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ABSTRACT

Playful Exorcist: Theatrical Representations of Zhong Kui in Ming and Qing
Dramas

This dissertation is a monograph on Zhong Kui #fJii: a deity who was recruited

by the Daoist masters in late imperial China and whose divinity was defined by texts,
visual representations, and practice. His divine career is narrated in literature as early as
the Tang dynasty, peaked in the Ming dynasty, and continues to be reiterated through
different media today. This dissertation is a study of his cult through translating and
investigating a set of Ming and Qing plays involving Zhong Kui. While the exorcist
appeared in the Song Dynasty New Year’s nuo parades, it was in the Ming dynasty that
Zhong Kui was incorporated into Daoist liturgies and local pantheons while still utilizing
power derived from the ancient exorcistic practice named nuo. As a scholar official,
Zhong Kui’s uprightness and integrity have been regarded as desired qualities in the
Chinese bureaucratic system. Additionally, this dissertation discusses Zhong Kui’s minor
role as a grand judge in the underworld. In the late Ming and Qing, some literati
transformed Zhong Kui’s propensity for violence into a political allegory to criticize
injustice and express their own career frustrations. As Zhong Kui is a multidimensional
deity, his divinity consists of his role as a nuo dancer, an exorcist, a scholar official, and a
judge. However, throughout his divine life, the physical prowess of the deity, the
playfulness centered on and around him remain an essential dimension of his image.
These indispensable features of Zhong Kui were greatly celebrated in the Ming and Qing

theater and today’s Chinese local theater.
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Moreover, the Zhong Kui plays in the Ming and Qing offer a means by which the

deity’s multidimensionality in Chinese theaters is observed. He became the embodiment
of the intersection of high culture and local traditions, in which the former was dominated
by the well-educated and the latter by people who were more prone to transmit the stories
orally, and where literary movements collided with commercialized printing technology.
The multidimensionality manifested in the plays also reveals one of the most fundamental
messages attached to the cult of Zhong Kui, which is how the manifestations of people’s
fears and anxieties, or hopes and wishes through their unique ways of worshipping the
deity are necessary to understand Chinese history. The cult of Zhong Kui exhibited
through the plays is an embodiment of collective theatrical experience pieced together by
all the participants in the community, local and non-local, mundane and divine, elite and
uneducated, and actors and spectators. Although people’s fears and anxieties, or hopes
and wishes may have changed over the course of history, their reflection in the cult of

Zhong Kui is essential to understand Chinese culture.
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“A piece of creative writing, like a daydream, is a continuation of, and a substitute for,
what was once the play of childhood.”

--Sigmund Freud

Playful Exorcist: Theatrical Representations of Zhong Kui in Ming and Qing
Dramas

Zhong Kui ¥ Jii is a deity who was recruited by the Daoist masters in late
g y y

imperial China and whose divinity was defined by texts, visual representations, and
practice. His divine career is narrated in literature as early as the Tang dynasty, peaked in
the Ming dynasty, and still continues to be reiterated through different media today. This
dissertation is a study of his cult through translating and investigating a set of Ming and
Qing plays involving Zhong Kui. Deeply rooted in the Chinese ancient exorcistic practice
named nuo, Zhong Kui’s early presence is found in the Song Dynasty New Year’s nuo
parades. As an exorcist recruited by Daoist ritual specialists, Zhong Kui was incorporated
into Daoist liturgies and pantheons in the Ming dynasty. As a scholar official, Zhong
Kui’s uprightness and integrity has been regarded as desired qualities in the Chinese
bureaucratic system. In the late Ming and Qing, some literati transformed Zhong Kui’s
propensity for violence into a political allegory to criticize injustice and express their own
career frustrations. Zhong Kui’s minor role as a grand judge in the underworld, and to a
certain extent, the patron deity of scholars and artists especially during the Ming dynasty
are also part of his divine identity. However, throughout his divine life, the physical

prowess of the deity and the playfulness centered on and around him remain an essential



dimension of his image. These indispensable features of Zhong Kui were greatly
celebrated in the Ming and Qing theaters and today’s Chinese local theaters.'

Several years ago, in the early stage of writing this dissertation, I was still living
in Ann Arbor, Michigan. One day out of nowhere, a friend called to ask me to go to a
movie with her. “It is a movie about Zhong Kui, the exorcist you are researching and
writing about,” she enthusiastically said. The movie was titled Zhong Kui: Snow Girl and

Dark Crystal (BF (K BE @ S50k BE R),” which 1 did not end up seeing until later.

However, I learned from the same friend later on that the movie topped mainland China’s
box office, and it also made it all the way to a college town in North America. More
importantly, in the early stage of my writing the movie shed new light on the prevalence
of the exorcist Zhong Kui. Is there more to the Zhong Kui cult than his fascinating
hagiography, ferocious looks, and propensity for violence, as well as the efficacious
results delivered by exorcism?

The first time I encountered Zhong Kui in local theater was in Northern Anhui,
near my maternal grandparents’ house in a small town. He was played by an old painted
face and being goaded by five petty demons. Coinciding with the same season and

similar circumstances described in the essay “Village Dramas” (Shexi jif:J5%) written by
Lu Xun 4 i (1881-1936), my fond teenage memories are also associated with

summertime laughter and cheering from the audience in the local theater. Temple fairs

! This paragraph is inspired by Barend J. Ter Haar’s opening paragraph of the first chapter in his book:
Guan Yu: The Religious Afterlife of a Failed Hero, p 1.

? The English title of this movie does not do a good job clarifying Zhong Kui’s status as an exorcist and
that his expertise is to subdue the demons. I think it is noteworthy that “exorcist,” or “exorcism” does not
appear in the English translation. My speculation on that is one it could be the word exorcism could
mislead a Western audience and be read as something associated with Christianity; secondly, it may
suggest that Zhong Kui’s status as an exorcist needs no justification or clarification. In other words, it is
assumed.



and happy and unhappy events often prompted local troupes to carry out theatrical
performance at the most crowded spot at the local market place, at which a temporary
stage would be erected for that particular purpose. I never knew which type of theatrical

performance it was and only learned much later that most of them were yuju 5. 1 was
also quite surprised that it was not jingju 4% 5 because of the presumption that everyone

in China should appreciate and invest time in the National Drama, nor can I recall much
detail of the fair and event per se.’

Scenes that involved high energy action and martial arts, lovers parting from each
other (fenli 73 %), or a heartbroken mother weeping over her children were among the
most popular ones. However, the scenes that would catch most of my attention often
involved painted faces and martial characters, engaging in fights or comical actions,
which led to vigorous applause and an uproar in laughter from the audience. These are a
few exemplary titles among the popular ones: The Little Erjie Dreams (Xiao erjie

zuomeng /N WA Zr), Story of the West Chamber (Xixiang ji V4 fiae), Hua Mulan (Hua
Mulan £ K1), The Legend of the White Snake (Baishe zhuan F1WE{H), Lady Mengjiang
Brought Down the Great Wall (Mengjiang Nii ku changcheng i 22 10 RARIK), The Seven
Fairy Maidens Go to the World of the Mundane (Qi xiannii xiafan £AliZz & JL), Mu
Guiying Takes Command in the Army (Mu Guiying guashuai #2192 810), and, The Five

Petty Demons Goading Zhong Kui (Wugui naopan . [541)).*

3 Yuju %1 is a local theater that has been popular in central Chinese provinces such as Henan {1 [,
Anhui % f, and Shandong 113,

* Pan here refers to Zhong Kui. In the Ming novel Zhong Kui quan zhuan #J84={# (The Legends of
Zhong Kui), Zhong Kui is depicted as a judge of Hell appointed by the King of Hell, along with the
canonization received from both the Tang Emperor and the Jade Emperor.



In the local theater I experienced as a teenager, Zhong Kui was assigned to sing,
dance, and speak altogether in one performance. A Chinese play by its nature consists of
singing (chang "), dancing (wu %E), and talking (shuo #%). While not every spectator is
created equal to be able to comprehend and appreciate all three aspects of the
performance simultaneously, the individual experience of each participant, including the
actor, playwright, and spectator, composes a shared body of knowledge. In Chinese
Theater and the Actor in Performance, Jo Riley argues, “The Chinese spectator goes to
the theatre to be part of the representing of the other world. The Chinese performer
embodies all times, all spaces, all members of the community, by his presence on stage.””
“The other world” here refers to both the world of the dead and the shared historical past
made present every time the play is performed and/or read among all participants.

I agree with Riley that Chinese theatrical experience is a holistic one that utilizes
and is motivated by all participants in the community, including spirits and gods, local
and distant. However, I am expanding her scope to consider drama other than jingju and
plays written for reading purposes. Through a process of cultivation, the Chinese
spectators, readers, actors, and playwrights draw inspiration from the body of Chinese
culture, which consists of orally transmitted anecdotes and stories. For instance, The

Legend of the White Snake (Baishe zhuan F1IE{H) was orally transmitted by means of

pinghua T35, shuoshu #t 2, tanci ¥, and xiju 85E).° The sources of the legend

>Jo Reiley, Chinese Theater and the Actor in Performance, p 316.

6Pinghua /5 is a story telling tradition derived from the Song dynasty. Its precedent is jiangshi i, a
narrative genre focused on lengthy history and wars, the manuscript of which is called pinghua. Shuoshu
#t & is a performative art derived from the Song dynasty, and this form of art is solely focused on
narrating and doesn’t require any singing. Tanci 5 is a performative art inspired by the Yuan and Ming
traditions such as cikua #HF5. Tanci is generally popular in Southern China that requires both narrating and



originated from as early as the Southern Song dynasty and run the gamut from Chan
Buddhist and Daoist themes and ideas.’

Riley also contends that the Chinese performance body represents one composite
body which has been metaphorically dissected and reassembled anew, whether the body
is that of Mei Lanfang 3 77 (1894-1961) in Peking opera (jingju it/l), Zhong Kui in
exorcistic events, or other artifacts such as masks and costumes. She also develops the
idea of “a body of shared knowledge” from both the actors’ and spectators’ perspectives.
I agree with Riley’s emphasis on the performative aspect of Chinese plays. I argue,
however, playwriting in the Ming and Qing periods was intended to entertain an audience
of readers with more leisure and privacy, which proved to be a new desired way to
consume high literature among literati and the travelling merchants.® I agree with her that
Chinese theatrical performances not only evoke the collective literary memories
accumulated by both playwrights of note and anonymous ones, but also retrieve and

evoke amazement (gi %) from a cultivated spectator and reader. The spectator and the

reader partake of the movement of transmitting the marvels (chuangi {5%Y), a literary

singing during the performance. Xiju |5kl is the generic term for all forms of dramatic performance that
consists of singing, narrating, and acting; normally, actors, scenes, stage, and audience are the four
necessary elements in xiju.

"In the Song dynasty, a huaben titled Xihu santan ji P95 =35 50 (Accounts of the Three Pogodas along the
West Lake). In the Ming dynasty, a huaben xiaoshuo titled Bai niangzi yongzhen leifeng tan 1 UIRT 7K $E 5
#4215 (Madame Bai is Forever Subdued under the Leifeng Pogoda) composed by Feng Menglong #§% #E
(1574-1646). The chuangi in the Qing dynasty was written by Fang Chengpei /7 {5 (born in the
Yongzhen Reign ZEIE [1723-1735] and the year of death unknown) and titled Leifeng ta 5 VEE (The
Leifeng Pogoda), and finally the orally transmitted legend Bainiang zi HIRF (Madame Bai). Zhongguo
chuanshuo gushi dacidian /2] (#7530 F A G, 1992, pp 419-20.

In the Ming dynasty, reading has become a private mode of partaking the high culture. One of the
representatives that promoted this culture was Jin Shengtan <221 (1608-1661) in his commentary on
Xixiang ji Vi i 5L (Stories of the West Chambers).



tradition started as early as the Tang dynasty that essentially pursued marvelous twists
and turns in the storytelling, which overlapped with the desired dramatic quality in the
Ming and Qing in the form of playwriting.’

As I watched the theatrical performance in my youth, I was often awestruck,
especially at moments when there were high energy action and martial arts movements
on the stage, even when I could not tell much of what was really transpiring. Nor could I
really come to appreciate the dramatic twists and turns. Although in my young and
innocent world, which was heavily influenced by the crowd’s chit chat, it almost always
seemed to be good people defeating evil ones. Even more so, whenever a big painted face
such as Zhong Kui entered the stage and started to sing excitedly with prolonged high-
pitched voice, or issued an execution order by throwing a stick on the floor, the crowd
would be stirred into applauding and crying loudly. Some of them would even sing along
looking pleased with their eyes closed and heads wagging, “Excellent, excellent,” the
crowd would collectively shout, as if the excitement was rehearsed, as if they knew when
and where plot twists and turns would fall into the right places.

The drum playing and the gong striking eventually faded into the summery hue as
the sun was ready to set. But sometimes the performance would go on for days and nights
non-stop. For me, those were the most exciting moments of the year, surpassing even the
Chinese New Year celebration and the liveliness of temple fairs, simply because as long
as the performance was going, the community life demonstrated through private vending
and an enthusiastic audience, kept living on. Perhaps wanting to revisit the sporadic and

yet somewhat taunting memories can be rationalized in light of Riley’s claims that “The

9 - . . e
Here, I use chuangi in a broad sense in the way that I focus more on the notion of “transmitting the
marvels” in both Tang chuangi and chuangi plays in the Yuan and Ming periods.



Chinese spectator reads the performance against a contextual background filled with
religious, philosophical, historical, aesthetic, social, even genetic information which
change the perspective of how presence functions on the Chinese stage.”'’ She further
contends, “The Chinese spectator need not attend a performance to know that the correct
moves were made by the correct person in the correct space.”'! While this may be a bit of
a stretch, it held true to a certain extent in my case. That is to say, I attended the theatrical
performance without real “participation,” but with every move made by the actors, I
knew right away whether it was right or wrong. I might not necessarily know it myself.
However, it was always made clear whether it was right or wrong immediately by the
friendly or snarky comments from the audience.

The following is the introduction of my dissertation, which consists of one
literature review and five subsections. In the literature review section, I introduce the
earliest Zhong Kui account and establish the quintessential elements in the making of the
deity’s identity. In the first subsection, I focus on the transformation of Zhong Kui from a
nuo performer to the exorcist in the late imperial theater. In the second subsection, I
demonstrate how Zhong Kui’s multidimensionality can be observed through his
embodiment of changes manifested through Chinese theater. The third subsection
reviews the textual history of Zhong Kui literature beginning from the Tang dynasty,
culminating in an emphasis on the Ming and Qing texts. In the fourth subsection, I
introduce visual representations of Zhong Kui through a set of images from the late

imperial periods to demonstrate how iconography is inseparable from the making of the

10 Chinese Theater and the Actor in Performance, p 316.

" ibid, p 316.



deity’s hagiography. In the last subsection, I map the layout of the chapters and

summarize the framework of my dissertation.



Introduction
Literature Review: Zhong Kui, the Minghuang Emperor, and Wu Daozi

The Unofficial History of the Tang Dynasty (Tang yishi J3#i%£ ), a lost late Tang

record, provides the earliest literary account of Zhong Kui as a failed martial examination
candidate.'” This account should be regarded as an indispensable point of departure to
investigate the divinity of Zhong Kui, because it dictates the literary depiction and visual
representation of the deity for centuries to come. Moreover, it establishes Zhong Kui’s
power and authority in an exorcistic context and made his efficacy recognized through a
portrait of the deity outside of a temple."” Below are the translation and the original text
of the account. We read:
“One day in the Kaiyuan era [713-742], Minghuang [the Tang emperor
Xuanzong], fell ill with malaria after returning to the palace from a round of bow-
and-arrow practice on Mt. Li. While taking a nap [during the day], he saw in a
dream a small demon, wearing only a red shirt, calf-snout trousers and one shoe—
the other shoe being tied at his waist—and holding a bamboo fan, in the act of
stealing consort Yang Guifei’s embroidered perfume-bag and the Emperor’s jade
flute. [Then, instead of escaping,] the demon began running around the palace
grounds, frolicking in front of the Emperor. Minghuang reproached him and
demanded an explanation. The demon respectfully replied: ‘Your subject’s name

is Xuhao.” The Emperor responded: ‘I’ve never heard of you before.” The demon

12 Chen Yaowen 8 (jinshi 1550), “Meng Zhong Kui” Tianzhongji K H 5t fascicle 4. Chen cites this
source from Tang yishi J3i% 5.

13 Although the Ming novel Zhong Kui quan zhuan talks about how the Minghuang emperor erects a
temple in Zhong Kui’s name, and there are a few establishments in mainland Chinese dedicated to the
Zhong Kui cult, the literary and visual representations of the deity dominantly associate his efficacy to a
portrait instead of an establishment, or a temple setting.
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explained that ‘Xu’ stood for ‘stealing people’s belongings for fun’ and ‘Hao’ for
‘replacing man’s joys with sorrows.” Hearing this, the emperor was enraged and
wanted to send for his guards. But at that very moment, a much larger demon,
wearing a tattered hat, blue robe, horn waist-belt, and black boots appeared and
went straight after the thief. He first gouged out the demon’s eyes, then tore him
to pieces and ate him. When the emperor asked him who he was, the demon eater
introduced himself, ‘I am Zhong Kui, a jinshi from Mt. Zhongnan, who was
ashamed to return home after having failed the next higher degree of examination
during the Wude era [618-626], thus committed suicide by smashing my head
against the palace steps. I am grateful to Emperor Gaozu [r.618- 626], who
granted me an honorable burial of a court official of the green-robe rank when I
died. I have vowed to rid the world of mischievous demons like Xuhao for the
Emperor.” At these words, Minghuang awoke and found himself fully recovered.
Without delay he summoned the court artist Wu Daozi to paint a portrait of Zhong
Kui as seen in his dream.'* Wu Daozi went to work immediately and painted
Zhong Kui as if he had seen him with his own eyes. When he presented the
finished portrait to the Emperor, the Emperor exclaimed, ‘You and I must have

had the same dream!” He awarded Wu one hundred taels of gold.”"

14 - . _ . .
Wu Daoizi’s style name is Daoxuan 38 %, which is a very typical style name that has strong Daoist
connotations.

15 My translation is modified based on Joyce Tsai’s translation. For details, please refer to Tsai Chun-Yi
Joyce, “Imagining the Supernatural Grotesque: Paintings of Zhong Kui and Demons in the Late Southern
Song (1127-1279) and Yuan (1271-1368) Dynasties,” Ph.D. dissertation, Columbia University, 2015.
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The above account, besides being the earliest literary account of Zhong Kui, also
establishes the following elements that are essential in the making of Zhong Kui’s divine
identity:

1) His relation with the petty demon Xuhao, which sometimes is represented by two
or more petty demons, creates a comical effect;'

2) His failure as an examination candidate;

3) His powers were centered around violent actions and used for exorcism; the
extreme level of violence displayed in the cult of Zhong Kui involves him killing
and eating the demons.

4) He received the official canonization from the Emperor Gaozu and yet no temple

was erected in his name;

16 . .

Xuhao JiF #8 here refers demons that reduce human lifespans. In the second subsection of the first
chapter, 1 have an extensive discussion about Xuhao in relation to the zhaoxuhao & & ¥E tradition
associated with the New Year’s purification rituals.
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5) Instead, the Minghuang Emperor’s gratitude and recognition of Zhong Kui as an
exorcist was delivered by an image of Zhong Kui created by the court artist Wu

Daozi.

The above narrative was reiterated in literary, ritual, and artistic tradition ever
since the Tang dynasty because not only is each individual element crucial in defining
Zhong Kui but also all elements combined present a multidimensional Zhong Kui. I will
discuss in great detail how the elements of this narrative are pivotal to Zhong Kui’s
presentation in exorcism, literature, and art in the following subsections of the
introduction.

The unique elements defining Zhong Kui’s divinity as presented through the
narrative has drawn great scholarly attention in both the Chinese and English languages.
The Chinese language studies on Zhong Kui provide valuable and comprehensive sources
for both primary and secondary studies but lack a cohesive narrative. The existing Zhong
Kui studies in the Chinese language can be categorized into the following:

1) The introduction of Zhong Kui as a generic deity with an overly general

timeline, or only a loose connection to the particular traditions that are related to

the exorcist. Two examples are Zhong Kui shenhua yu xiaoshuo zhi yanjiu $% i
% B NG Z A9 (4 Study of the Zhong Kui Myths and Novels) written by Hu
Wanchuan #1511, and Zhong Kui yanjiu $&EHF5E (The Studies of Zhong Kui)

written by Zheng Zunren £ &:( '

7 Hu Wanchuan ## 1], Zhong Kui shenhua yu xiaoshuo zhi yanjiu $%JEWEEELNGE 2 BFSE (Taipei:
Taibei wenshizhen chubanshe, 1980).

18 Zheng Zunren 8% A", Zhong Kui yan jiu $% I 7¢ (Taipei: Xiuwei zixun keji 75 5 & 3R EHHL, 2004).
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2) A focus on visual representations of Zhong Kui, specifically the Zhong Kui
themed paintings without a strong emphasis on historical context, or the Daoist
tradition that became relevant in the exorcist’s Daoist identity since the Ming
dynasty. An example is Liu Fangru %I 75 211, “Gugong jicang Zhong Kui
xiangguan huihua zhi yanjiu” 5 52 ] i il #6852 fH B A 98 (“Studies on
Paintings of Zhong Kui in the National Palace Museum”)."

3) Modern representations of Zhong Kui presented in the popular culture through
different media, including theaters, movies, and local dances, assuming an innate
connection between the nuo tradition and the Zhong Kui cult. For instance, Zhong

Kui $ 165 and Zhong Kui: Snow Girl and Dark Crystal ™

English and other non-Chinese language Zhong Kui studies, in comparison with
the studies in Chinese, are more focused on specific issues, such as the Zhong Kui
paintings. Examples are Sherman Lee’s articles, “Yan Hui, Zhong Kui, and the New Year”
and “The Lantern Night Excursion of Chung K’uei.””' Another one is Stephen Little’s

“The Demon Queller and the Art of Ch’ui Ying.”** Two Ph.D. and Master theses focus

¥ Liu Fang-ju [Liu Fangru] %75 U1, “Gugong jicang Zhong Kui xiangguan huihua zhi yanjiu” # = 5 ji $
JE 48 &= 2 AHBAF 5T (“Studies on paintings of Zhong Kui in the National Palace Museum”), in Yinsui jifu—
yuancang Zhong Kui minghua tezhan W 5% EAR — i S JiE 4% HHEE (Blessings for the New Year:
Catalogue to the Special Exhibition of Paintings of Chung K’uei [Zhong Kui]), (Taipei: National Palace
Museum, 1997).

20 Zhong Kui is portrayed by the female performer Wu Guiyun %4 in the form of a local theater in
Hebei j1[-]k, namely bangzi #8F. Wu is also the first female actor who ever portrayed the exorcist Zhong
Kui in Chinese theaters.

2 Sherman E. Lee, “Yan Hui, Zhong Kui, and the New Year,” Artibus Asiae 1.2 (1993): 212-214.
Sherman E. Lee, “The Lantern Night Excursion of Chung K’uei,” The Bulletin of the Cleveland Museum of
Art,49.2 (February 1962): 36-42.

22 Stephen Little, “The Demon Queller and the Art of Ch'iu Ying,” Artibus Asiae 46.1/2 (1985).
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on the Zhong Kui visual representations.” Jo Reilly’s Chinese Theatre and the Actor in
Performance and Judith Zeitlin’s The Phantom Heroine: Ghosts and Gender in
Seventeenth-Century Chinese Literature note Zhong Kui’s relevance in Chinese theater.
Idema’s and West’s pioneering work “Zhong Kui at Work: A Complete Translation of
the Immortal Officials of Happiness, Wealth, and Longevity Gather in Celebration”
translate a Ming play and situate the deity in a Daoist network. This dissertation is
inspired by Idema’s and West’s article because, through translating a play, it showcases
how Zhong Kui works as an exorcist, which provides focused textual evidence that
enables relevant discussions of history and ritual. The following subsections elaborate the

six key elements displayed in the Minghung story.

1. Zhong Kui: From Nuo Parades to Theater

Nuo {8 (exorcism) is originally a form of shamanistic practice that started as early
as Xia ¥ (c. 2205-1806 BCE), and continued in Shang R4 (c. 1783-1134 BCE), and
Zhou 4 (c. 1134-256 BCE) dynasties. The earliest account regarding nuo from Zhouli J*]
i (The Rites of Zhou, first appeared in the 2™ century BCE) describes fangxiangshi 77
F-1: (a combination of ancient exorcist and shaman) as a martial figure that appears to

be half human and half beast and attributes to them the role of commander in expelling

demons and spirits from households.**

*? Chun-mei Tschiersch, “Die Ikonographie des Zhong Kui,” PhD diss., Ruprecht-Karls-Universitit,
Heidelberg, 1988.
Luk Yu-ping, FJAF, “Ren Bonian’s Zhong Kui Paintings,” (MA thesis, University of Hong Kong, 2004).

Mg angxiangshi: [their] hands are covered with the bear skin and [they] have four golden eyes. Holding a
spear and raising a shield, [they are] in charge of about one hundred servants and perform the seasonal
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In the eighth to ninth centuries, Zhou You’s fi#f poem entitled Dreaming of
Zhong Kui’s Dance (Meng wu Zhong Kui % JE§fJIli) portrays Zhong Kui “as a delirious

shaman, as hinted from his forceful dance, unfastened collar, and toppling cap when he
made an appearance in Emperor Xuanzong’s dream and cured the emperor’s illness.”*
The poem demonstrates how the Zhong Kui cult can exemplify the ancient nuo through
portraying him similar to an ancient nuo dancer.’® The portrayal of Zhong Kui as a
shaman complements the Minghuang story introduced earlier in this dissertation where

he is the demonic exorcist who cures the emperor’s malarial fever by executing the petty

demon.

rituals to enter the household in order to cast off the demons and spirits.” The original texts reads, 77 % :
R R . WARPUH ., XARE. BREE, Mheiimis g, DR, Qg 25K
For early accounts to the “fangxiangshi,” please refer to Peter Nickerson’s chapter in Stephen
Bokenkamp’s Early Daoist Scriptures, pp 232-42.

For a detailed article on the history of Chinese nuo, please refer to Min Tian, “Chinese Nuo and Japanese
Noh: Nuo's Role in the Origination and Formation of Noh,” Comparative Drama, Vol. 37, No. 3/4
(Fall/Winter 2003-04), pp. 343-360.

3 Tsai, Joyce, PhD diss. Imagining the Supernatural Grotesque: Paintings of Zhong Kui and Demons in the
Late Southern Song (1127-1279) and Yuan (1271-1368) Dynasties, p 94.

The following is the original account and Tsai’s translation, “The Emperor is ill; in a dream, he
communicated with the spirits. Huang Fanchuo [a famous actor in the Pear Garden during the Tang]
approaches the monarch to make a suggestion; he summons Zhong Kui to dance amid flowers and grass.
Fast asleep, [the Emperor] was delighted on his throne, not noticing anything different. When [he] awoke,
[his] illness was completely cured. [He] cannot believe it was real. The Emperor’s perturbed soul had just
gone to rest, when a strange, ambiguous form suddenly appeared. [...] His long beard flutters on his broad
chest, his slanted collar completely loose. He scratches his short hair on his round head, his hat about to
topple off. [...] Without waiting for the wind and string instruments to play, he walks in a trailing blue robe,
with its long sleeves fluttering in the air. He waves bamboo slips in his hand as he twirls and dances. He
taps his toe as if he were a tiger prepared to jump across a valley; he lifts his head as would a dragon
leaping up from a deep pool. He either opens his mouth to let out a cry, or squats down to keep beat. He
shakes the carved columns to the point of collapse, and jumps up the jade steps, almost breaking them. The
myriad creatures are low in spirits and anxious; an accompanying demon jumps forcefully. The smoke and
clouds rise suddenly; his posture after he finishes dancing is difficult to retain. Rain and hail fall rapidly;
traces of his presence are gone in a snap. [...] SE454E 0%, 2@, WAL S 1S PREE, 518 E 5 2k
PEHED, AN NRR, AR, RN IOX, WMIIFE. LIRS PLLUTRE, BRI
Femg =, L] BRENMEE, R, BREENEE, GdEmB, L] NMeTa iy, s,
RE A2 IMIRGE, TR A PRRE. R M ek y, SSURIMBERER M. SV M, o & i Eidn.
EEMERE LR %, WERERS M. SEH R LIRS, —ROGREMmEE, MERR, HMHERE L.
e sl ek KA Z R, [..]7

2® This poem’s portrayal of Zhong Kui is very similar to that of fangxiangshi in ancient exorcistic practice.
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By the late Song dynasty, Zhong Kui is observed as part of the New Year’s nuo
purification procession in a depiction of the nuo procession in Mengliang lu (Accounts of
Dreaming Over a Bowl of Millet) 2% # (1241-1274) by Wu Zimu % [ 4 (active
1260s-70s during Emperor Duzong's reign). In this account, Zhong Kui is recruited by
the exorcists who are in disguise and accompanied by the five colors, which were often
interpreted as the five avenues and became relevant in the Zhong Kui cult in the Ming
dynasty. We read:

“The Great Exorcism Rite (Da Nuo A{#f%) is performed in the inner palace on

New Year’s Eve...[The exorcists] wear masks and colorfully embroidered clothes;
they carry golden spears and silver dagger-axes, painted wooden swords, dragons
and phoenixes in five colors, and banners in five colors. The actors from the
music department are used to perform generals, the commissioners of magic tally,

the infernal judges, Zhong Kui £ (the ghost killer), the six men, the six
judg g g

soldiers, the divine soldiers, the Ghost Commissioners of the Five Directions, the
Stove God, the Earth god, the gate gods, and other deities. Beating drums, [the
procession] starts from the inner palace, parades out through the Donghua Gate,
expel the evil spirits, and then turns around at the Bay of ‘Dragon Pond.” This is

called ‘bury the evil spirits’ (maisui H1 &). 7?7

Portrayals of Zhong Kui in the Ming collection Compendium of Origin of Gods

from the Three Teachings (Sanjiao yuanliu soushen Daquan —Z{{5 4 A 42) returns

*7 Mengliang lu, pp. 181-182.
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to the narrative mode exhibited in the earliest Minghuang story.”® We read: *

“In the Kaiyuan reign of the Emperor Minghuang, upon returning from a trip to
Mt. Wuli, his majesty was contracted with illness. At night, he dreamed of a petty
demon that wears crimson clothes, with a nose which resembles that of a calf, he
bares one foot and wears a shoe on the other. He stole the embroidered fragrant
pouch from Consort Yang and the Jade Flute from his majesty.’’ He was running
and playing mischievously around the palace. The emperor scolded him, the
demon responded, “I am the little one, Xuhao.” His Majesty asked, “What’s
Xuhao?” The petty demon responded, “[I] take advantage amidst the emptiness,
steal from the people, and sabotage the happy events in the common household.”
The emperor was furious [upon hearing him]. Just as he was about to call on his
martial attendants, a big ghost appeared. He was wearing a torn cap and blue long
robes; he was adorned with a jade belt and wore long boots. He first gouged out
the petty demon’s eyeballs, breaking them apart and eating them. The emperor
asked him, “Who are you?” He responded, “I am the humble one, the exam
candidate of Mt. Zhongnan, I failed the exam and was ashamed to return to my

home town. I knocked myself against the stepping stone in the palace and died.

*% Since the earliest Tang legend in Tangyishi about Zhong Kui is no longer extant and the account is
retrieved in the Ming collection of Tianzhong ji, it is safe to assume that the five factors listed at the
beginning of the introduction were more aligned with a Ming tradition to portray the deity.

%% This compendium is very similar to the six dynasties Soushenji # 5l (Records For In Searching of the
Deities). However, it is preserved in Daozang 5Ej# (The Daoist Canon) and is indeed recorded as part of
Wanli xudaozang ¥ & #&:8  (Addendums to the Daoist Canon in the Reign of Wanli). The majority of the
gods and deities that are given a hagiography and an illustration of portrait either belong to Daoism or are
derived from vernacular traditions.

3% Taizhen is the Daoist title of the Consort Yang, Yang Guifei #5 & iC.
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Your majesty issued a decree to enfief the green robe to me. I am nothing but
grateful to your kindness and have vowed to eradicate all the xuhao and demonic
monsters under heaven for your majesty.” Upon the big demon finishing his
words, the emperor awoke. His malarial fever was also cured immediately. He

called for Wu Daozi %3 1~ (680-759) to paint an image of the big demon.”"
“RE T EBHICH, G R LR AR, AN, R st — IR — e,

REANA N LR, SR, bkfl.z, N E: SRR, B E: (T3

U

REFE? /NRE: SR, AW, FEAK S L, S B KR, B

W B A, ARSI, BN, BB R . R el A2 Z2 L R L

L, MR NTEE e M, I T ST, AR R D Rk 2R, R SSE. BLUERR R
NHEREAREE, S E0SNE, AL T GOE TR LR

As an exorcist, Zhong Kui’s early presence in the New Year’s purification rituals
(nuo parade) predate the Ming dynasty and are detailed in a number of Song records. The
Eastern Capital: A Dream of Splendors Past (Dongjing menghua lu %0 2 3k, preface
dated 1147) by Meng Yuanlao it ¢ (f1.1090-1150), recounts the New Year’s Eve
tradition called da yehu 7] (lit. striking the nightly ghosts) where beggars would

impersonate Zhong Kui and his younger sister,” forming a parade of three or more

32 This account is very similar to a late Tang source of the Zhong Kui story, which is Chen Yaowen,
“Meng Zhong Kui” Tianzhongji fascicle 4. Chen cites this source from Tang yishi, please refer to my
appendix I.

33 Dayehu T4 is a tradition derived from the army in the Tang dynasty. At first, this tradition was only
practiced in the capital city and in the royal families. In the earliest reference of this tradition, Zhong Kui,
Zhong Kui’s younger sister, and the Earth God are among the New Year’s Eve cleansing parade. Another
way of saying it is da yehu ] HH. Accordmg to Nuoxi yishu yuanliu fEEREAG IR, <0 5, AN
FE SRR, T IR BB, 7 p 21. In the same book, the editor conveys the idea that yehu



19

accompanied with drums and gongs and parading through the streets in the capital city:
Bianjing 7 .>*
“[...] Since the start of the [twelfth] month, the poor would formulate parades of
three or more, disguise themselves as women, gods, and demons, strike the gong
and beat the drums, and beg for money at each household. This is called da yehu,

which is a way to chase away evil spirits.”

“[..] BALEH, B S =B R — K, e Ao, s, Mg, i

By FTAH°, NG 2 SE th,,

A similar account associates the New Year’s nuo parade with da yehu can be
found in Mengliang lu.

“Every New Year’s Eve, people would parade disguised as gods, the judge from

the Hell, Zhong Kui, and his younger sister. They strike the gong and beat the

drum as they wander the streets, which is to be called ‘da yehu,’ it is also called

‘qunuo.””

“RRERRE, i NPV BRI, MK, RO T SOk, I B d T A,
UINTYI T

Both Dongjing menghualu and Mengliang lu capture Zhong Kui’s vigorous role

in the New Year’s nuo. No Tang records known make an explicit connection between

could be the cry (sometimes collective) uttered during the exorcisms by the performers who are often the
poor/homeless/beggars. Therefore, I think da yehu has become a phrase that is of the similar use of tico

zhongkui BkEE JE, where the entire phrase indicates a specific ritual that is carried out via dances, or
cries/shouts.

3 Bianjing is nowadays Kaifeng [l £}, the capital city of Henan province 7 [{§; Bianjing was the capital of
Northern Song dynasty.

3 Dongjing menghua lu, under the entry of “shier yue.”
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Zhong Kui and the New Year’s nuo ceremony. However, as part of the New Year’s
celebration, the emperor would distribute Zhong Kui calendars and paintings to his
subjects. As Liu Yuxi 21 #) (772-842) recounts, a thank you note drafted by Tang
official Zhang Yue il (667-730) during the reign of Emperor Xuanzong (r. 712-756)
indicates the presence of Zhong Kui, even in the form of visual presentation, was meant
for chasing off the evil spirits under the grand notion of nuo.
“A messenger from the palace arrives to announce the imperial edict. [The emperor
bestowed] a painting of Zhong Kui and a new calendar in hanging scroll format. [...]
To protect against various /i disease demons,’® images of the deity [Zhong Kui] were
painted to purge evil; to keep the promise of announcing the agricultural seasons,

calendars were published and distributed respectfully.”
“rhfiis, BAEET, WEEE— LO0E H —lh [.] Bk, s DS o
2 NI, B H ez,
Another example is evident in Liu Yuxi’s “Xieci Zhong Kui bing liri biao” 5§l
##E/EF3F/Z HZ% (A Thank You Note in Response to Receiving the Zhong Kui Portrait and

the New Year Calendar From His Majesty), in which Liu expresses his gratitude towards
the throne for presenting his subjects the gifts of the New Year Calendars. The image of
Zhong Kui appears on the calendar and is supposedly used as a Door Guardian to

safeguard households and property. The editor Jiang Yikui #% —2% notes here, “Both

Tang and Song dynasty records indicate the emperor presents Zhong Kui’s picture as the

36y J& refers to powerful and malicious energies. For instance, ligui I ' refers to powerful ghosts.

37 Liu Yuxi 21885 (772-842), “Zhong Kui lun,” np
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New Year gift to his subjects. In one particular year Song Shenzong A %% (r.1067-1085)
rewarded all of his five thousand subjects a portrait of Zhong Kui and claimed that this
[Zhong Kui portrait rewarding ceremony] shall be a returning service for the next new
year, too. The prime minister Wu Chongqing stepped out of the queue and laughed out

loud, responding, ‘Just one Zhong Kui will do.””**

ot B E IR B A R A, SRR . DT ALE, BURVARy. sk A Rk

(i), BB 28, BIAES (B) , ERERZE - (RS A bbb,

STz A, 2, mosiAs, W N7 T, AR, SRSk ST c— e

T VN DN

As noted above, nuo is a form of exorcistic rite aiming to cast off maleficent and
demonic spirits. Maintaining health, affluence, and communal stability were also at the
core of this ancient practice. Descriptions of nuo rites are no rarity in early Chinese
classics. Although early accounts of folk nuo and the three types of nuo rituals are being

observed from as early as the Zhou dynasty, for instance, in Lunyu it (The Analects)

and Liishi chungiu s IGARFK (The Annals of Lii Buwei),”” New Year’s nuo procession as

3% Yaoshantang oujuan Z£111% 154 is a Ming collection edited by Jiang Yikui #§ . Under the same
entry, Jiang refers back to the Tang legend, “Minghuang Emperor had dreams at nighttime, in which a blue
robed ghost narrated, ‘I, your subject, am the exam candidate Zhong Kui of Mt. Zhongnan. The Jade
Emperor has commanded me to eradicate the mischievousness caused by xuhao.”” Upon waking up, the
throne ordered the court artist to dedicate a portrait to the ghost so that his subjects can be rewarded with
the portrait. And such was carried out as a New Year convention for years to come. The original quote
reads as, “W] L EE, SO E AR E: “R g E B, Lar ar PRIERE 2 BE, a8, Jhar LAg
%, B REE, #INGl, » “—JlE A% here can be read into the following three possibilities: the
first is that “one Zhong Kui should suffice (the purpose of exorcism); and the second one is that one of the
Zhong Kui’s foot should suffice (the purpose of exorcism); and the third layer of the pun, according to my
teacher Rania Huntington, could lie between kui ¥} and kui %€, which is a mythological one footed creature.

¥ Li Buwei, Liishi Chungiu: Liishi Chungiu Jiao Shi, ed. Chen Qiyou, 2 vols. (Shanghai: Xuelin
Chubanshe, 1984), 1: 122,422,615. And the three nuo rites are guorennuo 13 \{#, danuo K {#, and
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evident in the Song dynasty records such as Dongjing menghualu is the New Year’s nuo
that is similar to danuo. Conventionally, nuo was performed by fangxiangshi that were
customarily adorned with a mask of bearskin with four eyes of gold.* I should also
mention that fangxiangshi as the main performer in the traditional nuo rites remained at
the core of the ritual until the Tang dynasty.

In the Song dynasty, the merger of zaju 5 (miscellaneous plays) and nanxi 1
J8k (southern plays) provided lively stages for the nuo rites. Nuoxi {#/5% (Nuo theater) was
created to replace the traditional player, fangxiangshi and his twelve animal companies as
observed in Weishu %5 (Standard History of the Wei Dynasty) and Suishu [
(Standard History of the Sui Dynasty). Deities such as Menshen ["]/ifl (The Door
Guardians), Pangu #1%, and Zhong Kui were the new nuo performers to carry out the

ritual.*’ Subsequently, the nuo traditions were discontinued in the Yuan dynasty. Despite
effort and awareness in the Ming dynasty to restore this grand tradition, nuo rites that
were once observed and celebrated statewide during different months in the year were
transformed and partially dissolved into local theatrical traditions.

The Song dynasty’s reform of the national civil exam created a new class of

gentry and local elites who were actively involved in literature to match their social

tianzinuo K¥-{#f. Danuo is the New Year nuo and performed on the New Year’s Eve to cast off the evil
energies.

