" and Zhang Tingyu KZEE (d. 1729)' it recorded
“Salary of Officials in Duty” (E’hu zhizhang FEH%E) of eunuch officials in
Nanfu and Jingshan:

NanfutGIif

One supervisor, rank seven, in charge of
BB B, AT R S AL KT | service. Monthly income was five taels
ke ABHR—M. 5 of silver, five pecks of rice. And an of-
ficial budget of one tael of silver.

Four managers all rank eight, oversee
those in service. Monthly income was
three taels of silver, three pecks of rice,
and an official budget of seven gian
three fen and three /.

Office leader, no rank, no specific quota.
LHERBEW, T, TR AR =M. K= | Monthly income was three taels of sil-
fishe 2 BRER-LAR =5 = . ver, three pecks of rice and official bud-
get of seven gian three fen and three /i.
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Grand eunuch, had no specific quota.
R, TERER AR Kt 2843 | Monthly income was two taels of silver,
(5 VAV WAy i one peck of rice and official budget is six
gian six fen and six /.

Those granted a special bonus of
monthly silver also had no fixed quota.
\\\\\ B ERA, o LIS, % | Those granted an official rank were giv-
RLER IR A ke en silver, rice, and budgets according to

rank. (Qing Gui and Wang Jie 1994: 32-33; cited
in Ding Ruqgin 1999: 11-12)

Jingshan 5= 11|
One supervisor, rank seven, was in

B, B, AT AR BRI KT | charge of service. Monthly income was
o ATRER—M. five taels of silver, five pecks of rice. And
an official budget of one tael of silver.

Clk

=

Two managers, both rank eight, over-

B L B AR KR see those in service. Monthly income

PO was three taels of silver, three pecks of

rice, and an official budget of seven gian
O} three fen and three /i. (O}
Office leader, no rank, no specific quota.
ZEEW, Tk, TEM. FHR=M. X= | Monthly income was three taels of sil-
fite APREER == ver, three pecks of rice and official bud-
get of seven gian three fen and three /i.

Grand eunuch had no specific quota.
R, TeRER AP K fite 23403 | Monthly income was two taels of silver,
- VAVIVAVIiE one peck of rice and official budget is six
gian six fen and six /.

Those granted a special bonus of

B, TR HR S, B monthly silver also had no fixed quota.
HR BE e,

R s A Those granted an official rank, were
HA =) N NN ¢

given silver, rice, and budgets according

to rank.

According to the Liyuan gongsuo yongming beiji ZLFd Ak #4130 [Stele
Record of Perpetual Names of Pear Garden in Court] written in the first year
of the Qianlong reign (1736), during that time Beijing established “supervising
officials in Jingshan” (Jingshan zongguan 3 111/5/E) which consisted of forty pro-
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fessional actors from Suzhou like Zhou Wenging J& 3 and eleven monastery
heads like Wang Hanxiang £{¥#}l. They were brought back from the imperial
southern tours by the Kangxi emperor. Since these professional actors were not
allowed to mingle with eunuchs, Jingshan was thus originally designed and es-
tablished exclusively for them. After Qianlong’s imperial southern tours, there
were more professional actors brought back to court. Until the fiftieth year of
the Qianlong reign (1785), Jingshan already had three main schools.'®

Among professional actors from the south who were housed and trained
in the Outer School (Wai xue 5}¥), only a few of them had a chance to ask for
leave or return to their hometowns after retirement. Most of them were confined
in the palace for good. Poet Yuan Mei #4% (1711-1798)! once wrote.

Singers from Wu area named Wu Wen’an and Lu Caiguan have been
serving in the palace for years. This spring the two singers asked for
permission to return to the south with the excuse of attending their par-
ents’ funerals. They happened to meet each other at Huqiu. They talked
about the vicissitude of life and sighed that this meeting would be the
last one for the rest of their lives. I also felt saddened. Melancholically
I composed:
In this spring there are two returning travelers in the park,
Thirty years ago they often saw each other.