40 Please refer to note 24.
4 Meng Yuanlao, Dongjing Meng Hua Lu, in Biji Xiaoshuo Daguan, ser. 9, 5 (Taipei: Xinxing Shuju,

1975), p 3377.
Wu Zimu, Meng Liang Lu, in Biji Xiaoshuo Daguan, ser. 21, 2 (Taipei: Xinxing Shuju, 1987), p 1000.
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status.** In addition, more scholars and local gentry became patrons of play production
and printing at the local level. In the Song and Jin dynasties, public theaters were located
in a designated area called washe IL75 and they were common entertainment outlets in
major cities like Lin’an 5’4 (nowadays Hangzhou #1//), and the theaters located in this
particular area were called goulan %) fi#l. Goulan started in the Northern Song dynasty and
gradually disappeared in the Mid-Ming. In The Eastern Capital: A Dream of Splendors
Past, Meng Yuanlao i 7L provides us with the following description that allows us to
gain more insights on the entertainment district in the Song dynasty:
“[If one] heads to the east, one encounters the Xu squash soup eatery. To the
south, the Sang family owned wazi. Close to the northern side is the central wa,
right next to it is the inner wa. Within this space houses more than fifty small and
large goulan, among which the central wazi had Lotus Flower and Peony tent, the
inner wazi had Yaksa tent and Elephant tent, which are most commodious and can
accommodate thousands of spectators.”
R ENRFENZES, HEREL . AL, RER, Hro KN
TR, N AL TS B AP, AL M. Sk, AT
Ao 7%
Elements of spirituality, the grotesque, and the marvelous have always been

intimately related to Chinese theater. Meng’s reference to the Yaksa (yecha X X) tent in

*2 Chen Jiang BRYT., Mingdai zhonghou qi de Jiangnan shehui yu shehui shenghuo WA 1% BAITT = 4
& B4t € 42 3%, Ph.D diss. Huadong shifan daxue 3 5 Afi i 2, 2003.

# “Dongjiaolou jingxiang” H A 45 is in Dongjing menghua lu HU5 223 8%, volume 2, p 67.
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the Northern Song capital city Kaifeng is strong evidence that the Chinese spectators had
grown accustomed to seeing rituality being carried out outside the liturgical context.

The discontinuation of nuo in the Yuan and Ming’s fruitless effort to restore the
tradition provided more ritual space for the exorcist Zhong Kui to be a male lead in
Chinese theater. As Min Tian in “Chinese Nuo and Japanese Noh” argues, “The
Mongolian rulers abolished the traditional Nuo rites from the court, and no records were

found about their practice in the official histories of the time.”**

In the Ming dynasty,
“appeals and arguments were made to the court to restore the court Nuo tradition. Yet
despite a short restoration, it never regained its grand scope, prestige, and power.”*> At
the same time, the increasing number of mainstream playwright literati contributing to
the zaju production had renewed this literary genre with fresh meanings in the Ming
dynasty. Additionally, the term zaju underwent several changes in the Ming dynasty. In
Chinese literary tradition, zaju had been labeled as representative of the northern dramas
in the Jin and Yuan dynasty. Despite the fact that a Ming zaju would still consist of a
wedge (xiezi #2--), which is an interlude or inserted scene and four acts (sizke PUPT), it
essentially took on a completely new structure.

During the Yuan dynasty, nanxi FJ5% (southern plays) began to incorporate the

northern tones in zaju, which blurred the geographical distinction between the two sets of
theaters. Starting from the early Ming, the number of literati that were involved in

southern playwriting and theatrical production increased, the results of which was the

4 “Chinese Nuo and Japanese Noh,” p 348.
Please also refer to Ichijo Kanera, kuji kongen guko, with commentaries by Hayami Kusatsune, in Shintei
Zoho Kojitsu Sosho 5 (Tokyo: Meiji Tosho Shuppan, 1955), pp 300-01.

#3 “Chinese Nuo and Japanese Noh,” p 348.
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emergence of chuangi {87y within the nanxi tradition. Chuangi plays proved to be a new

theatrical form that still declared remote literary lineage with the Tang narrative
convention, namely, Tang chuangi ¥ {#% 7y, due to the shared storyline and themes
between the two traditions, albeit the fact that chuangi had already incorporated the
elements of zaju, or vice versa.*® As a matter of fact, the biggest contribution of the Ming
playwrights in comparison with their Yuan predecessors was chuangi style storytelling
following the format of zaju.*” However, despite the effort of the early Ming playwrights
to preserve zaju, zaju and the Northern verse remnants of the Jin-Yuan era were still
greatly weakened and nearly came to an end in the Ming dynasty.**

According to Taihe zhengyin pu jianping KHIE %5678, in Taihe zhengyin
pu KA & 3% (Manuals of Standard Tunes in Grand Harmony, completed in 1398, the

31% year in the Hongwu UL reign. Hereafter Zhengyin pu), Zhu quan defines yuefit 5%
If§ as include sanqu #ith and the single qu i and ci & in zaju.>® Zaju refers to the

production (i.e., the performance), and the play in written form was referred to as chuanqi

4 %y . And Zhengyin pu merely expanded the connotations of zaju, consequently,

46 Mingqing xiqu shi W&k L, p 22.

Mei Sun, “The Division between ‘Nanxi’ and ‘Chuanqi,”” American Journal of Chinese Studies, Vol. 5, No.
2 (October 1998), pp 248-256.

*ibid, p 22.

8 ibid, p 44.

* Yao Pinwen Bk Z ed., Taihe zhengyin pu jianping (Zhonghua shuju /7% & )7y, 2010).

>0 Tuihe zhengyin pu is edited by the Ming Prince of Ning % I, also named Zhu Quan 4 ## (1378-1448).
Sanqu refers to plays containing only songs without any dialogues.
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hereafter the zaju could refer to both the holistic art that included both production and
texts and only the written text.”!
In Zhengyin pu, Zhu Quan divided zaju into twelve categories: >
1) Daoist transformation of the Divine Transcendents;
2) Living in seclusion, rejoicing in the Tao (also known as lin-ch’iian ch’iu-ho
MR 18X, forest, springs, hills, and valleys);
3) Folding the robe, grasping the plaque (also known as Lord and minister
plays);
4) Loyal ministers and ardent men of faith;
5) Filiality and righteousness, incorruptibility and integrity;
6) Rebuking treachery and cursing slander;
7) Banished ministers and orphaned sons;
8) Wielding blades and plying staffs;
9) Windy blossoms, snowy moonlight (romantic plays);
10) Grief and happiness at separation and reunion;
11) Misty blossoms, powder, and mascara (love stories about courtesans);

12) Spirit-heads and ghostly faces.

1 Taine zhengyin pu jianping XL B il Z87F, another example used to demonstrate zaju’s extended

connotations is a Ming anthology titled Yuanqu xuan TG edited and printed by Zao Maoxun J&
(1550-1620, style name Jinshu ¥ /R), it is a collection of one-hundred plays by authors from the Yuan and
the first decades of the Ming dynasty (1368-1644). Here the author of zhengyin pu regards the pure texts as

zaju as well. p 40. In Idema’s and West’s book, Chinese Theater 1100-1450, they also mention this book, p
3.

2 The Indiana Companion, 2™ edition, p 18. I borrowed Stephen West’s translation of the twelve
categories.
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“CEmilnE L, T HERIESGECLE MR [R8R),  — FTHAE SR (A A AR,
FUR AU, A58l AT, NEMATRE#E. RN, ANESUJE
OB HERD . TWHBRAEEH . +HEAREES . T — B R

ISR 31 M ey = VTR CEE 3 M
As evident in the above paragraph, Zhu Quan’s justification of the literary values
of zaju is demonstrated through his categorization of the various miscellaneous plays.
Furthermore, he also places heavy emphasis on plays that dealt with immortals and
Daoism, which also explains why these categories were prioritized as the first two among
the twelve.”* In addition to the immortals and Daoism, high energy action and martial arts
plays and those that portrayed gods and spirits as protagonists were also classified into a
specific dramatic theme in their own right, which can be seen in category eight and

twelve, respectively.

Besides placing the miscellaneous plays under different themes and categories,
Zhu also traced back the musical composition in zaju. He juxtaposed zaju with yuefu,
which is a music and poetry composition style that followed the folk song convention
ever since the Han dynasty and was labelled “court music.””> Comparably, zaju was
considered entertainment for the common folk because the implicated vulgarity would be
deemed as distasteful by men of letters before Zhu. Nonetheless, Zhu still dedicated

scholarly attention into justifying zaju as part of the literary family: he looked into the

>3 Taihe zhengyin pu jianping, p38.
>* The order of the twelve categories is similar to the order in Taiping guangji &V BEC.

>> The name yuefu is derived from the Music Bureau in the Han dynasty. In general, yuefu refers to poems
composed for singing purpose.
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twists and turns in the dramatic texts, all of which helped transition zaju to refined
literature.

Deriving from a long and rich tradition of nuo and emerging under complex social
circumstances gives Zhong Kui multidimensionality in the Ming and Qing theaters.
Different dramatic roles he is assigned to in each play translated in this dissertation can
be used to understand the diversity of the male lead Zhong Kui. He plays the male lead
(zhengmo 1K) in Qing fengnian wugui nao Zhong Kui B¥ "84 A W [ & 8
(Celebrating the Year of Abundance the Five Petty Demons Goading Zhong Kui.
Hereafter, Nao Zhong Kui) and is the singer of the play, too. The style of singing would

be vestige of story-telling and ballad-singing.>® In Taiyi xian ye duan taofu ji X Z AN ET
Bk £F 52 (The Immortal of Primordial Unity Eradicated the Peachwood Charms.
Hereafter, Taofu ji), he is not assigned to a conventional dramatic role. Rather, Zhong
Kui is just simply listed as Zhong Kui. He plays the role of painted face (jing ) in
Zhongmei qingsou $1kBE55 (Zhong Kui’s Younger Sister Celebrating His Birthday.
Hereafter, Zhongmei). Additionally, in jingju »{ | (Peking Opera) Zhong Kui is

designated to a jing {F role (painted face), too. The word jing literally means to clean and

cleanse, or clean as an adjective. Furthermore, in modern Chinese theater, from puppet
theater to jingju, he is represented in all kinds of theatrical performances as a red-faced,

black-haired, hunchback or cripple, all of which references physical abnormality

*® Grant Guangren Shen, “Libretto Translation and Musical Arrangement in Chinese ‘Chuangi’ Opera,”
Chinese Literature: Essays, Articles, Reviews (CLEAR), Vol. 35 (December 2013), pp 177-207.
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associated with beings that possess supernatural power and embody righteousness and
impartiality.>’

The role differences in the plays translated here go side by side with the historical
changes of zaju in the Yuan-Ming transition, which amplified the increased popularity of
southern plays and the deterioration of the northern dramas. Zhong Kui’s role shift from
being a zhengmo to jing indicates the structure of zaju was refashioned. The role change
is meaningful not only in terms of dramatic form, but also helps retrieve a unique
transitional history in the making of Zhong Kui’s portrait in Chinese theater. For instance,
in Nao Zhong Kui, the detailed stage direction attached to the original play indicate that
in the wedge, the first, and second act, Zhong Kui is wearing an informal cap and worn
out long robes with facial hair. In the latter two acts of the play, however, he is described
as wearing a soft cap and red long robes that are accompanied with more items to indicate
his official status, such as a wooden tablet and a bamboo whip.

The dramatic role of Zhong Kui as demonstrated in the plays translated in chapter
two and three are Zhong Kui in Taofu ji and jing in Zhongmei, respectively.”® The jing
role in Zhongmei can be understood as an indicator that Zhong Kui’s role as an exorcist is
comparably much more established as opposed to his role in Taofu ji. For instance, in
both plays, the narration about the pre-Zhong Kui story before he is canonized as a deity

is missing, or else it is deemed as unnecessary because Zhong Kui is already commonly

>7 Another typical painted face role in modern Chinese theaters is the Judge Bao fJ#K, who is not only an
embodiment of the justice and impartiality, but also in procession of the power to execute the criminals of
severe offenses, returning the order and peace to the world of the living.

>8 Zhong mei qingshou is a duanju %1, which is regarded as a zaju remnant in the Qing dynasty.
According to Mingqing xiqu shi W& LM 2 (Xigu History of the Ming and Qing Dynasties), duanju is a
single act zaju. Please refer to Mingqing xiqu shi, chapter 5, p 88.
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accepted as a standard deity whose major duty is to exorcise and safeguard the
households ever since the Mid-Ming.

The deification of Zhong Kui in the Ming and Qing theater signifies not only the
transition from nuo parades to the theater, but also summons Zhong Kui to perform the
ritualistic function on the local stage. For instance, ritual operas and popular performing
arts were observed at temple fairs. In Exorcism and Money: The Symbolic World of the
Five-Fury Spirits in Late Imperial China, Guo Qitao contends, “The Chenghuang
processions led to popular temple fairs, for which ritual operas and various popular
performing arts were staged to entertain the supernatural and human participants and
spectators, as well as passing traders and shoppers.”” Although the Zhong Kui plays are
not included as “ritual operas” in Guo’s discussion, they should be considered as having
the same function as those operas examined by Guo because the exorcist Zhong Kui
became more and more accepted with his double role in the Ming and Qing theater. In
other words, as the actor Zhong Kui eradicates the demons in the play, he also extends
the power bestowed by a dramatic text, ancient exorcism, and his recruitment by the
Daoist masters to ritual purification.

While one purpose of diverse performances at popular temple fairs was to
entertain both the local participants and the travelling merchants from afar, it also
transformed the ancient nuo exorcism parades into the undercurrent for an array of
activities that served purposes far more than exorcism itself. Interestingly enough, since

the entrance to the stage in Chinese theater is called guimen 9. (ghost door), the

relation between exorcism and theatrical performances is supposed to be intimate. In a

>? Guo Qitao, Exorcism and Money, pp 53-4.
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way, the Zhong Kui plays themselves can be regarded as a ritual in their own right: as the
stage functions as a portal between the other and the human world, the performance itself

is a reenactment of the ritual as it goes through dramatic opening, climax, and closure.

2. Zhong Kui’s Multidimensionality in Chinese Theater

My examination of the Ming and Qing Zhong Kui plays provides new
perspectives into understanding the Zhong Kui cult in Chinese theater. Even though
major elements as stated in the Minghuang story defining the divine identity of Zhong
Kui see few changes over the course of Chinese history, the historical changes manifested
through literary movements, religious reform, and socio-economical phenomena
surrounding the cult can be better understood. The literary movements changed the
writing and production body, the religious reform reinforced Zhong Kui’s efficacy
through his image, and finally, the socio-economical changes led to geographical shift
which made Southern elements in both religious and theatrical more visible. After all, the
deity’s multidimensionality is originated in ancient exorcism but is driven by such
changes over time.

In the plays, Zhong Kui’s multidimensionality helps make his divine identity: him
as an exorcist as evident in the first and second play translated and analyzed in this
dissertation, titled, Nao Zhong Kui and Taofu ji. A young scholar official that was keen
on Confucian teachings but failed to stand by his moral principles as evident in the entry
translated, which is titled Shizi zhuan. As a failed exam candidate who could not obtain a

post in office because his repulsive physical appearance disgusted the emperor, Zhong
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Kui also transforms into a political allegory to criticize injustice and personal frustration,
which is evident in the fifth play translated and analyzed, Zhongmei.

Historically speaking, Zhong Kui’s multidimensionality was enriched as Chinese
theater experienced changes caused by collisions between the traditional and newly
defined art and ideology at the local and state sanctioned levels. The negotiation of space
between the old and new tradition is derived from the historical background given by
Idema and West. In Chinese Theater 1100-1450, Idema and West propose a golden age

of Chinese theater, which starts in 1100 when Song Zhezong ‘K% passed away and
was succeeded by his younger brother, Song Huizong A #{°%, and ends in 1450 when the
Jingtai Emperor 5t 2577, Emperor Zhengtong’s IL#f brother, became the emperor of the

Ming. Idema and West recount changes in the nature of the Chinese elite starting from
the Song dynasty, claiming “The great aristocratic families from Northern China that had
dominated politics during the T’ang gradually faded away to be replaced in the

bureaucracy by a new, and much broader gentry.”®

Predominated by citizens from the
Yangzi basin, the newly formed gentry also helped reshape art and ideology, which

Idema and West argue to be one of the factors leading to a temporary decline of Chinese

theater.®!

%0 Chinese Theater 1100-1450, pp 7-8.

61Although this is not directly related to the Zhong Kui plays discussed in this dissertation, it is worth
mentioning that the Ming and Qing plays outgrew the performance and production centric mode and
transitioned into a much broader genre that incorporated a fully rationalized narrative form that is similar to
closet-drama. The newly risen gentry mentioned by Idema and West, along with more printing centers
contributing to literature circulation in the Ming dynasty, gave birth to Chinese closet drama. Closet drama
is defined as “drama suited primarily for reading rather than production” by Merriam Webster, as 1 will
argue in the last section of my introduction, “Chapter summary,” in light of Idem and Haft’s work
demonstrated in 4 Guide to Chinese Literature, Chinese closet drama entails more than the general
definition given by Merriam Webster; Rather, Chinese closet drama refers to the playwriting that is no
longer adhered to the conventions of zaju, which normally consists of a wedge and four acts with very strict
structure in each parts in terms of role induction, song singing, and rhythms.
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In the Ming and Qing dynasty, the cultural and economic center shifted from the
northern area to the Jiangnan region, which can be demonstrated through the Zhong Kui
plays translated in this dissertation that were influenced by emergence of Southern
traditions. Data from local gazetteers in the Ming and Qing dynasty testify that shared
beliefs and religious rituals were the ties that glued the local community together,
especially in the Jiangnan region.®” Hamashima Atsutoshi offers more clarifications on
what constitutes the Jiangnan region. He contends that “I take the ‘Jiangnan Region’ to
comprise the ‘five prefectures of Jiangnan,’ that is, two prefectures in Zhejiang Province
(Huzhou N fJ and Jiaxing %% Bi)fJ) and three prefectures in Southern Zhili 7 1A ¥
(Changzhou 7 M ¥, Suzhou #& M HF, and Songjiang 2 7L Jf).”% In light of
Hamashima’s definition of the Jiangnan region, I expand Jiangnan region into southern
cities such as Hangzhou /I, Shaoxing #1 %1, and Ningbo %% in this dissertation

because it is geographically relevant in the Zhong Kui literature discussed.®*

For more information about Chinese closet drama, please refer to Patrice Pavis, Dictionary of the Theatre
Terms, Concepts, and Analysis, pp 27-8. And “Printing as Performance,” p 21.

%2 Hamashima Atsutoshi, “Communal Religion in Jiangnan Delta Rural Villages in Late Imperial China,”
International Journal of Asian Studies, 8, 2 (2011), pp 127-162. And the original quote reads, “Using
Ming- and Qing-era gazetteers from the Jiangnan Delta region, I have been able to confirm that peasants
from the five prefectures (fu ) of Jiangnan maintained a close sense of community through shared beliefs
and religious rituals.”

63 Ibid, p 129. In the same article, Hamashima offers another popular proposal brought up by Li Bozhong
4{E1 5, in which he argues, “Scholars have defined the scope of ‘Jiangnan’ in various ways. Most
influential recently has been the ‘Eight Prefecture Theory’ proposed by Li Bozhong 2 {1 5, which
includes the above five prefectures of Jiangnan, the prefecture of Hangzhou #7t /Il ff in Zhejiang province,
and two prefectures in Southern Zhili i I 5 (Nanjing Yingtian 4 50/ KX/ and Zhenjiang $871)f),” p
129.

%% For further studies on the cities in Jiangnan region in late imperial China, please refer to William
Skinner (ed.), The City in Late Imperial China, pp 3-31, pp 211-351, and pp 521-553.
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Evidence from numerous scholarly works indicates that Zhong Kui performances
were prevalent in the Jiangnan region. One example is evident in Riley’s book, Chinese
Theater and the Actor in Performance. She argues, “In Anhui’s Nantong city and the

region around Fenhe in Dong county, an exorcism event known as Zhong Kui xi fu $ )i
800 (Zhong Kui Dances with the Bat) is performed annually.”®® Wang Zhaogian - JKi,

recounts the Zhong Kui dances and worship in Anhui from an anthropological

perspective. In his book, Zai jiamian de beihou {E(R V572 (Behind the Nuo Masks),
Zhong Kui is portrayed as a judge (panguan #I'F), or the more common role as an

exorcist,”® which proves to be more widespread in mainland China, Taiwan, and other
communities that practice Chinese cultures. ¢ Examination of Zhong Kui’s
multidimensionality in the plays helps us better understand the geographical dynamics in
the making of Chinese history.

The repeated emphasis on Zhong Kui’s social status as a failed examination
candidate adds a social and political connotation to his multidimensionality, specifically
it blurs the boundaries between standardization and local influences. For instance, in

“Standardizing the Gods: The Promotion of Tian Hou (‘Empress of Heaven’) along the

%5 Chinese Theater and the Actor in Performance, pp 19-20.

66 Zai jimian de baihou {E{RIAII T 2 (Behind the Nuo Masks), p 89.

Similar references can be found in the same book. “Sanhu cun yangchunwang de ‘Zhong Kui zhuo
xiaogui™ HHHRS P2 A7 R <R JEHE /N L, p 90.

I don't agree with Wang on his clear distinction between the two functions of the nuo dances, which is
performative and ritualistic, p 36.

%710 some locales in mainland China, Zhong Kui’s characteristics resemble that of a panguan #'F (judge).
For instance, as recorded in Jiangxi sheng wanzai xian tanfu xiang cixi cun hanzu ding xing de tiaoxiao 7I.
PE B R IR B AR R R i T E [BEYE ], in nowadays Nanfeng, Jiangxi province 1.7 4%, a
specific type of Zhong Kui dance is preserved, and Zhong Kui is among the twenty-three canonized titles
that are under a golden armored general named the General Jinjia <& H# 47, pp 86-7.

In the same book, Zhong Kui is depicted as a panguan #'¥, p 34.
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South China Coast, 960-1960,” James Watson argues that Chinese society in the late
imperial era was highly integrated. He also states “local elites shared a common cultural

tradition (fostered by a standardized educational curriculum).”®®

In honoring the local
family or lineage rituals, local elites in the late imperial era helped shape local production
heavily. Writing and reading plays was considered participation in high culture. Local
elites, defined as anyone from literate men with interests in land and commerce, rich
merchants, to failed literati like Zhong Kui himself also sought to be involved not only in
the local theatrical production, but also in promoting it for reasons that went beyond their
cultural and economic interest.

Local elites not only shaped the communal culture intellectually, they also defined
the local landscape by imposing their aesthetics on the physical body of the locale:
temples. Although Zhong Kui should be regarded as a unique case because almost no

temples are established to honor his name, the plays collectively present Zhong Kui as a

state sanctioned deity (guojia zhengshen BZ 11-7if1). As Watson argues, “they were eager

to cooperate with state authorities in the standardization of cults. Assisting in the
construction of an approved temple was one of the many ways that an educated
gentleman could ‘gentrify’ himself and his home community.”® While I do not
completely agree with Watson that the religious and cultural superstructure follows the
top-down model, I find his claim on how the local elites were actively involved in
“assisting in the construction of an approved temple” in order to “gentrify” themselves

and their local community useful. It is hard to imagine the local elites would be absent

% ibid, pp 270-1.

%9 ibid, p 270.
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from major assemblies like a temple fair to maintain their voice and the Confucian

orthodoxy (zheng II-), hence bringing in state sanctioned culture into contact with the

local culture.

In addition to the public sphere, Zhong Kui can be found in theatrical
performances took place in private settings and drew a variety of audiences together for
specific social and ritual purposes. In late imperial China, plays performed at private
households were mainly to mark family or lineage ritual celebrations. In addition to

market fairs and temple fairs, huiguan & ff (assembly hall of the local families and clans)

were among the common platforms for theatrical performances as well. "

In my
experience, weddings, the birth of a male child, or funerals also sufficed as reasons to

invite a local troupe come to perform.’' Zhong Kui performance is found in a private

household in the Ming novel Jinping mei <& J{filt} (The Plum in the Golden Vase), in the
65" hui where the funeral for Li Ping’er’s )il death performs a play titled, Wugui

naopan H.5RIHP (The Five Demons Tease the Judge), and the judge here refers to
Zhong Kui.

In addition to public performances, there was a new audience of readers of plays.
The shift of economic and cultural center from the Northern China in the Jin and Yuan

dynasty to the Yangzi region in the Ming dynasty was accompanied with more mobility

70 Huiguan i is a tradition established in the Ming dynasty. It refers to houses situated in an urban space
for people from the same hometown to assemble for leisure or business purposes. For a more detailed study
on huiguan, please refer to Du Yongtao, The Order of Places Translocal Practices of the Huizhou
Merchants in Late Imperial China (Leiden & Boston: Brill, 2014).

" For how death ritual can be interpreted outside of the theatrical context, see Evelyn S. Rawski, “A
Historian’s Approach to Chinese Death Ritual,” in Death Ritual in Late Imperial and Modern China edited
by James L. Watson & Evelyn S. Rawski, pp 22-3.
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to travel, which was strongly evident in the newly risen mercantile class. According to

29 ¢

Katherine Carlitz in her “Printing as Performance,” “travelling merchants seem to have
been prime customers for inexpensive editions of plays that they could take on their
travels. Thus, literati and merchant social life both fed the growing demand for new

72 While the literati contributed more to the playwriting and distribution, the

plays.
travelling mercantile class was the one that consumed the mass printed texts. In the Ming
dynasty, more and more literati became the major force in playwriting, therefore drama is

considered “the most pleasant way to absorb the high culture tradition.””

Being part of
the discourse of the high culture is a means to acquire status, to seek upward social
mobility.

As Katherine Carlitz argues, “The simultaneous flowering of drama and drama
printing in the mid- to late Ming was in some sense the appearance of a new genre in a
new medium. Xylography, of course, was already centuries old; printed books were no

novelty in Ming China.””

The pre-existing xylography met with the high demand of
cultural participation from both the playwrights and their readers. Essentially, printed
plays also allowed more liberty for the readers to appreciate the joy of leisure reading
even when they are travelling. Stephen West provides a similar argument about the
dualistic nature of Chinese plays in the Ming. In Text and Ideology he contends that the

transformation from a “script” to a “narrative” demonstrates rationalization during the

process. He argues, “as these texts were published and as the manuscripts were fleshed

72 “Printing as Performance,” p 272.
T3y o .
Printing as Performance,” p 273.

74 C . 2
“Printing as Performance,” p 34.
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out, they changed in nature from scripts (or at least production-based texts) to a fully
rationalized narrative form.””

The history of zaju and Chinese theater seems to become a middle ground where
the common folks could enjoy the same or similar entertainment as the gentry and royal
family and an arena to exhibit how the high culture negotiates grounds with the so-called
low and vulgar culture. What West argues in Text and Ideology is a perfect way to
conclude this section:

“As our sources make clear, rich merchants in the period 1100-1450 were among

the principal patrons of the theater and of entertainers, but they were certainly not

the only ones. All walks of life in pre-modern China, in town and countryside,
enjoyed theatrical entertainment. Relatively few people may have been able to
afford to visit the commercial theaters or to visit a courtesan’s establishment to
watch her perform, but all could watch the show on permanent or temporary
stages outside the local shrine. The rise of the theater in the period 1100-1450 was
not dependent on the rise of any one specific class outside the theatrical
professions. It was an integral aspect of the changing society of that time—
bringing pleasure to the officials and masses, to the landholder and the peasant,

and to the merchants and the townfolks.””®

West’s observation about the integral nature of Chinese theatrical experience is
especially useful in combination with Zhong Kui’s multidimensionality displayed in the

plays. As the local theater brings together participants from different social groups,

7 Stephen West, Text and Ideology.

" {dema and West, Chinese Theater 1100-1450, p 9.
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hierarchy, financial standing, and educational background, a multidimensional Zhong Kui

blurs geographical, spatial, and social boundaries.

3. Textual History of Zhong Kui Literature
Scholars largely agree that the earliest origin of Zhong Kui was a wooden ritual
flying mammal that exorcists living as early as the Han dynasty used to kill demons.”’
This origin represents a grand tradition of exorcism that was later merged into Daoism.

Erya M, the oldest surviving Chinese dictionary known that is roughly dated to the 3rd
century BCE, associates the phrase with a type of mushroom.”® Whereas Kaogong ji % 1.
il (the Book of Diverse Crafts) compiled towards the end of the spring and autumn
periods, correlates the term Zhongkui with Zhongkui #%>%, which is a wooden stalk that
resembles the stalk of the mushroom. In the Six Dynasties, the term “Zhong Kui” bore
variations such as zhong kui #fJi&i and zhong kui #f2%, and it was used as a common

name with no clear indication of the gender and social rank of the person who had this
name. ° An example of the name Zhong Kui being associated with apotropaic
connotations is evident in Beishi, in which a person who had the name “Yao Zhongkui”

ZEJf %% also had the courtesy name “averting evil” (bixie I 45).*

7 Zhong Kui yanjiu, pp 20-1.

8 Karlgren Bernhard, “The Early History of the Chou Li and Tso Chuan Texts,” Bulletin of the Museum of
Far Eastern Antiquities 3, pp1-59.

" Li Yanshou % 4E 5 (7th century), Beishi At5E, Er shi si shi —.~FPUE (Shanghai: Hanfenlou, 1916).

8 Weishu BE
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The Tang dynasty marks Zhong Kui’s first entrance as a state sanctioned deity on
the stage. Tang yishi, a lost late Tang record, first describes Zhong Kui as a failed
marshal examination candidate who wears blue robes associated with one’s social status
as a commoner in the era. Moreover, in the Tang legend, Zhong Kui failed the next
higher degree of examination during the Wude era, but the Emperor Gaozu granted him
an honorable burial of a court official of the green-robe rank at the time of his death,
which grants the exorcist power to eradicate the petty demons that leads to a full recovery
of the Emperor Minghuang’s malarial fever."'

The account in Tang yishi is similar to the Zhong Kui entry in Sanjiao yuanliu
soushen daquan discussed at the beginning of the first section, except for the missing
information on the Emperor Gaozu in the Ming compendium. However, Zhong Kui’s
exorcistic power and his driven motivation to eradicate all demons under heaven as
endowed by the Emperor Minghuang has remained central in his divine identity. The
connection between the exorcist and the Emperor Minghuang has indeed become
prevalent in the Tang literature.

An example of such a connection can be found in Li Yuangui’s 2= JC 8l

(flourished around 766) poem dedicated to Zhong Kui. We read:
“Hundreds of ghosts constantly disturbed the officials and the commoners,
His mighty power cured the Emperor Minghuang’s fever in his dream.
Surrounded by servants front and back, Zhong Kui roams,

Overturning the demonic crowd and became their master.”

“HRE LR, WEEGS DS,

*1 For the translation of “Meng Zhong Kui” Tianzhongji fascicle 4. Please refer to appendix 2, “Meng
Zhong Kui” 24} i
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AR B LE, BHBREAR(E A, 7

By the end of the Song dynasty, Zhong Kui transforms from a blue-robes-wearing

commoner to a lower official who wears a horn-waist belt (jiaodai 7). One of the

most comprehensive accounts of Zhong Kui can be found in the Song dynasty scholar

Shen Kuo’s ¥£4% (1031-1095) Mengxi bitan %% 5% (Jottings of Dream Creek). We

read:

“One day during the Kaiyuan reign [713-742], after returning to the palace from
bow-and-arrow practice in Mt. Li, Minghuang, [the emperor Xuanzong] fell
ill. Nearly a month, he suffered from malaria, which neither the shamans nor
the royal doctors could provide a cure. One night, he dreamt of two demons, one
large and the other small. [...] Exposing one of his arms and wearing a pair of
leather boots, the large demon caught the small demon, gouged out its eyes, then
tore him to pieces and ate it. When being asked him who he was, he introduced to
the emperor, ‘I am Zhong Kui, who failed the imperial provincial exam
in military affairs, had vowed to rid the world of demons for the emperor.” At

these words, Minghuang awoke to find himself recovered instantly and better

health.”*
“B 2B CaB e L s SR Bl =, NP, DRUEARE, W@ H . MREEEAL,
AR . B—4, B0, —K—/". [LLIHEKREL.] , JHENE,

SIHHE, AEBEmRe. ERARER: [TEMAR? | Zx. [REER,

EIRE Y -, EHE R IRR T 2R, | SR, RS, TR

82 . . . .
Translation modified on Joyce Tsai’s translation.
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The prolific poet Lu You {7 (1125-1210) describes Zhong Kui in several of his
poems: “Xinyou chuxi”>F P44 (“New Year’s Eve in the Year of xinyou”), “Xinsui” #7
% (“A New Year”), and “Chuye” PRZ (“New Year’s Eve”). My translation of “Xinsui”
reads as follows:

“Zhong Kui who refreshes the year anew has arrived,
Still wearing his old green winter jacket.
The old chef is serving the noodle cake soup,
The lame maidservants are warming up the fusu wine.
Carried with the dried food the Demon of the Poor is sent away,
Setting up the flat basket for grain to receive the Purple Maid.”
The younger ones are deceiving the blind,
Gathered around the light of candles they are playing around.”
“WSGEEAE, KRIHSRRER.
CIatEEEE, BLIHIE R TR,
EBURZS MR, PRFOAEL,
JLIE S, WIS,

Zhong Kui’s exorcistic powers are also recognized in Buddhist records. A few

evidential entries can be traced under Monks and Chan Masters’ recorded transcripts in

the Chinese Buddhist Canon (Dazangjing Kji##%). Occasionally, Zhong Kui is also used

83 Fuji $:45L is a spirit writing practice, the practitioners are often possessed by the spirits and play the
medium between the human and other world. During the spiritual possession, the practitioners will write
down characters or symbols that need knowledge on the field to be decoded.

84 Quansong shi 2= KiF (The Completed Collections of the Song Dynasty Poems).
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as a nominal phrase. For instance, in “Lin’anfu jingcichan si yulu” W52 i {5 24000 7 55 #%

(“Transcripts of Master’s Sayings in Jingjican Monastery of Lin’an”), we read:®
“The Jade Emperor’s parade of insignia of power reaches the end of the purple
clouds. It is the 5™ day in the 5™ month. Going up in the hall. The skies are grey
and the earth magnificent. Who knows that Zhong Kui is originally a ghost?”

“REANCCERE NG, B, b, KA A SR A, SR G R,

The same source also mentions Zhong Kui’s sister and contextualizes her presence
with exorcism. We read:

“Going up in the hall. The 5™ day in the 5™ month is the Tianzhong festival. Ten

thousand malicious spirits and thousands of demonic monsters are all eradicated.

Picking up abode of gods from an eye, and haul the wedge for nails from an ear.

Zhong Kui and his sister dance among the three fai.*’ The eight armed Nuozha

chews the raw metals.*® Hurry, hurry, I command you!”

8 Lin‘an pu is the nowadays Hangzhou #i /Il in Zhejiang #riL province.

86 “Linganfu jingcichanshi yulu” [ ff 15t i <5 & $% in The Chinese Buddhist Canon K 1FHT I KA,
pp 123-3.

8 Santai —15 are a stellar configuration (usually depicted on the uppermost part of talismans) that situate
the god’s presence within celestial spheres.

Santai can also imply the bureaucratic system in pre-modern China, and each fai may denote to different
official position depending on the dynasty. For instance, in the Tang dynasty, the three tai refers to
shangshushen W54 (also refers to as zhongtai 1 13), zhongshushen 15 (also refers to as xitai P4
73), and menxiashen ['] T 4 (also refers to as dongtai H15).

88 Nezha W IFE, which can be written as No-cha or Na-cha, is described as the third son of Nata of one of the
Four Heavenly Kings in Buddhist tradition, Vaisravana (bishamen tianwang E¥ [ K L) in Fengshen
yanyi B #%.
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Hundreds of years later, scholars, literati, and artists returned to the Tang legend
repeatedly and expanded upon it, especially the part recounting Zhong Kui’s efficacy in
combating Emperor Xuanzong’s malarial fever through the execution of mischievous

petty demons. For example, Ming physician Li Shizhen Z=[Ff2 (1518-1593) juxtaposed

the liturgical aspect of the folklore with the nominal phrase Zhongkui, describing the

similar subject matter from a therapeutic approach.” In Bencao gangmu 7 % [

(Compendium of Materia Medica), he provides two sources where Zhongkui is used as a

nominal phrase. The Ming scholar Wang Zhengshu + 1 quotes Shen’s entry in his
book Zhong Kui kaoshi $EJE#% & (Investigation of the Historicity of Zhong Kui).”' The
late Ming scholar Gu Yanwu’s 1% (1613-1682) contribution to the etymology of
Zhong Kui can be found in his Rizhi lu H 1§ (Entries of Daily Learning), under the

entry “Zhong Kui tiao” $ JEif5.%

8 «yuanwu fogou chanshi yulu” [HI15 il Rl 35 %, volume 7 45 L, pp 742-1.

90According to Li Shizhen #4*IRf2, Zhongkui is a type of mushroom. In Kaogong ji, a specific type of bat
is called zhongkui, because the mushroom resembles the shape of the bat, therefore, they have the same
name. In forklore, there usd to be a deity, holding a bat to strike the ghosts, which is why the deity is also
named Zhong Kui. People that liked to meddle with things painted the image of Zhong Kui, giving him a
background story in which he is a failed exam candidate who is fond of eating ghosts. That’s where the
narrative is derived from. People are not aware of the fact that that is misinformation. And the original

quote reads as follows, “NFEERE CHIHE) = B, WA, (B L) s &%, M, sLHE
T2, HELLE T, MG mA, (s —HER ), MOR AP e, & NIFREE, S S AR E L rEmR
R, B, NG, PEEL SRR BRI 654 MR 30 2 2 88 152 & (PRIEEM)

o1 Wang believes that the name Zhong Kui is derived from “Zhong Kui shi” % 2% .

%2 To summarize the entry, Gu basically associates the name Zhong Kui, regardless its variations, with the
idea of exorcisms. He also points out that #% 2%, which is a homophones of % Ji&, is a long wooden device
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Moreover, in the Ming dynasty, Zhong Kui began to be portrayed as a failed
examination candidate in full length literary texts such as the vernacular novel The
Legend of Zhong Kui (JF$E M8>3 Zhong Kui quan zhuan. Hereafter, Quan zhuan).”
This vernacular novel is the first known hagiography dedicated to Zhong Kui. It consists
of four juan 4 (volume) with page by page illustrations that encounter the storyline on

the same page. The image in Figure 1.1 is a demonstration of the said style:

that was used by the ancient Chinese to cast of the evil spirit. Gu is skeptical about Zhong Kui being Tang
dynasty person as recorded in Shen Kuo’s Mengxi bitan.

93 According to Xiaoshuo shufang lu /N3t i $k: Zhong Kui quan zhuan $% & %= {4 is a shorter version of
the full title: Diangie quanxiang anjian tang Zhong Kui quan zhuan ‘824 (5 385 H §% )i 4= {9, which
appears on the first page of the main body of the novel. Scholars have established that this novel was first
printed in the Wanli reign of the Ming dynasty. Quan xiang indicates that this novel is illustrated page by
page, and the illustration matches the storyline on that page. However, the illustration does not stress the
characteristics of the persona in the novel. Quan xiang is a popular illustration style both during and before
the reign of Wanli & J&. By the end of the Ming dynasty, this style of illustrating the novels is replaced by
another style called xiu xiang #li{%. This new style of illustrating novel pays more attention to the inner
world the persona instead of the ups and downs of the storyline. As for an jian ¥, it reveals the
taxonomy behind the whole Zhong Kui legends. According to a Chinese scholar Tu Xiuhong, an jian style
Ming novels follow the taxonomy of Zi zhi tong jian T516 8%, or Zi zhi tong jian gang mu Y15 WM H .
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Figure 1.1

The Minghuang story is preserved in volume four of this novel and titled

/INFE (“Capturing the Petty Demon”), in which the description of

i

“Zhuohuo xiaogui” #&

Zhong Kui is as follows:

wearing an official cap and dressed

9

“Suddenly [the emperor] saw a large demon

in long blue robes; a horn-waist belt was adorned at his waist. He wore long

official boots, holding a sword in his left hand and a register in his right hand. He
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went directly to the petty demon, gouged out his eyes, torn him apart and ate him.”

PR KU, THEADIE, S, RN, eI, EFEal, A

THE, S9N, E5IHE, MREMIRZ .

And the portrayal of Zhong Kui’s image became an issue to be discussed at the
emperor’s morning meeting with his subjects. Moreover, a temple was erected in Zhong
Kui’s name in this account. We read:

“I would like to call for a palace artist to paint an image [of Zhong Kui],

distributing this image among all under heaven, letting all households offer

sacrifices [to him] at the time of worship.” Upon hearing [the emperor], an
official stepped out of the queue and suggested, “Now there is an artist named Wu

Daozi whose best talent is painting; [he acts as if he were] communicating with

the spirits once he strokes his brush pen.” After hearing this, the emperor called

for Wu Daozi. The emperor recounted what he saw in his dream. By the royal
decree, Daozi started to paint immediately as if he had seen the emperor’s dream.

The emperor was pleased upon seeing the finished portrait, then he ordered the

minister of the Ministry of Works, Yu Yi’'neng, to oversee the erection of the

temples, set up Zhong Kui’s portrait in the temple. [The emperor| granted the
epithet of the Grand General that Guards the Empire, Protects the People, and

Subdues the Demons. After the canonization, the emperor announced it to all

under heaven. Until today, [Zhong Kui’s] efficacy has never grown weak, and he

manifests himself everywhere.”
WA BT, B, WERT, PP, SOOI, |

BAE-HHPER: [SAHRLRE T, PR, B4, | EIEgE,
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In his monograph The Legend of Miaoshan, Glen Dudbridge juxtaposes 7The
Legends of Zhong Kui with the other thirteen vernacular novels published in the Ming
dynasty, in which he argues, “This book stands squarely within a class of popular fiction
issued by a group of Jianyang publishers during the course of the Wanli reign (1573-
1619). This can be shown by comparison with a group of fourteen specimens chosen
from a much larger range of similar publications for their close formal resemblance to the
Guanyin work.””* Despite the fact that the Legends of Zhong Kui is by far the most
comprehensive hagiography of the deity, Dudbridge’s mentioning of it as one among the
fourteen vernacular novels published during the course of the Wanli reign brings a new
light into understanding the popularity of both the deity and vernacular fiction as literary
means to transmit legends.

Similar to the Tang and Song dynasties, traces of exorcist Zhong Kui are found in

various literary genres during the Ming. A couplet from one of Wu Cheng’en’s % 7K 2l

%4 Referred as “this book” in the following quote, Quanxiang Guanyin chushen nanyouji zhuan =158 %
& #g3lES0{F is regarded as one of the fourteen novels in the series by Glen Dudbridge, of which quan
zhuan is numbered the first one in the group. “This book stands squarely within a class of popular fiction
issued by a group of Jianyang publishers during the course of the Wanli reign (1573-1619). This can be
shown by comparison with a group of fourteen specimens chosen from a much larger range of similar
publications for their close formal resemblance to the Guanyin work. Identified by short titles, they are: 1.
Zhong Kui quan zhuan $% )8 2% 2. Chengyun zhuan 7EH 3. Niulang Zhinii zhuan BR824 4. Xuan
di chu shen zhuan %7 W5 8 5. Huanguang tianwang zhuan )0 K T8 6. Damo chu shen zhuan deng
zhuan EE W S S 7. Shang dong ba xian zhuan -0\ 8. Tang sanzang xi you shi e zhuan J&
S VIR AR 9. Niansi zun de dao luohan zhuan VUG EE R 10. Huang ming zhu si gong’an
zhuan S WIEE ) AR 11. Ming jing gong’an zhuan W15i A %14 12. Xiang ging gong’an 5 A% 13.
Xian fa xiang she hai you ji zhuan #UEFEMEIENE G 14, Sanzang chu shen zhuan ~j it 4, The
Legend of Miaoshan, pp 59-60.
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(ca. 1500-1582) verses reflect on Zhong Kui’s scholarly background in the making of his

divine identity. In his “Erlang soushantu ge” [ ## [l1 [ #k (“A Song of Erlang

Searching the Mountains™’) we read:
“The exam candidate of Mt. Zhongnan, the old Zhong Kui,
Devouring the petty demons xu and hao at the royal palace, which is futile.”
“riRg e S R, 28 ) R R,
Two vernacular novels from the Qing dynasty contribute to the Zhong Kui

narratives, of which one is titled Tang Zhong Kui Pinggui zhuan JF# BT B (The

Legends of the Tang Zhong Kui Pacifying the Demons) and consists of eight juan and

sixteen hui.”> The other one is titled Zhangui zhuan Wi Y {3 (Eradication of the Demons),

which consists of ten 4ui and delivers the stories in a strong satirical tone.”

Vernacular novels in the late imperial period focused on demons and deities were
employed by contemporary literary critics such as Lu Xun and Sun Kaidi. Even though
such an employment was used for the purpose of westernizing pre-modern Chinese
novels, it provides possibilities to rethink the value of these novels outside of a literary

context.”” In Zhongguo xiaoshuo shilue 1[B/]N 3t 920 (4 Brief History of Chinese

%> The novel Ping gui zhuan T 7. f# is known as a Qing dynasty novel. The remaining bits and pieces hint
that this novel is attributed to a person called Yunzhong daoren 2=+ & A. According to Sun Kaidi FAH 28
(1898-1989), this novel consists of eight volumes, and in total, there are sixteen sui. To quote the original
words of his: “J §f i P W A ORIl A7 JERERE SN S CRINEFOE AfR) o L@ T
A CEF TE) A AREIELIARR R0, > Sun Kaidi £R#4 £, Zhong guo tong su xiao shuo shu
mu FEGAB /NG T B (Catalogue of the Chinese Vernacular Novels) (Beijing -/t {: Renming wenxue

chubanshe A [ SCEH ik, 1982), Volume 7, Mingqing xiaoshuo bu yi BI{E /Nt 2., p 196.

% Zhangui zhuan W7 W13 (The Legends Regarding Demon Killing).

7 For a detailed study on the Chinese novels in the Ming and Qing, please refer to Mark Meulenbeld,
Demonic Warfare: Daoism, Territorial Networks, and the History of a Ming Novel, chapter 1.
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Fiction), Lu Xun claims that the Qing novel Pinggui zhuan belongs with the tradition of

“shenmo xiaoshuo” Jifl Jif /N 58 (deities and demons fiction), a literary tradition that

elevates the status of the Daoist priests and immortals. This tradition reached its peak in

the Xuanhe = I reign of the Song dynasty and was weakened in the early Ming, but it

experienced a revival in the Mid-Ming. Moreover, Lu Xun concludes that the Ming novel
as represented by Pinggui zhuan is by no means hypocrisy forged by the Daoists. Instead,
they are derived from the local stories circulated on the streets and in the back alleys.
While the quality and content may seem to be sketchy, their popularity had reached a
general audience, and they even attracted the mainstream literati to join the
development.”® Sun Kaidi notes in his Zhong guo tong su xiao shuo shu mu that the
aforementioned novel consists of eight volumes.

As these novels transform Zhong Kui’s identity, a great number of plays in the
Ming and Qing dynasties were also produced and printed when Chinese theater took a
historic turn in the Ming and Qing eras.”” The plays translated and analyzed in this
dissertation are a few examples among them. However, both the novels and plays
continue to draw inspiration from the initial Tang legend. Additionally, in the Ming
dynasty Zhong Kui was canonized; the texts from this period portray Zhong Kui as a
divinity surrounded by a cluster of popular gods such as the City God, the Earth God, and

the New Year’s Gods. Zhong Kui’s identity has found a new dimension. He is recruited

98 Zhongguo xiaoshuo shilue, Ming zhi shenmo xiaoshuo (shang) " .Z g/ Naf (1)

* In my appendix II, I include a translation of a play entry originally composed by Zhang Xinqi 50+ (fl.
around the end of the Shunzhi reign IH¥5 [1644-1661]). The original manuscript of the play is no longer
extant. However, Quhai zongmu tiyao G H §i2 %€ preserves an entry that summarizes the original play.
This play and the commentaries adhered to it provide valuable information to understand Zhong Kui’s
multidimensionality not only in Chinese theater, but also through describing various literary and visual
representations of the deity ever since the Tang dynasty.
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by the Daoist ritual masters, woven into a larger network of Daoism by both Daoist and

non-Daoist writers.

4. Visual Presentations of Zhong Kui'"

As the Minghuang story mentioned at the beginning of this introduction indicates,
visual representations of Zhong Kui are essential because his iconography is inseparable
from the making of the deity’s hagiography. More importantly, the visual representation
of the deity not only defines and enhances his power as a deity, but also captures and
emphasizes the playfulness substantialized especially through the dynamics among him
and the petty demon(s). The petty demons, however, can be regarded as an overlap
between his entourage and his defeated foes. For example, while it is commonly known
that Zhong Kui’s power to subdue the demons is derived from his ferocious appearance
and propensity for violence, we can only rely heavily on visual representations to
comprehend fully this power.

Besides providing textual authority for the Zhong Kui literature, the Tang legend
also establishes an iconographical tradition on the image of the deity. In the legend, the

description with regard to Wu Daozi % & ¥~ painting an official portrait of Zhong Kui

for the emperor is also translated into the artworks of Chinese artists and deemed as the
quasi authoritative voice in the iconography. Wu Daozi set up the trend for portraying
Zhong Kui in certain ways that artists of different dynasties, various schools, and diverse

social backgrounds would imitate up to the present. We read the account in the following:

190 This section in my introduction is inspired by Chun-yi Joyce Tsai’s dissertation on Imagining the
Supernatural Grotesque: Paintings of Zhong Kui and Demons in the Late Southern Song (1127-1279) and
Yuan (1271-1368) Dynasties. She went to the museums to take pictures of the Zhong Kui scrolls and
generously shared those images with me. Photo credit of Figure 1.5, Figure 1.6, Figure 1.8, and Figure 1.9:
Chun-yi Joyce Tsai.
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“Without delay he summoned the court artist Wu Daozi to paint a portrait of

Zhong Kui as seen in his dream. Wu Daozi went to work immediately and painted

Zhong Kui as if he had seen him with his own eyes. When he presented the

finished portrait to the Emperor, the Emperor exclaimed, ‘You and I must have

had the same dream!” He awarded Wu one hundred faels of gold.”

All plays translated in this dissertation share two common general trends: first of
all, between Zhong Kui and the petty demons, which are often referred to as xuhao, the
contrasts are often presented in such a way that Zhong Kui’s superiority in body size,
traits, behaviors, and body language is stressed. In other words, the demon queller is
comparably bigger, more ferocious, and dominant. Secondly, the plays collectively depict
Zhong Kui with repulsive facial features. More specific details attributed to his
iconography vary from one play to another. For example, Nao Zhong Kui describes the

cap Zhong Kui wears as tangjin F111.""" In Taofu ji, Zhong Kui describes himself: “My

face is green and hair red, and I am in possession of great abilities. One of my eyes is
wide open and the other one remains closed.” “IfIF 5/~ H At . — Hilti— Hbd,

I argue that the vivid and meticulous description of Zhong Kui’s attire and
physical appearance serves multiple purposes. First of all, the attire indicates Zhong
Kui’s social status: a soft cap, long blue robe, and black official boots all give away his
rank as an official before the self-introductory statement later. Secondly, his soft cap is
rumpled and sized considerably bigger than the petty demons, which implies that he is

out of ordinary as both an official and demon. Last but not least, the eye gouging and

190 It i5 a casual soft cap the Tang emperors would wear. Later on, dancers or men with ranks wore this cap.
In the Ming dynasty, scholars and men in office would wear this cap, too. This hat has two soft tails that go
to the back of the head.
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devouring parts denotes his ferocious nature as a demon queller. The rich and intriguing
information embedded in such descriptions inspired Chinese artists of well-known and
anonymous, which intimately connected the iconography with the textual tradition on the
exorcist.

This section addresses the popularity of Zhong Kui in Chinese visual arts with a
focus on a few selective paintings preserving the ferocious nature of the demon queller. It
is rather intriguing that even in the most docile editions reiterated by the artists where
Zhong Kui was portrayed as a scholar, or a scholar official, striking features such as the
bulging eyes, the disheveled hair and facial hair, and his physical body size are still quite
pronounced. These features might be seen as the middle ground that different schools,
lineages, and classes of artists are able to agree upon. It would be rather arbitrary to claim
this middle ground discerns the same textual authority attached to the Tang Minghuang
and Zhong Kui legend. However, it seems plausible that both the textual and visual
representations of Zhong Kui reminisce on the remaining bits and pieces of the ancient
nuo tradition. Even though Zhong Kui is officially recognized as the deity of scholars in
the Ming dynasty, and the weaponry like a sword which had accompanied Zhong Kui in
paintings is replaced by a brush pen, its function preserves the harmonious order of the
102

cosmos, which is at the core of the New Year’s cleansing rituals.

The following two images depict Zhong Kui as a scholar official:

192 Check Patricia Buckley Ebrey on Zhong Kui.
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Anonymous (ca. 18th century), “Chung K’uei [Zhong Kui] Kicking a Ball” (“Zhong Kui

cuju tu” $ JEELFR]E). Album leaf, ink on silk, 18.4 x 19.7 cm. National Palace Museum,

Taipei (Source: Liu, Yinsui jifu, fig. 15a)

Figure 1.3

Puru {#{# (1896- 1963), “Chung K’uei [Zhong Kui] in Red Ink” (“Zhubi Zhong Kui” 4:
444 )E). Hanging scroll, ink and color on paper, 86.2 x 42 cm. (Source: Liu, Yinsui jifi,

fig. 24)
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Figures 1.2 and 1.3, acknowledging the possibly several hundred years’ time gap
between them, Zhong Kui is portrayed as a scholar official: the soft cap, the official robe
and boots as described in the Tang legend give away his social status almost
instantaneously. Although in the first painting, Zhong Kui is depicted to have a rather
lively persona, the higher authority and hierarchical status he possessed are expressed
through: 1: the contrast of the body size among him and the two petty demons, 2: similar
but not exactly identical official attire among the three. Zhong Kui’s attire is neatly worn
and the two petty demons are wearing it in a sloppy and anti-authority fashion. In the
second painting, the contrast in terms of size, official attire, and body gesture strikes the
viewer nearly the same as the first one. However, the petty demon depicted in this
painting seems to be more demonic and not nearly as cultured as the two in the first
painting by comparison.

In both paintings, some of the key facial features of Zhong Kui are virtually

identical: long and disheveled facial hair, the bulging eyes, and a high nose.
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Gong Kai 8B (1221-1305), “Zhong Kui Goes on An Excursion” (“Zhongshan

chuyou tu” A L B2 [8]). Handscroll, ink on paper, 32.8cm*169.5cm. Freer Gallery of

Art, Washington, D.C.  (F 1938.4) (Source: Nataka and Fu, O-Bei shiizo, plate 8)

Figure 1.5
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Part of Gong Kai ¥&[] (1221-1305), “Zhong Kui Goes on an Excursion” (“Zhongshan

chuyou tu” FfrilH 5 i),

Figure 1.6

Attributed to Yan Geng 2EJ¢ (fl. Around Southern Song, or Yuan dynasty), Zhong Kui

Giving His Sister Away in Marriage $ 1% 4|, Handscroll, ink on silk, 24.4 x 253.4

cm. The Metropolitan Museum of Art (1990.134). (Source: The Metropolitan Museum of

Art)
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Figure 1.7

Part of Yan Geng 2&/J¢ (fl. Around Southern Song, or Yuan dynasty), Zhong Kui Giving
His Sister Away in Marriage $§ IR Ik [

In the above two scrolls (see Figures 1.4 and 1.6), although in different mode of
transportation, the first one in a sedan chair and the second one on horseback, the core
Zhong Kui elements as aforementioned with regard to the cap, the long robe, and the
official boots are present in both. Additionally, the first scroll depicts an excursion and
the second one demonstrates the rituals related to weddings. There is a prevalence of less
human looking petty demons (Figure 1.4), and the various acrobatics that they perform
(Figure 1.6).

The higher authority of Zhong Kui and his sister are also demonstrated through
the mode of transportation in both scrolls. Both the sedan chair and horse would
physically elevate the height of Zhong Kui and his sister. More importantly, riding in a

sedan chair or on the horseback in the Song and Yuan periods indicates one’s social



59

superiority.'”> Among all four plays studied in this dissertation, two of them accompany
Zhong Kui’s presence with his sister, especially in Zhongmei, skeletons and petty demons
nearly crowd the stage and function as the background of the play. For instance, the play
opens with Zhong Kui’s younger sister singing about making a skeleton string using the
petty demons and making hair pins out of their long ribs, which strikes a similar, if not
the same ambience as elicited in fig 1.4. Here, Zhong Kui’s facial structure is monstrous
looking, and similarly in fig 1.6, the broken umbrella signals his fallen social status.
Moreover, these imperfections can be understood as the indicator of Zhong Kui’s
existence as an otherworldly being. In the last chapter “Ghosts and Theatricality” of The

Phantom Heroine, Zeitlin points out that hunpa FEIT (spirit kerchief) is used as stage

apparatuses and techniques in the Ming dynasty chuangi plays to indicate the female
ghost roles in constituting theatricality.'** I argue that the broken umbrella and canopy in
portraits of Zhong Kui have similar functions to the spirit kerchief in the making of
theatricality, both transform the actual items into techniques to define the dramatic roles.
Like Zeitlin’s historical reconstruction of the stage apparatuses and techniques crafted
through the detailed stage directions in the seventeenth century chuangi plays, the ruined
and broken objects such as torn robes are also included as costumes and ornaments

descriptions in Taofu ji.

103 According to Shiu-lan Huang and Wei-chao Chang, Sedan chairs, jiaozi §%¥- in Chinese, has become a
common vehicle to replace horses and donkeys in the Northern Song dynasty. While riding in a sedan chair
may be regarded as degrading humans to the level of animals such as horses and donkeys because sedan
chairs are powered by men in the Northern Song dynasty. Nonetheless, towards the end of the Song
dynasty, it became a common means for transportation in which even prostitutes and actors and entertainers
would ride. The Song court had to issue a ban on commoners riding on sedan chairs. By the Southern Song
dynasty, all officials and even emperor’s attendants started to use sedan chair as mode of transportation.
For more details on this subject, please refer to Huang, Shiu-lan & Chang, Wei-chao ed., Along the River
During the Qingming Festival, pp 219-221.

104 Zeitlin, The Phantom Heroine, pp 163—170.
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Despite the theme difference, another noteworthy characteristic these two scrolls
share is that Zhong Kui and his sister are situated in a setting that resembles the ritual
procession as described in Dongjing menghua lu, the New Year nuo parade in the capital
city of the Northern Song dynasty, a tradition that is also known as dayehu.'”” As such,

chuyou "3 (excursion) in figure 1. 4 should be understood as the term reserved for gods

taken on a tour in a procession. As for figure 1.6, weddings in pre-modern times are ritual
occasions, too. Therefore, both scrolls have strong ritual connotations. As noted in
section 1, this New Year procession often recruits Zhong Kui, his sister, the earth god,
and the local homeless, poor, and beggars. As they parade through streets and households

at night on New Year’s Eve, they dance and shout loudly to expel the evil energy.

Figure 1.8

Yan Hui BB (fl. Around end of the Song and Beginning of the Yuan), “Zhong Kui Goes
on an Excursion on New Year’s Eve” (“Zhong Kui yuanye chuyou tu” §f Jii /G % H35%).

Handscroll, ink and slight color on silk, 24.8 x 240.3 cm. The Cleveland Museum of Art

(61.206) (Source: The Cleveland Museum of Art)

195 please refer to my note 33 regarding dayehu.
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Figure 1.9

Part of Yan Hui ZEJ# (fl. Around end of the Song and Beginning of the Yuan), “Zhong

Kui Goes on an Excursion on New Year’s Eve” (“Zhong Kui yuanye chuyou” $f /il JC &
Hi0z).

Figure 1.8 shares similar traits with the previous two. The official attire endorses
Zhong Kui’s official rank of some sort; the broken umbrella reinforces that Zhong Kui is
a fallen official. The mode of transportation is also different from the previous two.
Instead of riding in a sedan chair, or on horseback, Zhong Kui is being physically carried
by three petty demons, which is an expression of his superiority over the petty demons.
All these dynamics among Zhong Kui and the petty demons create comical effects that
build into the deity’s multidimensionality.

The third scroll (fig 1.8) clearly denotes the time of event depicted: yuanye JLHK

(New Year’s Eve). Titled as “Zhong Kui yuanye chuyou,” the scenery where the demons
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are performing acrobatics recalls similarities as displayed in the second scroll (fig. 1.6)
where Zhong Kui is giving his sister away in marriage. That similarity stresses the idea
that this scroll is reminiscing on the ancient nuo parade by reconstructing the New Year’s
procession.

In conclusion, both the Gong Kai and Yan Hui paintings depict the exorcist
Zhong Kui goes on an excursion as a deity, and the Yan Geng painting reenacts a
traditional wedding scene, all three of which are ritually connoted and are collectively
inspired by the early Zhong Kui iconography manifested through the textual evidence in
the Tang discussed in the subsection 4. Moreover, they also incorporate the determining
features such as official cap, bulging eyes, disheveled facial hair, and long robe to define
the exorcist’s official status. Individually, however, apparent differences in how details
are articulated in each painting are suggestive of dynamic historical, aesthetic, and
personal preferences in the artistic realm. For instance, these dynamics can be observed
through the distinct representations of Zhong Kui’s cap. To be more specific, while the
caps Zhong Kui wears in the various paintings discussed in this section differ, they all
appear to be a tangjin, which is a cap that originated in the Tang dynasty and proved to
be prevalent among scholar officials in the Tang and Ming dynasties. Detailed analysis of
specific meanings of these unique characteristics goes beyond the scope of this study.
However, I want to emphasize the importance studying the plays with these visual images

in mind.'%

5. Chapter Summaries

196 3hid, p 180.
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This dissertation aims to translate and analyze a set of the Ming and Qing Zhong
Kui plays to showcase the exorcist at work. As Idema and West bring up in the article,
“Zhong Kui at Work: A Complete Translation of The Immortal Officials of Happiness,
Wealth, and Longevity Gather in Celebration,” the particular play they translated and
studied in that article is one of the very first works that demonstrates how Zhong Kui
works as an exorcist. In the light of Idema and West’s pioneering work on late imperial
Zhong Kui plays, additional relevant plays selected from the Ming and Qing periods in
this dissertation intend to exhibit how Zhong Kui works as an exorcist in various contexts.
These plays also make it clear who works together with Zhong Kui and how the dynamic
among Zhong Kui and his fellow deities maps a local pantheon.'”’

In the Ming and Qing dynasties, theatrical presentation had become one of the
common means to showcase the prevalence of the exorcist Zhong Kui. Besides catching
the attention of the audience with high energy martial arts action and inviting plots that
draw inspirations from pre-existing Zhong Kui legends prior to these two dynasties,
dramatic portraits of Zhong Kui also embody a unique means of exorcism that provides
efficacious relief transforming the repertoires not only literally but also physically. To be
more specific, while the literal relief provides healing or a cure for the victims that are

haunted by ghosts and spirits in the plays at a textual level, the theatrical performance

197 Brokaw Cynthia J. and Chow Kai-wing (ed.), Printing and Book Culture in Late Imperial China
(Berkeley, Los Angeles, and London: University of California Press, 2005), pp 275-6.

In the Ming and Qing plays, Zhong Kui is situated in a Daoist network where he is specifically ranked
under the New Year’s deities (nianshen 1), which is evident in the first play, Nao Zhong Kui. The New
Year’s deities which including fitshen, lushen, and shoushen clearly represent the triad of fulushou 48k &5
which are atop many temples in China.
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itself eliminates and purifies the wicked energies every time the exorcist Zhong Kui
answers a call to service on the stage.'*®
The plays translated and analyzed in this dissertation represent distinctive phases
in which Chinese theater thrived and transformed. In this dissertation, I will provide my
own translation and annotation of the four Ming and Qing plays in the following order:'”
The first chapter focuses on the play titled Celebrating the Year of Abundance the
Five Petty Demons Teasing Zhong Kui. It is composed by the Royal Academy in the

Ming dynasty.''’ Records indicate that during the reign of the Emperor Hui W] £&{47

(1399-1402) in the Ming dynasty, this play was performed in the Ming Palace. More
historic records from the Qing dynasty testify that this title served as a recurring
performance for the New Year in the Ming palace.

Besides providing an annotated translation of the play, the first chapter will also
introduce how certain dramatic features demonstrated in the play aid in the making of

Zhong Kui as a powerful exorcist. I will elaborate in this chapter on the recurring use of

1% 4 Guide to Chinese Literature, Wilt Idema and Lloyd Haft, (The University of Michigan, Ann Arbor
1997), p 191.

™ Changing Gods in Medieval China, 1127-1276, Valerie Hansen brings out the rise of regional cults in
the Song dynasty, where she argues that “by the end of the Song, temples to the Five Manifestations.
Zitong, the Heavenly Consort, and King Zhang were found throughout south China. “While Zhong Kui was
not one of the regional god she discusses in the book, one of the plays discussed in the dissertation does
concern the five fortune deities correlated with the five directions: East, South, West, North, and central,
which are often regarded as of the similar lineage with the Five Manifestations. A very unique phenomenon
about Zhong Kui is that no mass temples were erected in his honor.

A Guide to Chinese literature, pp 18-9.

1o Royal academy, jiaofang #(3j. It is a music department established since the Wude reign in the Tang
dynasty in the royal palace. This department was in charge of music education, theatrical performance, and
singing and dancing. The official ranking belongs to the Ministry of Ceremonies (faichang K 'H). In the
second year of the Kaiyuan reign, another jiaofang was added on the side of Penglai gong %% = . In the
capital city, there were left and right jiaofang. In the Ming dynasty, jiaofang was situated under the
Ministry of Rites (libu #8 ) and was in charge of music, dance, and entertainment. Jiaofang was
eliminated during the Yongzheng reign %E IE (1723-1735) in the Qing dynasty. Wang Peilun (ed.), Xigu
cidian JEX 1 FE #1 (Zhonghua shuju, 1969), p 388.
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the location Mt. Zhongnan as Zhong’s geographical identity related to his Daoist and
literary lineage. Secondly, this chapter also brings up the relation among Zhong Kui, the
five petty demons, and the Chinese New Year. I will review texts and scholarly studies
that construct a bigger Daoist narrative by incorporating and expanding on the
interconnections among local gods such as Zhong Kui himself and the five petty demons.

The second chapter focuses on act 4 of a play titled The Immortal of Primordial
Unity Eradicated the Peachwood Charms at Night. The playwright remains anonymous,

and it survived the selection in Guben yuanming zaju (mid-thirteenth century) fIlAC
HEE. Labelled as shenxian daohua ju flizE L&, this plays confronts absurd romantic

encounters among human beings and spirits with extensive display of Daoist exorcistic
practice. Though Zhong Kui only makes his dramatic appearance in act 4, this act is
heavily packed with Daoist liturgical practices and showcases how Zhong Kui works in
among Daoist deities.

In addition to the annotated translation, this chapter will also provide a literary
context where the composition of chuangi thrived in a golden age, from 1570-1630s.'"!
By situating this play along with a few other play titles that share similar motifs of
Daoist liturgies can be intertwined with romance among female ghost(s) and a male
protagonist, this chapter will showcase Zhong Kui at work and look into how Daoist
elements coming into prominence in the chuangi style theater.

The main focus of the third chapter is political satires centered around the Zhong

Kui plays. This chapter consists of translations of one entry retrieved by Quhai zongmu

tiyao to recuperate a play title that is no longer extant: Shizi zhuan ¥l (Coaxing of

i “Printing as Performance,” p 273.
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the Lion Head) and a play titled Zhong Kui’s Younger Sister Celebrating His Birthday
(Zhongmei qingshou &1k B%55) written by Pu Songling i fA 5 (1640-1715) and is
included in Liaozhai tongsu xiqu xuanzhu Y7730 {784 % and survived with Liu
Jieping’s annotations. Baizishan qiao i I, which is the pen name of the Ming
playwright Ruan Dacheng Pt A (1587-1646) composed Shizi zhuan. The motifs in the
play primarily depict fantasies, hence, they are very similar to Panyuan Wzt (Story of
Becoming Buddhist),""* Tanhua ‘1t (Story of the Night Blooming Cereus),'"” and

Shuangxiu A% (Story of Double Cultivation),'™* which can all be categorized as chuangi

{845, '° which is included in Quhai zongmu tiyao."*°

The examination and systematic study in this dissertation follows the
chronological order of how the plays and events took place in history. However, I do not
intend to argue in favor of a progressive and linear history in the making of the Zhong
Kui character, and how Chinese theater came into being. Instead, I place Zhong Kui at

the center of the nuclear radius, examining the literary movements, socio-economic

"2 1t is a Buddhist play title.
W tisa Mid-Ming dynasty Buddhist play composed by Tu Long J& % (1543-1605).
114 . . .

It is also a Buddhist play title.

s Guiyuan, yunhua, and shuangxiu refers to Guiyuan jing $ii 7G84, Yunhua ji “=2{ta0, and Shuangxiu ji %
&350, respectively. All three are Buddhist play titles. Guiyuan jing is a Buddhist play title preserved in
Dazangjing bubian K< i, volume 18. Shuangxiu ji is a response to Tanhua ji, the purpose of which
is to criticize the latter for juxtaposing immortals with Buddhas so that Buddhism as a pure land stays more
focused in the play.

"0 he two plays also do not hesitate to express character flaws of Zhong Kui, either. His furious
personality, his brutality towards the wicked demons, as well as his impulsive nature can all be used to
better understand the Chinese bureaucracy reflected in the late imperial plays.
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changes including changes in the religious landscape and the rise of a new social class in

the Ming and Qing dynasties.
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Chapter One
Old Legends Retold: Theatrical Transformation of a Failed Examination Candidate

to a Powerful Deity

1. The Mountains Are Calling: Mt. Zhongnan and the Making of Zhong Kui’s
Daoist ldentity
In this chapter, I will translate and analyze a play titled Celebrating the Year of
Abundance the Five Petty Demons Goading Zhong Kui. This play is composed by the
Royal Academy in the Ming dynasty. Official records from both the Ming and Qing
dynasties indicate that during the reign of the Emperor Hui in the Ming dynasty, this play

was performed in the Ming Palace on New Year’s Day.'!’

I will focus on two major
issues derived from the play. First, I will examine the geographical significance of Mt.
Zhongnan as related to a Daoist lineage and the dramatic recurrences of this location in
the play. Secondly, I situate Zhong Kui in a Daoist network which demonstrates how he
behaves as an exorcist and how he interacts with other Daoist deities, specifically, his
relation with the five petty demons.

According to Mingdai zaju quanmu WAREEE 4 H (The Complete Catalogue of

the Ming Dynasty Zaju), Nao Zhong Kui was composed and put into production by the

Ming jiaofang.''® The playwright’s name remains unknown. In Yeshiyuan shumu 12 8

& H (The Book Catalogue from Yeshi Garden), this play titled is categorized under zaju

e Zhong Kui yanjiu, p 160. & “Printing as Performance,” p 284.

% please refer to note 109 on jiaofang.
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that were composed and produced by jiaofang.'"® The zhengming 1F44 of this play is also
found in Yeshiyuan shumu."*® Both Yao Xie’s #k’# (1805-1864) Jinyue kaozheng %> 457%
7% (Investigation of Dramatic Music) and Wang Guowei’s T [B4f (1877-1927) Quiu 1
#% (Records of Plays) preserve this play title. Two transmitted manuscripts of this play
are available. One is preserved in the National Library of China (Beijing tushuguan 1t 5%

=HR). 1S manuscript was dated to the ear of the Wanli Reign , and 1t
[ 2 7). Thi ip dated to the 43" year of the Wanli Reign (1615), and i

121

was copied and edited by Maiwang guan JKE2€H."~" The cover of the manuscript states,

“this play is composed and produced by jiaofang [in the Wanli Reign].”'** The timu % H
is titled, He xinzheng xishang sanyang yan & ¥ 1EE H =55 (Congratulate the New
Year Happily Awarding the Three-yang Banquet), and the zhengming is titled, Qing
fengnian wugui nao Zhong Kui B & F 1 RHSENE (Celebrating the Year of Abundance
the Five Petty Demons Goading Zhong Kui). The other manuscript is revised and

reprinted based on the Maiwang guan edition, which is preserved in the 30" volume of

Guben yuanming zaju 8 A JC W HE B, Another simplified title of the play in this

19 Yeshiyuan shumu was written by Qian Zeng $% 14 (1629-1701).

120 Zhengming is also known as timu zhengming #8 H IE 4 and appears at the end of a Yuan zaju. The so-
called zhengming should consist of one couplet or two couplets to crystalize the entire play, from which
three characters are normally chosen to be the play title. For instance, Ma Zhiyuan’s F5E(E (1250-1321)
Hangong qiu ¥ 5 FX, the zhengming is titled, Po youmeng guyan hangong qiu B 2 9T EE = K.

121 Maiwang guan is Zhao Mingxian’s j#B] % private study for book restoration. He was born in the 14™
year of the Jiajing Reign 3% 3% (1521-1567) and died in the 24h year of the Wanli Reign. He passed jinshi in
the 5™ year of Longqing [% & (1567-1572).

122 Benchao jiaofang bianyan A5 4m .
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collection is, Nao Zhong Kui [&#E/.'> In Gudian xiqu cunmu huikao 7 L A7 1 %2
%, it states that this play, “wei suisong jixiang zhi xi, yishu neiting gongfeng ju % 5
HE 28, AN N IEHL 45 (regarded as an auspicious play for the New Year’s, it is

also a play for palace entertainment.)'**

Nao Zhong Kui strictly follows the structure of a zaju, which consists of one
wedge and four acts. Traditionally, zaju opens the first scene in the wedge with the male
lead (mo #).'” The first role that appears in act one of Nao Zhong Kui is the old male
(chongmo {1°K). Upon coming to the stage, he immediately provides a brief biographical
introduction to Zhong Kui, who plays the role of zhengmo I K. In this brief introduction,
Zhong Kui is said to be a native of the Ganhe village in Mt. Zhongnan (wo zhe Zhongnan
shan Ganhe zhen you yiren, naishi Zhong Kui. s ILH$EA — Ao JoiediiE, )
in the Henan Prefecture (Henan fu 74 74 J{§).'*°

In Nao Zhong Kui, the phrase Zhongnan #%Fd as associated with Zhong Kui’s
geographical origin occurs 14 times, among which 13 references directly refer back to Mt.
Zhongnan #£ 4 11I. In every scene, nearly every dramatic role in the play comes to the
stage and opens with the line that reinforces Zhong Kui’s strong relation with Mt

Zhongnan. Zhongnan, whether written as "'/, #& 74, or [ is one of the recurring

123 Fu Xihua {6 1 % (ed.), Mingdai zaju quanmu (Beijing, Zuojia chubanshe £ 5 tH iR tt, 1958), p 242.

124 Zhuang Yifu 3—%# (ed.), Gudian xiqu cunmu huikao (Shanghai: Shanghai guji chubanshe, 1986), p
651.

125 Mo is a dramatic role that opens the performance. One thing worth noting is that mo and dan H. are the
lead roles in the Yuan plays (yuanqu JGH), whereas in chuangi 15 %F, sheng &= and dan H. are the lead
roles. Xiqu cidian, pp 120-121.

126 Henan fu 1] i f , the Henan Prefecture which covers the nowadays Luoyang ¥ [% area.
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names and locations in the Zhong Kui plays and other forms of Zhong Kui literature. In
comparison, the name Ganhe H {7 (in the play: Ganhe zhen H {7/$H) only occurs once at
the beginning of the play. Nonetheless, both Ganhe and Zhongnan are here to define
Zhong Kui’s lineage as a man of a certain clan and an exorcist in the Daoist tradition.

However, when Zhongnan is written as ## Fd, Zhong ## should be associated with
Zhong Kui’s family name. Tracing back to the earlier Tang and Song sources on Zhong
Kui, his birthplace and hometown are consistently Mt. Zhongnan. To name a few
examples, in Shen Kuo’s Mengxi bitan, Zhong Kui’s official status is described as the
examination candidate Zhong Kui of Mt. Zhongnan (zhongnan jinshi "1 Fd3tE1). The
Ming collection Tianzhong ji, in attempting to recount the lost earliest narrative of Zhong
Kui from the Tang dynasty ascribes Zhong Kui’s origin to Mt Zhongnan. The original
quote reads, “the subject I am an exam candidate of Mt. Zhongnan (chen zhongnanshan
Jjinshi Zhong Kui ye % 7 LHE -5 il A1),

Mt. Zhongnan is not a unique example to denote Zhong Kui’s geographical origin.
Locales, whether mundane or mystical, have long been utilized as a literary device and
code for the making of the hagiographies and biographies for Daoist patron deities. For

instance, in Sima Qian’s FE 3T (145-90 BCE) Records of the Grand Historian (Shiji "
10)), he entertains various possibilities of the geographical origin of Laozi - (ca. 500-

400 BCE) by deliberately incorporating different historical sources that provide
contradictory information denoting Laozi’s birthplace. In the collective biographies,
Laozi’s birthplace is intentionally mystified among three possibilities in the following,

chuku xian li xiang quren li %275 2.J5 2 W{ 4., Lao Laizi yi churen ye “Z3&§INE A,
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and Laozi’s grandson is named Zong, and he is the general of Wei and received the
enfeoffment from Duangan (Laozi zhi zi ming zong, zong wei weijiang, fengyu Duan’gan
C 2T, OB, BT B T)."Y7 While a mystified biography such as Laozi’s
given by Sima Qian aims to locate him between the mystical and the historical, the
underlying messages conveyed through a fixed birthing location in the Zhong Kui
hagiography 1is likely to provide more affirmation on a physical locale rather than
mystifying his geographical origin.

Both in the play and a contemporary context, Zhongnan is mostly associated with

Mt. Zhongnan #% Fg 11, a locale that takes multiple variations in name and is regarded as

one of the birthplaces of Daoism. The name of the mountain varies, too. For example,

one name variation is taiyi N /.. In other words, while Mt. Zhongnan can be used

interchangeably with Mt. Taiyi, the latter aligns with the Daoist tradition more explicitly
and is more suggestive of the Daoist lineage implied in a specific context. As a matter of
fact, in the second play translated and analyzed in chapter two of the current dissertation,

Taiyi Xian A ZAlll (The Immortal of Primordial Unity) is not only stressed in the play

title, he is also the immortal that orchestrates exorcisms and provides a cure for the male
protagonist’s ailment caused by spiritual possession.

2

In “Ritual Innovations and Taoism under Tang Xuanzong,” Victor Xiong
mentions Mt. Zhongnan in relation to the palace artist Wu Daozi. Xiong describes a wall
in the Xuanyuan temple—Taiqing palace, which was located in Chang’an, the capital city

in the Tang dynasty. The wall was adorned with a portrait of Laozi created by Wu Daozi

and a statue of Laozi masoned with white stone from a mountain identified as Mt.

127 | aozi Hanfei liezhuan % T~ 9F 71 . Additionally, it is also highly interesting to see that Laozi’s
biography is juxtaposed with those of Zhuangzi’s and Hanfeizi’s under the same entry.



73

Zhongnan. '*®

It is not a coincidence that in the earliest Tang Zhong Kui legend, two
major authoritative figures justify Zhong Kui’s status as a state sanctioned deity: Emperor
Xuanzong and Wu Daozi. In comparison with these two figures, Mt. Zhongnan’s
significance in defining Zhong Kui’s legitimacy is a little less momentous and secondary.
In the same article, Xiong names Tang Xuanzong one of the few emperors who was

closely identified with ritual scholarship.'*

In the earliest literary reference to the Zhong
Kui legend as recorded in Tianzhong ji, Emperor Xuanzong and Wu Daozi appear in the
text as higher authoritative figures that shape both Zhong Kui literature and art for
centuries to come.

The social and religious connotations of Mt. Zhongnan in the play can be
interpreted in the following ways: first, it can be regarded as a by-product and end result
of Emperor Xuanzong’s advocacy of ritual and religious reform in the Tang dynasty,
through which issues such as institutional and local deities, orthodoxy and heterodoxy, as
well as the urban and rural in rituals and liturgical practices are addressed. Secondly,
while Mt. Zhongnan seems to be utilized as a landmark to enhance the legitimacy of the
religious reform promoted by the state, its reoccurrences attached to the demon queller
Zhong Kui in the literature has become habitual and authoritative. Ultimately, after the
earliest Zhong Kui legend in the Tang dynasty, literature, in all genres, has been

adamantly following the determination of Zhong Kui’s birthplace. On the one hand, it is

safe to assume that Emperor Xuanzong’s religious reform enhanced the ideas of zheng 1F

128 Statue of Laozi dressed in dragon-design royal regalia (gunmian % %), masoned with white stone from
the Taibai Mountains (X 1LI), “Ritual Innovations and Taoism under Tang Xuanzong,” T'oung Pao,
Second Series, Vol. 82, Fasc. 4/5 (1996), pp 258-316.

Besides enforcing policies to further ritual and religious reform, Emperor Xuanzong is also highly regarded
in Chinese theaters and is deemed the founding father of Pear Garden (liyuan ZL[H), a term with specific
theatrical implications that either refers to theatrical school or troupe.
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(orthodoxy) and xie ¥} (heterodoxy) in the Chinese religious system, which mainstream

literati and scholar officials were fond of emulating and endorsing on discourses as such
to demonstrate their power to create mainstream narratives. On the other hand, in Zhong
Kui’s status as an orthodox deity is also heavily emphasized in the last act of Nao Zhong
Kui.

Finally, along with Emperor Xuanzong, Wu Daozi was the court artist that aided
Xuanzong with the religious reform by establishing iconography for religious figures.
Zhong Kui was one of the religious figures that merited an official portrait in midst of the
reform. Referring back to the earliest Zhong Kui legend, the illustrative undertone of the
narrative becomes more apparent. The description from the legend reads as follows, “a
much larger demon, wearing a tattered hat, blue robe, horn waist-belt, and black boots
appeared and went straight after the thief.” The legend ends with how the Emperor was
impressed with the artist’s otherworldly artistic skills in retrieving the exact resemblance
of the demon queller. Essentially, the visual details of Zhong Kui as described in the
legend have become part of the authority that not only inspired how the demon queller is
articulated in words, but also influenced how artists for dynasties to come portrayed him,
as discussed previously in the introduction to the current dissertation.

Zhong Kui’s strong relation with Mt. Zhongnan is not limited to the religious
context. Quite the contrary, classical poems both in and outside China utilize this
momentum frequently. For instance, in “The Demon-Quelling Style in Medieval
Japanese Poetic and Dramatic Theory,” Paul S. Atkins refers to the earliest Zhong Kui
folklore studied in the current dissertation, in which Zhong Kui is described as a native of

Mt. Zhongnan who failed an examination for bureaucratic office and thereupon
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committed suicide by smashing his head against the steps of the imperial palace. Emperor
Xuanzong’s malarial fever and his dream encounter with Zhong Kui also serve as part of
the Zhong Kui narrative quoted by Atkins.'*

The literary sentiments conveyed through Chinese literature prior to the Tang
dynasty indicate that Mt. Zhongnan has been regarded as a pure land for literati to claim
reclusion and eventually obtain officialdom. To a certain extent, a reclusion in Mt.
Zhongnan offers shortcuts on the road to officialdom, or else for one to climb up the

131

social ladder. " Evidence can be found in “Topos and Entelechy in the Ethos of

Reclusion in China,” which quotes a story concerning Lu Cangyong i i /] (died at 713

at over sixty). He is referred to as a “gentleman in reclusion who followed after the
emperor’s carriage,” gaining a position in the central administration after a brief period
“in reclusion,” following his failure to do so through the examination system.'’* The
same trajectory to officialdom is also demonstrated in the earliest Tang Zhong Kui legend
and the later Zhong Kui literatures. Zhong Kui’s failure in the national civil examination
is interwoven with his strong association with Mt. Zhongnan, which paves the way for
the official recognition from the state and grants his status as a standard deity (guojia

zhengshen XK 1ET).

Using locale to trace back or define the lineage of the demon queller is evident in

other places, too. While the reference to Mt. Zhongnan in the play defines Zhong Kui’s

130" Atkins Paul, “The Demon-Quelling Style in Medieval Japanese Poetic and Dramatic Theory,”
Monumenta Nipponica, Vol. 58, No. 3 (Autumn, 2003), pp 317-346.