@ Indeed how can they suppress their white hair? @
How could upright scholars of the Yuan dynasty be?
Holding hands in the farewell departure, they promised to see each other again.
Their tears are blown away by the Huqiu wind.
They compare themselves as falling snow,

Once it falls to the earth, it will be gone forever.

SR MRRB SRS A, R NC AR, S ENFREI, M IH HIBE T,
WEUER PO st, BAalas T4 RO R, #E5Rk

HAEBEITRE, = THERTRZ.

YT %, DO A

1B Tl s g, THIRMCR R X

HESLLRALE, —ZI A6t 2. (Yuan Mei 1988: 566; cited in Chen Fang
2001: 164)

Here the poem narrates how two singers—Wu Wen'an and Lu Caiguan—were
selected into the palace during the early Qianlong period. They were confined in
court for thirty years. If it was not because of their parents’ funerals, and asked
for returning to the south, they would not have met each other. This poem
clearly illustrates melancholic and miserable lives of professional actors who were
recruited and later were restrained in the Qing court.
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Once professional actors from the south stepped into the palace gate, they
would be separated from the outside world for good. What they could do was
to devote their whole lives to pass their acting knowledge on to their juniors. It
was fortunate that the Qianlong emperor treated them quite well. For example,
besides receiving monthly salaries, these actors also earned extra tips and gifts
after each performance. After having realized that actors from the south were not
familiar with old rice from the capital warehouse, the emperor commanded the
Imperial Household Department that they establish a special grain depot storing
white rice for these actors of the Outer School (Wang Zhizhang 1937: 27 and Wu
Zhigin 1984: 400). The emperor also granted them special graveyards for their
burials (Wang Zhizhang 1937: 6 and Wu Zhigin 1984: 400). Furthermore, those
outstanding actors were eligible for Three Banners registration in the Imperial
Household Department:

The Imperial decree on the fifth day of the ninth month in the fifty-sixth
year of the Qianlong emperor (1792) records: Actors from Nanfu, when
there are national festivals and feasts, must prepare for music and perfor-
mances. Slave banners from the Imperial Household Department are my
banner servants. Their monthly salaries are of regulated amount. If we put
siblings and heirs of Han scholars in the capital, actors from Suzhou and
eunuchs into the registration of Three Banners of the Imperial Household
@ Department, they will undoubtedly take away a lot of money and food @
of the slave banners. However, if any honest and diligent actor whose
service is outstanding has been found among them, we could consider
to take one or two of them into the slave banner group, but the number
should be limited. This explains why instances of enlisting actors into reg-
istration of banners have been quite rare since my enthronement. There
has never been any actor who, due to bestowed favor, has followed and
obeyed my command. For this matter, I must have self-discipline. I only
fear that my successors might occasionally lose self-control or could not
resist these people’s beseeches and thus grant registration at will. Thereby
I order all ministers of the Imperial Household Department to note that
my scions must not at will convert these actors into banner slaves. If
the emperor does not accept ministers’ advice and still intends to do so,
you ministers may present my order to stop him decisively. A Shu Fang,
Military-affairs Office, General Office of the Imperial Household Depart-

ment each should keep one copy of my decree for future use.

Sl 7S AEIUHRI R BN SR, TIE R SIS, A E R
JIrabitie A5 I RLARNRE, BRI G R RN, HAR B A E A 4K Ui
PN TN MRS 2 SR B TF9h, NTARIN =, b5 AN
AL (HULIUAN, AUERILLERL, MO, ek
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FINELA ], HATHERZ N 2RI, Kt 2EA A AR D,
MARAFIBE, B, JCRTE T AR, RS9, (%

o, BN RE A, FEHEAT, MEN R EAC B EANFFITRE, &

G FRIRZ 790, NSRRI IASEA A A R iR Hh4l,
MBI FENTHL, FTDE I & 8RR I B A BT-R 5 AL
SNSRI EE . (Yu Minzhong 1932: 1211-1212; cited in Qiu
Huiying 2000: 185; Ding Rugin, 1999: 22)

From this excerpt, one can see that the Qianlong emperor’s purpose was to
employ less Han actors from the capital and famous local actors from Suzhou.
For he feared that they might mingle with Three Bannermen in the Imperial
Household Department. This was to avoid the confusion of payment of eunuchs
like servant eunuchs. Instead the emperor decided to focus particularly on eunuch
actors from Three Banners in Nanfu. It is evident that professional actors and
eunuch actors who worked in Nanfu and Jingshan during the Qianlong emperor
were treated differently. Once one became a bannerman, he received salary, better
benefits, and higher status.

Conclusion

This is the overall picture of court actors’ lives during the Qianlong reign. In the
® seventh year of his reign (1742), the Qianlong emperor commanded the estab- ®
lishments of the Divine Music Monastery (Shenyue guan #2kK) in charge of
performances in the imperial sacrificial ceremony, the Hesheng Office (Hesheng
shu HIF%) and the Zhangyi Bureau (Zhangyi si %{{7]) in charge of perfor-
mances in court banquets (Ding Rugin 1999: 9-14). The constructions of these
three music and entertainment bureaus stemmed from the Qianlong emperor’s
fascination with drama. As a result, this increased the numbers of actors and
musicians in the Qianlong court. It has been recorded that during that time the
Hesheng Office consisted of one Manchu and one Chinese director, one Manchu
and one Chinese deputy manager, a large number of attendants and musicians,
totally 194 in number, while the Zhangyi Bureau consisted of one supervisor, one

deputy, and 8o eunuchs (Lang Xiuhua 1989: 13, 1982: 9).

In the beginning of the Qianlong period, court drama students in Nanfu
and Jingshan were more than fourteen hundred to fifteen hundred in number
(Zhou Mingtai 1971: 74; Wang Zhizhang 1937: 10; Niu Chuanghai, 1977: 5; Li
Zongbai 1991: 24). Quantity of court actors in both Inner School and Outer
School was the highest during the Qianlong reign. Later in the first year of the
Daoguang reign (1821), the emperor began to terminate the employment of actors
in the Outer School. On the eighteenth day in the first month, chief supervisor
of the Imperial Household Department Ying He %Al (r771-1839) memorialized:
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Send back nineteen local student actors. Let them return in the boats of
the Textile Ministry of Suzhou. Beyond the rule, they will be received
imperial favor. Each one of them will be received ten taels of silver. As for
bannermen eunuch actors, besides sixteen eunuchs that were withdrawn
earlier, sixty more will be laid off. They all will be selected to work in the
Imperial Household Department. Respect this.

PER IR i S P N85 VA G T I 0V [ S S S R R LTSS
S, MCBARTN A, EREEIRA T4, G0N N APk, Y0k, (Ding
Rugin 1999: 23)

Here we can see that court actors that were laid off belonged to both bannermen
and professional groups. The former was withdrawn more than the latter. Local
actors were sent back to the south, while the bannermen actors were sent back
to work in the Imperial Household Department.

'This decreasing number of court actors was also recorded by Li Luxi, who
was Nanfu supervisor in the first year of the Daogang reign. He memorialized:

Right now although court drama students in the Outer Schools of both
Nanfu and Jingshan approach more than three hundred in number, com-
pared to the number of actors in the fourth year of the Jiaqing reign
(1799), the former is not even half of it. If any gala performance is held,
@ there will be no sufficient actors to perform... @

SIAE R SN RS R RS, BEER R SR AL, K
WK M AEZE, SR+ o (Zhou Mingtai 1971: 74; Wang Zhizhang 1937:
10; Niu Chuanghai 1977: 6; Li Zongbai 1991: 24)