B ipid,

132 Alan Berkowitz, “Topos and Entelechy in the Ethos of Reclusion in China,” Journal of the American
Oriental Society, Vol. 114, No. 4 (Oct. - Dec., 1994), pp 632-638.
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lineage in the Daoist context and transforms him from a powerful ghost to a state

recognized deity, other locales such as the Ganhe village (ganhe zhen H {7$H) is chosen

under the same principle as Mt. Zhongnan. A concrete example within the Daoist
tradition can be found in Zhongnan shan zuting xianzhen neizhuan #% Fd Ui EEAI1 B P 2,
Song Bo ¥ (1341-1370) composed as an epitaph for Li Daogian 438 ift (1219-1296)
in 1304 where he cites among his compilations the Zuting neizhuan in three juan.'>
These locales such as Mt. Zhongnan and Ganhe village by no means provide final
destination into understanding Zhong Kui’s Daoist lineage. However, they do situate the

deity in a larger geographical context where the connection between him and Daoism

became more explicit.

2. Zhong Kui, the Five Petty Demons, and the New Year
The major theme of the play, as indicated in the title, is The Five Petty Demons

Goading Zhong Kui (Wugui naopan #.%.[# %) on the New Year’s."** In “Ugliness,

Ghost King, and Temple: Deity-making in ‘Celebrating an Abundant Harvest the Five

133 The account to which he refers would appear to be the Zhongnan shan Chongyang zushi xianjiji #1111
HPGTR AL AL authored by Liu Zugian 2 in 1232 (Chen Yuan 1988, pp 460-461). A copy of the
text is attached to a preface attributed by Wang Daoming T & U] indicates that Wang served as
Superintendent of the Yuxian Abbey i#1lli = at Ganhe Garrison H [ # (Shaanxi). It apparently dates prior
to the time Wang succeeded Li as National Supervisor of Daoist Affairs, a post he held, according to one
inscription, in 1300 (Chen Yuan 1988, pp 703-705). In his preface, Wang contrasts Li’s praiseworthy
hagiography with what he considered to be an offensive account in the stele inscription of a Hanlin
academician named Liu.

134 1t is hard find a suitable English counterpart for the word nao [#] here because the five petty demons not
only test Zhong Kui’s ability and authority as a demon queller in the play, they are eventually subdued and
submitted under his wings. In this particular context, nao is both playful and adventurous.
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Ghosts Tease Zhong Kui,””'>*

Lau Grace points out that “five ghosts tease Zhong Kui” as
a theme was evidentially prevalent prior to 1602, the thirtieth year in the Wanli Reign in

the Ming dynasty &% —1-4F-. Evidence can be traced in the Ming novel Jinping mei 4>
MG (The Plum in the Golden Vase), in the 65™ hui where the funeral for Li Ping’er’s 4*
Jif ¢ death performs a play titled, Wugui naopan #.%.[@P| (The Five Demons Tease the
Judge)."*

It is worthwhile to have a discussion about the clusters of demons and deities
centered around the demon queller in Nao Zhong Kui. The demon cluster consists of
dahao and xiaohao, the demons of the five directions (wufang gui 7. /i }1) who are
assigned to five colors (the green, the yellow, the red, the white, and the black), and the
General of the Five Avenues (Wudao jiangjun 7387 #). The terms dahao and xiaohao
are derived from the dynamic between Zhong Kui and the petty demon, Xuhao, in the
earliest Tang Zhong Kui legend. One possible reading to help comprehend the religious

and therapeutic connotations of it is to trace back to the origin of the term nuegui J& %,
who is said to be one of Zhuanxu’s il 1 sons, and the word nue literally means

malarial."”” Additionally, zhaoxuhao W JKE as part of the New Year cleansing rituals

33 Lau Grace, “Ugliness, Ghost King, and Temple: Deity-making in ‘Celebrating an Abundant Harvest the
Five Ghosts Tease Zhong Kui,”” Renwen zhongguo xuebao N\ 3 H BIEX¥R, 20, pp 253-89.

136 The novel was composed approximately between 1568 (the second year in the Longqing Reign 4 5%)
and 1602 (the thirtieth year in the Wanli Reign &5 J& —1-4).

137 Wang Chong £ 78 (27-97), Lunheng i, jiechu fZ%, it reads, In the antiquity Zhuanxu was said to
have three sons, all of whom died prematurely. One resides by the river and became the ghost of malarial
fever; one dwells in the mountains and became the mountain demon; and the third one lives in the common
households and is in charge of making people sick. Therefore, at the end of each year when people are free
from agricultural activities, they take steps to cast off ghosts and spirits that cause ailments. Another
purpose is to bid farewell to the old ones, receiving the new ones, and safeguard the households. The
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evident in Mengliang lu and Dongjing menghua lu. The essence of such a tradition is on
the 24™ day of the 12" lunar month to light and place a lamp under the bed in the middle
of the night, in order to illuminate xuhao and eventually drive them out of the
household."® In Fengshen yanyi B35 (Investiture of the Gods), there are also two

astral demons named the Big Astral Demon (dahao xing K¥E/E) and the Small Astral

Demon (xiaohao xing /)N ¥E 2 ). "

These two astral demons are guilty of dispersing
common house wealth.

The General of Five Avenues is also known as Wudao Dashen 7138 AJifi. The
General of Five Avenues is the subordinate of the God of Mt. Tai (Taishan Z1L1). Wudao
7138 here takes on Buddhist connotations, which are tiandao K& (devaloka, heavenly

path), rendao AH (manusya, human path), eguidao /23 (preta, hungry ghost path),
chusheng dao #%'f5H (tiryagyoni, animal path), and nili dao JE%Y5H (naraka, muddy
path).'*

The New Year’s deities in the play run the gamut of the Heavenly Fortune Deity,
the Earthly Fortune Deity, and the Spring Fortune Deity which are accompanied by the

Honors and Longevity Deity, the True Emperor of the Upper, Middle, and the lower

original texts reads as follows You can just put your translation in quotation marks followed by the original
text: amfly, MEPR @ WWAHUCAH 7oA, AMEC, —EILRRER, —EA KM, —EREEEZ
[, BRI AN BOKH ST, B2, INDURBL. D, N .

3% Dongjing menghua lu % 577 23 3%, volume 10, shier yue +— /1. The original quote reads, “# JA A
EhikE, G2 THAMEEE, ” Later on in the same passage, it states that as the New Year approaches, printed
images such as the Door Guardians, Zhong Kui, peachwood tablets, peachwood talismans, paper cut
fortune gods, and deer that turns their back are available at the local markets. One can simply purchase
these images and put them on the wall and door in their household. The original quote reads, “}T % ffi, T

HERVE T, SR b, MERY, SOV TPIRESE. [l SIS 21T,
139 Fengshen yanyi, the 18th hui and the 99th Aui.

140 Wudao could be one scenario where the Daoists borrowed terms from the Buddhist traditions.
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Yang, and the Sheep Prince. Additionally, the commonly known guardian deities that
safeguard people and property in common households such as the Earth God, the Stove
God, the Well God, and the Door Guardians also participate in the banquet insofar as to
enhance the festivity and auspiciousness. In the Daoist literature, the collective presences
of these deities oftentimes indicate a trial of transgression or injustice that needs law
enforcement. In this play, however, the presence of all the New Year deities and the
domestic guardians deliver the message of the arrival of spring by creating a lively
stirring ambience: re 'nao #4[).

My annotated translation of Nao Zhong Kui follows. Attached to the original play

is an extensive stage direction, namely, Nao Zhong Kui chuanbang [l {552 %, which

according to Katherine Carlitz is an indicator that the play was composed more for the

the performers and for the Ming Palace.'*!

The inclusion of the detailed clothing and
ornament directions as part of the play seems to be a tendency that occurs much later in
the Ming dynasty. As Zeitlin points out in The Phantom Heroine, “Throughout the
seventeenth century we find an increasing tendency to include ever more detailed and
complex stage directions in imprints of southern drama.”'** The detailed clothes and
ornament description in Nao Zhong Kui can be tied into the following two possibilities.
One is that the play was made for the royal family thus accounting for the elaborate and

costly production. Two is that it may be dramatic evidence that demonstrates the

increasing visibility of southern characteristics in drama.

141 “Printing as Performance,” p 284.

142 Zeitlin, The Phantom Heroine, pp 141-2.
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While this play recounts a New Year’s Eve Palace exorcistic scene, it also reveals
a few crucial messages that can help us better understand how the theatrical performances,
especially the ones customized for the Chinese New Year, can be seen as a
transfiguration in the grand exorcism tradition that is both deeply rooted in and derived

1% 76 be clear, [ am

from “the Yellow River plain, the birthplace of Chinese civilization.
not suggesting the early Ming theater is the successor of the ancient nuo, nor is the
relationship between the theatrical performance and ancient nuo a linear model of history.
Rather, this dissertation hopes to provide a nuclear radius model where the exorcism is
placed absolutely at core; how history, literature, rituals, and socio-economic change
intersects with exorcism help us comprehend the various related issues in a holistic way.
Secondly, despite the fact that the purpose of the lively performance on the stage is to
entertain the gods and spirits mostly, the quintessential function of the performances
should not be overshadowed by the lively stirring atmosphere that please both the divine
and the mundane audience. To put it in another way, the changing of the season and year
generates the imbalance between the yin and yang energy, the mischief of the ghosts and
spirits as well as the polluted gi ought to be cleansed through proper religious conduct
and means, if not through the explicit nuo parade itself. Nao Zhong Kui pleases the royal
family with its spectacles and cluster of demons and deities, and most of all, the demon
queller Zhong Kui brings the excitement produced by exorcism that pleases the royal

family visually and purifies the imbalanced yin and yang energy caused by the

transitioning between the old and the new year ritualistically.

3 Guo Qitao, Exorcism and Money, p 21.
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3. Annotated Translation of Qing fengnian wugui nao Zhong Kui
My annotated translation in the following consists of one wedge, act one and two,
and act three and four. The wedge provides background information on the young scholar
Zhong Kui before he went to the capital city to partake in the final imperial level civil
exam. Act one and two focus on corruption of the exam administer that caused Zhong
Kui to fail to come out first in the exam, and to kill himself eventually. In the last two
acts, Zhong Kui transforms from a young scholar to a state sanctioned deity, the scenes in

turn celebrate his new epithet and divine power in a larger network of the Daoist deities.

N
iy
i

H 2O R H =P

e
J
i

\

144 B T S

Title: Greeting the New Year’s Day and Enjoying the Banquet of the Three Yang'**

Closing Title: Celebrating the Year of Abundance the Five Petty Demons Goading'®

Zhong Kui

Dramatis personae in order of appearance

Role type Name, family role, or social role

Extra Li Bi (Li Tingyu) The County Magistrate

144 Yang 1% is the homophone of yang . In the last act of the play, the appearances of the Sheep Prince
are of the same idea of the word play. The transitioning between the old and the new year causes the
imbalance of yin and yang energy, which is why multiple yang is required to balance out the energies. And
the number three is only a rough number that indicates the multitude. Chinese are still fond of using the
idiom sanyang kaitai —P5PA7Z8 (the yang spirits on the upsurge in Spring) as means to express surge of
good luck during the Spring Festival.

' There are multiple common ways to translate nao [fi, “dance” and “instigate” are among two examples,
which I think is not quite fitting in the context. The five petty demons are on the one hand mischievous, but
on the other hand, they are eventually subdued by Zhong Kui and become obedient to him.
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Zhang Qian

Zhang Qian, yamen clerk

Secondary male

the head of the village, Liu

Male lead

Zhong Kui

General

the General of the Five Avenues

Painted Face #1 & 2

the Golden Eye Judge; the Sleeping Demon

Petty Demon #1 & 2

Dahao; xiaohao

Demons of the Five Directions

the Green, Yellow, Red, White, and Black demons

Official #1 the Palace Attendant
Official #2 Zhang Boxun
Official #3 Yang Guozhong
Clown #1 & 2 changfeng; fasha'"

Secondary male

the Heavenly Fortune Deity; the Earthly Fortune Deity

Demon soldiers

Demon soldiers

Deity

the Spring Fortune Deity; the Fortune Deity, and the

Honors Deity; the Longevity Deity

Painted face

the Earth God, the Stove God, the Well God; the Kitchen

God, and the Door Guardians

Secondary male

the Upper, Middle, and Lower yang Emperor

Goat Princes

Goat Princes

16 These two terms are written as %/ i and #1%, two of the contenders to compete with Zhong Kui in the
civil exam. Feng in changfeng can be a homophone of the Chinese character Jil, which means crazy,
insane, mad etc.; and changfeng together can mean ever crazy. Fasha here refers to a simpleton who may
not realize their own ignorance. These two roles are meant to be comical, which adds on to the lively
ambience of this zagju. Moreover, their existence also complements and reveals the comical effects of

Zhong Kui in Chinese theatre.
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(EXTRA, costumed as COUNTY MAGISTRATE enters, leading YAMEN CLERK
ZHANG QIAN'")

COUNTY MAGISTRATE

The people happily submit to multifarious taxation.'** The map is filled with the five
crops and agricultural activities. The Emperor has virtues [therefore] his people are
leading happy lives. Households that accumulate merit are free from calamities. [I am the]
Minor official surnamed Li, my given name is Bi and courtesy name is Tingyu. My
native district is Henan. [I] studied the Confucian classics in my youth and am widely

149

read in the histories and poetry. ™ [I] borrowed the light of the lightning bugs to study by

47 Zhang Qian 4k T is a very common name that can be seen in the Yuan, Ming, and Qing drama plays.
This name serves as a universal name for family servant. Here however, I follow Stephen West and
Idema’s way of translating it: the yamen clerk.

8 Kechai FI 7% here refers to a specific taxation in the Yuan dynasty which mainly included three items:
siliao HRE} (silk), baoyin TER (silver), and fengchao {5 #5 (part of the silver contribution). Peasants were
largely responsible for this specific taxation, along with medical practitioners and hunters.

149 Another way to understand shishu is it refers to shijing #+i5% (the Books of Odes) and shujing T54% (the
Book of History).
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the window [like Che Kuang in the Jin dynasty] [and] overcame hardships. My name was
instantly known [by the world] after I passed the civil examinations. I am grateful to his
Majesty [for] appointing me to a position in the county of Zhongnan. In a village named
Ganhe of the Zhongnan County. There is someone called Zhong Kui, and he is full of
knowledge. In the past, [he] had passed the examination at the provincial level. However,
because Yang Guozhong was in power, [Zhong] could not pass the final imperial
examination."”’ Now [we] have an official dispatch, issued by our superiors, urging all
examination candidates to go to the capital city and take part in the final imperial
examination. No one dares to hide this announcement [from Zhong]. [I] asked the head of
the village to inform Zhong Kui about this. Please keep an eye out for him, Zhang Qian.

He will be here sooner or later. !

[t R[] Bt BoCE#. — 72 A, (B4 P 7R 2=, AR e
fl, EBILEM ML RENE R, W4 EaSCE R, fEREhoEgp e g, #
bR, EE A JpEEE, A —ARE, RSN, SR ERE, f
R AKNGEE. Jafth bt By it A, iz, e R A%, TR EIH,
R T HE L, A B R A,
(SECONDARY MALE enters)

VILLAGE HEAD

150 Yang Guozhong #5 3 /L\ was a powerful official in the reign of Xuanzong in the Tang dynasty. He was
also said to be remotely related to the beloved concubine of Xuanzong, Yang Guifei #5 & ic.

1o Shezhang jil = is an official post set in the Yuan dynasty, every fifty households count as one she, and
the leader of the she is often the local landlord, or someone who has a good reputation among the locals.
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As the head of the village I am pretty honest. The local residents [highly] praise [my
achievements]. At times when I have nothing better to do, I would just stay in and eat the
cold leftovers. [I] am the village head of Ganhe village of Mt. Zhongnan. We have
received an official dispatch from our superiors, urging all the candidates who have
passed the provincial examinations to participate in the final imperial examination. Here
is one candidate whose name is Zhong Kui. This man was known for his honesty all his
life. However, because he failed the imperial examinations twice, if he does not go this
year [there may not be another chance]. The county magistrate has asked Zhong to go to
the capital city. I happened to have just invited him over. He shall be here shortly. I will
go pay respect to the magistrate first. Please inform the magistrate now, Zhang Qian, tell

him that the head of village, Liu, has arrived.

RT R e, Wy R AGH, HitkRk .
ZHANG QIAN

Understood. [I will go] inform the magistrate now, and [I will tell him that] you are here.

[k =12t o At 1Y 8 75 o e
MAGISTRATE

Village Head Liu, what’s going on with that candidate Zhong that you have invited?

[it R =] AR AT B i {5 2
VILLAGE HEAD

He attends to your summons and will arrive shortly.
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(R R] e T ARy, RIEHRAGE,
MAGISTRATE

Keep an eye out, Zhang Qian, and report back to me upon his arrival.

[ER BBV AN, MEEES T A, SEmE. &E8E. TEIE
Eo AR miskd FRH . RINBBILEE T AT, SHHBRAN, &
HANERE R, JEETHOZE, 40 OFREKG . ARAL—EE, TRASIN, K
TWE L, EANEAK T W,

(THE MALE LEAD, ZHONG KUI enters)

ZHONG KUI

[ am] a young student and a native of the Ganhe village in Mt. Zhongnan."”* [I am)]
surnamed Zhong and Kui is my given name, my courtesy name is Junshi. I have been
studying Confucian classics ever since my childhood. With great determination have I
studied, and [I am] an honest person who does not believe in wicked ghosts. In previous
years, I passed the civil examinations. But later because Yang Guozhong was in charge of
the examination papers, twice I have failed the final round of the examination. The
Magistrate strongly urged me to pursue an official post, though it is not something that
would please my heart. With the invitation from the head of the village, I must go to the
capital city at once. Here I am already. Zhang Qian, please go ahead and inform [the

magistrate], letting him know that I arrived.

152 Sometimes also called the Taiyi Mountains A Z:111, or Zhounan Mountains & [fj111. They are located in
nowadays Shaanxi province, south of Xi’an. However, “Zhongnan shan Ganhe zhen” is a recurring place
that has been mentioned in multiple Yuan drama plays, one of the example is Man Danyang sandu Ren
fengzi [P = J% AT J&§~ where the character from this place appears to be a butcher.



(R T 5] KIS 2. AR 1,
ZHANG QIAN

Reporting so that you know, sir, the candidate Zhong is here.

AR =] SE A A
MAGISTRATE

Send him in.

[5E T =] Hio
ZHANG QIAN

[The magistrate is] asking for your presence.

[EREBIATR A NS T,
(ZHONG KUI making a formal greeting with MAGISTRATE)'*?
ZHONG KUI

Magistrate. The humble scholar I am here.

193 Jianke FLF} refers to the physical actions in the play that may be an reoccurring activity. For more

87

detailed studies on ke, please refer to Xu Wei, “Nanci Xulu,” in Zhongguo gudian xiqu lunzhu jicheng 14
o7 LR i G 55 S92 (Collections of classical works on works on Chinese xiqu), ed. Zhongguo xiqu

yuanjiuyuan I ERRAFSERE, 10 vols. (Beijing: Zhongguo xiju chubanshe 1959), 3:246.

And Wang Guowei, Songyuan xiwu kao K ICE N (4 Study of Xiqu in the Song and Yuan Dynasties) in
Wang Guowei xiqu lunwen ji T8l i L4 (Collections of Wang Guowei’s Writing on Xiqu), 3-148

(Beijing: Zhongguo xiju chubanshe, 1957), p 101.
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[FR =) IREP MR G & . MR REETR . Sk b, BARKAE, A Er3eE
Ko Jod T 1T RERE

MAGISTRATE

Mister Zhong. You have accomplished studying [the classics] and are now full of ideas
from the Book of Odes and the Book of History. Twice you have failed the final round of
the civil examination. [If] you go see the emperor this year, you must be able to pass. We
have received the official dispatch from the superiors to request urgently, Mister [Zhong],

[you] should start packing for the trip.

[ERBRIRA NMEFREEZAY., SRGAE, MRz, R E,

ZHONG KUI

Magistrate. [Earlier I] thought the selecting procedure was not transparent, that’s why I
was not planning on going this spring. [Now that] the prime minister ordered [me to

pursue this], I would not dare to not go."*

[t 2] RIEIERS . BoAy PR ryse g g atm . Bt —# k. RIS Rl AR

i

VILLAGE HEAD

154 Xianggong HZ~ can be used as the formal way to address a prime minister. However, it can also be
used to address a young master of a noble house, or a handsome young man in vernacular literature. I think
the xianggong Zhong Kui refers to here is the person who issued the official dispatch, which could very
well be the prime minister.
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You are not making sense. If I were to be able to recognize as much from 7The Hundred
Chinese Clan Names as you, I would be happy to try it out myself.'>> Now you should

start packing your zither, sword, and books for your trip.

[IERZ] KA /NMEFEERAN G, & 7 KA. BIRPRIEITRE LM, [WE]
ZHONG KUI
Magistrate, I obey your instruction. I take my leave, [Now I am] going home to get ready

for my trip. (Singing):

[BIER R EREEREHETE, S AR—BRAKTH.

[shanghua shi)
Relying on my heart that is most upright and second to none, soon [my name]

will be known by the world after [I] succeed in the final examination.

(R 2] R4 H e R F T .
MAGISTRATE

If you go today, [you] are guaranteed an official post.

[ERZR]/MEE—K, R, [

ZHONG KUI

153 Baijia xing F1 Rt (the Hundred Family Names) is a book composed in the Northern Song dynasty and
a collection of the family names of the Han people. The use of baiji xing here can be understood in the
following two ways: first, knowing the words from this book is an indicator of one’s literary knowledge
overall; and secondly, it can be understood as an extension of baijia yan ™ %K 5, which means the
philosophies of the different schools. It could also be a joke about the Shezhang’s level of knowledge:
Buaijia xing is a primer, not a sophisticated classic.
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Departing for my trip like this, I am not certain of [the consequences]. (Singing):

HERRI . X BERL, HEH LR, BIFNEERTHES. [ 1]
Leaving my hometown and being forced to toil, to acquire that official post,
or have a job. I certainly am going to spread my name in the world and climb

to the highest literary honor. (Exits)

bR 2 rth, 4 Hia—#EEK, N,
VILLAGE HEAD

There he went. Departing for his trip like this, [no one] knows what shall happen next.

(IR =] 5 HIiE— 2k, BRRE . IEwes, 2R, B AT, £
HE, 4 HBEURRR R, it A CE sng, MR TEE. IR M. [ M
MAGISTRATE

Now that he has departed today, he shall be appointed to an official post. I am preparing
some food and wine and heading off to the ten mile pavilion to send him off. I will go at
once. After I talked with others in the county today, [I came to realize that] he is a man
with superior literary quality. It is a guarantee that he will win the laurel in civil

examinations.>® Soon after, his name will be known by [all the people] under heaven.

(Exits with the head of the village)

158 pan chan zhe gui ZEVEYTHE, the chan here is alluding to the Moon, or the Palace of the Moon. The

folklore narrates the story of Chang’e who lives on the Moon, a place where a large number of laurel trees
can be found. So, the allusion here is that one comes out first in the exam by reaching the Moon and breaks
a laurel twig.
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ZR#T ACT 1

[FOEAR SR B] [R] B8 DPEZE 8. B UBRNE SR, B mh /) 7038 HOE .,
Fy oo iR, s b2, DAL bR 2 Sy, [ R M U . Aot Ry b (218, T
A EERER 5 A B AAERL, N s, VUi AR, REER RS 2R, PE T ACBEL
EH . ZH, BB, wmrEsE HsEdt, &1 M —P—H. EahgPl, MR,
ic P G S M el . s RE Sk, HIRIAT SR DM DL 1, B 2. i P RS G
ARG A A

(GENERAL OF THE FIVE AVENUES enters, leading the demon soldiers)

GENERAL OF THE FIVE AVENUES

Majestically [my] great power surpasses the skies. Being the bravest and boldest, I am
second to none. I am the god [that’s called] the General of Five Avenues."”’ A deity like
me is [in possession of] superior magical powers, and I [am able to] transform myself
into various entities. In my leisure time, I ward off tigers and leopards in the mountains;
to relax [myself I] show off my magical powers in the wilderness. Dwelling here as a
deity [I am] respectable. The integrity of my principles has always been strong and firm.
Presently, a sage is on the throne. No wars at the borders and [people are enjoying] peace
within the four seas. It is the year of abundance, it would only seem proper for the
thousand nations to come and join the celebration [of harvest]. On New Year’s Day, ten
thousand allied countries came to pay tribute [to the emperor]. Now are [the times] that

are better than those of Yao and Shun’s. Under my charge there is one judge and one

7 Wudao jiangjun #1384 the Generals of the Five Avenues.
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demon. [The judge] is called golden eye judge'® and [the demon] sleeping monster."’
These two are at my service from day to night, and they are very competent. Earlier on I
sent the demon soldiers to call for them. I am going to wander in the mountains now. The

two of them will be here sooner or later.

[ PVEBERE R L] [P =] B B, R 20 e ks . (HA5TH) 1 b,
MRSk, AZOEE DA E T Faig e e W, S ie B iR . 2
M, BRIES L, EARNEZ R, T P 2R, E7E BRI AT
W ACE ., MR AR TG TR T A7 R, BEPESR. mefrdEhLt,
(PAINTED FACE: JUDGE and SLEEPING DEMON enter)

JUDGE

158Jinjing pan P, along with shui mogui [ JE 7. are two dramatic roles that are not required to do
any singing or speaking. These two roles are possibly derived from the tradition in yazaju where petty
demons and Zhong Kui are only to dance with one another and gesture on the stage to perform exorcism.
For instance, in Dongjing menghua Iu, volume 7, there are two references concerning jinjing 4> (golden
eye). In the first reference, jinjing is categorized under yinggui i J& (hard ghosts), and the original quote
reads, “suddenly there are sounds of firecrackers, the music troupe is playing ‘Bai xinyue man;’ there are
also the so-called ‘hard demons’ that are face painted in green and blue, wearing golden eyed masks and
are adorned with leopard skin, splendid belts, and such...they are only posing as if they are looking or
listening to something; and then there is another sound of firecrackers, a long beard man wearing mask that
wears long green robes, he looks a lot like Zhong Kui. A little one is at his side, striking the gong and
dances with Zhong Kui, this is called dance with the judge.”: “ X — /&L, KTz R ih, B
VR Ik, A0, WSS BN 2K, B2 TR, o BRI, BRI 23K, (R ST,
JRGERRT 2K RO —75, AR, BRI, miE g, 55— ALVNBHIEREL,
5.2 "H#EPl, . ” In the same context, Meng Yuanlao talked about yazaju Wit (silent zaju), in which
he mentions the petty demons that are boney as skeletons, wearing apron and belts; they are moving in a
fast pace and in a comical fashion, this is called yazaju. The original quote reads, “4¥ 5 — =& . LIKIR
Ly, Bl A, AERIR, RESBEILE R, TR, A EREERE, 25 APk, 82 TREZ R, o 7
In Zhongkui yanjiu, the author Zheng Zunren quotes Zheng Zhenduo f§#<E%E (1898-1958) who claims that
the so called cuan % (the short performance embedded in some Song zaju and Jin yuanben i 4A); Zheng
Zunren then makes the assumption that the dramatic role of Zhong Kui appears in the description in
Dongjing menghua lu doesn't require singing or speaking, please refer to Zhongkui yanjiu, pp159-160.

159 Shui mogui MEJE 7L, there are two possible ways to interpret shui mogui, the first way is that the demons
himself is a sleepy head; the second way is that this demon casts spells to put people into sleep. I think both
are possible interpretations. However, since the scene where shui mogui first encounters Zhong Kui is
while Zhong is asleep, the second interpretation seems more fitting to the context of this play.
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As a judge, I am really clever. I have a number of brothers that are demonic spirits. When
I am free and have nothing better to do, [I will] play icicles on the rivers and seas. I
myself am the golden eye judge, a subordinate of the General of the Five Avenues. This

one is my nephew, the sleeping demon.'®’

The two of us have two brothers; they are
called dahao and xiaohao demon, respectively.'® The sleeping demon is in charge of the
demons of the Five Directions.'®® At the times when the General of Five Avenues is
absent, the sleeping demon often comes over to visit. Dahao and xiaohao are shooting

sparrows in the back yard. The General is calling for my presence now. Sleeping demon,

come quickly with me.

[ B o =] it 4 1 Al

A LB R . S HIEE KBS WM ] FACEIl,
o AR [R] B2, ik 7. At

SLEEPING DEMON

190 Zhir 1252 does not actually mean nephew by blood. It is commonly used in the Yuan drama play to
refer to a younger subordinate.

1! Xiaohao and Dahao are both astral deities. Records from paintings and writings indicate that they both
are relevant in the context of death, or funeral. For instance, in “Summoning the Gods: Paintings of Three
Officials of Heaven, Earth and Water and Their Association with Daoist Ritual Performance in the
Southern Song Period (1127-1279),” Shih-Shan Susan Huang brings out one piece of art from the Ming
dynasty (please refer to figure 2.1 at the end of this chapter for this) that portrays dahao and xiaohao as part
of the water land rituals, Artibus Asiae Vol. 61, No. 1 (2001), pp 5-52.

In Xieji bianfangshu, there is also an entry dedicated to dahao. Please refer to B2 #¢ )7 15~ Lol —- K KE.

162 Wufang gui 1.7 /& is a very complex topic in Chinese religious studies. In the Illusion of Standardizing
the Gods: The Cult of the Five Emperors in Late Imperial China, Michael Szonyi put together a study
regarding wudi 7177 (the five emperors) and wutong 713 (the five manifestations), which he argues can be
traced back to wuguizhu 7% I (the Five Demon Masters); and their names are Liu Yuanda, Zhang
Yuanbo, Zhao Gongming, Zhong Shili, and Shi Wenye, each is responsible for the transmission of a
different disease. He also notes that in Shenxiao and Qingwei sects, the wudi shizhe 7.7 {1 (the Five
Emperors’ Commissioners) are linked to wuchang 7.8 (the Five Fierce Gods) and Wufang Wulu Dashen
4.5 AL Kl (the Great Deities of the Five Routes and Cardinal Directions). Please refer to The Journal
of Asian Studies Vol. 56, No. 1 (Feb., 1997), pp 113-135.
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Where has the general gone to play? I was wondering where the General may end up
going today. How come the temple door is wide open? Am I here already? I will go and
ask [the General] now. (Acting out seeing someone), General, Here I am. What was it

[that you wished to speak to me about]?

=] AR B ST POl KW, fRIESE IO, 4 HEEEEEE L, 25 R
PIFBSFEE ML, IR HARGE R, PO R NS T %, [F]
GENERAL
The two of you are to safeguard the temple, [while] I am off to wander in the mountains.
You should be very vigilant [during my absence]. Today I am leaving my temple to go
travelling in the mountains. I have asked the ghost judge to safeguard the mundane world.
It happens to be New Year’s Day and the year has been auspicious. [I] wish [everyone] a

happy new year and may soldiers and horses find peace. (Exits)

[FIE=1F 4 H B, MEME IR E R, HX—a®, B8R,
JUDGE

[I] have seen that the General is not here today. I am afraid that our fellow brothers will
come visit me [soon]. Pleasant chatter is followed by playing [together]. [I] need to take a

nap now.

[ B SR =] Rty e, S REIE — 18, AL A, [IEF}]
SLEEPING DEMON

Agreed. I am going to take a nap now. Let’s see who will come. (Falling asleep)
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[ER E] [mVMESEE e, 4 HEE 7/l i gE. el k. KEUHE.
U bt troetEB A, W]

(ZHONG KUI enters)

ZHONG KUI

[[ am] the young scholar Zhong Kui. Today I have left the Ganhe village of Mt.
Zhongnan to move forward in pursuing an official post in the capital city. Now is the
early spring. After having seen the scenery along the way, how saddened my heart

becomes. (Singing):

Ml & REFIE T EEREKE., BREE, R, BEFE. —IRE&INS.
Ixianlu dianjiangchun] Upon seeing the clouds dispersed and the sky become
clear, the evening breeze is instantly changing [its direction]. Encountering
the sunlight of the east, and [the land of] ten thousand /i is coated with light

frost, which multiplies the loneliness [I am feeling right now].

[RILREIFTFRI S, BLB—ERNHIE. BEBEEFL®N. ARKKR. BE

AEEER.
[hun jiang long] At the time of the New Year, catching sight of the end of the
year going away and yet another new year [approaching]. Joyfully [we are]

met with a year of harvest and abundance. The five crops were ripening and
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collected. The moon shines ten thousand /i [with its face being] plump and

light glistening white. '’

[B1KB SR &, SAEER, BRI AR, Kig 1 the JUAYASIE — & i il
T WRBEHEEB—F, [MEEBP] (2] AL TOERH R, 7B A S S e .
["&]

Now that I came halfway to my journey. [I] couldn’t find a place to lodge. How did I lose
my bearings? It is getting late now. There seems to be a temple [over there]. Let me go in
and take a look. (Acting out checking out the temple), it turns out to be a temple of the

General of the Five Avenues. How come it is so quiet and deserted [in here]? (singing):

[hEIE] BREFEZERERTI. FEPKRES. (REFRMPLEEEE, &
B 1A 5. [ME]
[vou hulu] 1 saw rats running inside the hollow mulberry tree and the cold

air rising. The ashes in the incense burner have turned cold. [Alas], look, half

of the clay statues have fallen down.

Let me take a pinch of soil as incense [for you]. (Singing):

BB RIRICFELEM, RIBERFFRELSERH, 172

163 1 I, unit of length, one /i is approximately 500 meters.
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Hastily I am paying my respects to the gods, only to wish there is surplus of

crops every year.

A a W oS, BRI TRy, RR k. W]
I am going to get rested in this temple and slowly go on my journey after the day breaks.

(singing):

B AT AREE, RIS F S B HEE. SRR . (] B
W HEFR B 5. W8]
I am tidying up my belts and sleeves, but the morning drums from the

watchtower are hard to hear. There is neither man shouting nor bell ringing.

[I pray to] the gods for pointing [me] to the [right direction] with their golden whips.

(Singing):

[RT%] RiEEREWREER., FERbiE. nEOERE. ~HR

ODFYARERE, [ L]

[tianxia le] 1 am here praying to the gods for an efficacious outcome that can
prevent me from feeling frightened [due to] this delay. Just like I am still
asleep and haven’t woken up yet. [I] couldn’t help that my heart is disturbed,

my mind not settled. (speaking):
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I will just rest here by the sacrificial table. (Singing):

&R LK, BERNIILE, REEFELHEEESR, (R

Sleeping on the bricks without undressing [myself], how can I pull through
the night till the fifth watch of the night? I may as well set [my proper place]

in the empty dream world. (Falling asleep)

[ KRB/ RERAFE SR R 7T B] [ RTHE R ERE, P AE T, hi WK 1

ke S AR, F R R Foeth, S S BLB/ NREL, T8 T S AR

FETLIT o BRI R S . AR T SEFTAIBE . FAMREE . BATRERA

KM, ML CRE N RE, 4 H ek, B8 F, KBk 1. e —-RrERHE L,
KEGSRh, —@FH . A 1o S R Bl 7S . R II R TR
[=1 B 1 s s,

(DAHAO and XIAOHAO enter, leading GREEN, YELLOW, RED, WHITE and
BLACK DEMON)

DAHAO

I am the head of the demons, dahao. I am known for my ability to whistle. [If I] bump
into celestial divinities, [I] will jump into a river. I myself am the head of the demons.

This one is my fellow xiaohao. These five are the green, yellow, red, white, and black

demons, respectively.'® All my fellow brothers are in possession of extraordinary

64 . . . . .
Five colors correspond with the five directions, and to a certain extent, the five internal organs.
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magical powers. When they are free, they enjoy turning somersaults.'® All my fellow
brothers are in charge of dissipating people’s belongings, which is why they are called
dahao and xiaohao [in the first place]. Today we are free from duty, and merrily we are
met with a year of abundance. Now it is getting late, I will go and check up on the
General of the Five Avenues. [I] arrived at the temple and saw an examination candidate.
He fell asleep here. I can ask my demon fellows to steal away his cap. (The demons

acting out stealing the cap) we took away his cap!'®®

[IERAR [&] 52 irhE ., [5)]
(ZHONG KUI acting out waking up)

ZHONG KUI

I had quite a nap. (Singing):

(2R RIGEEXPERE., REREELE,
ljin zhan er] 1 feel like I am suddenly startled to wake myself up from my
dreams. The wind that is making the swooshing sound is penetrating [my]|

clothing and [I am feeling] rather chilly.

[ =] i P ek i les, BEANN FHoslm. sERE. KW 1=,
How can I lose my cap right in the middle of the night? Forget about it, forget about it. I

will look for it when the daylight breaks in.

163 Jindou i [, modern version jindou fjj~}-.

166 .. . .
Tangjin here refers to the soft cap men wore in casual settings.
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] EEMELUAN—KE, BRLZARE—%. ZFEELE. FERBOLNR.
(G KN

How is it the mountains are high, the Moon so small, and the sky is filled
with stars. I just want to have a good night sleep so that I can be on my way
sooner. It is not that I am not frightened; in the past I have always behaved

well.

[=] B N A LI,

How sleepy I am!

[ E SR 5] Pee FRRE %o [HE R MR
SLEEPING DEMON

Quickly, go back to sleep! (ZHONG KUI falling back to sleep)

[RRER] B 2R b 22 15 AT 2k
DAHAO

Which one [of you] is going to steal his clothing?

[FAR] HfE. MR
GREEN DEMON

Allow me. (Acting out stealing the ragged shirt)



101

[IE AR FERERH [MH]

(ZHONG KUI suddenly woke up) (Singing)

[FEE] REERHAE. ~hHRBRE, IRHANEEEE. BOWEA

K. BoEHES FEHLFIRE.

isheng cao]l 1 am in such a flurry. I can’t help but be startled. The
moonlight is penetrating my shadow in front of the windows. A sight of cold
sand fills my eyes and the world is drawn into total silence. I will get up and

lean on the door now.

(B AR [2] N 1. B 1,
(GREEN DEMON acting out being startled)
GREEN DEMON

Bother! How did he wake up?

[IER R RA SR, [ME]
ZHONG KUI

Would you look at these demons! (Singing):

Ak DR TR. BREMRIE IR — &R, [ 07 R

He is manifesting his magic powers and showing off superior eminence. How
about I go ahead and ask who you are? (Acting out drawing his sword to ward

off the demons)
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[FRA]EH . IR/ R ] e
GREEN DEMON

Old man, don’t you get annoyed [by us]? Here are your cap and belt.

[KAER] St Ao AF . RUPEAK o BRI SRkl 25 sk, B 1+ .
4 HISFFFICIE, BRIpR aERfl 25, SR EEBIOETE . [ ]

DAHAO

This person is very powerful. It is going to be morning soon. How about we go [hide]
from him at the back of the temple? We are in a flurry now. We are being rather frivolous
today. We will flee and hide in the back, taking the form of a toad and jumping into

waves. (Demons Exit)

[IERZR] IRBSRI DI 20y e, i BCEVEE, Ao, #BRk 1. Bl bk
Mo B bfmiy, JLRYRW [ h, BoRERAR LM, [ME]

ZHONG KUI

Would you see this many demons in this temple? They have seen what an upright man I
am and would not venture to get closer to me. They are all gone now. Let me put on my
cap and tie my belt. How come early dawn is here [already]? I might as well be on my

way soon. (Singing):
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[REE] IRB MRS EIERE, BRI, IREMPERFEEE, HEEIRAZET,
HEXRERFRE. BEEHMB T WE. §—HEBHESES, BE=
BEH, Epadt,. BXEREDEREBEFTIT. [F]

[Ending] Look, crows are cawing up above the woods. The mountain paths
are vanished into the auspicious mist. Apes are moaning along the mountain
peaks. The moon set and tides have risen up; the sand bar of water pepper is
turning red. Looking at the distant shores [I am]| rushing on my further
journey. I am going out the door and bidding farewell to the gods. One day
[as] the waves are becoming warm and the peach flowers blossoming, my
name [will] take a position on the announced list [of successful candidates of
examinations|, I will [then] take charge of the three posts.167 My name will be
known by the world. I notice my paths along the mountains are sprawling

out in all directions. (EXxits)

=3 ACT 2
[ A E R T L[ BRI E 2055, MR Rk g, R BEHAEE, BBAY

HE, INEBERE R, TAREEALNL, BRI, naEs, B,

I

HANFF, 4T, N eabirh, BREERBLHERAMTE. Ak

NEBsBH . KBE#RY, B FRENF £, SAER, e HsEs. &
RS, G A RANER T A,

167 . . . . . . . L.

Santai — 13 . Santai can be interpreted into various different items here because it is a somehow
ambiguous term. However, I think this term may be better translated into three different high positions in
the court: shangshu 182, yushi %2, and yezhe 75 # that correspond with zhongtai "1 15, xiantai £,

and waitai 7} 5.
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(PALACE ATTENDANT'®® enters, leading ZHANG QIAN)

ZHANG QIAN

Auspicious lights that cover the clear skies are soaring up slowly. Morning stars are
setting and the propitious clouds are high above. Red lights appear and glow from the
mystical place. Ten thousand nations are dressed up to salute the emperor. [I am] the
minor official, a palace attendant. Now that a sage has taken the throne of the Tang
dynasty, the people are leading happy lives, and the five crops are in abundance. Ten
thousand states are coming to pay their tribute; together they are celebrating a peaceful
year. At today’s morning assembly, the emperor has ordered me to go to the examination
hall and collaborate with the grand councilor Yang Guozhong and Prime Minister Zhang

169
Boxun.

The two of them are appointed as the examination administrators. The
examination hall is wide open to select the literarily gifted candidates to take part in the
final round of the exam. The Emperor really is a sage king who has exceeded Yao and

Shun. The list of successful candidates has been released and the names are in. [I have

sent for] the grand councilor and the prime minister. They shall be here soon.

[RIAME L] [=] SCRBF L2250, B RmA R, ARG R, 2 H R
Do NEEERMA SR, BlER, BSR4 058, BEAWG, S5FEPR
ZHo EBIAE RN, BUNEAEN T, KPI#EY . BH CRNH L IER, S84

W BRTMELE, BEAHNEAK T B,

18 Diantou guan WU, is the palace attendant that is designated to announce or deliver the decrees on
behalf of his Majesty.