From this passage we can see that twenty-one years after the decease of the
Qianlong emperor in 1799 (then titled the “Supreme Emperor” (taishang huang
K &) after his abdication in 1796), the number of court actors from the Outer
Schools in both Nanfu and Jingshan diminished approximately four hundred in
total. The reason why Li Luxi compared quantity of court actors during his time
with the scale of court actors employed in the fourth year of the Jiaging reign
was due to the fact that the latter still served as a standard. Although the Qian-
long emperor designated his fourteenth son to be the Jiaging emperor in 1796,
the Qianlong emperor still continued to empower behind the scene in the title
of the “Supreme Emperor.” (Kahn 1971: 191-199) Thus, if the scale mentioned
in Luxi’s memorial is correct, then court actors from the Outer Schools in both
Nanfu and Jingshan must have reached seven to eight hundred in number. Ac-
cumulate with eunuch actors from Inner Schools, all together court actors from
Inner and Outer schools in both Nanfu and Jingshan must have been around
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1400 to 1500 in number.

Although the Jiaging emperor preserved these music bureaus, the scale of
the opera troupes had shrunk immensely. During the early period of the Dao-
guang reign, Jingshan was merged and became a part of Nanfu which terminated
the employment of the Outer School. In the seventh year of the Daoguang reign
(1828), the name of office in charge of opera actors was changed from fir to shu #
and was called the Shengping Office (Shengping Shu FHF-2#) , whose scale was
much smaller (Zhou Mingtai 1971: 75, Wang Zhizhang 1937: 10; Niu Chuanghai
1977: 6; Li Zongbai 1991: 25). Therefore, judging from the overall picture of the
exclusive court opera troupes in the Qianlong period, we can conclude that the

Qianlong reign was considered the heyday of the Qing court drama.
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Notes

1 This paper has been funded by the National Research University Project of CHE
and the Ratchadaphiseksomphot Endowment Fund (HS 1025A).

2 One was a three-tiered stage built in the Longevity Peaceful Palace (Shou'an
Gong #%); another was a three-tiered stage in the Mutual Pleasure Garden (7ongle Yuan
M) in the Old Summer Palace; the other was the three-tiered stage the Clear Sound
Pavilion (Qingyin Ge i #1&]) built inx the Fortune Longevity Garden (Fushou Yuan 167
i) in the Jehol Summer Palace. See a list of 25 theaters built during the Qianlong reign
in Qiu Huiying (2000). The three-tiered stage was an innovation of Chinese architecture
that reflected the heyday of court theater during the reign of Qianlong. See more discus-
sion on Chinese three-tiered stage in Sasiporn Petcharapiruch, "Study of Three-Tiered
Stage Pleasant Sound Pavilion: Synthesis between Chinese and European Theatricality
and Symbolism of Chinese Emperorship.” Ph.D. Diss., (Chulalongkorn University, 2008).

3 This play was composed in the seventh year of the Qianlong reign (1742). The
story deals with how one bagger became rich after picking up gold by accident.

* This is a small in-court theatrical stage built in the back hall on the western
side of the Imbibed Fragrance Studio under the Qianlong emperor’s commission. The
whole stage is made from wood. Its platform is o.5 meters in height; the entire stage is
3.9 meters in width, 3.5 meters in depth, and 2.2 meters in height. This in-court stage
@ was designed for emperors and empresses watching short drama performances after their @&

meals.

> The Eight Banners system was founded by Nu’ er hachi %/ris7%, the Taizu A
emperor in the 29th year of Wanli 7 period of the Ming dynasty (1601). In the begin-
ning there were only four banners, namely Yellow Banner (buang gi #it), White Banner
(bai gi %), Red Banner (bong gi 2ri) and Blue Banner (Jan ¢i #i#). In 1614, they were
changed into Plain Yellow Banner (zheng ¢i iti#), Plain White Banner (zheng bai 1),
Plain Red Banner (zheng hong 1) and Plain Blue Banner (zheng lan i) Later it was
expanded to include Boarder Yellow Banner (xiang huang ti3%), Boarder White Banner
(wiang bai #:17), Boarder Red Banner (xiang hong #i2r) and Boarder Blue Banner (xiang
lan #:). Together they were called Eight Banners (Crossley 2002: 8).

® The Imperial Household Department was built in the early Qing dynasty.
Thirteen yamens were established in the eleventh year of the Shunzhi reign (1654). In
the eighteenth year (1661) they were named the Imperial Household Department. They
consisted of seven bureaus and three offices. Each department took charge of different
section. For instance, Guangchu si %7 was in charge of imperial properties and assets,
Qingfeng si i) imperial cattle, Zhangyi si %447 court rituals, Shenxing si il laws and
regulations, Kuaiji si it governmental finance, Jibua duyu si i %1% transportation,

and Yingzao si #i7 architectural constructions. In addition, there were also Shangsi yuan
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ks in charge of imperial horses, Wubei yuan #4W: in charge of combative weapons,
and Fengchen yuan 755 in charge of imperial gardens. These units were called “Seven
bureaus and three offices” (gisi sanyuan £ -F). Besides there were also small units like
Silk Warehouse (Duan ku #:%) and Tea Warehouse (Cha ku %). See more details in
Shan Shiyuan (1986).

7 Tt has been recorded that when court actors were not enough to perform,
eunuch musicians from the Zhonghe Music Bureau were usually employed to substitute
with characters like soldiers and attendants, which were called “pao long fao j#1,” named
after a specially designed costume called “/ong fa0 %% or “dragon robe. In addition to
these three schools, Nanfu and Jingshan also consisted of two other significant schools—
the Outer School (Wai xue 4M¢), which housed and trained professional actors recruited
from the south and the Tiaosuo School (Tiaosuo xue #%) in charge of stringed musi-
cal instruments. See more discussion on organizations of Nanfu and Jingshan in (Wang

Zhizhang 1986: 52-229).

8 His hao & (styled name) was Jixiu zhuren ##&+A. He was the eighth inheritor
of Daisan’s fti# (1583-1648) princedom (Prince Li #3%¥). He was a competent scholar.
Prince Zhao Lian was well-known for his collection of miscellaneous notes on the his-
tory of the Qing dynasty, entitled Xiaoting Zalu <73 [Supplementary Notes on the
Whistle Pavilion], 10 juan, with a supplement (xulu %:53%) in 3 juan (Hummel 1943: 98-99).

? Zhang Wenmin or Zhang Zhao % (1691-1745) was an official, painter, and
dramatist. His zi was Detian 7%, hao Jingnan %#and Tianping . He was a native
of Jiangsu. He became an official in the Hanlin Academy in 1712. In 1740 he was ap-
pointed vice-president of the Board of Punishments. In 1741 he and Prince Yinlu were
commanded to re-examine and organize a work on ceremonial music named Lii/i Zhengyi
frAEX. He passed away in 1745. His poem collection was entitled Detian Jushi Ji 155w
+1:4E[Collection by the Hermit Detian] in 6 fascicles. His dramas, entitled Yueling Chen-
gying R4, Fagong Yazou W%, Jiujiu Daging JUUKIE, Quanshan Jinke 434 Ffand
Shengping Baofa 7+V5:4% were often performed in the palace until the end of the Qing
dynasty (Hummel 1943: 75-76).

10 Qu Yuan (c. 340-278 B.C.) was the first great poet in Chinese history. He lived
during the Warring States period and was a high-ranking official in the state of Chu #:.
At that time his homeland was under siege by another powerful state called Qin #%. The
King of Chu did not recognize Qu Yuan’s correct stand or appreciate his suggestions
for saving their country. Moreover, treacherous officials slandered him, and at last he
was sent into exile. On the fifth day of the fifth lunar month, when he heard news that
the capital of Chu had fallen into enemy hands, he threw himself into the Miluo River
(Miluo Jiang w1#i1) (in present-day Hunan i/ province) and drowned. Poet Qu Yuan is
associated with Dragon Boat Festival or Duanwu Jie %% 5, occurring on the fifth day of
the fifth month in the Chinese lunar calendar, the festival that commemorates the life
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and especially the death of Poet Qu Yuan (Lau and Minford 2000: 43).