69 . . . . . e g .
There is some historical truth in these two names, which is indicated in footnote 150.
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(ZHANG BOXUN enters)

ZHANG BOXUN

[Decent] composition is better than as a sack of brocade. [If] the integrity of principle is
pliable and strong [then the composition] possesses virtuous sound. With daily concerns
over how to be a loyal subject [to the emperor], and how to dedicate myself to the state’s
cause, [I am] the minor official Zhang Boxun. I am capable of comprehending the true

meanings of the four books'”’

and have been exposed to numerous poems and classics.
At today’s mourning court, [I] have received order from the emperor. On New Year’s
Day, the palace attendant is appointed [to the position] to collaborate with me to hold the
final examination in [my] official residence. Candidates that are literary and learned are

[welcome] to participate [in the exam]. I arrived just now as I am speaking. Please inform

the palace attendant, Zhang Qian, telling him that I have arrived.

[RT =) ey, HELKAK M,
ZHANG QIAN

Understood. The grand councilor has come.

[BRE =] EA

=

o

PALACE ATTENDANT

Tell him [I] require his presence.

[k T =145

170 .
Four books, sishu V4.
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ZHANG QIAN

This way, please.

[RAATE R (2] KA. ZAINVE 2K 1t
ZHANG BOXUN making official greetings with ATTENDANT)

Attendant, [I] am here.

[)}E&E/E;Eﬂi] ’%i’j:%f mo H/}\/%:‘o %*%/E\%H%ﬁiﬁ%o E?Hﬁﬁk%% mio
PALACE ATTENDANT
The grand councilor, you are here. Please wait momentarily. We will have a discussion

upon the arrival of Yang Guozhong. He will be here shortly.

(B B] [2] NVE R e, B ARG s E, TARFWEN, & o
B DNEHEEBBL S, MU . Pr i, WS, samE R, B E R,
DR, 4 HZ . KRR A, KBS, SR KA, ZHENH T,
KA IESR, ARA M, NEBRE, TAEE, RRKAT. INEKR . LR,
it I BEo

(YANG GUOZHONG enters)

YANG GUOZHONG

[I] am quite clever in dealing with business. I focus on food and drinks and take really

good care of myself. I have always liked to eat coriander. [If] the cilantro is cold then I go
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for a shallot.!”!

[I am] the judge Yang Guozhong. Speaking of my way of holding an
official post, everything has been working out quite smoothly thus far. [I am] not in
possession of any literary talent, but I have a sharp mouth. Upon hearing the word “exam,”
I will be running home right away. Today I have received an official order [from the
emperor] to hold the final round of the exam on New Year’s Day. All the related officials
are asked to be present at the exam hall, testing candidates with high literary qualities. I
must make this trip [to the hall]. There is no need to inform the palace attendant. I will

just go and see him myself. Attendants, [I am] here. What was it that you wished to speak

with me about?

[ =] H—8EA%, SR ANANRK. 5HGHE.
PALACE ATTENDANT
Someone else is coming, too. Let us wait until everyone is here. We have matters to

discuss about.

[ ] [ R] B ¥ i, Dol b, JuiE ek —E7. PRtk

JCBB. HRH BT E, S e i . o, HEA S, S, B

B, HatiEE. SRR S BT NAVEEER. KMEMTEE. RRE T,
ARl R, e .

(PAINTED FACES enter)

™! While the use of yuansui and hancong sound more like ironies to a modern audience, they should be
regarded as common vegetables in the Yuan dynasty. On the one hand, they are used to demonstrate that
zaju as a literary genre really attempts to be truthful to Yuan people’s lives, which reflects the varieties of
vegetables available during the Yuan dynasty; on the other hand, cilantro and shallot are herbs that are not
supposed to be main ingredients, which in the context of this play can provoke some comical effects.
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CHANGFENG

As an exam candidate I am really clever. I skipped class every day to stack up brick walls.
I managed not to study one single character over nine years, and yet I am the top
candidate in the spring. I am Changfeng, and this is my nephew Fasha. Speaking of my
composition ability, it is not strong at all. Upon hearing the word “exam,” I turn my
donkey back. Fasha, today at the exam hall I hurriedly finished writing at the last
moment, I don’t know what came [of it]. Let’s go to the Zhang residence. It must be fun.

It is good that the two of us can make this trip.

[R]85, sk, A L.
(PAINTED FACES acting out making greetings with everyone)
CHANGFENG

Greetings. The two of us have come. What was it [that you wished to speak to us about]?

DB SR H B &, T R, 52D aff R A,
PALACE ATTENDANT

You stand by. Among the candidates, anyone who hasn’t come yet?

[0k T ]I & L — 6 75§ JE AN A<t
ZHANG QIAN

We are only missing the candidate Zhong Kui of Mt. Zhongnan who hasn’t come yet.
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RO, EEEE, it BB E, miyarsims itz . ok
iz Tl

ZHANG BOXUN

Attendant, speaking of this Zhong Kui, his poetic gift is second to none and he has been
widely reading in numerous poems and books. He is without a doubt full of ideas to rule

the country and to govern the people. He is the one who can repair heaven and earth.

EIH 2] BEREE, B b A, wlEmeskt, R TMTEES, KK, WEHmE,
PALACE ATTENDANT
Is that so? It seems that this person is indeed good and able. Please stand by the door and

keep an eye out for him, Zhang Qian. Report back to me as soon as he arrives.

[EARE] [R] AMESEE S, B 7 AR, Ealdtkihf, Ve fePmkeh, — &5

e, WRE P, MIGEM X 7. 4 HLREMIGh kL, e sH e, JEW

B o m, ]

(ZHONG KUI enters)

ZHONG KUI

I am the young scholar Zhong Kui. I left my hometown and came here [to the capital city]
to pursue an official post at the court. On my way here yesterday, I spent a night at a local

temple and encountered several demons. They were driven away by me. Today I must go

to the Zhang residence. The thoughts of me being a candidate, not easy! (Singing):
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[FFERERR FEFREHEEE, FEFXERGTEY. RRWETHE,

BMRERNR. TMET AL, FIHE. B —E&RFRE.

[zhongly fendie’er] 1 recite the classics every day at home, hoping to receive
the favor from the emperor and to come out first in the civil exam. Holding a
high position at court and living in an official residence, [I can then] get rid
of my plain robes and provide protection and a rank for my sons and wife.
My life then is no longer in vain. Practicing composition frequently, I hope

that I can pass the final round of the exam.

(=] BRENEREE, IMZEXREEH, 8]
Relying on the numerous ideas I have for composition, [I] for sure will receive honors

from the royal family. (Singing):

(HER| B—ESt4%. B—ERRERL, RUGERREAHZEH,
WHIER. K. HFRE. BELE. FMEZEERM.

|[zui chunfeng| Fighting to make it to the final list and to have my name
known, aiming to receive the incompatible honor [from the emperor|. I am
waiting to assist the emperor for eternity. How superb would that be? How
superb! The wind gently blows in the Zhang residence, mandarin duck
patterned roof tiles accompany the fine smoke of the incense that is curling

up in the air.

[Z] K80 1 the sRTHIER, EAIERT. FARIEHE,
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Here I am. Please inform official Zhang, Zhang Qian, telling him that a spring candidate

is seeking to take part in the exam.

DRT ) e, BEET, FrkEE,
ZHANG QIAN

Understood. A spring candidate is coming for the exam.

G BN PR E
ZHANG BOXUN

Tell him to come forward.

[T =] Ao
ZHANG QIAN

This way, please.

[ER B [BIRAAH A . NV ERe A SRR .
(ZHONG KUI acting out greeting everyone)
ZHONG KUI

Gentlemen, [I am] the humble young scholar to take the exam.

[ 2] AR ACERE, BRI T . fREE,
CHANGFENG

Why are you even here? The top candidate position is mine. Walk away.
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[ERE) ARSI, et M)

ZHONG KUI

Would you look at this fellow, how disrespectful he is? (Singing):

1

CAMIE] BEEEBLE. REH. BIFRRARRARFES K.

[ving xianke] Let me summarize for you. To be honest, it is not that I am

talking myself up in front of the official Zhang.

[RATE =] S E, RO BIZ R 2%k,
ZHANG BOXUN

Zhong Kui, what means have you to rule the country and bring peace to the people?

[IEARME] BEEEER R, BOEHRREREE, b—E&EFEH,
(Singing) That will have something to do with [how to] bring peace to the
people and the state. I would go over the classics anew, in the hope of a

glorious future.

DEMTER] . fRAANRLT . Fms5HEE . darsial. f—msk., i
S ANERE= T AR
ZHANG BOXUN

Hold on. There is no need for the two of you to fight. How about I assign you a topic,

composing a shi or ci poetry as you like. Then I should be able to tell your knowledge.
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[ J 2] R A HOR A . Bl F iy SR
CHANGFENG

Just go ahead and assign the topic already. I will make a shi poem for you to see.

[IERZ=] KA IRV A, TR/ MEE T, B A E .
ZHONG KUI
Official Zhang, you just give the topic. I am not trying to sell myself here, but I know

what [ am doing.

[RAAIG =] JUMEE N . R WS B SRR (B . 2 a5 — 1 2K
ZHANG BOXUN
That’s settled then. Zhong Kui, did you see the winter-sweet tree in front of the house?

Make it a shi or ci poem as you like.

(I 2] S (5. AR LAk,
ZHONG KUI
How difficult can that be? Could someone please hand me over paper, ink, a brush pen

and an ink slab?

[1ET 2] LA 2
ZHANG QIAN

Understood.
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[ERERH [ME]

(ZHONG KUI acting out writing, singing)

(AL BEERFERAHEE, ELPBEVFERTE, R EENE
BARBR. SET—&, NEBE. [B] a6t 1l

[shiliu hua] 1 am wetting my brush pen to finish the subject in front of me.
How much effort [I] need to put in order to partake in the imperial
examination? Taking advantage of the winter-sweet tree in front of the hall
that is still fragrant and has not withered yet. I am pondering for a moment.

No need for hesitation.

ZHONG KUI

I am done.

W

[RIIE =] Sy i R et B ARBGEAE R, E—Haf. iFH. R&EIKMENTH, FH5E
PR E S ST KIS SRR, B - ROEER . BRI AB A
WK S FIR . AU ERE AR s,

ZHANG BOXUN

It is indeed excellent calligraphy. Let me just take a closer look [at it]. It is a shi poem. It
reads, “Jade like flower pistils are enclosed with frosty petals occupy the early spring,
[seasoning the soup in the cauldron] using a spoon or a pan to appreciate the simplicity of

the taste. Dark green are the branches, facing over the red wooden railing. Bright and
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shining they stand up, with fragrance so revitalizing. [They] possess untainted qualities
and never use their color to seduce others. Throughout history ambitious men look on
[them] with great enjoyment, and [they are] nothing like the peach blossoms that can only
be cultivated in a garden.'”

Such exceptional talent!

[[ERMR] ERFF T HITIBE ., ERiEFRER., wXBEREERE. K
e BB

(Singing) He complimented my talents of poetry composition, reassuring that
[I could] win the laurel in the civil exam. [My] swift curling style of
calligraphy is indeed proper, and my literary expertise is decent enough to
win the honor from the royal family. Therefore, I’m willing to abandon my

humble circumstances.

[ R =] AR, Bos— ek, BLafst © k. BomBLRMEE, — IR EEE .
BT A SO, fBAT R — s, —AERR L 5 Tl b

CHANGFENG

Don’t you brag about yourself. Wait until you see my composition. [I] guarantee that you

will be shocked to death. I will read it to you. A winter-sweet tree that is indeed fragrant,

us candidates are full of ideas for composition. If the tree reached as high as one zhang,

then it surely would be covered by hanging icicles that look like candy sticks.'”

172 The purity of the winter sweet blossoms can be an analogy of Zhong Kui’s moral stance.

173 Zhang 5, unit of length, one zhang equals ten chi K, and one chi is approximately 0.333 meter.



116

(B R] s MR T ) SCRls . ik —HER R 1
YANG GUOZHONG
Such a great poem! Although candidate Zhong’s work is quite impressive, you will surely

be the top candidate [who comes out of the exam].

[ERE] LA R, 18]
ZHONG KUI

How can I not be infuriated now? (Singing):

[BF45%5] MREMAIEEER, FHBRORE, fRIEZNERE. REEL

JER SRR
|dou anchun] Seeing him managing this situation with his crooked talk, I
cannot help but feel furious from the bottom of my heart. You are from a

younger generation, have you even read the classics [written by] the sages?

[ B R] B E N RIEAY R . &KW, S5l F & A, SERMOLEE. #R bR
£k,

YANG GUOZHONG

How is it that his poem is not as good as yours? Listen to him, everyone. This candidate

cannot be used. What good will he bring us? Just get rid of him already.
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[IEARME] B ERR D RS . REER. XAREHE, LERSEEA, £
RREENERE,
(Singing) Looking at him deceiving and talking like that, what else can I say?

I do not dare to utter the truth; only wishing to have my name appear on the

announced list so that my career path can go afar.

(RO =] BEUE. S5 G AT,
ZHANG BOXUN
Yang Guozhong, [in your opinion] who can be the top spring candidate [among all of

them]?

I SCEE

ﬁm
i
m
2

[ HHEMR B B ] (BB ] E R, fRAE 1o s e

R

EJFEAHT . [1IEANE]

(PAINTED FACES acting out passing something to YANG GUOZHONG)

YANG GUOZHONG

My old brother, now that you asked, [I think] Changfeng and Fasha are excellent at

composition. As for Zhong Kui, what’s wrong with him? (Zhong Kui Singing)

[ =] BEEEERKE. ZRHREEE, MAEEFNE. THRWEER
BE, BEEREFTITE. XTEETHEE.

[Shi’er yue] 1 am bending my head down and [can only] sigh. [All that time
devoted to] studying the classics has proved futile. The results [that await me]

are returning to my hometown with humiliation. Beyond my control, two
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lines of tears pour down [my cheeks]. I am reluctant [to go back], and

couldn’t foresee this ahead of time.

(R S] RS S Hinlk, UIH#EEE,
ZHANG BOXUN

You’ve said enough. Just go back for now. Everything will be decided tomorrow.

[ERZR] KA. ADERSCE, BIRIfh, TR, W]
ZHONG KUI

Prime minister, how was my poem less worthy than his? How can I not be furious now?

(Singing)

FERK] %, FEROFPBRUEITE, RIEELMAEZME. FIFEEE
RE. &FI—BEATE., #hkm, S89Z=80E, RUEESITRRE,

[vaomin ge] Alas! I have a chest full of hatred that makes rainbows.'”* You
are so well off that you have no idea how I have suffered. In the year [that I]
have obtained an official post all of a sudden, entering the hall of honor and
paying [my] respects to the emperor [through the crimson steps leading up to
the palace]. Who would have foreseen everything? I am going back without
having accomplished much today; will I get appointed and receive honor

from the emperor?

174 Nihong LU can be written as 7z §T, refers to the rainbows. In modern Chinese, gituo nihong 57 il
refers to someone that possesses breadth of spirit. Here it is used to refer to Zhong Kui’s frustration.
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[RAOTG =] AR 1 HInl &k o RWTHZEME A, B A EE.

ZHANG BOXUN

Please go back now, everyone. I will write a memorial to the emperor tomorrow, upon

which things will be decided.

[IERZ] BERESE. ABAERE. FLHInlG b2k, [MR]
ZHONG KUI

Now that you put it this way. Never mind, never mind. I will just go back to the inn.

(Singing)

(R BRI EESE. 4 B ERIRIRENE 2. BB T OER,
B—EEEELEERAE. [ 1]

[Ending] I left my hometown with a smile [on my face]. Today I am going
back to my inn feeling depressed. [I] might be better off in the mountains or
forests without feeling so ashamed. That way people of later generations can

[at least] appreciate my integrity. (EXxits)

[RIEIE =] KA. SFEBARR. KPI#RY., ZAKNESY. 5 H/NVEER, B33
WL R, T ra i, NENBOCEESY, ARG, £ lE PNERN
Bz, BH Y ERE 4 HER TR, IR MEF. [F]

ZHANG BOXUN

Grand councilor, this spring the emperor extended the honor and held an imperial exam,

and all candidates throughout the country were tested. Today, I am informing you that
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among the highly qualified candidates, several of them really distinguished themselves
[among their peers]. I do not dare to finalize the top candidate. I am just speaking on
behalf of his Majesty here. I will make the trip to the Yang residence. That day at my
residence, we were administering the final imperial exam to test all candidates on their
ability of policy-making and poetry compositions. Today the top candidate will be
released on the list, whose name will be known by the world tomorrow. (EXxits)

=N
77

>+
=

(B R RARIZEE T, &S HARBESHEA e PIAEEN & T T & 75 5 R

o CEANE, UL HGSHIECR T B SBHEN ST . REAASRTRK

P
lag
R

i, HABFRE T, LBk, BT SCY, BH L Rk, KR R EHE.
FHARHEK A, [ ]

YANG GUOZHONG

Official Zhang has gone to his Majesty [to finalize the top candidate]. I am stepping into
this residence again now. No one else [but me] has an unfair advantage. Those two
candidates named Changfeng and Fasha; their composition demonstrated no literary
merit. However, they bribed me with these two huge pieces of sliver.'”” Therefore, their
names were among the finalists. I will take the silver and go home to buy some meat and
salted fish. I am heading off now. I do not possess fine literary qualities that are second to
none in the world, and yet I came to administer the exams for the candidates. The

bigheaded Changfeng and Fasha, who bought soft meat for everyone to munch. (Exits)

175 Liang ge da yinzi WK1 may just be a rough number after all here. Although two silvers may not
seem to be a huge number, but using silver to depict how silver as a currency reflects the communal, socio-
economical, or to a certain extent, moral value of the Yuan, and later on the Ming is a rather popular
notion, especially in the drama plays. Another example is the Mulian drama plays composed by the Ming
literati Zheng Zhizhen .2 ¥ (1518-1595), in which several scenes are dedicated to how forging and
swindling silver result in harsh punishments from the thunder gods.
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[F R =] R NREARZ 1 FRELTEE . M SCE AN o, TR B 2 1 (A 5K
7o B H R R MR AR R ML R NIRRT R T, My B
EMEATL . B A — AR, AR R A2 R . [ 1]

CHANGFENG

All the officials have gone back now. Fasha, the two of us are not good at composing
poetry at all. However, that Yang Guozhong took in our silver, and we are guaranteed an
official post upon the announcement of the final list tomorrow. Let’s head back home
now. Thinking back and forth for thousands of times, [I] have no capacity for knowledge

whatsoever. My fate will have to rely on praying to gods for an official post. (Exits with

Fasha)

Z=%T ACT 3

DESE SR T 1] [&] B AR BE A, BESHHAE. PNERBEEEN, NS
TWCEY; . F A/ INE MR K AAEABE R E H SR/ o 1IEBh— A, 45 i,
AR, GEREE N, AR . R AR A, N R, B
fih By K NEAAIIR TG, WMt Z s, SE KA 2, BB InE B E, = TME 25,
KRNI HRIEHGE,

(PALACE ATTENDANT enters, leading ZHANG QIAN)

PALACE ATTENDANT

Ever since the conclusion of the final exam, the emperor has been extending his favor to

the nominated candidates. I am the humble palace attendant. I was entrusted to

collaborate with the other officials to administer this spring’s imperial exam, testing
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candidates with high literary qualities. However, only one [among all candidates] has
made it to the final list. His name is Zhong Kui. This person [possesses] great literary
talents and has been exposed to extensive books, and his poems are astounding. He has
the refined superiority to be well versed on anything under the sun. This person came out
first in the imperial exam, and I issued a memorial to the emperor. Zhong Kui is awarded
top candidate of the national examination and official attire was bestowed on him. I will
just wait until all are here to pronounce his official title and gratuities. Please keep a look

out for him, Zhang Qian, report back to me upon the arrival of all officials.

[T =] ey,
ZHANG QIAN

Understood.

[RIE L] [m] HATBRETE, TEEAGAS . DERAEED., Bk
PRERS . K N HI AT, I — AEdiE, AR S . RESEh, NAEL
—HRIMTE . 4 HAR AR s A sk, ZHFRE—B %, ikRTWmER, EADEK
T,

(ZHANG BOXUN enters)

ZHANG BOXUN

An exam candidate that passed the exam at the provincial level and [later on] the imperial
level has only then to manifest his great talents. I am the humble official Zhang Boxun.
Ever since [we] held the exam in the exam hall, none [but one of] the candidates have

passed. One person [did stand out] and his name is Zhong Kui. This person is greatly
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talented in poetry composition. The day after he returned to the inn, who would have
foreseen that he would die of acute wrath? Today all the officials are gathered in the
palace attendant’s residence and they have requested my presence now. I must make this

trip. Zhang Qian, please inform the attendant that I am here.

RT ) e, AR AAK 7,
ZHANG QIAN

Understood. Official Zhang has arrived.

PALACE ATTENDANT

Tell him to come in.

[ET 2] 4.
ZHANG QIAN

This way, please.

[FEB [RTR A ZAINE A 1,
(ZHANG BOXUN acting out greeting the attendant)
ZHANG BOXUN

Attendant, I am here.
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BT =] KAK T, HaBehH g, I — ORdE, AR, 3
B, B AR NEEARIC, G BUE Zi A, A sk sz ey, SRR
Ao

PALACE ATTENDANT

There you are, official Zhang. None of the candidates have passed the imperial exam,
none but one whose name was Zhong Kui. This person has the composition ability that is
second to none in the world. Thanks to the generosity of his Majesty, Zhong came out the
top candidate in the national exam and was awarded official attire, too. Now we need to

invite him over to accept honors and to pay respects [while] facing the palace.

[RIIE =] KAARRL. AFFE. NEHEARSGE . —5%me 1,

ZHANG BOXUN
Haven’t you already heard about it? The candidate Zhong Kui died of wrath soon after he

returned to his inn.

[BERE =] 8. w8 W, AlESE S asta. Al Yt Wik, TiRES.
AR 2. KGR T B G Eerb . B8 b, A5 (g T B, By

B F T B A,

PALACE ATTENDANT

Alas, what a shame. This is just like [the saying], [when a person’s] literary qualities are

high, his lifespan is [comparably] short. Now what do we do with the official attire

bestowed to him? But it is easy. Official Zhang, please take Zhang Qian with you. Take

the items that were awarded by the emperor to the inn [that Zhong Kui stayed in prior to
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his death] and burn them. That way he could still redeem them in the underworld, which

also testifies that he was greatly valued by the state [during his life].

(RIS R] KRR E, BT KA HZMA. MR AR A, [ T MK R
ZHANG BOXUN
I agree with you. Zhang Qian, please bring the official boots, the wooden tablet and robes.

Let’s go to the inn and burn them. (ZHANG QIAN acting out fetching something)

[RIIE =] KN, fEsEke st Zfet. AL—#kd, MEBEEELRELA, A AT
o BB Z . JTRIIBIEE R, [FRT M

ZHANG BOXUN

Attendant, I am going to make the trip and burn the official items. The emperor issued a
memorial decree and expanded his favor [for Zhong Kui], and yet he died of wrath. Now

we are going to burn these items to validate that the state values worthy officials. (Exits

with Zhang Qian)

[BAT =] MR Eet Z i = 17 th, Bos b g, R —PRErh bk, HIE—52,
[ 2+
PALACE ATTENDANT

They are off to burn the official attire [that Zhong Kui] received. I am feeling a wave of

fatigue overcoming me. [ will just go take a nap. (Falling asleep)
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KB/ NREI 705 5 2] [RER] AR A K PR B AE TR, A= 50 a0,
B H I EE i, AR RER B W, sSffe/ MER. BAEEF A RABAT R, E
P IREE, BT, AW AL, SR K AL b, M5, R
R A L S R T AN TR AR R, AR A, [ R
(DAHAO and XIAOHAO enter, leading DEMONS OF THE FIVE DIRECTIONS)
DAHAO

[I am] neither intimidated by the deities nor heaven. [I am] known for my bravery and
courage and have lived for a thousand years. Ever since the times of the three emperors
and the five legendary emperors, [I] have been able to transform into different entities at

176 1 am the dahao demon, this one is the xiaohao demon. These

the mountains every day.
five are green, yellow, red, white, and black demons, respectively. I have been
mischievous all my life and am an adept at transforming [myself] into various forms. I do
not own a temple that [I could] reside in. Today I have learned that the palace attendant is
home. I am going to pay him a visit and deliver a false memorial decree on behalf of the

Jade Emperor, ordering him to erect a temple in my honor. Doesn’t that sound

magnificent? I am already here. Let me go over there. (Acting out greeting everyone)

IFER] JLRIMBAIERS e KA. MRS A o o 8 IR B s — SR 5 J £
LN

XIAOHAO

176 They refer to sanhuang — 5 (fuxi {K#%, shengnong Jil k%, and nuwa 2 &) and wudi #.77 who are
regarded as the founding fathers and mothers of the Chinese civilization in antiquity.
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Isn't he is asleep here now? Your Excellency, we are here by the Jade Emperor’s

memorial decree, ordering you to erect a temple for us to reside in.

ST 2] (el i, RS, 8T,
PALACE ATTENDANT

Who are you? And what kind of deity are you? Why are you here?

[RKER] PRI A EEE, PR T M A
DAHAO

Why are there so many questions? Come on up quickly, someone.

[ERZPIE L] [=] N EIE L E e th, REPAREE, BIIM5E. KSR,
JESRA . — %L Bk, bar NS 208 IR PV 2. AR MAPBEREE, A

WK NI B 2 i e A NEE IS DA Bl K N JE— 2k, [ME]

(ZHONG KUI costumed as a judge enters)

ZHONG KUI

I am the petty deity Zhong Kui from Mt. Zhongnan. Because I have been upright,

courageous, and firm all my lifetime, I came to the capital city to take the exam and was

not selected, for which reason I died in rage. The Jade Emperor is grateful for my virtues

and awarded me the position of grand judge. [I am] in charge of all demonic forces under

heaven. It came to me as a surprise that the official attire was awarded [to me] from the
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177

palace attendant.” "’ I will now go express my thanks to him in my dream. Off I go now.

(Singing):

[IE= v EAF] RIfLEMR. RERE. BHA PRI, REREFRRFEK

5. SEABE AR PE R,

[Zhenggong duan Zhenghao| Already, the winter-sweet trees are withered;
and the spring breeze is [gently] cleansing [the remaining bits and pieces of
the winter]. [We are| celebrating the times that are peaceful and propitious.
Look, a year of abundance is joyfully met with the harvesting of the crops.

There are even auspicious mists coming down from the skies.

[EfRR]) BRPEMRN, B RER. HRNESSE. NERRER.
NS ERENAH, WEEREIRE. NENEARE. RELEZIES.
RAURMEFEEERE. TNHREBERTRTEE, BIEER,

lgun xiuqiu] All of my lifetime my character has been most strong. The
demons [would go] hide once they see my shadow. I was just able to come out
first in the national exam, but I could not carry on the favor given by the
emperor. Although I had never obtained a high official post, I ended up
having a temple erected in my honor. I heard people walking back and forth,
feeling out of breath I am now walking to the hall. I am seeing the willow
trees swinging [in the breeze] to express meaning of spring, and the flowers

pressing upon the wooden railings are yet to open. Such scenery to behold.

77 In this context, the official attire refers to the long green robe, official boots, and a wooden tablet.
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[=] KB HER T, HLpE AL R, B %
I’ve come to the front of the main hall. Who is making such noises here? Let me go take

a look.

[RFER] ERG. FRABLBOZE R . W 7 MBS G, (RS 7o A Btk
RAL LTI v N O
DAHAO

Old man. If you erected a temple and made statues of us all, then you are not going to get

into any trouble; if not, just wait and see.

EEE R friatE AN abelin, HA R, ST N AR, BIgGE.
PALACE ATTENDANT
Would you look at this guy? Where are you from? Just hold on for a second and wait for

my subordinates to arrive. We will all talk things through slowly.

[ERE] e t. [M8]
ZHONG KUI

How strange. (Singing)

(A7 T | REE(EEEE, WL, KRIERIEIERERIE. BERBOF RAE
#BE, DERH&OTEHER, REMBE. LACLR] (2] B TOH/R

B, EHOKIEE RN
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[shang xiucai] 1 am saying nothing and listen attentively for a moment. I
suddenly heard such a clamor. Let me lift up my robes and race to enter the
study. (Acting out walking, sings): I am thinking about it. Let me just take a

look.

(Acting out seeing the demons)

Psst, just a bunch of petty demons. How dare you tease the attendant like this?

[KEER] It —RPVE AR A 7 (R EMER. HAKRE KT e A, TRt
DAHAO
This is just great. A judge is approaching. Don’t you interfere with us. We are just here to

ask [the attendant] for some wine. This has nothing to do with you.

[ERZ] SR, e mns ., W]
ZHONG KUI

You ghosts and demons, how rude you are! (Singing):

[(TIT] 5] fb QRS BAR S, REEEES SRR R . RWWAEERRE.
REFTHERL L, [UARTREH W] RERITABBR . TR .
NEHBBIIRFE =T,

[Daodao ling] He is slandering me repeatedly. Fiercely their talks are all so

deceiving. Babbling endlessly like no one can stop them. My sweat is
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dripping and wetting my clothing. (Acting out pulling the clothing, sings) Let
me beat you up, let me beat you up. I am losing control of myself and

furiously exhaling out my anger.

[BORE 2] e — M PR A 7 fRAELH R X s s peml, o H A3 R
PALACE ATTENDANT

Good, good! A judge is here. Just go and subdue these demons for me. I have an idea.

[KFER] EBIFE. IRESTHAN. B8 T, A A EME/AE A 5T AR,
A5,
DAHAO

What? You want to beat us up. Two fists cannot beat four hands, you are on your own,

and there are seven, eight of us. We can’t beat you up? I just don’t believe that.

[IE K]

I
o

BRI E Rt [E]

o

ZHONG KUI

These demons are lacking proper manners. (Singing):

(A% TR MERBERE . NHBERSBEERE. M@ ER. AN
FUCBEAF . [THERH

[tuo bushan] How is this not infuriating my heart? In spite of myself being so

furious that it is actually hurting my chest. It is not like that we have to strike
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a gong or drum, what is the point of leading troops and commanding the

generals. (The demons acting out taking on a challenge)

[RFER] APt fRED T AOLeh 7 LT ISR T [IERRE]

Dahao

Excellent. You are making a move. Let’s go and get him. Let’s beat him up. (male lead

singing)

VMR BAERE TER—HT, BRTHAREE. SERAABENEE.
ARBOEAM, MHETFRIBLRIE.

ZHONG KUI
Ixiao liangzhou] 1 take all of you once and for all. There is no room for
further discussion. This place is the abode of the palace attendant. It is not

me who is feeling flustered right now, do you see how unruly they are right

now?
[KEER] EfEE T, T, BN 7o ARes i, BN M haE, [REEEH
DAHAO

This old man has such smooth hands. I don’t think we can accomplish [what we expected]

today. Fellow brothers, just kneel down at him and surrender. (The demons acting out

kneeling down)

[KFER] BB froe M. SEBEM, BT RMIE . A EEE TR, [IEARMA]
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DAHAO
Old uncle, just tell us who you really are. We will follow your lead and be your nephews.
This will also be no shame to you.

(Zhong Kui Singing)

[.B] BEAEEWBRTHKE, E5GUSEE, REERBERORE. B
FRAEE R L, EEREESME.

[Ending] I am descending from heaven to deliver a memorial decree from the
Jade Emperor,178 ordering me to take control of you mountain demons and

' Now that you are willing to submit to me sincerely, I will

spirits of wilds.
just return to my dwelling place with all of you. I can make each one of you

live for eternity.

e, ERIEERTEIMME . AEEE PR A BeDAEMRE AR [RR R

o5

DAHAO
Done, done, done. We are surrendering. You demons just go ahead, and I shall proceed
and wait for you at the back of the mountains. I am taking off now. We demons are very

happy. We came to the attendant residence to swindle but bumped into the judge by

178 It seems that this play uses Yudi £#7 and Shangdi |77 interchangeably (later on, feng shangdi chiling
Z& L4 on page 134). In addition to being a sign of a Daoist hierarchy, this also indicates Yudi and
Shangdi are the same.

179 Shanjing wangliang 114% {8, P4 shadowy phantom. Huainanzi #E# ¥ refers wangliang I to

evil people and things, please refer to Huainanzi I 14 1, “lanminxun” & =3I
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accident. Now we can all feel relieved and take pleasure in floating in the rivers. (The

demons exir)

[BER'E =] 0. JLAU AR, JUBAIE . el i, Sk, HBRMEA . BR

PALACE ATTENDANT
Whew. I was really scared, what god are you, judge? Just tell me and I will inform his

holiness to erect a temple in your honor.

[ERZR] KA. DNRIEEINARE S K. 7 Eafpl. &8s M B REE.
BT KN R a2
ZHONG KUI

Attendant, I am the petty deity, the failed exam candidate Zhong Kui from Mt.

180

Zhongnan. ° I am here by his Majesty’s decree and was entrusted to take charge of the

demonic forces under heaven. I am here to thank you for your favor.

[BHE =] B, fRIal 2, Bk H M8 A, BURNZRIPEED, 8K F AR, A2k
PEEER.

PALACE ATTENDANT

180 . . . . . . . . .
Xiaosheng can be translated into either the minor deity, or the minor sage; considering that Zhong Kui
was a young scholar who was an adept in Confucian classics before his canonization.
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This is what it is all about. You just go back for now. I will make a memorial to the
throne and erect a temple in your honor. People from all under heaven will make

offerings to you.

[ERZE]# F RN ANREBIERD, [HE]
ZHONG KUI

Thank you so much, attendant. I am going back now. (Singing):

[BE) EEARLF, B E AX. BFERERFE. KTHEES L.
QIR &ERE . BEESRRE, [ ]

[Ending] My emperor has great virtues therefore the mountains and rivers
[of the land] stand strong. The state of ten thousand years shines with the
radiance of the Sun and the Moon. Celebrating the New Year that brings
about good fortune; in the year of great peace [we praise| our emperor, only
to wish the emperor lives for eternity and takes control of common people

like me. (Exits)

[BERE MR (=] —RArBE ., 1§, fail 25, SRFZRE, NATERE. K
ZERANER Y IRAvAL i P PSS ERINE O S N v e A B R SRS RS QT )
o A HNE, RN . NS ZEA S B A, R PR, A dE G, B
BRI, FoRk WA, Al %, —2id ARG . dmi e S PR a, Il iR
JEIE T, (EEfRNZ N, [ F]

(PALACE ATTENDANT acting out waking up)
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PALACE ATTENDANT

What a nap. Alas, I seemed to have encountered a great many demons in my dreams. I
wonder what that was about. They all came forward and asked for a temple [for them to
dwell in]. Suddenly came this judge, and he cast away all the demons. I asked him who
he was. He called himself Zhong Kui, a failed exam candidate of Mt. Zhongnan. He
subdued all the demons. Now I shall make a memorial decree to his Majesty, arranging
for all people under heaven to paint the image of Zhong Kui and erect a temple in his
honor. I need to go see his Majesty. I am going now. I suddenly encountered the wicked
demons in my dream who are indeed ferocious in appearance. Zhong Kui of Mt.
Zhongnan stood out upright so that the erecting of a temple for him and the canonizing of

him [are in order]. (Exits)

ZPaHT ACT 4

[+ 43 SRt ft s it S 0D ] R i = REEDRT R o e, THSBEE R 15, SRS

SR, SRR IR — K, B KR e L, TSNS s, MR JE KA, RAE

—iF. s, FEEEEREEGE R, EE KA RN, SRBEEHZE, X
WK 2, BN EIIE LR, PEIRE, i KA. BREWES. A

WAL N o Rl E RSPV 20, (EUt = PEH, HugEms, & rekb, ZE 4

1.

(SECONDARY MALES, costumed as HEAVENLY FORTUNE DEITY and EARTHLY

FORTUNE DEITY enter, leading DEMON SERVANTS'®)

81 Tianfu shen Kiigih, Difu shen Hujifiil are two of the New Year deities in Daoism.
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HEAVENLY FORTUNE DEITY

It happens to be the New Year and the sceneries are exquisite. Thousands of allies are
coming to pay their tribute [to the emperor] and people from ten thousand places are
praising [his majesty]. Every year we are happily met with the banquet in the imperial
city. The beautiful land is reunited as one. I am the heavenly fortune deity. This is the
earthly fortune deity. I dwell in the heavens and am thriving in the lands of three

'%2 Each time I pay my respects to the Jade Emperor, [I am able to] see his

purities.
Majesty opening the Register and manifest him in the palace, taking charge of the
heavenly beings and spreading his blessings. It happens to be New Year’s Day, and [we
are also met] with a year of great peace. There was an exam candidate of Mt. Zhongnan
named Zhong Kui, who was upright all his lifetime. [After he died], his soul went back to
heaven. I am here by the decree of his Majesty, ranking Zhong Kui under me, the New
Year’s deity’s supervision. '™ His official position is the grand judge, and we are

congratulating him here in the temple of three yang.'® The earthly fortune deity, [if you]

have seen Zhong Kui, you must have known that he is one of a kind.

[ =] B, SE AN, i, SIEIE, WIRRGHE, FEMeEAr 2z,
FENE =PRI PB4 Loy SOBCE B A R BE oK PPV . 4 58 itk BE . )
S, SRR . A R AE .

EARTHLY FORTUNE DEITY

182 Sanqging —1%, the three pure ones. Three highest authorities in the Daoist tradition.
183 Nianshen 4l is one of the popular Daoist deity who is in charge of all the house deities.

8% The three-yang temple here could be a metaphor for the utmost yang energy desired in a new year
instead of a real temple.



138

Your Excellency. Now that we have a sage that took the throne, the seas are peaceful and
the rivers are clear. Ten thousand of people are leading happy lives. The rain and the
wind are good for the crops. Every year, us deities [are gathered] and celebrate the New
Year in the three-yang temple. Now that Zhong Kui is also canonized by the Jade
Emperor and received the epithet of the grand judge, all deities are coming to offer
congratulations. Demon servant, keep an eye out. Report back to me upon the arrival of

the deities.

[RDR] .
DEMON SERVANT

Understood.

(AR S5kl ] (AR 2] SRl S B G, Bl SR HTIE. B R PR,
FOB SRR ER . B Y T AR AR O e S8 e SRk . A RSB, R

RN, Eieay —KE, WK =Bk, EMERAT, FHELE

%

L

oS

AL 2, Wi E IR E SRR I R R FRREPIE . ARG Mo K IR
Ho =M~ BERTZH, A, fEfrshiL

(SPRING FORTUNE DEITY, LONGEVITY DEITY, and HONOR DEITY enter)
SPRING FORTUNE DEITY"'®

The myriad things and the natural scenery are merged as one and are refreshed again. The

springtime has come back and met with the New Year’s Day. In the spirit of New Year

8 Chunfu shen, shoushen, and lushen are all popular Daoist deities that are often seen in the Chinese New
Year.
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celebration [we arranged] a banquet, happily we are met with [yet another] year of
abundance and the Five Fortunes Deity have [all] arrived. I am the spring deity. These
two are longevity and honor deities. I have always lived in the purple palace and thrived
in the empyreans. Suddenly the ten thousand creatures are starting to be vigorous, and
gloriously the three yang spirits are enhanced as the season is changing. To rid the
country [of bandits] within the four seas and maintain the peace, there have always been
the prosperous eras since the primordial chaos of the cosmos. Today we are here by the
Jade Emperor’s decree. The exam candidate Zhong Kui of Mt. Zhongnan is upright and
impartial. [Therefore], he is appointed to the Grand Judge to administer all [demons]
under heaven. He will be a subordinate to me. As it happens to be the New Year’s Day, |
came to the three-yang temple to join the celebration of the year of great peace. Two

esteemed deities, [ will get going now.

[l =] B, B RN, FEAEAEI, B SRR A . s S K [, R AR BE

LONGEVITY DEITY

Your highness. I dwell in the temple of longevity and take charge of many heroes. I only
wish his Majesty longevity and his land forever strong. I congratulate and praise [him for
that] every year. Happily we are met with a year of abundance. Now I must go to the

three yang temple.

[kl =] Gl I, WREIL . AR, REEER R, 5

S

EH i, PR BER, nTRAEI, RODWRE R BRIt W,
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HONOR GOD
Your Highness, having seen the Han and the foreign tribes reunited as one, the mountains

and rivers are like rich brocade. The emperor possesses divine character that exceeds the

emperors Tang and Yao, and the subjects are so able and good that they surpass Yi Lu.'*

It happens to be the New Year’s Day; it is only right and proper that we hold a
celebration. I am already here? Demon servant, please inform his Highness, telling him

that the three of us have arrived.

DR 15, WA B S AR S5 ki s 1,
DEMON SERVANT
It shall be done. Your Highness, [I am] here to report that the spring fortune deity, the

longevity deity, and the honor deity are here.

BNIEILES PR
HEAVENLY FORTUNE GOD

Tell them to come in.

R R] 9T Hamo [l LR
DEMON SERVANT

As you wish. This way please. (The three deities acting out greeting one another)

[ s] 7 BB, flE=mfisd 1,

186 Refers to Yi Yin f#7% and Lii Shang [} &, the former was a wise minister in the Shang and the latter
provided consultation for the King Wu of Zhou /& 5T (1046-1043 BCE).
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LONGEVITY DEITY

Your Highness, the three of us are here.

[ 3 i < M P BE O B ] [7oE e =] A S TOE L. BB =P AR, N TOA
B, EWE SR T NI R, NI A R E. A
R, S E N EDE R, R L. Ak AR E Rt AR PSR N B IR AT
13505 O T e

(GENERAL OF THE FIVE AVENUES enters, leading GOLDEN EYED JUDGE and
SLEEPING DEMON)

GENERAL

[Residing] as a New Year deity and taking charge of the five avenues, joyfully we are
gathered here in the three-yang temple to celebrate a new spring. I am the petty deity, the
General of the Five Avenues. These two are my subordinates, the demon servant judges. [
was off wandering in the mountains the other day, and an exam candidate named Zhong
Kui took lodging in my temple. The two demon judges were not aware of [who Zhong
Kui was] and offended him. Now that Zhong is canonized as a deity because of his
upright quality, we are celebrating [the canonization] in the temple. The two of us came

forward and we will go see his Highness now.