T Ttisa play about Wang Bo ¥4 (649-675 A.D.), one of the four outstanding
poets during the early Tang dynasty. Wang Bo’s zi is Zi’an 7%. He was a native of Ji-
angzhou #Jil. The play Zi'an Composing Poems is dedicated to him. This play is normally
performed in the ninth lunar month (Lau and Minford 2000: 109).

12 Prince Zhuang Ke or Prince Yinlu i (1695-1767) was the second Manchu

Prince Zhuang (Zhuang ginwang 1:3%x), the sixteenth son of the Kangxi emperor. In
1741 he and Zhang Zhao were commissioned to revise the music canon named Lzi/i
Zhengyi and were also appointed supervisors of the Board of Music. After his death in

1767, Prince Yin Lu was canonized as Ke (Hummel 1943: 106).

13" His name was Yian s, styled Xilin #itk. He was an official and a member
of the Silin Gioro clan. He belonged to the Manchu Bordered Blue Banner. He was
an author of prose writings entitled Xi/in yigao vitkitii [Extant Copy of Mr. Western
Forest] in six fascicles and a poem collection entitled Wenwei tang shiji S5 [Poem
Collection of the Literary Elegance Hall] in eight fascicles. He also wrote a lot of gov-

ernment publications. (Hummel 1943: 8).

1% His name was Jingfeng 1%, He was a native of Shenxi. He was an official
and a poet. His poem collection was entitled Chenghuai yuan shixuan w1kt [Selective
Poems of the Pure Cherishment Garden] in 12 fascicles. He also left behind a prose col-

@ lection entitled Chenghuai yuan wencun 1@ [Extant Prose of the Pure Cherishment @

Garden] in 15 fascicles. In 1746 he gathered together his miscellaneous notes, literature
and other subjects, entitled Chenghuai yuan yu ¥ [Discourses of the Pure Cherish-
ment Garden] in 4 fascicles. These three works were known as Chenghuai yuan quanji
w44 [Complete Collection of the Pure Cherishment Garden] (Hummel 1943: 158).

15 On zael is equivalent to 37.3 grams.

16 See Chapter Ten “Qingdai gongting xiju shezhi ji gi chuanjin minjian xiban”
[Establishment of Qing Court Drama and Its Mixture with Local Troupes] in Zhang
Faying k%%, Zhongguo xiban shi wisrs [History of Chinese Opera Troupes] (1991
226) see also Wang Zhizhang (1937: 24).

17" His 7 was Zicai T4, hao Jianzhai fifzi, Cunzhai 777, and Suiyuan k. He
was a poet, literary critic, and essayist. He was a native of Hangzhou. The collection of
his works, entitled Xiao cang shan fang quanji /&G 424, in 60 juan, was the most well-
known. It was steadily enlarged, and now includes forty works under the title Suiyuan
quanjitgE 4% [Complete Collection of the Sui Garden]. Included are his poems in 39
fascicles, prose-essays in 35 fascicles, miscellaneous notes (suibi F44£) in 28 fascicles, let-
ters in 10 fascicles, rhythmic prose in 8 fascicles, ba gu /\itressays in 1 fascicle, discourses
on literary criticism in 26 fascicles, short stories comprising 34 fascicles, an essay on

cooking, Suiyuan shidan W% [Menu of the Sui Garden], 1 fascicle, and some twenty
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collections of selected verse by his friends, relatives and acquaintances. His discourse on
cooking, written in a vein of charming banter, has been translated into several languages

(Hummel 1943: 294).
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