[FIE =] BB, R — 0 AE Lo B EANEIBCER . A i 2R,
JUDGE
Your highness. On the day that you were absent [from the temple], the two of us didn’t

dare to do anything. This mischievous demon should take the blame.
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[ B S =] RNt S 1 Ry 18R PR the B EH AR A RE,

[Yu

SLEEPING DEMON
No need to argue about this now. Now that he has become the grand judge, we’ll see

what his highness has to say about this.

[FOEMNR] ] PRSI, R E . B FOE K L,
GENERAL
Am [ here already? Demon servant, go ahead and inform his Highness, telling him that

the general of the five avenues is here to see him.

R AR]85, OB .
DEMON SERVANT

As you wish. The general of the five avenues is here.

[T 23] SE AT At o
HEAVENLY FORTUNE GOD
Tell him to come in.

==X

[RDR] 5. Hilfo

p=q11

DEMON SERVANT

As you wish, this way please.
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(B ) 35 RN [=] B2, B TGE.Zm, 4 HAGE —=F5 504,
(GENERAL and PAINTED FACES acting out greeting one another)
Your Highness, I am the General of the Five Avenues; I am here to join the banquet in

the three-yang temple.

[RIE =] R—8EDRE, SRk, G = EA . 8 P IREr A,
HEAVENLY FORTUNE GOD
You stand by. We will wait for the six deities to come and invite over the true lords of the

three yang. They will be here sooner or later.

[ LI EI R B] [ R R (B E R, B 2R, %

Fak =Wz, EYBERSEEE, NEI)FA YA L 2wl S5 Az, S IF B

MR R 2, AR T 20 AW, 7wk, =P, 4t LiEn, &k
i INEBK FECHHPIE . PLagiim Lre, FaEtb = M MER, nadEa. i

IR RS

(PAINTED FACES, costumed as EARTH GOD, STOVE GOD, WELL GOD, KITCHEN

GOD, AND DOOR GUARDIAN enter)'™’

EARTH GOD

[We] take residence in people’s houses to safeguard peace and health, and the houses that

accumulate merits will be blessed with happy omens. The year is met with the harvest

season and a banquet in the three yang temple [is in order]. Ten thousand creatures are

187 . .. . . . . . .
Tudi, zao, jing, chu, menshen these are house gods in Daoist tradition associated with the Chinese New
Year.
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gathered and awakened to thrive for eternity. I am the petty god, the Earth god that takes
residence in common households. These five gods are the Well God, the Kitchen God,
the Stove God, and the Door Guardians. It happens to be the year of great peace, and a
sage King took the throne and rules the world. The five fortune gods have descended, and
the three spirits are on the upsurge in spring. There is this exam candidate named Zhong
Kui who on the decree of the Jade Emperor received the epithet of the Grand Judge and
[is designated] to eradicate all the demons and spirits in the wilderness. Every year [we]
celebrate the spring in the three yang temple. Kitchen God and Stove God, I am going to

see his Highness right now.

[ =] (s e, Al O vl a2 JLER T —FrH . NEZRECRHE
BAREEN, EIEE, IBEBEH, ITE),

STOVE GOD

[I] reside on the land. I am in charge of the fire ministry and the Kitchen God. On the
twenty-fourth day of each month, [I], a petty god, will report back to the celestial officials
so that they know the good deeds and wrong doings of common household. It happens to

be New Year’s Dayj; it is only right and proper to hold a celebration. I will get going now.

(i 23] (Y B A IR A4 IR FL o RRRRBERORT IR, 4 AR 24,
HE B BB 2K

DOOR GUARDIAN
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I am the Door Guardian that takes charge of the left and right door. Every year [we
encounter] the joyful occasion of the New Year’s Day and [we] celebrate it. It is the year

of the great peace; I will go see the true lords of the three yang now.

DFmf =] o sk, T 2R, SEAE A S,
DOOR GUARDIAN
Am I here already? Please inform his highness, demon servant, telling him the six of us

are here.

PRIIR] 1855, AN 1 b,
DEMON SERVANT

As you wish. The six gods are here.

R =] 3B AT G o
HEAVENLY FORTUNE DEITY

Tell them to come in.

1

[RDR] 5. Hilfo

b=t

DEMON SERVANT

As you wish, this way please.

N B [ R R] B2, TNk 1,

(The six gods acting out greeting one another)
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EARTH GOD

. . 188
Your highness, us six house gods are here.

(R R A o 4 =P R MR, =FE A B Ak,
HEAVENLY FORTUNE DEITY
The six of you are here. Today we are holding a banquet in the three yang temple. Are the

true lords of the three yang'® going to be here soon?

B R E IR,

=

U8 BB EA S ER AT B [EREAR] - RImET

|

i

b Fa R, R HE . Al B R e . 8 s M EA.

N

AEEANGI, ANTTE RS, FHIDES, EE R, K MHEAT. REBER,

:[\

8

4

AL =P N BER, FO R G O, AR ACE ) N R, Rl T RS 2 AR
AT Ep L, L 25 2K

(SECONDARY MALE, costumed as TRUE LORDS OF THE THREE YANG, leading
THREE SHEEP PRINCES enter)'”

LORD OF THE UPPER YANG

The sage king of the cosmos possesses the inborn quality that is grand and magnificent.
[When] the spring breeze blows the ten thousand creatures are moving rapidly. The upper,

middle, and lower lord of the yang takes the lead in the festival of the three yang, taking

88 Jiazhai liushen % /< here again refers to the house gods belong to the Daoist tradition that would
safeguard the people, animals, and property in common households.

189 Sanyang zhenjun —[%FL 7] is a Daoist lord that embodies the Yang energy.

%0 Mianyang taizi # -1> K ¥, the Sheep Prince. Yang - here is used as a homophone of Yang F%, which is
the most desired energy at the transition of the old and new year.
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control of the world and [consequently] the land is in purity. I am the upper lord of the
yang. These two are middle and lower lords. Now that we encountered the times that are
ruled by the sage king, the eight directions are all ruled in peace, and the cosmos is thus
pure and tranquil. Happily we are met with the New Year’s Day, [people] of the world
are all celebrating the great peace. The three of us celebrate the occasion every year in the
temple of the three yang, accompanied by the five fortune gods and all other deities. We
are gathered to join the banquet in the temple. It is the year of peace and abundance; I

will get going now to see the deities.

[MEZEA K] i =B, SWSoii e, BITREEfys, s, s

MIDDLE LORD

Here are the three of us. The myriad of things are revitalized and the New Year has
brought happiness [upon us]. The sound of firecrackers is urging the withered winter -
sweet trees to go away. Ten thousand deities are gathered here to celebrate [the occasion].

I am here to join the banquet in the temple of the three yang. Now I must be on my way.

[ FEZEHA =] iR AR, M2k Rt a. RIAWmE, SEHE BEA K .
LOWER LORD
Am [ here already? I am going to go and meet up with the myriad deities now. Demon

servant, just go ahead and inform his Highness, telling him that the three of us are here.

o3

CRAO=] 0. B=REAK W,
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DEMON SERVANT

As you wish. The true lords of the three yang are here.

[Kigif =] =EAK T, HAR, 4 H Loz o, Db B X a1 e siwl,
(AR AL Mk, SE A AkIRE, PE=F5%, 5 5 M Ar A,

HEAVENLY FORTUNE DEITY

The true lords of the three yang are here. Just wait for a bit. Today we are here on the
Jade Emperor’s decree [in order to] canonize Zhong Kui as the Grand Judge under
heaven, and he is ranked under the supervision of the New Year gods. Let’s just wait for

him, and we will start the banquet upon his arrival. He should be here sooner or later.

[IEARSANRE NS SR BRI [m] /NS, W RE, 52 b bl f it
i MNErhka, WK 7 KR NREZ R, 482 B Il R K M ELPIE sfikh, BN
NP W E I B2 B, — Uik, #BAE P M ERR B, AR — Mk,
(ZHONG KUI enters, leading DAHAO and XIAOHAO DEMON, as well as the GREEN,
YELLOW, RED, WHITE and BLACK DEMONY)

ZHONG KUI

I am the petty deity Zhong Kui. Even though I failed [the final round of] the exam, the
throne awarded me official attire. I paid my respects in his dream and made the dahao
and xiaohao demon my subordinates. I am very grateful for his Majesty’s favor. I
received the epithet of the Grand Judge under Heaven. A temple is also erected in my
honor. It is New Year’s Day; all deities are gathered to have a banquet in the temple of

the three yang. I must go there now.
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[KFER] BB M rhalsefety, N EEOER A, HIRI A AT

DAHAO

Your highness. We were just trying to demand some sacrificial items in the dream, and
we were not aware that it was the Grand Judge who was coming [that took lodging in the

temple]. If it were someone else, we wouldn't be afraid.

[ER ] JUHRPE . IRAAT S, S R Ry TE . R IE S, 18]

ZHONG KUI

Would you look at the demons? All they are doing is bringing calamities [to the people].
How would they know that I, as a deity, was so upright, and [entitled] to reduce the

calamities and bring happiness upon the people? (singing):

[EEFEFT AT EAEREIERER, 245 HERME. WEEEE. LTI
g, RS WIRRA, #RRREEH{E,

[shuangdiao xinshui ling] In my lifetime I was upright and stood out as
heroic. Now I became a deity after I passed away. I am full of the ideas from
the ten thousand books [that I have been exposed to], and I obey the law
enforced by the heavenly court. Now both the rain and the wind are good
[for agricultural activities], all because we have an enlightened emperor who

is acting the benevolent way.

[A] ARAEND, NWEIE, A T b
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I am already here. Please tell his Highness that I am here.

[RNRE] 85, A RERACT
DEMON SERVANT

As you wish. One of the deities is here.

BNIEILES PR
HEAVENLY FORTUNE DEITY

Tell him to come in.

[RDZA] Fdk.
DEMON SERVANT

This way, please.

[IE AR FRR R [5] S, NI L, 452 Band, Feska] i
ENEE Y i

(ZHONG KUI and all the demons acting out greeting the god)

ZHONG KUI

Your highness. I am the minor deity, the failed exam candidate of Mt. Zhongnan. Today
relying on his Majesty’s favor [I am] canonized, I am here to pay my tribute to the five

fortune deities and the three yang emperors.
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(R =] $ffE. FREd 2, N EI. TAEE, S8EIRINEZH, & H
IRAETERI T BANEREE, R, MaiE,

HEAVENLY FORTUNE DEITY

Zhong Kui, because you wouldn’t believe in heterodoxy in your lifetime and were known
for your upright qualities, his Majesty awarded you an epithet and temple in your honor.
That day [when you were] in the general’s temple, how come you were not intimidated

by the demons? Could you recount [what happened]? I will listen to your story.

[ERZR] ARG = E A 4 H LGRS, BN ESR—E%, ['8]
ZHONG KUI
Your highness and all, now that I have ascended to heaven after my death, just listen to

what I have to say. (singing):

[FER %] BE BAEERERRE, UITHERE, HEFPIBEITER. #8
R EK%,
[van’er luo] In my lifetime, I was blunt and enraged, I did everything

according to the way of justice. I expected that I would come out first in the

national exam, never had I imagined being eliminated in the exam hall.

[Hui i 2] PR AE AR o AR AN TE — Ui S
EARTHLY FORTUNE DEITY

How were you not intimidated by the ghosts and spirits in your lifetime?
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[1E AR R A ASE N O, [ME]
ZHONG KUI

Ghost and spirits do not understand my heart. (singing):

(BT BRXAIEREER. THEANER. REFENTMHENR. A RO

EH,

[desheng ling] 1 didn’t violate any laws, nor did I break any rules, and my
behavior has always been proper. Why do I absolutely not fear the ghosts

and spirits? [I] had a loyal heart to aid the emperor.

[ ERZEA R] R4 B MR INpR A &L P sftih.  BISEIRITSRAVE . 4 1
H, fmbrfpes.

UPPER LORD

Now that you are in charge of suppressing the demons in the world and have received the
epithet of the grand judge, you should act accordingly and eradicate the demonic ones on

each New Year’s Day.

[IERRE] B, st a8 7 o2, OB fhAe i,
ZHONG KUI (Singing)

Who dares to transgress against me [now]? Besides, I also have the demon soldiers under
my command. Even if the demons are just committing minor misconduct, I will never

forgive them [for that].
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[TEEEAR] E. fRIEEEE. WPRIKE, KRR IRIR. 4 HEERME o /R
A AT T K B3 BRI R

MIDDLE LORD

Zhong Kui. You are known for your uprightness and intellectual abilities. Eradicating the
demonic ones, dahao and xiaohao will be obedient to you now. Since you are now a

canonized deity, how about you show us your magical powers?

[IER ] Emifett, NI EImoE, Bortt =P Mok, RIIm a7, EmmE,
[ A R 1] MR

ZHONG KUI

Your highness. What power do I have that I would dare to show off in front of you [and
the other deities that are present] in the three yang temple. My demon servant, you come
up and show your magical power [instead]. (4! the demons are acting out various

acrobatics):

(MR RIFRTEKR. ENm. AMilEEEEE, &F RS EE

T, IREEFERE.

[luo mei feng] Whether or not I possess great magical powers, you just listen
to what I have to say. I have a priceless treasure that I use for warding off the
demonic ones, giving support to the state [in order for it] to stay glorious for

ten thousand years.

(Rl = YWRA W] T At R,
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HEAVENLY FORTUNE DEITY

What skills do you have? Just show them already!

[ERBG T, Ak, ) Bis, S, 8 706 R W — & b A =ML,
SH— AR DU, PREEGSMGE. 28 I OU R, BRI, B OUEE., R

ZHONG KUI

As you wish. Come up here, the five petty demons. Just kneel down [to the deities here].

Your highness, [I will pick one petty demon among the five of them] and put three

firecrackers on his head. Once the first firecracker goes off, [we will wish] his Majesty

longevity for eternity. Once the second firecracker goes off, [we will pray for] a calamity

free life for the people. Once the third firecracker goes off, [we will wish] the five crops

to have a harvest.

(7500 ] AFRER, B R 7S, [ B
GREEN DEMON
How convenient [it is for him], and this can’t be easy for the five demons. (The five

demons acting out kneeling down).

[RIE =] b S B AU, R KEEDEE. IRENS .
HEAVENLY FORTUNE DEITY
Wonderful, wonderful. I approve of that. Dahao and xiaohao, how come the two of you

are so quiet [at the moment]?
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[RFER] gl o PEfb/ERIAE.

[Yu

DAHAO

I don’t dare to mess with him. Just let him do what he desires to.

[[ERZR] BEMHEHER. SHES. 9=bEAA, JER/Nd, [FE]
ZHONG KUI
I have [proper] means to handle [them]. How could I say empty words? No empty talk is

allowed [here], especially since the three true lords are here today. I shouldn’t take it

lightly. (singing):

DIl ROBRALE. BRERREWB. ENHETERE. BLES.

[chuan bo zhuo] All the demon servants are trying their best now, helping the
commoners to ward off the calamities. Just in a short time, it [looks as if] the

hail is striking, and the sound of the firecrackers is so loud.

[F ] BOE, SR T,
GREEN DEMON

This is the end of my life. I can’t bear the sound of firecrackers.

[ERME] D IAERTI L o BOSIR— AW fRaRE. B OURN [7R 3R EIRH

ZHONG KUI
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Just light the firecrackers in front of the banquet. I will make all of you faint with fear!

(Acting out lighting the firecrackers) (The five demons are fainting)

[t 2] . SEE R T3, =B ER . IR B = B 2
EARTHLY FORTUNE DEITY

Wonderful, wonderful. Who helped you to come to this idea, [Zhong Kui]? The three true

lords, how much longer must you wait to manifest yourselves and merge into this

auspicious celebration of the spring?

[EEE R AEA. SEAGI, REFE 2R, BEEHEH., O, rigitgg,
R ETRI R [Pl

THREE TRUE LORDS

Indeed, your highness. Now that a sage emperor has taken the throne, and today happens
to be New Year’s Day. The virtues of his Majesty are dignified, and his subjects are
deeply concerned at heart. The four seas are joined happily. (The musical instruments

play chaotically) (The three true emperors are fighting with one another)

[ F R TR =] B A T i =4k, DL RS,
(GOAT PRINCE, trying to break up the fighting among the three)
GOAT PRINCE

I present you three trees: the pine, the bamboo, and the winter-sweet.

[FEREAR] Ak W BT AL —=Fk. Jh— 2. eIy 2R,
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LOWER YANG
Two deities, behold, I present you the elm, the locust, and the pear tree. These three trees
are [a representation] of the spring blossoms, and they are regarded as the air of vitality

of the four seasons.

[Kigmh 2] i . PR ERB 2. RHA A,
HEAVENLY FORTUNE DEITY
Wonderful, just wonderful. The three of you present the auspicious items of the entire

year; this is such a rare scene to behold.

[IERZR] RilE (S F i, kot T iy Bl X4, KE1e R,
ZHONG KUI
We have seen many years of abundance and great peace. It is indeed such a rare scene to

behold, from the earliest times to the present.

[P ] EE, fRdt—iE, A5, [1EARE]
THREE EMPERORS

Zhong Kui, just say what you have to say, and I am all ears. (ZHONG KUI singing),

[LER] —BWESE. FAEHEY. R=E=BRERRY. mivE— ABER
lqi dixiong] We are all kneeling down to pay our respects for his Majesty’s

favor. Seeing the fine three yang festival is such a wonderful feeling, and
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admittedly when his Majesty is fortunate everyone else sings happily

[together].

[RIEm <] B
HEAVENLY FORTUNE DEITY

Please serve the fruits and wine now.

R AT R4 1,
DEMON SERVANT

They are here.

[ R W] A BH A B 0 52 R
ZHONG KUI

Holding a big banquet like this, we are here to return the favor to his Majesty.

[HEE] W, SRR 7

[meihua jiu] Ah. The instruments are playing rhythmic music.

[ =] B, Emi B T — R, [ R [R]E—
EARTHLY FORTUNE DEITY
Get me some wine here. Let me toast the Heavenly Fortune Deity once. (Acting out

holding the wine cup, speaks) Bottoms up.
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PN R S B B T A IR A L I P = R L8 (VAN A N S = 1 R 2 o
(HEAVENLY FORTUNE DEITY acting out drinking)

EARTHLY FORTUNE DEITY

Pour some more wine. Please excuse me, everyone else, but [I think] Zhong Kui should

finish this cup of wine.

[IF K 2 R e B G, [P
ZHONG KUI

After other deities, please. (singing):

SBNER. R EEER. FHRITE.

The golden goblets are filled with fragrant wine. Looking at your highness

holding a cup like that, I am so flattered that I am trembling.

g\ﬁ
=
=
(e
=

[RE =] A R R B M RL . 22 N BRAZ L A
HEAVENLY FORTUNE DEITY
Because you are such an upright and impartial person, his Majesty has ordered to erect a

temple in your honor. It is only proper and right that you finish this cup of wine.

[ERE] AIRROEE. XGRS, XAEHKEE.

ZHONG KUI
I am indeed an upright person, but I haven’t achieved anything yet [after

receiving the epithet], how dare I enjoy this drink?
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[Kigmf =] 4 H =4, mERER, I
S e R AN el

HEAVENLY FORTUNE DEITY

Today is the very first day of spring. Ten thousand people are leading happy lives and the
five crops are in abundance, which are all due to his Majesty’s love and respect. His

Majesty’s kindness is so vast that the heavens are touched [by it].

[ERME) NEXEESE, REBFHKE.
(ZHONG KUI sings): Because his Majesty exceeds the Emperor Yao, the ten

thousand allied nations are coming to pay their tribute.

[E{LFE] W, fEv{EiHS 1. HREREER. REREEARE. RS

BRI EER. RIEEH. BESEXIFR.

[Xi jiangnan] Alas. I will immerse myself into this moment. I am feeling tipsy
with joy. Pray for the [bond] of the Han Chinese and foreign tribes will be
stable for generations to come. Now that I have seen that the civilian officials
are benevolent and the military officials chivalrous, and they are all doing
well administering and safeguarding his Majesty’s throne. I wish his Majesty

longevity.

o MELIEEMIEEE, 5O N EGH W, R

8

ENIEILES AT e PN LS S

9
R

VYR 71

e
g

o BReA LR, R A, BEAREREM, B RR BN
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e WplG IR BET e, BEEER MAT. MG K, PSS Fik, T HER
TR, BBOESY) A e, hikmibE e iah. =P EEE KR, $E Ryl 2 w0
UG E BRI, A HEE B E ., — R L

HEAVENLY FORTUNE DEITY

Listen up, everyone. The cosmos of the Tang dynasty is quiet and tranquil. There are no
wars. The wind and the rain have been good for agricultural activities all over the country.
Within the four seas the five crops are in abundance. In the year of abundance, [we see]
two ears of grain grow in one crop. The military officials are happy because there are no
wars. His Majesty is assisted by worthy subjects that are good and able. I can only return
the favor to [his Majesty] and the country with my loyalty. Today is New Year’s Day,
and we are celebrating a year of abundance and great peace. Delicious foods have been
set [on the table], let’s enjoy this banquet and have plenty to drink. Thousands of allied
states and ten thousand countries send items that are rare and precious. The middle
emperor is leading the troops and the three true emperors are manifesting their power that
impresses the heavenly court. [Zhong Kui] is to be the Grand Judge of the world and lead
the numerous demon soldiers. Now that he is canonized and received the epithet, let us

pay respects to his Majesty all together while looking in the direction of the palace.

[f #6042 (CLOTHING AND ORNAMENT DESCRIPTION)"!

BT

191 . . ..
The font sizes appear in the original.
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IEREEE e g mi e

Wedge

the county Magistrate soft cap; round shaped collar; belts; beards on the temples and chin

Zhang Qian corn shaped cap; rounded shaped collar; a cloth scarf; rectangular cloth pocket

the head of the Village soft cap; green colored official long robe; ornamental belt tied on one side of clothing; holding a

walking cane

ZhOl’lg Klll soft and informal cap; worn out long robes; belt; facial beard
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First act

927, angjin is the informal cap worn by the Tang emperors. Later on, it became a something that scholar

officials worn, too. In the Ming dynasty, the jinshi jin 3£-1:111 is also called tangjin. Please refer to Zhao
Yan Wei Wi Z 1, Yunlu manchao {EHEIZEY) In Zhongguo gudai yiguan cidian "I UK RTIL, ed.
By Lu Hanming K& Wi (5 AT i3 AR, 1L 79), p 72.
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the General Of the Five Avenues Helmet; long robes worn underneath the formal robes; formal gown; soft cap; robes ;

rectangular cloth pocket; belts; the facial beard

the Judge soft cap; green colored worn out long robes; belts; a wooden tablet

the sleeping demon Demon patterned head; silk winter coat; a cloth scarf; seal; robes ; rectangular cloth pocket
the male lead Zhong Kui same as before

Dahao and Xiaohao same as the Sleeping Demons

The Green, YGHOW, Red, White, and Black Demons five colored demon headwear, winter jacket, neck scarf,

seal, inner coat, sash
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Second act

the palace attendant soft casual cap; accesory ; round shaped collar; belt; facial beard
Zhang Qian same as before Zhang Boxun same as the county magistrate

Yang GUOZhOHg cone-shaped official cap; embroidery; round-shaped collar; belt

Changfeng and Fasha soft scholar cap; worn out robes; belt that is tied on the sides of clothing

ZhOl’lg Klll same as before
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Third act

the palace attendant, Zhang Qian, Zhang Boxun, dahao, xiaohao, and demons of the five

directions same as before

ZhOl’lg Klll soft cap; red long robes; belts; red hair; bamboo hat; wooden tablet; a bamboo shaped whip
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1931t is a soft material scarf that the people in pre-modern China used to wrap their head with. There are
four corners/belts, two of which are tied together and hang down on the back of the head—however since
the soft cap referred in the text is very specific, the two belts of this type of cap are straight and horizontal,
pointing to the two-opposite direction, and the other two are twisted together in the front so that it stays on
the head. Page 137, hydcd, volume 9; Song Junhua ‘K& 4E, Zhongguo gudai xiju fushi yanjiu & 7 K
JEI I AR 9, page 7.

199 Lan 1 refer to san ¥, it is the short sleeve light coat (ji duanxiu danyi /%4l ¥ £<). An example can
be found in Wang Shifu’s £ i Xixiang ji 9 icl, we read, “Fs /NG HE AW, F#E, AR,

195 flifige—>, SH—%%, It is different with the full facial beard. It is divided into three parts to indicate
the three parts of beard that grow on the temples and on the chin. This type of beard is often seen among
the cultured and literate LEAD MALE. Emperors, high officials, scholar officials, and hermits often use
this. However, according to the age of the character, the color of this type of beard also varies from black,
grey, and white. Xu Hairong (ed.), Zhongguo fushi daquan " E R K4 (46 E i, 1999), p 270.

190 11 the pre-modern time, an emperor’s subjects often hold a Au when they go pay their respect to the
emperor. It is a long and narrow tablet that can be made of jade, wood, or ivory. Later on, only officials
with a ranking can hold such item. P 1115, hydcd, volume 8.
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Fourth act

the Heavenly Fortune Deity, the Earthly Fortune Deity soft cap; red colored short sleeve clothing; belts ;

facial beard; wooden tablet

the demon soldiers same as the sleeping demon before

the Spring Fortune Deity, the Honors and Longevity Deity same as the Heavenly Fortune Deity before
the General, the Golden Eyed Judge, and the Sleeping Demon same as before

the Earth God soft cap; robes; silk thread used as ornament on clothing; holding a cane

the Stove God upper gown; soft cap; fire patterned apron; silk tablet; bell (jewelry); rectangular cloth pocket; belt; dark colored

wig; facial beard; holding a piece of jade

"1t is a soft cap worn by the Ming literati and retired scholars, p 1552, hyded, volume 6.
%% The trimming or broidery made of silk thread that can be used as clothing ornament.

199 ...
Fire patterned apron.
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the Well God pillow shaped cap; short overcoat ; square shaped collar; fire pattered apron; silk adornment; bell (jewelry);

rectangular cloth pocket; belt; dark colored wig; facial beard; holding a piece of jade

the Kitchen GOd same as the Stove God

the Door Guardian iron helmet; coat ; uppper gown; gold ornament ; inner robe ; rectangular cloth pocket; belt; facial

beard; axe

the Upper yang Lord ruyi and locus flower patterned cap; tablet ; bell (jewelry); facial beard; holding a piece jade the
Middle yang Lord ruyi pattered cap; crane patterned robe; adornment; bell (jewelry); facial beard; holding a piece of jade
the lower yang Lord same as the Middle yang lord

Goat P I'il’lCC fox fur cap; coat ;5 vest; ornament; ornameent

Three Goats Goat outfit

Zhong Kui, dahao, xiaohao, and the demons of the five directions same as before

4. Concluding Comments on the Play

In conclusion, Nao Zhong Kui presents two realms of bureaucracy by juxtaposing
a historical reality with a celestial one. Being a New Year’s play composed for purposes
of royal entertainment, the references to the historical figures and events hold the
following significances. First of all, Zhong Kui’s failure as an exam candidate is caused
by Yang Guozhong’s corruption by committing bribery. As the elder brother of the well-
known Consort Yang, who was the Emperor Minghuang’s most beloved concubines, his
moral flaws and official misconduct in the play functions as an admonition to the
emperor, reminding him to govern the state with constant reflection on historical events
and avoid the employment of morally corrupt subjects. Yang’s corruption not only adds a
new layer to Zhong Kui’s multidimensionality, but also prepares him to transform into a

political allegory made specifically to criticize political injustice inflicted on the literati.
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The fact that Zhong Kui’s literary talents are praised by the literati suggest a shared
identification generated through their literary talents and accomplishments. That
identification and tendency to critique is more focused in chapter 3 in this dissertation.

Meanwhile, while Zhong Kui transitions from the young scholar (xiaosheng /M)
to a petty deity (xiaosheng /)NZ) in the second part of the play, the dramatic tone also

shifts from depicting the selection process in civil exams to visualize a Daoist pantheon,
within which the newly canonized deity Zhong Kui is properly situated in a larger
network of Daoist New Year deities. To entertain the emperor and his royal family, the
deities in the play consciously praise the emperor’s benevolence which enables the great
harmony for both his people and the celestial world. The underlying ideology lies at the
emperor’s role to act in accordance with the changes in the natural world to accumulate

merit for his land and people (tianren ganying K NJEME). Zhong Kui’s role has become

most essential towards the end of the play because he is assigned to eradicate all
mischievous demons and spirits that would stand in the way of the great peace between
heaven and earth.

Lastly, the elaborate display of the Daoist New Year’s deities and the joyful and
playful scene where all deities come to drink and have a good time are all tied into the
fact that this is a play composed for the emperor and his family to enjoy on Chinese New
Year’s Day. The ambience has to be bustling, and the production has to be fancy. One
detail in the last scene is where Zhong Kui deliberately places the firecrackers on the five
colored demons’ head. As we are familiar with the presence of firecrackers in the

Chinese New Year celebratory rituals, the loud noises are indeed bidding farewell to the
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old year and welcoming the arrival of the spring, and that the wicked energies are cast off

by the exorcist Zhong Kui as the five demons faint on the stage.
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Chapter Two
Purging fenghuaxueye A{tE /] in the Southern Dramas: Phantom Heroines

Meet the Daoist Rituals

1. Zhong Kui, Immortals, and the Daoist Transformation

My goal in the previous chapter was to define Zhong Kui’s hagiography in the
zaju Qing Fengnian Wugui Nao Zhong Kui by situating him in a Daoist discourse.*”
More specifically, in the first chapter, I focus on how the repetitious occurrence of Mt.
Zhongnan in the play aided in defining Zhong Kui’s Daoist lineage and was built into his
hagiography. In addition to an extensive discussion on how Mt. Zhongnan was utilized as
both a dramatic device in the play and a geographical reference point to proclaim a
Daoist authority, chapter one also situates Zhong Kui in a grander network of Daoist
deities. In the play translated in this chapter, his hierarchical position within this network
is revealed not only through how he enacts his feats, but also through a trial in which a
deity who fails to safeguard the household they are called to protect is convicted and
punished. Zhong Kui's role in the trial and execution of the demons appears towards the
end of the last act in the play.

In this chapter, I will translate and analyze a play titled, Taiyi xian yeduan taofu ji
(The Immortal of Taiyi Cut off Two Pieces of Peachwood Charms at Night). According to
Mingdai zaju quanmu, the playwright of Taofu ji remains unknown, and no historical
records can be used to testify to the authorship of the play. In Yeshiyuan shumu, Qian

Zeng categorized this play under deity and immortal (shenxian i) themed zaju plays

29 1n the first chapter, Zhong Kui’s Daoist identity has to be justified with repetitious occurrence of the
pre-story before the deity was canonized.
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composed by anonymous playwrights. This play is preserved in both Jinyue kaozheng
and Qulu. Two transmitted manuscripts of this play can be found in the following
collections. The first one is located in the National Library of China and dated to the 44"
year of the Wanli reign (1616). It is the edition copied and edited in Maiwang guan

72! The playwright is not mentioned here. The timu of

preserved by Yu Xiaogu /)
the play is Men Dongniang xinshun cheng hunpei Lao xianggong jingsan yuanyang hui
PR OIS AC EH A BEE B (Men Dongniang Goes with What Her Heart
Desires to Tie the Marriage Bond, the Old Master Frightened and Broke Up the Lovers’
Meeting), and the zhengming is Hen Zhong Kui nazhu er yaojing Taiyi xian yeduan
taofuji ARFENE F L KK K ZAUEEPERT5C (The Merciless Zhong Kui Captured the
Two Demons, the Immortal of Taiyi Cut Off Two Pieces of Peachwood Charms at Night).
The second edition can be found in the 29" volume of Guben yuanming zaju, it also
simplifies the title as, Taofu ji ¥k£F 5L (The Account of Taofu). However, this edition was
revised and printed based on the Maiwang guan manuscript.’”* In Gudian xiqu cunmu

huikao, additional information such as “shizhi wuji, yishu yiren shoubi 3+ = E£E, JK &
25 A\ F-42 (the matters [described in the play] are non-sense talk, and it is written by a

performer.)*” Although the book presents a modern scholarly view on Taofu ji, it
nevertheless points out a crucial message: those who performed in the play also produced

it.

201 According to Zheng Zhenduo in his Jiezhong deshu ji H1H3EFC (Books Obtained during the Wars),
xiaogu was Yu Wei T # who was the son of Shenxing 1E4T. He was the prefecture magistrate of
Guangdong Leizhou /& 3 7 . He was a play manuscript collector.

202 Mingdai zaju quanmu, p 252.

29 Gudian xiqu cunmu huikao, p 549.
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To summarize the plot: when visiting the family grave, a young master named

Yan Ying [¥]9 saved and fell in love with a young lady from the Men household ["1%.

Little did he know that the young lady Men is actually a spirit of the peachwood charm
who is in the disguise of a beautiful young woman. However, ever since the day he met
her, Yan longed for her day and night nonstop, eventually causing him to fall into illness.
One night, the young lady Men surprised Yan with an unexpected visit, and soon after
that, Men’s younger sister was also involved and fell into the abyss of a love triangle
among the three of them. The play ends with extensive and descriptive Daoist liturgy
orchestrated by the Daoist immortal Taiyi in act 4, in the effort to eradicate the Men
sisters who are actually the pair of peachwood charms spirits.

In the play, Zhong Kui makes his appearance only in the last act and is
accompanied by a cluster of Daoist house gods. This act is packed with large chunks of
Daoist liturgical texts, a trial among the Daoist house deities, and vivid depiction of the
actual exorcistic procedures, which shifts the dramatic ambience from romantic
entanglement to one that is strictly ritualistic. I argue that the fluid nature of Chinese
theater, especially the local theaters, allows a great deal of flexibility when it comes to
the consistency of plot development in the entire play, and the flexibility makes act 4
culturally acceptable among the Chinese audience.***

Additionally, that Zhong Kui appears as an exorcist does not necessarily
contradict the romantic entanglement. Instead, the liturgies conducted by the Daoist
master and Zhong Kui himself are the means to return the harmony and balance of the yin

and yang energy manifested through the female and male protagonists in the play. In

204 Stephen West, “Drama” in The Indiana Companion, pp 13-27.
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other words, in Taofu ji, the sexual misconduct among the two female ghosts, Men
Dongniang and Men Xi’niang and the mortal man, Yan Ying, led to the imbalance of yin
and yang embodied by the mortal man, the male lead in the play. The shift to the focus on
this imbalance transformed this play from an interpersonal dispute to one of
reestablishing the order of the cosmos. Nevertheless, this act also provides new

perspectives to understand the dichotomy between the final solution (/i %) to all the
problems and the origin of all dispositions (ging 7). The transformation from romantic

entanglement to re-arranging cosmic order implores Zhong Kui and his Daoist entourage
to conduct exorcism and eventually solves the problem not only medically and
therapeutically, but also cosmologically.

Nor is Taofu ji unique case to explore the relation between romance and ritualistic
relief. In this chapter, in addition to Taofu ji, I will bring in two additional plays to
compare. The first one is composed in the Yuan dynasty and titled Zhang Tianshi duan
fenghua xueye 5k KANET B LT A% (The Heavenly Master Zhang Cuts off the Romance),

which is also known as Zhang Tianshi mingduan chen gouyue 7 Kl BT < ¢4 1

205

(Hereafter, Zhang Tianshi).” As a matter of fact, Taofu ji is said to be a Ming adaptation

of Zhang Tianshi. The third play is titled Sa Zhenren yeduan Bi Taohua Wi B N bk

{E (The Perfected Daoist Sa Cut off the Spirit of Bi Taohua at Night, hereafter,

205 Zhang Tianshi 5% Kfili Zhang Heavenly Master, hereditary patriarchs of a Daoist ordination system.
Vincent Goossaert and David Ownby, “Mapping Charisma in Chinese Religion: Introduction and Glossary,”
The Journal of Alternative and Emergent Religions, Vol. 12, No. 2 (November 2008), pp 3-11.

Fenghua xueye JA{EZ5 1% here refers to the romance between lovers. The original purpose of this term is to
refer to natural sceneries and landscape in classic Chinese poetry. Later, this term is used to explain poetic
composition that only focuses on natural sceneries and landscape without anything substantial.

This play was written by Zhu Youdun in the early Ming.
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Sazhenren).**® Since Zhang Tianshi and Taofu ji share similar plots, I will spare the effort
of introducing the dramatic development of the former.

o,
N

Sazhenren depicts how the young scholar Zhang Daonan 43 Fd erroneously
walked into the female protagonist, Xu Bitao’s i1 8k backyard and unexpectedly met

her. Even though the two were arranged to marry each other, Xu’s father was still furious
about the daughter’s private meeting with her fiancé with no parental figure present. The
father’s harsh scolding led to Bitao’s questioning of her self-esteem and worth. After all,
a young woman’s reputation is maintained only by proper conduct and the correct
adherence to the moral codes to which they are subject. Thus, meeting a young man
without her parents’ presence is a violation of womanly propriety. Bitao fell ill and
eventually died of frustration. Years later after Zhang came out first in the civil exam, he
returned and took lodging in the residency where he and Bitao once met. Because he
couldn’t contain his longing for her, Zhang started to play the zither under the moonlight.
The female revenant Bitao was lured and touched by the beautiful zither playing. The two
of them were reunited and tied the marriage bond. Sazhenren ends on a happy note when
the Daoist Sa predicts Bitao had yet another twenty years of lifespan and returned her
spirit into her newly dead younger sister’s body. Zhang and Bitao held an official
wedding ceremony and lived happily ever after.

The seemingly unfounded combination of romance and Daoist liturgical texts
among the three plays compared fits yet another sub-category in Chinese theater, namely,

Shenxian daohua ju TIE EE]. A literal translation of the category is Immortals and

29 Sa zhenren BEEL A, also known as Sa Shoujian fE~F % and was a Song dynasty Daoist. He was a major
Patriarch of Daoist rituals during the Ming, and had a huge temple in the Inner City since the Ming
Emperor Yongle 7k % (reign 1402-1424).

This play was a printed by Hanfen lou {5 ## based on manuscript dated to the Wanli reign.
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the Daoist transformation. Like almost all other kinds of Chinese plays, one of the most
pronounced characteristics of shenxian daohua ju is that the dramatic scenes most likely
take place in a bustling (re 'nao) environment, which is one of the most distinct features
of Chinese local theaters in general. Moreover, despite the fact that scholars seem to have
different definitions of the said category, they are mostly able to agree on the fact that

this type of play contains two layers of meanings: one being shenxian fli (immortals)

and the second being daohua 3E 1t (Daoist conversion).””’

Shenxian daohua ju, as a specific dramatic category, originated in the Yuan
dynasty and remained one of the most popular genres celebrated by both the playwrights
and literati of later times. For example, five of the thirteen completed zaju written by the
most well-known Yuan dramatist Ma Zhiyu fit into this specific genre. However, as a
category of Chinese plays, it did not come to light until the Ming dynasty. The Ming
prince Zhu Quan brought it up in his book, Taihe zhengyin pu, that the Yuan dynasty zaju
can be systematized into twelve categories, and Shenxian daohua was among the first
category in the twelve.”*®

During the Yuan-Ming transition, as Northern dramas such as zaju became
weakened and yielded to Southern plays like chuangi, the theatricality of Chinese plays
was also enriched and re-defined by the zeitgeist of Southern Chinese communities, one

among which was the textual evidence preserved in plays pertaining to the rise of the

207 Japanese scholar Aoki Masaru 7 A IE )i has extensive scholarship on this subject matter, please refer
to Genjin zatsugeki 7. N5 by Aoki Masaru.

In a way, this minor detail may signal this play is better categorized under “shenmo” (i} Gods and
Demons) as Lu Xun proposed in his 4 Brief History of Chinese Fiction, despite the fact that they are two
different genres sharing a surprisingly amount of similarities.

208 Please refer to my notes 52, 53, and 54.
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Daoist Qingwei ;75 % school that utilized thunder rites (leifa 5 1%) for exorcistic

practices.”” Even though the exorcist Zhong Kui is not explicitly assumed to be adept in
thunder rites in literature, numerous local practices and visual arts in the Yuan-Ming
transition subconsciously responded to the rise of the thunder rites by either entrusting
Zhong Kui to the role of a thunder deity, or constantly situating him in the discourse of
the thunder deities to signify his relevance in the said networks.

Similar to what has been previously established, the nature of southern plays also
called on Zhong Kui’s role as an exorcist for both literary and pragmatic purposes. I
agree with Guo Qitao’s argument in Exorcism and Money: The Symbolic World of the
Five-Fury Spirits in Late Imperial China about the theatrical performances at temple fairs.
He asserts that the emergence of Zhong Kui as an exorcist on the stage in the Yuan-Ming
periods coincided with the movement to popularize the ancient nuo practice. This
movement toward secularization aimed to adjust to the updated purposes of local
theatrical performance: the performance ought to be not only entertaining to both its
human and divine audiences, but also practical and profitable.

In both zaju and chuangi style plays, as the exorcist Zhong Kui carries out
exorcism on the stage and on the page, a ritual cleansing is performed simultaneously to
offset the imbalance between the yin and yang energy caused by changing of the season,
or even illness caused by spiritual possession. Especially in the chuangi plays, the
exorcist’s mighty powers are combined with Daoist liturgies and thus have been extended

into providing a medical cure, or a therapeutic relief to ailment caused by spiritual

209 Qingwei, a Daoist school that recognizes the Celestial Venerable of the Primordial Beginning or the
Primeval Lord of Heaven as their highest authority.

For further details, please refer to Mark Meulenbeld, “Civilized Demons: Ming Thunder Gods from Ritual
to Literature,” PhD diss. Princeton University, 2007.
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possession.’'’ This is essentially why Zhong Kui is not only relevant in the chuangi style
plays, but also offers a unique way to showcase the negotiation among Daoism, local
religious practice, literary movements, and Chinese theater.

The group of Daoist New Year’s deities in Nao Zhong Kui builds a Daoist
pantheon and establishes Zhong Kui’s hierarchy in the Daoist network. The same group
of deities in Taofu ji, however, is assembled due to a trial to showcase the Daoist laws,
just as much as it is meant to stress Zhong Kui’s uprightness against corruption in the
celestial realm. Besides the didactic element, the trial that Zhong Kui and the other gods
put on in the same act is so implemented that it further aids the bustling ambience, which
is placed at the core of both the Yuan zaju and Ming adaptations of it. To be more

specific, the Daoist master and the daotong & # (Daoist pupil) appear first and set up the

ritualistic background for the trial among the guardian gods, which includes the Earth
God, the Stove God, the Well God, the Door Guardians, and Zhong Kui. The last act of
the play sees each deity immediately upon entering the stage announcing that they are
state sanctioned gods (guojia zhengshen). Under the same principle, Zhong Kui’s
religious status as an exorcist is instantaneously granted without requiring any pre-stories
to make him one. In this play Zhong Kui sums up his backstory as follows:

“I am among the canonized deities and receive the incense from thousands of

common people. My face is green and hair red, and I am in possession of great

210 Bven though the female ghosts, also known as the female protagonist who falls in love with mortal men
against the rules of moral conduct are portrayed as fine looking and charming female companions that
would be deemed as the ideal partner to marry, they still bring illness to the mortal man with whom they
fall in love; sometimes to the extent that those men would be brought to near death experience due to the
severity of the illness. Therefore, I argue that those women are not portrayed as mischievous and coy as
female fox spirits, their intercourse with the men should still be considered as spiritual possession, or a
transgression of some sort until proper rituals are performed to bring back the balance between the yin (the
female ghosts are considered ultra yin) and yang (the mortal men are considered yang) energies. However,
male ghosts can cause illness, too.
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abilities. One of my eyes is wide open and the other one remains closed; I cast off

the evil spirits, leading them to the correct way, as well as eradicating the xu and

hao spirits. I once entered the Tang Emperor’s dreamland [and cured his disease].”

“POEBIFK L, ZEIXZEH K, WFSZRE L — Hidls— HB. B

SUEPREERE. & AR 2T, 7

It is also noteworthy that the blame of letting two mischievous demons into the
house does not fall onto one single domestic god. Rather, it is deemed as a collective
oversight among the aforementioned deities, especially Zhong Kui. However, just like a
trial in court, the deities that are called up to give a testimony offer comprehensive
descriptions of their allotted duty in the house by implying a hierarchical order within the
circle of house gods. On the other hand, the vivid description could also be the
propaganda to promote the Daoist deities, and most of all, teaching of the Daoism
through rituals.

Finally, while all three plays are categorized under shenxian daohua ju, the
nuances of the Yuan plays and their Ming successors are demonstrated through two
major points. Firstly, compared to the Yuan plays, Ming plays give no pre-context to the
immortals and Daoist liturgical practices. As a result, either they appear to be rather
abrupt, or the liturgies attached to them read too procedurally insofar as they provide
potentials to cause textual discontinuity within the play. Take Taofu ji as an example, the
wedge and the first three acts are all completely centered around a romantic entanglement
among the young scholar Yan Ying and two young women that happen to be the identical
twins of the Men family: Dongniang and Xiniang. The Daoist Master: Immortal of

Primordial Yin and Yang, Zhong Kui, and the group of house gods only make their
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appearances towards the end of the play, act four. Secondly, Ming plays are thought to
enhance the marvel and amazement. For instance, in Taofu ji, the romantic encounter

brings about the love story among the two females and one man.

2. The Tale of the “Two Females” in the Three Plays
Act four of Taofu ji provides three variants of the door guardian that took place in
different times of history, some of which were possibly overlapped with one another. To
be more specific, the peachwood charms used to guard the doors was popularly practiced

before the Tang dynasty. Menshen 74 who appears in act four is a demonstration of a

local pantheon that consists of the Daoist house gods intersects with nuo represented by
Zhong Kui and the peachwood charms for averting evil energies. The ritual duo of
peachwood charms are represented by Men Dongniang and Men Xiniang. Here, the
family name Men is a word play on the grand tradition of having two peachwood charms

hung left and right which are considered directions of dong ¥ and xi i respectively in

. 211
Chinese culture.

The earliest Minghuang story and the account provided by Tang
official Liu Yuxi narrating the Tang emperor distributing the image of Zhong Kui
indicate that in the Tang not only Zhong Kui’s iconography started to take shape, but also
his portrait was used for safe guarding the household. Hence, the peachwood charms in
the play blamed Zhong Kui for his misconduct on letting them into the house. Zhong Kui

and the two peachwood charms form a ritual triangle that provide a structural model to

study parallel triangles in other plays where the two females motif is prominent. The

2 peachwood charms were hung on the left and right side of the doors as ritual items to ward off evil
energies before and in the Tang dynasty. Every New Year, the old peachwood charms would be replaced
with the new ones.



179

parallel triangles provide an unique ritual space to investigate the dynamics among Daoist
liturgies and the ghost female body in Chinese theaters, and Zhong Kui possesses the
multidimensionality to be centered between the two.

In this section, I will focus on the two females motif in the three plays compared.
Much like Zeitlin has argued in her book, The Phantom Heroine: Ghosts and Gender in
Seventeenth-Century Chinese Literature, the ghost body in Chinese theaters is still female,
however, here it is carried out by two female ghosts instead of one female protagonist

such as Mudan ting ¥t 7}5 (The Peony Pavilion). More specifically, in Taofu ji, the

motif is executed by the identical twin sisters of the Men household, and the plot involves
the young man Yan Ying falling in love with Dongniang first and later confuses her with

her identical sister, Xi’niang. These two females are played by the role of zhengdan 1I- H.
(female lead) and xiaodan /)> H. (secondary female), respectively. He ends up developing

a romantic relation with both of them. In Sazhenren, the female revenant Bitao’s

romantic relation is saved by her younger sister Yulan £ @ (Chinese Magnolia, Lit. the

Jade orchid). Yulan’s physical body is used as a vessel to carry out the romantic
relationship between her older sister and the male protagonist, but also entrusts new
meanings to the ghost body in depicting femininity in Chinese theater.

Starting from seventeenth century literature, we see more and more phantom
heroines as female protagonists. In her book, Judith Zeitlin identifies a number of
important discourses on how female ghosts define and are defined by Chinese theater and
other relevant cultural practices such as medical and therapeutic ones. She focuses

specifically on the term ging Ii (dispositions) manifested through female ghosts in
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Chinese literature.?'> She contends, “the prominence of the female revenant and the
frequent fantasy of her resurrection or rebirth is one of the most striking features of

seventeenth-century Chinese literature.””" Zeitlin uses Tang Xianzu %5 ¥l (1550-1616)
and his female revenant Du Li’niang ftFE/4R to retrieve a tradition where the young

woman that dies of ging can only be salvaged by a mortal man. She writes “In the long
tradition of literary ghost stories that Tang Xianzu drew upon and which he in turn
influenced, the woman who dies of desire only to be resurrected by a living man is a
common scenario.”*

Taofu ji is no exception to the tradition Zeitlin refers to in her book. However, the
play pushes the tradition further by using two females to complete what formerly could
be done through one female. Dongniang encounters the male protagonist Yan Ying as she
is about to commit suicide under a peach tree. The incident that led to her suicidal action
was derived from ging: she suffers from humiliation and indignity inflicted on her by her
family when she couldn’t successfully find a proper man to marry. I argue that this is one
aspect of ging demonstrated in the play. Additionally, this play portrays ging in a
complex dramatic space that not only cultivates the romantic encounter of the female and
male protagonist but also in turn terminates the relationship.

In a certain way, the double female motif I propose here is a hybrid of “the ghost

enters a fresh and unburied corpse and returns to life” (jieshi huanhun {5732 3{) and the

popular novels with a handsome scholar and a pretty girl (caizi jiaren ¥ §H: N). The

212 Qing is one of the richest terminologies in the Chinese language that is hard to find a proper English

counterpart translation simply because it has so many different connotations depending on the context.
213 .
The Phantom Heroine, p 1.

21 ibid, p 2.
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plot reads similarly to the early Ming classical tale entitled The Golden Hairpin
(Jinfengchai ji < JE\INGL), or West Garden (Xiyuan ji V4l=150)) where the plot also starts
with the day before the Qingming festival. This festival is also known as the Chinese
ghost festival when families go to the suburbs or the countryside to visit the graves of the
deceased family members. If the festival itself is considered utmost yin, being in the
graveyard definitely adds more yin energy. In the plays, a link between a grave visitation
and the Qingming festival seem to be the initial cause for the male protagonist’s illness.

In addition to the double female presences, a floral motif is pronounced in the
three plays discussed in this chapter, too. I argue that the floral motif is used to
complement the female ghost body in Chinese theater, both of which can be
substantialized as femininity, or the yin element in the yin and yang binary. Although
more commonly accepted as an artistic motif in Chinese visual art, the floral motif has
never been a stranger in Chinese literature, especially in poetry.

Various plants are blended into the festivities depicted in the plays. In Taofu ji,

s
=

the background festival is Hanshi yibaiwu #£ £ — 7 71. after Chinese New Year, a special

occasion calls for a visitation to the family grave, which is the time of the year for peach
trees to blossom.>" In Zhang tianshi, the female protagonist is described as guihua xianzi

H:/EAIl-F- (the Laurel Immortal) that descends to the mundane world and committed the

worldly sin of growing affectionate dispositions for a mortal man named Chen Shiying

B - 9%, The background festival in this play is the Mid-Autumn Festival (Zhonggqiu jie
WP FK ET), another traditional Chinese festival celebrates the bumper harvest through

Moon admiring and other activities. Even more intriguing is the last act of the play where

215 This festival is not to be confused with the Qingming festival.
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a trial is conducted among hehua 17j{t (Lotus flowers), juhua %j{t (Chrysanthemums),
meihua Hi{t (winter sweets), taohua Fkft (peach blossoms), and guihua F:{t (laurel

blossoms). The trial is administered by Zhang Tianshi and Zhifu and strikes great
similarity with the trial depicted in the last act of Taofu ji where a Daoist master and
Zhifu conduct a trial among the house gods to punish the misdeeds of the house god for

failing to prevent the wicked energy to enter the household.

3. In Search of Amazement in Daoist Liturgies
I will start this section with a close investigation into the play title: Taiyi xian
veduan taofuji. It is obvious that Taofu ji denotes the Daoist participation in the play.

However, what’s even more intriguing is the action verb duan B, a word literally that

means to cut off, to break up, or to separate. Firstly, I regard the word duan representing
a recurring topos among the three plays. Secondly, this word is essential in this series of
plays because it connects two very different aspects in the play: a romantic entanglement
and the Daoist rituals. Then terms such as Zhang Tianshi, Sa Zhenren, and Taiyi Xian are
clear indications of Daoist interventions against the spiritual possessions or transgressions
in the plays, which are often the reasons why the male protagonist falls into an incurable
illness. In Sazhenren, the word duan in the title takes on a different meaning: to
determine or to diagnose. While this connotation is not directly related to the idea of
cutting off something physically through liturgical practice, it plays around with the
concept that Daoist practice can aide a medical procedure such as providing a diagnosis
and, furthermore, a cure for the illness caused by sexual misconduct. Lastly, the proposed

topos also signify that the play poses a radical departure from the traditional zaju titles.
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To be more specific, the last act of Taofu ji is where the idea of duan manifests
itself through concrete Daoist liturgies that also physically cut off the romantic
entanglement among the young master Yan and the Men sisters. The word duan can
almost be understood in a way that it not only uses the liturgies to eradicate spiritual
possession (/it. duan as in gieduan YT, or zhanduan W), but also hints at their
prevalence in diagnostic procedures that suggests another function of the practice:
therapeutic (duan as in zhenduan ZJr). In other words, the Daoist liturgies are essential
because it provides a cure to the male protagonist’s illness but also puts an end to the love
relation among Yan Ying and the twin sisters of Men. That is to say, the Daoist liturgies
depicted extensively in the last act acknowledges the fact that female ghosts are
associated with illness and that medical discourses are relevant. However, they also
manipulate and reformulate ging so that the end results are almost predictable due to a
procedural build-up towards the ending.

In the Ming vernacular novel Jin ping mei, for instance, explicit descriptions
about how play titles such as Wugui naopan, Zhong Kui xi xiaogui #6155/, (Zhong
Kui Teases the Petty Demon), and Dongbin feijian zhan huanglong {0 Z R HT 2552 (Lii
Dongbin Swings His Sword to Eradicate the Yellow Dragon) were solicited at funeral

services in correlation with yet another tradition called diaobaixi 115 15> In Shuihu
zhuan JXiEHE (Water Margin), although no specific titles are brought up, the mentioning

of zaju and diaobaixi coincides with the solemn ceremony held by the emperor to offer

216 g5t hui, Jin ping mei.
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amnesty and enlistment to rebels led by Song Jiang “KiI..*'" The theatrical performance

intends to recreate the bustling ambience of the ceremony as well as providing a ritual
cleansing that ensures a smooth ceremony by eliminating the wicked energy and spirits.
Immortals and Daoist transformation themed plays might have been utilized by
the Daoist writers for didactic reasons. However, in the Ming dynasty, the pursuit of
amazement or marvels by the playwrights gave this genre a make-over, the results of
which were the plays that focused on immortals and Daoist transformation maintained the
energetic ambience in the dramatic scenes, however, since their main concern was to
create moments of amazement that would leave the audience feeling unexpectedly
surprised, little or no preparation at all was given to make the transition go smoothly. As
Xu Xianglin 1% asserts, quoting a common saying in the period, “Especially during
the late Ming and early Qing, playwrights followed the trend ‘if it’s not amazing, it can’t

be passed on’ (feiqi buchuan V75 1~f8). The figure of the ghost and the ghost story

perfectly fit this idea of the amazing, and so the apparition of a ghost in southern drama
became all the rage in theater circles at the time.” Xu’s description of southern dramas
matches the effect of the Daoist procedures in the three plays.

During the late Ming and early Qing, gi was prized as an aesthetic category, as
Zeitlin argues in “Ghosts and Theatricality.” Qi was translated into many realms,
including poetry, painting, calligraphy, and personality, but when applied to drama it had

a specifically theatrical application. As Guo Yingde #S%:{# makes clear, what many

seventeenth-century drama critics meant by “amazing” or “novel” had less to do with the

content of a play than with the mode of constructing a plot. In other words, what make a

217 gond hui, Shuihu zhuan.
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play “amazing” or “marvelous” are not ghosts or supernatural elements per se, though
these may contribute to the effect, but the twists and turns that provoke surprise and
wonder in the audience.”*'®

In the previous section of the chapter, I argue that in relation to the festivals
explored through the various floral motifs in the plays, the flowers ultimately symbolize
the element of yin in the yin and yang binary that is prevalent in Chinese culture. The yin
energy reiterated through various flowers and trees, along with the female ghosts, build
the female body in Chinese theater. As the flowers mentioned earlier are associated with
femininity, they represent the phantom heroine of the play at the same time. The
existence of the floral motif can in turn be regarded as enriching the ghost body that
Zeitlin is talking about in her book. As ghosts cross the boundary of the human and other
world, the female body as represented through female ghosts and floral motif also
redefine the physical boundary among humans and things.

Lastly, I want to go back to Zhong Kui’s multidimensionality in Chinese theater.
According to Katherine Carlitz, in her “Printing as Performance,” lengthy chuangi plays
rely on marvels as strategy to fulfill the play’s dual duties for both “print” and

219
“performance.”

While it remains unclear whether Taofu ji was put into production or
not, the vivid description of Daoist rituals in the last act can be intended for reading or for
performance, conveying the excitement of the procedures in their full capacity.

Because of the limited space, I cannot fully translate the other two plays. The

following tables compare the Daoist elements and liturgical texts among the three play

titles:

218 Judith Zeitlin, pp 131-4.

219 “Printing as Performance,” p 292.
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Table 2.1: The Daoist Masters and their Lineages

Play Title/Act # | Daoist Master/Lineage Assistant
Taofu ji, Taiyi xian A ZAl: daotong 3H ¥
act 4 “HEIEME. BRI, 7

“l am returning to Xinzhou today and
passing through Luoyang Prefecture.”

Zhangtianshi, Zhang Daoxuan 58 X daotong 3H ¥
act 3 “THLEE L, RN E

“The laws of Daoism passed on [to me]
by ancestors, the register for recording
names of the celestial gods is precise
and strict.”

AR H NIRRT O AR
BeE BN, 7

“Don’t you realize that Zhang zhenren
knows the laws precisely? Earlier on
[he] already took up the sword and
subdued [the spirits] in the Altar of
Five Thunders.”

Sazhenren, Sazhenren i B A : daotong 3H ¥
act 3

I FE L, LR

“practices the Five Thunder Rites of
orthodoxy, [and he is proved to be]
quite efficacious.”

The above table (table 2.1) indicates that the character who administers the

exorcism in the three plays are an immortal, a Daoist master (daoren & \), and a

Perfected Man (zhenren E.\), respectively. And their assistants at the altar are all the
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same: a Daoist pupil (daotong i & ). While all three of them belong to the Daoist

tradition, the immortal Taiyi Xian has not been given any specific textual evidence to

indicate his strong association with the thunder rites as demonstrated in the third play,

Sazhenren.
Table 2.2: The Daoist Deities (selective)
Play Title/Act # Daoist Deities The Five Direction Deities
Taofu ji LA R, B FIAD EN=Riia=1l
[ 7 AR AR
The Father of Thunder and the | g 5435 4
Mother of Lightning b 5 S S
- T B
2. 85 ORNP A D, R
E B S e T
)nggg% - i\?ﬁﬁﬂ]o The Green Emperor and the
R ﬁ%zﬁﬁﬂ]o Green God in the East
Ab i 201 ORI
A 48 $0 3 TG Rl e Red Emperor and the
e 0 038 Bl The Red Emp d th

HlEE BB DGR, Red God in the South
The four grand marshals of Deng, | The Gold Emperor and the
Xin, Zhang, and Tao Gold God in the West
the four grand marshals of Pang, Liu, The Black Emperor and the
Gou, and Bi Black God in the North
the Marshal Ma of the divine | The Yellow Emperor and
empyrean that is in charge of the the Yellow God in the
thunder talismans Centre

the Marshal Zhao that holds a golden
dragon scepter

the Marshal Wen of the Divine
Empyrean that is carefree

the Marshal Guan that subdues the
demonic

3. K2R
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The Elderly Lord of the Great
Supreme

Zhangtianshi WA RE, BB RRAD, EN=i =1
F Jidsat s ARl
1.The Father of Thunders and The PE AL i
Mother of Lightning, the Duke of b5 e i
Wind and the Master of Rain a ﬁ%%‘ é}* i
%i‘?ﬁiﬁ,ﬁ%}i’ The Green Emperor. the
ﬂ:u +: ° Green God in the East
’ILEE i, The Red Emperor - the
ggﬂﬁ?t B Red God in the South
o lﬁj—:ﬂgﬁéw’ The Gold Emperor. the
it it S B i Gold God in the West
The Black Emperor. the
The Divine Tablets of the Sun and the | g13ck God in the North
Moon
’ The Yellow E . the
the Lord of the Southern and Yeflovi C(})(;Zl irrlntrl)leerocrentre
Northern Star.
The Five Fortune Deities and the Ten
Immortals,
the Four Commanders and the Five
Emperors
the Local Earth God and Dragon God
the City God and the God of Grains
3. REEZFR
The Elderly Lord of the Great
Supreme
Sazhenren 1. SR, AZnx N.A.

The Envoys of the Three Skies, the
Divine Soldiers of the Five Old Men

2K &R

The Elderly Lord of the Great
Supreme

305, . . B

The Heavenly General Ma, Zhao,
Wen, and Guan and ten soldiers
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The above table 2.2 indicates that while the liturgical text installed in the three
plays all resemble the actual liturgies recorded in the Daoist canon, they vary to a certain
degree as the particular groups of Daoist deities are selected to fit the religious and
dramatic context and Zhong Kui’s role in the play better. Moreover, the mythological
gods such as the Great Lord Lao and the Emperors of the Five Avenues are joined with
the newly incorporated martial deities such as the twelve Generals mentioned in Taofu ji.

In both Taofu ji and Sazhenren, the four generals Ma, Zhao, Wen, and Guan (Ma,

Zhao, Wen, and Guan si yuanshuai 5. . . BPUICAN) coincide with the rise of
gingwei ;%% school in Southern China in the Yuan and Ming dynasties, as they are all

related to the thunder rites. How Daoist masters recruit the thunder gods and summon the
thunder rites can be observed in vernacular fiction, too. The Ming fiction Sanbao taijian
xiyangji tongsu yanyi — B K 91F 5@ EE (The Record of the Eunuch Sanbao’s
Journeys in the Western Seas) also gives a description of how Zhang Tianshi invites the
four generals.”* In Jinpingmei cihua G305, 39™ hui*' a detailed description is
given to demonstrate the procedural steps the Daoist masters have to take in order to
invite the gods.

Table 2.3: The Liturgical Procedures

Play Title/Act # Liturgical Procedure Trial among the Deities
Taofu ji [JoA: =15 A 14
The Earth God

220 Chapter 20.

221“Ximengqing yuhuangmiao daqiao wu yueniang ting niseng shuojing” 74 [ JHK 7 &2 i 4T fif 52 )] 407 )2




190

[The Master] Please set up the altar
now, my child

(oA B K

[The Master] please bring the
incenses

(oA ER]EEF . B
o T iR, B EE. AR
K EERSZSMAT.,

This bundle of incense, along with
three strikes of the drums; the ten
directions  are  falling into
tranquility, and the ten thousand
deities are waiting to be received...
I hereby comply with the laws of
the Grand Supreme Elderly Lord.

[ =]
[Striking the tablet]

[FF ]
[Holding the brush pen]

[ 4]
[Writing talismans]

[ =]
[Swinging the sword]

(WK =]
[Chanting to the water]

[l K =] ... &4 K B8R &
RIS AT AL

[Swinging the sword and chanting
to the water] I am here by the
decree of the Grand Supreme
Elderly Lord, quickly, quickly,
obey my summoning as laws. Is
Zhifu here?

Jt- i
The Stove God

F: i
The Well God

[

The Door Guardian
i)

Zhong Kui
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Zhangtianshi | CKAGEMER, ) HAEAl -1
(Heavenly Master invites the Gods) | Laurel Fairy
(BRERLEE, 2R) i fE
(Striking the cane) Lotus Flower Fairy
(FEAREE, 5E) XL
(Chanting to the water) Chrysanthemum Fairy
CBZIBE, FFz) (5213
(Holding the sword) Plum Blossom Fairy
Fr) . BRKEER, Z&m | Pe
Hey, B Peach Blossom Fairy
(poem)...I am here by the decree of | JA T /\/Ek
the Grand Supreme Elderly Lord, The Wind Goddess
quickly, quickly, obey my
summoning as laws, execute! ErNa
The Snow King
Sazhenren (Not | (B A\ 2)ELE G 21 altar Rk
Bitao
the complete | (g A 223w #4 SEMRII2K: sword
ASEAIE

translation)

(EARGEE -, R4

incense and drums
(5=, E): brushpen
(MEFFRE, 55): talismans
(B, 25): sword
(52K F,  ZE): chanting

(W BLamb 2R, SR)dan i H 2

WOESE R EERK EER G
Z NS5, B the Great Lord Lao

The Judge that is in charge of
Life and Death

I E P E
The Judge that is in charge of
Marriage and Romance

4. Annotated Translation of Act Four of Taofu ji

K LA AT RE




The Immortal of Primordial Unity Eradicated the Peachwood Charms at Night

Role type

222

Dramatis personae in order of appearance

Name, family role, or social role

192

Male Lead

Yan Yi, the Prefect Magistrate

Yan Yi’s Wife

Yan Yi’s Wife

Male Lead Yang Ying, the Royal Attendant
Liu’er Liu’er, the House Servant
Female Lead Men Dongniang

Zhang Qian Zhang Qian

Matchmaker Li Sanpo

Secondary Female

Men Xi’niang

Secondary Male The Daoist Master
Daotong The Young Daoist
Zhifu Zhifu

Tudi The Earth God
Zaosheng The Stove God
Jingshen The Well God
Menshen The Door Guardian
Zhong Kui Zhong Kui

22 py £F: talismans, refers to magical formulas written in paper and intended to be burned. It is one of the
most important skills of a Daoist priest to be able to write powerful talismans. For more information on this
subject matter, please refer Kristofer Schipper’s The Daoist Body, pp 90-1.
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LB
ACT 4
(AN I ol i B [E A R A i, SR A2 UK, 4 Higld. Bl (e

T A, R L, SRR EIERT, SBRDm. [INR]Z i, EHE
M. oA = RGs R, [0 1]

(YAN YI, THE MASTER, and THE YOUNG DAOIST enter)

THE MASTER

To set up an altar and burn the incense to pledge the divine generals, we will capture and
eradicate them all at once. Later tonight, I am going to set up an altar in the Yan

residence. I plan to invite all the house deities, The Earth God and the related, and get to

the bottom of it.

YAN YI

Thank you so much, master. I will reward you generously.

THE MASTER
Consider it done and make yourself comfortable.

(Yan Yi exits)

e mpEE AT, [ e REE K, [ RE . [ehEERlEw
—hke BRSBTS mi s, ANELEEIEA AT, MEEHHA

W N BB, A REL . A UEE . E M, G5 L

p=1}

LR B, M, TR, fERE, 5Tk, MR, dkek,
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HSROE, PSR, IR, o NEAER . AW A MAT. HE AR

TATA G, SRy K ochh, RS SRV R ICRN . s AT I UCR . < An R

Ze

JChlle A MR ICRN . BRIE TSR OCA . AR T IR L S, DA, A%
BT, WSRO ME, JelE s, NIRRT R Z . A RERZEZES,
dban = KAV TGS, MR RaI(EZE0] . PR e PESERL, PRI,
RIS FE R TR, Yo RSB, AR e RS, SEEmicit i b 2GE
KA T M AL G T LA i e S LT 48— B B0, AGELIRIE, M =P, Bl KB,
P, BT, ZEMRES. TR0, B, AR LSRRI,

THE MASTER

Please set up the altar now, my young disciple. (Acting out setting up the sacrifice table)

THE MASTER

Please bring the incense.

YOUNG DAOIST

Here is the incense.

(The master acting out lighting the incense)
MASTER
This bundle of incense, along with three strikes of the drums; the ten directions are falling

into tranquility, and the ten thousand deities are listening attentively. I hear the Dao
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incense, the De incense, and the wuwei incense,”> being effortless and tranquil emitting a
natural aroma. I am paying my homage to the three worlds, and burning the incense for
the three realms. The perfect fragrance has filled the luxurious towers and jade realm.
Dharma-realm of the Great Ritual Offerings to the All-Embracing Heaven.*** Today, I
am sincerely making offerings to the Most Honored Among Devas of the Primordial in
the upper realm: The three pure ones and the four emperors; The five masters and the six
deities; along with the gold child that serves the incense and the fairy envoys; The six
constellations in the Southern Dipper, and the Great Dipper in the North, Five

225 The twelve constellations,

constellations in the East, the Western Dipper in the West.
the twenty-eight Daoist constellation deities. The Father of Thunder and the Mother of
Lightning, the Duke of Wind and the Master of Rain, the Grand General of the
Thunderbolts that is in charge of the powerful soldiers. The four grand marshals of Deng,
Xin, Zhang, and Tao; and the four grand marshals of Pang, Liu, Gou, and Bi; the Marshal

Ma of the divine empyrean who is in charge of the thunder talismans, the Marshal Zhao

that holds a golden dragon scepter,”*® the Marshal Wen of the Divine Empyrean that is

223 . . . .- . . . . .
While these are not the ordinary incenses, there are varieties of incenses in Daoist liturgical settings.

224 Fajie 155+ the realm of human experience; the universe as governed by the law of cause and effect.
(Skt. dharma-dhatu) [Charles Muller; source(s): Ui, Nakamura, JEBD]; zhoutian daluo J& K K4 here
refers to comprehensive Daoist liturgies.

2 According to Zhongguo shenhua renwu cidian vHBi 55 A ¥ Mt © Nandou 1 here refers to
Nandou xing 1 ~}*£7 who is one of the Daoist constellation deity. Nandou belongs to be the twenty
eight constellations (ershiba xiu —. " /\ 1), and more specifically, the douxiu |1, pp 462-3.

?2% Zhao Yuanshuai here refers to Zhao Gongming #1231 (also known as Zhao Xuantan iffi %) who is
commonly worshipped as the God of Wealth. In the Ming novel Fengshen yanyi £ii#H 7% (Investiture of
the Gods), Zhao Gongming is given the title of Jinlong ruyi zhengyi longhu xuantan zhenjun 4B g 41 & 11
LRI ZXIEELA, (the Dark Altar True Lord of Dragons and Tigers of Taiyi that Holds a Golden Dragon
Scepter) by Jiang Ziya 21 7I. Therefore, this play associates the idea of jinlun ruyi with Zhao Gongming,
and the difference between jinlong and jinlun could be caused by mistransliteration, or variants in Zhao
Gongming’s title in different texts.
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carefree; the Marshal Guan that subdues the demonic.”*’ At this altar, we are receiving
the City God, the Earth God, and all other house gods. [I] am clicking my teeth and
burning the incense. I have heard the divine power of the deities is not so far away,
gazing from afar I see the flowing lights are pouring down; please aid the world first, and
show your empathy. [I am] using a sword to cut off the demon heads. The moon is
shining in the skies. I request the powerful swords and divine soldiers of the five
mountains. [I] dash against talismans and wear a sword in the clouds, riding on cranes
and the phoenix under the Moon. [I] assemble the Daoist mass and sing and perform the
sound of the Daoist teaching. Today the magistrate Yan Yi’s son has been sick, even
though he took medicine and was cured. Incense, candles, flowers, and fruits are offered
in front of the altar. [I] dispatch the heavenly soldiers before my eyes, and also invited
heavenly immortals and military affairs, the earthly immortals that are in charge of the
military, military affairs of the rivers, lakes, and seas, the ten thousand flag officers from
the nine rivers, all arrived at the altar. Congregated at the altar they are divided into three
troops. The Heavenly gate is opened, the earthly door is closed, and the door to the
human world remains open. The ghostly road is hindered, the ghostly heart penetrated,
and the ghostly abdomen broken. I hereby comply with the laws of the Grand Supreme

Elderly Lord.

[BHEM ] B RIG. “Bihs, =B 0E. WREE. BEIIREMTT . N&

JLE. MEREE. &R, SR BT HlrR a8 kT RR. A

227 Marshal Guan here refers to Guan Yu 74 who was canonized in the year of 1605 during the thirty
third year of Wanli Reign as Sanjie fumo dadi — % fKJE K #% (the Great Emperor that Subdues the
Demonic of the Three Realms), which is one among numerous titles Guan Yu received that all have
something to do with the idea of fiumo {K & (subdue the demons).
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04

— Al

EHEI

AE. SETHE

p=(ii4

IS HRUBT T RS . R, + B E
(L@l =12 B W E R w . BB FT 8. I ARRS RIE. NTHEA IR,
WK 15 MR AR MK SUBE R PRI . Rt P T B . B AR R
(Striking the tablet)™®

MASTER

[Under] the first strike the heaven becomes pure, [under the] second strike the earth
becomes tranquil, [under the] third strike the five thunders are elicited, and the original
form is revealed thereafter.

[holding the brush pen] the heaven is round and earth square, six directions and nine
islands, wherever the divine brush pens arrive, the myriad ghosts are hidden.

(Acting out writing the talisman)

The bright young boy in the sky above; he broke the gold locket and descended into the

> The palace of Purple Subtlety

human world secretly, a world that accommodated me.
is encircled with the red clouds.”** Swords are gathered in front of the jade palace pillars.
The twelve young boys are delivering imperial decrees; high officials are reporting

back.!

(Acting out wielding the sword)

® This long paragraph and the one follows resemble many liturgical texts in Daofa huiyuan 3815 E IT.

*° The young boy is derived from the tradition of the mystical creature, gilin .

% The name of a star in the north portion of the big dipper. [ %= ]. [4H, & *H1T7%%57] [source(s):
Shogakkan]

ingguan yunmian JEjE5E %, (star headwear and cloud hat)
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The Elderly Emperor has bestowed upon me the sword to drive out the evil spirits, which
was forged out of fire and metal.>®* Once it is drawn out of the chest, it feels even colder
than snow and frost. Once held in hand, it shines as if the stars and constellations are
present.

(Acting out making incantations with water)

This water is not just any water, it is the saliva of the nine dragons that is used to purify
heaven and earth. It is stored in the pool of grand liquids for thousands of years. And
today I am using it to eradicate the demonic forces.

[l K <] — I e . IsRAn Ty, e, ABiAm. KA. SR EH,
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(Acting out swinging the sword and spirting water out of his mouth)

MASTER

The first incantation is like frost, and the second snow. After the third incantation, the

hundred noxious forces are subdued. The divine yang of Taiyi, the astral lord of purple

pneuma, and abodes of the various gods are all descending down to the cloud pavilion. I

32 Laojun # 7 here refers to Taishang laojun &K _-# 7
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hereby invite the green emperor and god that dwell in the west, to carry the talismans and
wear the sword, enter the water [I use]. I hereby invite the red emperor and the red god
that dwell in the south, to carry the talismans and wear the sword, enter the water [I use].
I hereby invite the dark emperor and the dark god that dwell in the north, to carry the
talismans and wear the sword, enter the water. I hereby invite the yellow emperor and the
yellow god that dwell in the center, to carry the talismans and wear the sword, enter the
water. | hereby invite the official that was on duty in such and such month, on such and
such day, during such and such hours. The divine general who is in charge of talismans,
the grand deity that stirs the oceans, the grand deity that stirs the rivers, the grand deity
that drives off the evil spirits, the grand deity that stirs the waves. Today I am receiving
all the deities here in front of the altar, standing up holding their sword. Let’s not miss the
perfect timing to conduct the rituals. I am here by the decree of Great Lord Lao, quickly,

quickly, obey my summoning as laws. Where is Zhifu?

[ERF B FIEESI e o Bl B ROE PR 2 i i, e 7R A et
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(ZHIFU enters)

ZHIFU

Moderate and upright the able ones are arranged. The envoy of the Jade Emperor is
personally attending [this event]. Do not say there is no way of divinity in the air, where
are the thunderclaps and thunders from then? I am the minor deity, the Zhifu envoy, and I
am taking orders from the division of the five thunder gods. The Great Transcendent is
calling on me now, and I am not sure how can I be of service? Now I have to pay him a
visit. Am I here already [as I speak]? Your excellency, what is it that you wish to speak to

me about?

THE MASTER
May I trouble you, the deity who was on duty that day, to go to the orchid hall and the

drawing tower, get a hold of the earth god.”*”

ZHIFU

Understood. Where are you, the earth god, his excellency is calling on you.

(THE EARTH GOD enters)

EARTH GOD

233 Shuge 2 [4): drawing tower and lantang B : orchard hall
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My hair is hanging down as silver strings and my temples are silver grey. Never have I
been away from the drawing tower and the orchid hall. Young boys that invite wealth and
fortune are standing on both sides. The immortal that ensures profit at the market resides
on the east and west chambers. I am the minor deity, the earth god, now that his

excellency is calling on me, I must make this trip. I am here already as I speak.

ZHIFU

Follow me please. Your excellency, the earth god has arrived.

THE EARTH GOD

Your excellency, what is it that you wish to speak with me about?

THE MASTER

Earth god, do you plead guilty or not?

THE EARTH GOD

The minor deity I am not aware of the guilt.

THE MASTER
You permitted the wicked forces and ghosts of strangers to disturb the young scholars
from good households. Now that you are invited to the altar, what do you have to argue

for yourself?
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THE EARTH GOD
The minor deity I am among the canonized deities, receiving incense from thousands of
common households. Now that I am aged, that my face is wrinkled, and my hair turned

grey, I have not paid much attention to the young scholars in the human world.

THE MASTER
Since you are the Earth God that dwells in the residence, you might as well give the
wicked ones and ghosts a hard time. If you have not paid attention to the said matter, who

else was there [that] we can call on?

THE EARTH GOD

The Stove God was there.
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THE MASTER
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Guards, May I trouble the deities who were on duty that day to pay a visit to the kitchen

[in the east], and find the Stove God that dwells in the fire?

ZHIFU

Understood. Is the Stove God there? His excellency is calling on you.

(THE Stove God enters)

STOVE GOD

The hot fire is as resplendent as yellow cow. I have been known for my hot temper that is
hard to contain. The east kitchen that I am in charge of is clean, and for what reason did
his excellency request my presence? The minor deity I am the Stove God, now that his

excellency is calling on me, I must pay him a visit. I am here already as I speak.

ZHIFU

Just follow me please. Your excellency, the Stove God has arrived.

THE STOVE GOD

Your excellency, what is it that you wish to speak with me about?

THE MASTER

Stove God, do you plead guilty or not?

THE STOVE GOD
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I am but a minor deity, and I am not aware of my guilt.

THE MASTER
You permitted the wicked forces and ghosts of strangers to disturb the young scholars at
the common households. Now that you are invited in front of the altar, what do you have

to say for yourself?

THE STOVE GOD
I am among the canonized deities and receive the incense from thousands of commoners.
Among the true fires I am the commander in the kitchen, in the blessed water and in the

pot, I am the Stove God.

THE MASTER
Claiming that you are not guilty is just like saying the fire doesn’t burn. If you are not

aware of the said matter, who else was there?

[Em s Emhants . [JeER] R &. A55 ke, 16 HZhH . M0 Al
PEAEE I, WA RIS . [IERT RS, (e, EAlREiL,
THE STOVE GOD

The Well God was there, too.

THE MASTER
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Those of you who are standing by. Guards, may I trouble the deities who were on duty

that day to get a hold of the Well God from the bricked wall and stone mouth of the well.

ZHIFU

Understood. Is the Well God there? His excellency is calling on you now.

Rl L[] sk vz o, BEm Yok =8, A AVNERE . B ERAE S
Mo ANEEIFE L, AP, 2R 2 AR, [ERT AR EGE A
By AR IR, [ S] EAE NE ATE

(THE WELL GOD enters)

WELL GOD

I have been going through the hardships in the garden so that hundreds of plants are
flourishing, providing irrigation for the ten thousand creatures and aid to their constant
growth. If you know where I come from, I am the one that is devoted to save the poor and
aid the unfortunate. I am the minor deity, the Well God, now that his excellency is calling

on me, | must pay him a visit. I am here already as I speak.

ZHIFU

Please follow me. Your excellency, the Well God has arrived.

THE WELL GOD
Your excellency has been looking for me. What is it that you wish to speak with me

about?
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(oA R R AR, [l SV NEARATE, [Jod: RRHEA AT BE L 5o MR %K
. R, A,
THE MASTER

Well God, Do you plead guilty or not?

THE WELL GOD

I am not aware of the guilt.

THE MASTER
You permitted the wicked forces and ghosts of strangers to disturb the young scholars of
the common households. Now that you are in front of the altar, what do you have to

argue for yourself?

D R BOEBK . 28R Z2EF K SRR A, N EERRA, [Tk
ZURIRE LI H IR, e KR Kb, ARt . ATEERNT . [DF =T o
THE WELL GOD

I am among the canonized deities and receive the incense from ten thousand people. My

merit is accumulated in wine brewery and tea making. With ten thousand buckets of

water on a daily basis, I succor all the living.

THE MASTER
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Don’t you brag that your well holds only sweet water. All water is destined to return to

the ocean. If you are not aware of the said issue, who else was there?

THE WELL GOD

The Door Guardian was there, too.

[JoE B —ReA %, A5 Hmf. EHDE, KHELE T, fLhiEg, 5
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THE MASTER

Guards, may I trouble the deities who were on duty that day to get a hold of the Door

Guardian that dwells under the blue eaves and by the red pillars.

ZHIFU

Understood. Is the Door Guardian there? His excellency is looking for you now.

(The Door Guardian enters)

DOOR GUARDIAN

Zhifu had summoned me several times. I am caught in such a dilemma. However, I have
been known for my integrity and impartiality, now I am being seen as the same as
demons. I am the minor deity, the Door Guardian. His excellency is calling on me now. I

must pay him a visit. I am here already as I speak.



208
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ZHIFU

Just follow me now. Your excellency, the Door Guardian has arrived.

THE DOOR GUARDIAN

Your excellency was looking for me, what is it that you wish to speak with me about?

(e =M R A IR
THE MASTER

Do you plead guilty or not, Door Guardian?

(M = NI E
THE DOOR GUARDIAN

I am but a minor deity, and I am not aware of my guilt.

(o RIRAES A BESL 5L MRBEEL K 126, LR IHAT, A B,

THE MASTER

You permitted the wicked forces and ghosts of strangers to disturb the young scholars of
the common households. Now that you are in front of the altar, what do you have to

argue against that?

[P R BB IE M, 28 2 A K IR RER (il 8 HCIBE AR5 3.
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THE DOOR GUARDIAN
I am among the canonized deities and receive the incense from thousands of common
people. Long I have been the Door Guardian every year, and I have scared away the

demons and the ghosts of heterodoxy.

[ E )R BB T a2 M. fraifis, AsERTy.

THE MASTER

You have done it for a thousand years for nothing; only then did we know that [main]
entrance of the house is an invitation to calamities. If you are not aware of the said issue,

who else was there?

[P =] Bl AR
THE DOOR GUARDIAN

Zhong Kui was also there.

(LR B, A5 Uik, 16 H 2, RRELZT, dis e, S
JEA
THE MASTER

Guards, may I trouble the deities that were on duty that day to get a hold of Zhong Kui

who resides in front of the back tower,* left or right side of front hall.”*

% Houge #  back hall

235 Qiantang i front hall
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[EAT R, B LAE, LA,
ZHIFU

Understood. Is Zhong Kui there? His excellency is looking for you now.

[ L[] AP gk, ANEA ERFIE . BPIETIE nliT A0k, MOS0 A
MR ESR N, /NGt AN, AR —E, TR ARE

(Zhong Kui enters)

ZHONG KUI

His excellency has called on all the house gods today. I wonder what was going on. As a
judge in hell, I am impartial. I am that old Zhong Kui who says what is on his mind
without much deliberation. I am the minor deity, Zhong Kui, now that his excellency is

looking for me, I must pay him a visit. I am here already as I speak.

[ERF RIRPGH K, Al AR B A .
ZHIFU

Just follow me. Your excellency, Zhong Kui has arrived.

[ R BEA S WK K 126, DR bEnT, AR,

THE MASTER

You permitted the wicked forces and ghosts of strangers to confuse the young scholars
from common households. Now that you are in front of altar, what do you have to argue

against that?
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ZHONG KUI

I am among the canonized deities and receive the incense from thousands of common
people. My face is green and hair red, and [ am in possession of great abilities. One of my
eyes is wide open and the other one remains closed; I cast off the evil spirits, leading
them to the correct way, as well as eradicating the xu and hao spirits. I once entered

Emperor the Tang Emperor’s dreamland [and cured his disease].

e RIRBEAERR A S RIE . Sofhde Bl fEfRifii g & o BRI R T i 5 S

THE MASTER
If you are so able as an exorcist, you shall be held responsible for the entire matter. You

should be the one to capture those two demons.

(B =) AR S s /NS R, A S
ZHONG KUI

Please don't be angry [with me], your excellency. I will go at once and capture those two.

[EATEIE &= — B B[R] R STES) L,
(Zhifu and Zhong Kui acting out arresting the two females, enter)
ZHIFU

Hurry up, little ghosts!
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[ HLA]T/E T i, [0
TWO FEMALES

Why is it happening [to us]? (Singing)

[ R8T K 73 1 ORs PR PE —BERT . 4 FRERCR g A3 28 W A 1 i A A
Po WUHMES M, FRHUEVOKER,, A RELE, Bk,

[shuangdiao xin shui ling] [We are two] peachwood charms that became
monsters. Today the Daoist immortal was quite angry at our misbehaviors.
Last night, we returned to our ugly original forms [by the power of the
talismans], and our loathsome form was manifested. Had I known power has
been bestowed in the water and talismans, we would not go to the young

scholar at all, even if he possessed the ultimate handsomeness [in the world].

(1A ) S e B R R ] Al 550K i 0 B sk
(zhifu and Zhong Kui acting out capturing the two demons)

ZHIFU

Your excellency, we are here with the two petty demons.

[JE A =1 AR B fih Y565
THE MASTER

Call on all the house gods to testify against them.

[ RV REAT R A, [ HIE]



THE STOVE GOD

You, the little ones, how dare you to have implicated me in this matter?

TWO FEMALES (singing)

(BRI fRE R 2K

[qiao pai’er] Alas, Stove God, don’t you be furious with us now.

[LHRVEABAEK,
THE EARTH GOD

How come I am involved [in this matter] as well?

[~ ERE | M
TWO FEMALES (singing)

Rest assured, earth god.

BARLURSN L2 W UL EN (R TN
THE WELL GOD and THE DOOR GUARDIAN

What do the two of us have to do with this?

= ELRE 3 T AR R
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TWO FEMALES (singing) Well God, Door Guardian, please do not rush us.
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ZHONG KUI

How come I am being dragged into this?

[ BB EEE T .
TWO FEMALES (singing)

We blame Zhong Kui for stealing a glance [at us].

[S = ] BB A BT
ZHONG KUI

When did I ever look at you!

[ EREEERRARMANE . 4 REFIR, SEEREMS. HIFR.
HIRELZGRE . RIEERSRBEAT.

TWO FEMALES (singing)

It is all because of you, you opened and closed your eye constantly and didn’t
stop us. From today on, the two of us would have nowhere to go. What can
we say now? It is hard to argue. You safeguard the left and right side? We

are just two pieces of peachwood charms after all.

(ol B8 MR IS . Josz N gk, BRET RIS R, ARG A

.
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THE MASTER
Send away the two demons under guard, let the two of them experience the sufferings of
the eighteen layers of hell, and then lock them in behind the Yin mountains and they are

forever prohibited to transform back to human form.**

[CHZVET B, [8]
TWO FEMALES

Alas. (singing)

[Vl SRS sl A B T . — % S AERER . By Tl H e, NS
WA, DERRERB ANk
[gu mei jiu] [Now] the two of us are returning to hell, and our souls also enter

in the dark world. When will the unfolding hardships end, and we cannot

help but break down to cry. Tears rolling down like beads.

[R5 T e W 5 5 0 gkt BRIV e igs vy vl gl i B i 175179 WY ) 3K
WA, (FENSBEBIRKME, LIWEEE, & R @A, IR
EEE VL 1

[tai ping ling] what we are afraid of are the dazzlingly clear sword mountains

and trees; what really terrifies us is to be amputated by a saw, kcke. People

that are committed to good deeds have a bright future in heaven, whereas

236 . 2 . . . . . T . .
Yinshan =111, the yin mountains. Yinshan is a very commonly seen locale in Daoist liturgical setting. It
is often seen together with the five directions, too.
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people that are committed to the wrong doings are destined to meet with the
cold hell. Because of the correct teaching of the master he called on the
demon soldiers to send us away. A predictable future unfolds itself, the two
of us will have to face eons of time and by no means are we able to transform

into human form again.

(o RPR R R f s, SEEDE Wl MR L =, MRE RK T2,
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THE MASTER

All house gods are congregated in front of the altar; just listen to what I have to say. Men
Dongniang committed adultery, disturbing the young innocent scholar. Men Xiniang was
having an affair with him. The two of them were deceiving all house gods. Both are

committed to hell. All house gods are to return to their post.

[ HZASHEE T . 8]
TWO FEMALES

How did it all come down to this? (Singing)

[REE|Rrpwr &) ABRAN R, WHAEE LEEE, RERERE. HEHE
&R LB,
(ENDING) Weeping and sniffling we are punished to enter the dark world.

Pitifully are we heading on the road to hell. Just because we violated the
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moral codes, we will not be able to escape the Yin Mountains that are

thousands of zhang high.

A — HLJg ]

[N B[ 212 #A A W BRIR L . 0 /N —fr, Gefili A2 7 [ 2. (The deities are
escorting the two females out, exir)

(Yan Yi enters)

YAN YI

I am so grateful for you, master. You drove away the demons and saved my son’s life.

May I invite you to a vegetarian meal now?

A RIDTE 1 FaERUE S . [ F][A]
THE MASTER

That will not be necessary. I should be on my way now. (EXxif)

YAN YI

[ NE] (The rest of the play is missing)
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Closing Title*’

Men Dongnian is Pleased to Unite Marriage [with the Young Master Yan]; the

Magistrate Disrupts the Love Affair [of the Men Sisters and His Son]

Closing Title
The Merciless Zhong Kui Captures the Two Demons, the Divinity of Taiyi Cut off Two
Pieces of Peachwood Charms at Night.

Figure 2.1

37 Timu zhengming 8 H 1IE %4 appears after the closing remarks of a zaju, using 2 or 4 lines to describe the
play, which is often read by fumo Bl K, the secondary male.
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Anonymous, Ming Dynasty (1368- 1644), c. 1460. Spirits that Come to Condole the Bereaved Family,
hanging scroll from the Baoning si temple, Shanxi Province. Collection of the Shanxi Provincial Museum,

Taiyuan. After Baoning si mingdai shuilu hua (Beijing, 1985), fig. 132.
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5. Concluding Comments on the Play

In Taofu ji, the peach tree blossoms symbolize both elements of romance and
ritual. The play starts with the young woman Men Dongniang attempting to hang herself
on a peach tree because she failed to fulfill her womanly duty to find a suitable man to
marry, which opens the romantic plot. It ends with the Daoist master using elaborate
Daoist liturgies to subdue two peachwood charms under the Yin Mountains and ordering
them never to conduct mischief or transform into humans again. As a symbol of fertility,
peach tree blossoms are associated with romantic encounters. As ritual items, peachwood
charms were once deployed as the door guardians to be put on both sides of the main
entrance of a house.

In the final scene in which the two peachwood charms are sentenced by the Daoist
master, they accuse Zhong Kui of being the primary reason for their transgression. They
claim, “It is all because of you, you opened and closed your eye constantly and didn’t
stop us. From today on, the two of us would have nowhere to go. What can we say now?
It is hard to argue [with you]. You safeguard the left and right side? We are just two
pieces of peachwood charms after all.” Throughout the history, the relationship among
Zhong Kui and the door guardians has always been murky. In other words, as a deity to
safeguard households, Zhong Kui is either treated as a parallel to the door guardians:

Shen Tu %5 and Yu Lei # &%, or else worshipped as one himself.>*® What's worth

noting here is that, Zhong Kui is depicted as having his one eye open and the other closed.

While this is not portrayed as part of his iconography in the Tang legend, it indicates

3% The earliest account of the door guardians Shen Tu and Yu Lu can be found in Shanhai jing 11I{REAS

(circa. 3rd century BCE). As a matter of fact, Zhong Kui's image is often put on the door to replace Shen
Tu and Yu Lu. This practice is still seen in the present Chinese communities.
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other unknown sources have been affecting the making of Zhong Kui's visual
representation as a commonly accepted deity with exorcistic powers to protect.

Lastly, returning of ritual items to the human world such as peachwood charms
indicates corruption, which might be better understood if paired up with more attention
given on Zhong Kui’s carelessness originated from his blunt nature and propensity for
violence. Compared with the first play where he is an upright scholar and canonized
because of his superior literary abilities and uprightness, in this play, his status is
superseded by the strong religious figure and moral guide, Taiyi Xian. This dynamic may
also signify historically that virtue and morality are no longer the exclusive domain of the

scholar officials, but rather the Daoist masters.
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Chapter Three
The Exorcist and His Sister in the Ming and Qing Dynasty: A Flawed Official in the

Bureaucratic System

1. The Exorcist from the Chinese Studio of Strange Tales

In the previous chapters, I defined Zhong Kui’s Daoist identity in a larger network
of Daoist deities and narratives, and demonstrated how the exorcist as an established
deity and the Daoist liturgies associated with him are blended in with the search for
amazement that was commonly found among the Ming plays. In this chapter, I will first
focus on a play titled Zhongmei gingshou $lk B 55 (Zhong Kui’s Younger Sister
Celebrating His Birthday) (and hereafter Zhongmei) written by the Qing playwright, Pu
Songling Vi fAf5 (1640-1715). The overall tone of the play is drastically different from
the plays translated in the previous chapters, which is demonstrated through both the
length and the satirical ambience of the play. The second play focused is an entry
preserved in Quhai zongmu tiyao, and the playwright of the original play is Ruan
Dacheng.

According to Mingdai zaju quanmu, this play was not preserved in any catalogues

of plays. It is mentioned in Zhang Yuan’s #JC (1672—1751) Liuquan Pu xiansheng
mubiao P 57396k %236 (The Memorial Tablet on Pu Songling’s Grave).”® On the back

side of the grave stone where it catalogued Pu Songling’s work, it included “three plays,”

48 144

239 Zhang Yuan was a Qing dynasty poet and native of Zichuan ¥ )1l (nowadays Zibo i 1#). His family
was close friends with Pu Songling. He composed the memorial tablet on Pu Songling’s grave stone. Pu’s
poetic name is Liuquan jushi #lJ8 & 1, which is why the memorial tablet refers him as Liuquan. Please
refer to Qian, Zhonglian (ed.), Zhongguo wenxue da cidian H 8] 5% KE¢ it (Shanghai: Shanghai cishu
chubanshe 1 [B&E 2 R AL, 1997), p 1154,
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the second of which was titled Zhong mei gingshou #EkB% =5 (Zhong Kui's Younger

Sister Celebrates His Birthday).** The only transmitted edition of this play is the one
preserved in Liaozhai shiwen ji W55 &5 L4 (Anothology of Poems Written in Liaozhai),
which was copied and dated to the Kangxi reign F#E (1661-1722). The title of the play
in the anthology is, Zhong mei gingshou $lk B 5 >

In Zhongmei, Zhong Kui is paired with his sister. More importantly, as an exorcist
he is highly anthropomorphized insofar as the exorcisms or ritual executions of the petty
demons, which would normally be deemed as purely upright or a manifestation of his
prowess previously, have become a personal addiction. Even the deity himself recognizes
this shortcoming and states that “it has become a forced habit of mine that I must eat

1 99242

some demons to truly enjoy each mea Even the petty demons in the play call him a

“gluttonous master” and claim that Zhong Kui is “scary, and his face does not look very
gentle, either.”**

Despite this manifest flaw, in Pu’s play Zhongmei, Zhong Kui remains one of the
most powerful exorcists, because the core features and the hagiography that define his
Daoist identity are still aligned with the pre-established convention in the Zhong Kui

legends. For instance, Zhong Kui describes himself as a failed examination candidate,

and the reason repeats itself as in the previous accounts: his physical appearance was too

240 .. . y
The original quote reads, “xi sanchu /&% = f].”

241 Mingdai zaju quanmu, p 69.

242 The original sentence reads, “Yinci yangcheng le yige gui piwei, dunfan fei gui bu mei.” “[IH2E W 7
— R, MR, 7

23 The original sentence reads, “Nage chanye kepa, pang’er buda shangliang.” “JB{& #& 55 n {11, J&E AN
K% L. This petty demons is carried out by the dramatic role of chou [l who is the big demon in the play.
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repulsive for the Emperor, who refused to appoint him as an official. However, Zhong
Kui’s status as a powerful exorcist yields to the comical effects brought out by the
playfulness of the exorcist himself and satire centered around his official responsibility:
killing and eating demons. Moreover, Zhong Kui’s exorcistic powers are greatly
channeled into a political allegory, which surrenders to two possible meanings. The first
denotes the corruption in the court that caused Zhong Kui’s failure in the final round of
civil examination; and the second points to Zhong Kui’s moral flaw of being gluttonous
for eating all petty demons there are available.

If portraying Zhong Kui as a gluttonous and flawed official makes him a more
personalized deity allegorically within the play, the personalized perspective can be
attested by external factors, too. I argue that Zhong Kui’s failure as a civil examination
candidate, his loyalty to the emperor, his striving to fulfill his responsibilities, as well as
his moral stance against wickedness should be understood as personal reconciliations that
mirror how the playwright internalizes the same bittersweet journey as the exorcist
through a powerful weapon of his own: writing. The playwright Pu Songling is best
known for his literary skills to tell stories of human affairs through the lens of ghosts and

spirits. His most well-known collection, Liaozhai zhiyi W75 55 5% (Strange Stories from a

Chinese Studio) consists of nearly five hundred tales of ghosts, foxes, demons, and
immortals. Therefore, the choice of composing a play on Zhong Kui, one of the most
powerful exorcists in Chinese history, would need very little or no justification. In
addition, besides his abilities to tell ghosts stories and accounts of anomalies with
numbers of satires and ironies, Pu’s reputation as one of the most well-respected and

prolific writers in Chinese literature may also partially be motivated by his own failure as
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a civil examination candidate. Zhong Kui and Pu Songling’s personal failure in
establishing their political careers cultivates a common ground for the two of them,
despite the fact that a comparison between the playwright and his protagonist crosses the
boundaries of history and literature, transgressing the world of the mundane and
spiritual.>**

The literary predecessor of the play Zhongmei is attributed to Xiaozan (Laughs of

Praise) composed by the Ming scholar official, Zhao Nanxing, and the entry is titled,

“Zhong Kui” (#£fi).** My translation of the entry reads in the following:

“Zhong Kui is particularly fond of devouring demons. His sister is dedicated to
giving him a birthday celebration. On the invitation card, she writes: ‘a goblet of
wine along with two demons are sent to my elder brother to chop fine [to eat]. If
my elder brother criticizes it as too little, the [demon] that carries the carrying
pole makes three.” After Zhong Kui has read the invitation, he orders servants to
send the three demons to the chef to cook. The demons being carried on the
carrying pole looks at the demon who carries him, saying, ‘We are destined to be
eaten [by Zhong Kui]. Why are you insisting on carrying the burden?’”

“Zan comments, the demon that carries the carrying pole has not heard about

Zhong Kui’s gluttony yet, and he voluntarily walks into the cauldron. Demons

4 See Allan Barr's article, "Pu Songling and the Qing Examination System," Late Imperial China (1986
vol. 7. No.1), pp 87-111.

% Zhao, Nanxing # 5 & (1550-1627) ed., Xiaozan %% . In Zhongguo xiaohua (Taipei: Shijie shuju, 73-
9-7), p 211.
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246

such as this one belong to the same category as Wenzhong or Han Xin; ™ if they

were to like Shaobo or Zifang, they should be wise demons.”**

“PEE AR, HARBA AR H RIS e T, SR, R B R A
MR, AERF RIS A, S ERIER S 8, | BREE R, G AOR (8 R e

NRZo ELRBEPERE: TEMIOEASE, fRan (T BEa ME 1.

B PRIE S AR 2 P 1B, 1 B SR, e SCR R S 2 v, A AT

b, nREE R, 7

In Zhao’s account, especially in the comments on the book, it is quite obvious that
more sympathy is given to the demon who carries the gifts and ends up being Zhong
Kui’s fine meal. Better yet, Zhao’s attitude towards this demon can be captured through a
phrase “aiqi buxing, nuqi buzheng” (53¢, KHAGE, feeling sympathetic because
of their misfortune and frustrated with their incompetence [at the same time]) coined by
contemporary writer Lu Xun. Zhong Kui, on the other hand, is portrayed as a flawed
official in the bureaucratic system whose uprightness and prowess as a powerful exorcist
have greatly reduced to a mere reflection of his moral shortcomings: gluttony and even

mercilessness.

¢ Wen Zhong (died in 472 BCE). Wen was from the Kingdom of Chu #£[%. He was a well-known
strategist that helped the king of the Kingdom of Yue #[#, and he later on was granted the privilege of
suicide by the King of Yue.
Han Xin (230-196 BCE) was one of the three heroic generals that established the Western Han dynasty. He
was executed by the Emperor on the verdict of attempting rebellion. After he helped the emperor establish
the Western Han, the emperor became intimidated by Han’s bravery and power at the court. The charges of
attempting rebellion were fabricated as an excuse to eliminate Han’s military power.

*7 Shaobo here refers to the Tang poet Wang Changling - Sl (698-757) who was sent to exile by the
Emperor three times in his livelihood.
Zifang here refers to Zhang Liang (250-185 BCE). He was also one of the three heroic generals that helped
Liu Bang Z|J{ establish the Western Han dynasty. Unlike Han Xin, he was trusted by the emperor and
enfiefed by the royal family for generations.
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Vulgar literature officially lost its reputation for “not being able to enter the hall
of elegance (nandeng daya zhitang N HE.2 )" towards the end of the Ming

dynasty. Ever since the late Ming, especially in the Qing dynasty, literati and scholar
officials fondly pursued and elaborated the “vulgarity” in various genres of writing,

ranging from novels, plays, jottings (biji #£5L), miscellaneous records, folk songs, lyrics,
tanci #a, baojuan 743, to numerous folk literatures.”*® Along with the accessibility

mass printing provided for a general readership, jokes and laughs rose to prominence and
gained enormous popularity due to the fact that they were not only easy to circulate but

also were easier to read.
Zhao Nanxing so prefaced his collection of jokes:

“Stories recorded in this book and the things I have encountered do not lack
elements of humor. The jokes transmitted in the world are only their shadows.
Occasionally one is reminded of the existence of such funny accounts so that they
will laugh. This indeed will cast off the boredom when one lives alone. However,
jokes can be used to convey principles and to communicate worldly matters.
People who were erudite and wrote would be able to comprehend the true
meanings behind those jokes, which is why they can be used in writing and are by
no means shallow. [I casually] record seventy-two joke entries and comment on

each one of them. Therefore, this book is titled Xiaozan.”
“EELZ P, HATZ B R, N2l s, MEHE SRR o, IreldE &,

Fy 2 FRER, BEA e e fs) . — B, SRJRTT DAGR A BE, wT DU [, Gt SO

248 . .
Tanci baojuan
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Zhongmei is a duanju (short play), which is the Qing reminiscence of zaju. In
comparison with the strict zaju format, Zhongmei employs two singers instead of the one
singer convention. In the current play, the singing parts are carried out by both Zhong
Kui and his sister. One can certainly say the new development of having two singers
instead of one is to bring more diversity on the stage, hence, provide more entertainment.
However, in the case of Zhong Kui and his younger sister, the double singer phenomena
reveals more practical significance: first of all, having a younger sister makes him more
of a personalized deity. The fact that the sister also has quite a temper and is full of wit
and even mischief reflects his own personality. Secondly, the Zhong Kui and younger
sister duet conveys more ritualist meanings that are in tune with the ancient nuo tradition.

Zhong Kui’s sister is named Zhongmei, or Xiaomei /)N in the previous records
of Buddhist and Daoists prior to the Qing dynasty. As a matter of fact, both Dongjing
menghua lu and Mengliang lu mention Zhong Kui and his sister as participating in nuo
parades.** Accompanying the exorcist Zhong Kui, the younger sister’s presence can be
understood as a ritualist duality, or the yin aspect, assuming her big brother represents the
yang aspect. Another point worth mentioning is that the dynamics of the ritualistic duo of

Zhong Kui and his sister resembles that of a nuogong 2% and nuomu {# £} in the nuo

theater.”° Inspired by the nuogong and nuomu ritual duo in exorcism, Zhong Kui and his

249 .. .
Please refer to note in introduction.

30 The convention of nuogong and nuomu can be dated into antiquity and are closely related to ancient
exorcism. Nuogong is also called Dongshan shenggong * 111 % /% (the Sage Father of East Mountain), and

nuomu is called Nanshan shengmu F4 111 %2 £} (the Sage Mother of South Mountain). They are two major
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sister represent the male and female aspect implied in the ancient tradition: the two are
sister and brother to each other. However, the further connotations of the duo hint at a
unity that goes beyond the kinship: husband and wife. The nuo theatrical performance
invokes comedic elements that are coated with eroticism and vulgarity with the
acknowledgment of the twisted relation between the male and the female. After all, nuo
theater is highly regional and local communities of men and women are the audience to

entertain.

2. The Playful Exorcist: Ironies and Satires

Annotated Translation of Zhong Kui’s Younger Sister Celebrating His Birthday

2N

Zhong Kui’s Younger Sister Celebrating His Birthday™'

Dramatis personae in order of appearance

Role type Name, family role, or social role

Female lead Zhong Mei, Zhong Kui’s younger sister

deities worshipped at local nuo exorcism altars. The worship of nuogong and nuomu is popular in China,
especially in southern China (the legends about nuogong and nuomu are dated further into the past in
Hunan province). All local legends suggest that nuogong and nuomu were brother and sister and married
eventually. Hence, later nuo practitioners offer sacrifices to the wooden statues of these two: nuomu’s face
is pale and nuogong’s face is red, indicating they feel shameful. For more details, please refer to Li
Jianping (ed.), Zhongguo shenhua renwu cidian B #5E N4EF M (Xi’an: Shanxi renmin chubanshe,
1998), pp 641-2.

2115 one of the drama play included in Liaozhai tongsu xiqu zhuxuan Y7530 (%185 11 3% 71, the original
author is Pu Songling 7# A, and Liu Jieping made the selection and annotations to the plays.
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Clown #1 The big demon

Painted Face Zhong Kui

The Demon Attendants The Demon Attendants at Zhong Kui’s
The Petty Demon The Petty Demon

ER7¥: 17 I

FEHTKT ) BUIARER, RMEBFEE 4. EFREEE, HERfAS

W, RENE, XHERRIERES.

(Female Lead, costumed as ZHONG KUT’s sister, enters)

SISTER
[Bei xin shui ling] Cloudy [is the weather|, the moonlight is dim and the sky
grey. Hunting in the underworld, [I] obtained a scrumptious demon;>** his
eye sockets are deep and cheekbones thin, his head is [slightly] hid and the
hair all curled up. His head is the size of a fist, [l am] afraid that he will not

be fit [enough] for the skeleton string.

(%) MIALIEwRE, HEMAERMRE B TRES, ZFENERE
18
[Poem] [My] red stomacher is soaked in blood and [when the blood becomes]
cold [I use it] to paint my eyebrows. The skeletons are boiling on ghost fire. [I
shall] keep the long ribs [that are under the armpit], carving and making

hairpins [out of them] to garnish [my hair].

232 fengdu, the Chinese nether world.
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F: HRIEMR, Sl t, 4 NIt =5 1, ARBIR I E SIS R DM E L= 2 &,
FAEASRF A ORISR, 2 F SO, RS R — B, AU, BT ot 1, i
HARS — R, 4 B8 ws, SHaE X, BIRENE, @i — W a0k, Bl R Bk, st elE
— i, AT SR, FAEEE MM ernan DI, B8, SR (FEE
Ho JUAHMARA, BB TR, 5 WAz {8 AT (E?

SISTER

I am not someone else but Zhong Kui’s younger sister. Today is my big brother’s
birthday. In the beginning, I was going to hunt for a hundred stout ghosts to congratulate
him, but who would have thought that my brother’s chances of having good food were
not excellent. Having searched for a half a day in the dark world I only captured a petty
ghost. [Sending over] only a few [ghosts], how can this be dignified? (Acting out thinking
it over) Right, I captured yet another ghost a few days ago, and he is named Silly Worm.
He is huge and his legs are plump. Without a doubt, he would make a great meal [for my
brother]. [I will] trick him to deliver gifts for [my brother’s] birthday, and he can be one
more. What would be wrong with that? The idea is indeed outstanding. I will have to
write the letter now. (Acting out writing) “A bottle of wine and one ghost are to be
delivered over in order to celebrate [your birthday]. If you regard it as insufficient, the

one carrying the gift makes three.” (Calling on someone) “Where is my silly ghost?”

N Bz BN, REATH, — B AR, (bh— A8 IR0/ R A (] 1)

o
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(THE BIG GHOST enters)

THE BIG GHOST

Because I am strapping, [my master] kept me and has been sending me off for various
errands. Some day if she is irritated [with me], I shall become an excrement [of

253

someone’s].””” What was it that you wished to speak to me about, my lady?

iz WHRIE By g5, R INRAR BE 253, HAR— IS5, Wi TEe?

SISTER
It is not something else, only because you have been working hard. I have a nice errand

for you [to run]; what do you say?

Iz e ABEE?
THE CLOWN

Where is it?

5

nz: R K E R B

o

SISTER

It is over at the master’s.

IZA S PN R N
(THE CLOWN Acting out shaking his head)

THE CLOWN

233 Dagong, according to the note provided by the text, is the human bowels.
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I, the little one, am not going.

nz By AN
SISTER

Why not?

ez APEEE AR A, BEGA R R /NRAEFIRGE, M uEsins L A7 B,
SAUE I, HOf TREFE IR, |, WG I EESR!
THE CLOWN

2% [T am s0]

That gluttonous master is scary, and his face does not look very gentle, either.
plump, [I am afraid] that his mouth will be watering [at the first sight of me]; if he
captures me whole, back and shoulders, he will not even need a pot with oil and hot water

[to cook me]. He will swallow me whole and eat me up like shallots wrapped in a wheat

roll, [after] burying me hastily in the flesh grave of his mouth.>

ngs BAEE, BdGE TENITRIRZ A, o WL, WL, B &
CLAE I, BACHG I A 2, IRTE R
(THE FEMALE LEAD smiles)

SISTER

234 Pang’er here refers to Zhong Kui’s face.

23 What dabing juan ru liang conveys is very similar to bing juan le cong B¥#5 7 & —wrap shallots in a
wheaten roll, and swallow it rather quickly. Please refer to Jia fuxi ¥ /%P8, Xipi sanke guci K Bz & 5%
i, story telling with drum accompaniment about jiao yige sao cao de Liu Yu bing juan le cong #X—{i it

TR B BHE T .
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That certainly cannot be true. The old saying goes, even the officials would not beat the
people that deliver gifts.*® Not to worry about it, just go. In addition to the wine and feast,
you will also receive some money. The letter of invitation is here already. Just hurry up to

get the carrying pole ready, and no delay.

iz AN R 2
THE CLOWN

If it is indeed like [what you said], then I will go.

nz AN RRY) . [ EEBFA R, wr
SISTER
It is only because I have no surplus, that I am enlisting the services of my slave as the

congratulation gifts. (Exit together.)

G e
[F A ] BB ok, e AR, 65 R Lz, A ek =T s
(THE PAINTED FACE, costumed as ZHONG KUI, enters)

ZHONG KUI

tisa saying, meaning that common courtesy should be applied even on undesirable occasions. In the
context, even though officials should not take bribes, or gifts from common people, out of common
courtesy, they should still try to be polite to the people who delivered the bribe or gifts.
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[Nan bu bu jiao]l Having finished various affairs in the office, my intestines
are parched as if they are fumigated with smoke.”>’ The old ghosts have been

sun dried, and [I will] eat three thousand jin of them along with tea.

() PR — 5 [ mh g, /)N S IRCIROK SNES; i e BE T T35, Jicfih B H B2k

[poem] Stroking through my beard and laughing, the hundred divinities are
startled, the petty demons are crying the bigger ones sobbing; sweeping out
clusters of demons and the fog that is stretching for a thousand /i, returning

the sun and the moon to shine on the dark city.

mr HRBEEME. FREMR, %I Ed. et BElNRE L, A1

PrifE e o — ke, ARHIEANE SO, e a] FUR BRI, 4 K2 58, AN E 54

A2 55, Al H ERE RN W AT B, CUREREL 2tz rhy JURSE I H AN, 7
BHENE 20 bk Orb g, 3205 08 bs, dnlbetish, B0 R AR, — Bk
22, bap Pl SCRE gR, R JUM = SRR MR R ERER, T R
SRIESE, AR A, B P, R B — R, WEOE R AN, Ak
AU FE R, B AERRIE ARG, WA AL S WAERS Mo 4 H R )L 2R, A
BIEI, NELEE, MO, Nz B e, PUR IR IR A, A B, EE

BH WA, RIS AR AT 78 A, RIC ., e

257Yangzhang, meaning swamped with various affairs in the office; Also see the Book of Odes, huo xichi
yan yang, huo wangshi yangzhng BIREAN, BT ¥, and the commentary on the particular term
yangzhang ranging from being disgraceful (Mao), walking hurriedly (Zheng), and being swamped by the
affairs in the office and not being able to spare time to take care of one’s own demeanor (Kong).
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ZHONG KUI

I am Zhong Kui. My great composition abilities enable phoenix’s breath, and my
physical strength can swallow a cow whole. Having taken the imperial level exam by his
majesty’s decree, the world was impressed [by my writing] and [I was] regarded second
to none within the four seas. I am also named Yusun, and I once came out first in the

national civil exam.

However, I never expected the court did not care much about
composition per se, the exam administrator only chose the candidates that were
physically appealing. If the candidates shall resemble Mr. Song, we might just as well use

: . 259
them as breeding swine.

If they were as able as Ziyu, relying on Confucius for one’s
own fame would seem to be unnecessary.’®® It is a shame that even though I am full of
composition ideas that I was not chosen to be the head among the scholar officials. Just
for the reason that my face is ugly, they have abandoned me and tossed me outside the
nine empyreans. | felt depressed and unjustified, so I knocked my head against the palace
stairs and committed suicide. I had a chest full of anger because of how frustrated I was.
After I died, the God of northern heavens sympathized with my literary abilities and

righteousness, appointing me as a grand judge of the nine hells and the three worlds.

When 1 reflect on the poverty and the misery in the world caused by the mischievous

38 Yusun is one of the courtesy names of Zhong Kui in the popular narratives of the late imperial periods,
meaning jade baby bamboo shoots. In the novel, Zhong Kui’s courtesy name is Zhengnan 1L 11 (Tang
Zhong Kui quan zhuan).

259 Yong ta ding zhu FfthEFE is originally from Zuo zhuan /£ 1%, depicting the story the duke of Wei f;
Song Chao K] was the prince of Song 7%, who was known for personal appearance and a licentious
reputation; he was the secretive lover of Nanzi -, the wife of the duke of Wei.

260 Ziyu TF] was one of the disciples of Kongzi. According to Shiji 27T, Ziyu wanted to attend Kongzi
by his side but was rejected because of his personal appearance; later on, Ziyu started to travel to establish
his own teaching and attracted great attention; Kongzi admitted his misjudgment of this person. Pease refer
to Shiji, “Zhongni dizi liezhuan” 52 5 ff JE 26 T %1 5.
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demons, if I ever came across the various demons, I will be sure to swallow them
whole.”' Consequently, it has become a habit of mine that I must eat some demons to
truly enjoy each meal. Just the other day, I ate the xu and ao demons.*** Then I used the
red pigment and black ink to make an announcement [about my failure as an exam
candidate] to the world. Let’s talk no more about that. Today is my birthday; I have been
leading a calm life and am not fond of being disturbed [by others]. I have had a post up
on the door, announcing that I will not be receiving greetings from the various gods [this
year], except from my own younger sister who is going to present a gift. How can I turn
her down? Attendants, keep an eye out for the messengers sent by my sister and let me

know upon their arrival. (The attendants acting out responding)

[AESTRE T [l b P Ass s 28, e TN SRR, BE B RS2 hE 2, NS0,
NEHEE, el T T, AR R st ARSI,

e — MO A AL 28,

[Bei zhe gui ling] The bamboos and trees in the yard are rather bare. What is
the point of having music and songs indoors? What is the point of having
music or strings and wind? I do not intend to receive any subordinates,

delicious food, nor will I hold a fancy banquet. Escaping the unnecessary

261 R . . . . :

Chimei &% refers to demons that take residence in the remote wilderness; wangliang 8 refers to
mountain demons. Although the context uses this term in a general sense, the specific connotation of each
ghost should be marked and given more attention.

22 ¥u and hao demon . ¥E_% astral demons. In the Ming novel, xu and hao are in a way associated
with Zhong Kui as well, although very little is known about them, they are mischievous and believed to
have the special capacity to harm people’s wealth and fortune. In the earliest Tang legend, Xuhao is
depicted as one petty demon that is associated with shortening people’s lifespan and dispersing their
wealth.
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formalities among colleagues, only my sister’s good wishes are hard to turn
down. Even if she offers so much wine that a boat can merely carry it and
ghosts with elbows as thick as the house beams, I can only receive them all

without a thank you letter.

THEWE R E
(LK) RIVAEBER, Eff FENEE 2, BEREGEERE 2T =
EKEE,
AL EE K ERMEK, i P A MEE -, A bR i U, o) 2
WAL AR B FEAT, A E A, AIBURS, reeemeeasn, wrsixs (THE CLOWN,
carrying the wine and ghosts, enter)
(Shan ge) As a slave I am only entrusted to errands that require a carrying

pole on my shoulders, [but fortunately] I begin with a full load on the

carrying pole but I’ll be returning with a lighter one. [In addition to] the

263

wine and food, crunch, crunch,’® I also received twenty copper coins.***

Now we are arriving at the master’s residence, and I can see a male servant at the door

from a long way. I will have to bother him to notify the master.

63 Qian de ge pengpeng zha WA13H{HZIZ E, the original language used in this sentence is very vivid and
lively as it describes both the action: eating, and the sound that action elicits, pengpeng zha. additionally,
gian is derived from a southern dialect.

264 Aahuang bian K353 refers to the copper currency circulated during that time, in other words, in the
Qing dynasty.
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(Acting out greeting each other) 1 am the petty demon sent by the lady to congratulate the
master’s birthday. I present you the letter [written by my lady]. May I bother you to
notify the master? (The servant acts out delivering the message to Zhong Kui; the painted

face acts out laughing upon reading the letter)

MLk, RTHEER, BFITEE, REBRE —ERTE. »enbliRT

BEER, —JJETHICITERE? ~2wdBBK B ¥, "B#E,

[nan jiang shui er] My sister is indeed clever running the household. She’s
full of good strategies. She asked one demon to send over the birthday gift
and thus saved employed labor. It is not proper to slaughter and eat the dog
after one had opened the letter he delivered. Nor is it proper to cut off the
head of a returning wild goose.265 Thanks to him, who walked hurriedly into
the trap [set by my younger sister|, and [I am gaining more ghosts] with

minimal effort.

e fE A BRSEG IR E O, —fF UG SERA BRI R BT N, WHEAE SR 2R, BEw
N, e,

Attendants! Now that we are favored with my sister’s gifts, we ought to accept them all;

Send all the demons to the kitchen, along with the one [demon] that carries the carrying

263 Kaifeng peng le chuan shu quan, yidao duanque huitou yan G372 T 33K, — JJE A1 SAME this
saying entails similar meaning with the saying in the previous context, even the honest officials are polite
to people who deliver gifts.
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pole, ordering the chef to quickly fry them in hot oil so that I can take it to go with wine.

(The attendants acting out responding, acting out capturing the demons)

ikt 2 A7 0 B, (LA — A8 O, /NS 25, (g e e g
(THE CLOWN was in a fluster)
If I am rewarded wine and food, just tell me so and I shall go fetch them myself. There is

no need to be so vicious.

sz W WA FSAEIS B b, SR BLE AR R, SESEELRER B2
(THE ATTENDANTS scolding him)

The lady’s congratulation letter states that you are included as a gift for my master to take

when he drinks. Who is going to offer you food and wine?

i A FARAIEL, T2 I !
(THE CLOWN is startled)

This is indeed what I had expected, how unfortunate I am!

i ek TSR, KL AR FRBEIR kAR, BEMEE R, MRS IRIE ARy we o

b

THE PETTY DEMON on the carrying pole)
Big ghost brother, big ghost brother. I was carried by you all the way here. It only makes

sense that I am meant to be the birthday gift. You have no one else but yourself to blame
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for running this errand. (The attendants acting out capturing both the petty and the big

demon, exit)

MLREREHESEH T AR MBES, HEATEEAL . Bse
R, BAFR, senZi Bl O, /NARERR, KA RSE, NHTo1H,
HALKEZ, B/, BEERWEAE. BAE, HEERLRA, BEFHTE,

[Bei’yan er luo dai de shengling] 1 was supposed to keep him whole, the
demon that carried the carrying pole, but I am afraid I will fail my sister’s
kindness by doing so. Although I knew I wasn’t supposed to turn my sister
down, my five internal organs and heart were already pleased by such an
[additional] offer. The little demon can be swallowed raw, and the big demon
should be sliced into fine pieces; the meat doesn’t have to be thoroughly
cooked as long as the flavor is satisfying. Stirring or frying, only my house
chef knows exactly how to cook; smelling lamby or fishy, if the ghost turns

out to be a black hearted one; [in that case, we will] feed the dog the meat.

oz LS, WE. waon
THE ATTENDANTS

Master, the wine is ready to serve. (The painted face acting out drinking)

"AEES) REEIRE, EREOH, AMBRAGRED, B MENRET.
[Nan jiaojiao ling] [It feels like] rich liquor is being poured over my head,

and pearly dew sprayed into my heart. The great smell [from the kitchen] is
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entering my head and piercing through my nose. I also see clear weather like

a painting on silk under eaves.

Wz PR, RACEH,
THE ATTENDANTS

Master, the ghost meat is cooked and ready to serve.

B ik, Wik, ren
THE PAINTED FACE

Excellent, excellent. (Acting out eating)

ML, 5 SEERMERRTF, AR SETERE, RIEHTTH,
U S S, AR REASAS MR, W R OEF R, RERRITH, amn

[Bei shou jiangnan] Alas, that old stinky demon had been mischievous for
several thousand years, and the chef has been cooking his meat for a long
time and it is still tough on my cheekbones. My strong teeth have to chew it
thousands of times, along with the wine. Just now is he able to swallow the
demon meat. Order the ghost messengers to dance the yecha dance and

266

accompany him to play a wine drinking game.” (The demons acting out

dancing)

20 Yecha & X, Yaksa in Sanskrit. In the Buddhist tradition, yecha is believed to be a malevolent spirit that
eats humans, flying in the air and moving swiftly. In Hindu mythology, Yaksa is half divine and half
mischievous spirits.
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wz: WDk, ik,
THE PAINTED FACE

Excellent, excellent.

FRaREMEF ) JERBERWER, RXEEZERE, MERAZE FH, nepfi £
RFECBREE! W) PR — R, AR S RE —&, BRI el n
[Nan yuanlin hao] The bowls are filled with wine and meat came in great size,
the shadows of the dancing demons are immortal like. [I am] in an alcoholic
haze and it feels like the soaring wind and clouds have suddenly changed
their form. Why bother to go to the queen mother of the west’s banquet at
the peach garden?’®” Ah, drunken dances are the most joyful thing [in life]. I
will just join you on the stage and play for a while. Why not? (The attendants

acting out dancing with the grand judge)

MLhREHRF T B, B8R, BER, HER. AWRRRERE, O
BRAK, TkE, B, nEEERER, BEERBE; BILILY &

1 E, B E IR 118,

For a detailed study of Yaksa, please refer to Gail Hinich Sutherland, The Disguises of the Demon: The
Development of the Yaksa in Hinduism and Buddhism, SUNY Series in Hindu Studies (Albany: State
University of New York Press, 1991).

267)(z'wang my yan taoyuan V4 T [ Z Rk, Xiwang mu, the Queen Mother of the West, is one of the most
pronounced female divinity in Daoism. Common belief depicts her holding a banquet in her peach garden
in honor of her own birthday, and various deities and gods are included at the birthday reception.



244

[Bei gu meijiu dai taiping ling] Spread the wide sleeves and raise my

shoulders straight up. The painting of Lingbi is so lively.”*®

My belt became
loose and my black turban is slanted; I feel like a crane that is flying towards
the skies. The neck stretches up and down, and the body is dancing
gracefully. A cold breeze is curled up by the wind and the sleets are dancing,
heaven moves and earth rotates; [the world] is at an expanse of white. My

mind is drunk and my body is shaky, my head feels heavy and I have

exhausted both my spirit and strength.

fieony SR ) B, BRI AS ! e
I say, the songs have subsided and the dances are ending. I am exhausted and drunk. (7%e

attendants acting out assisting him to walk)

EILG |y EERBIBEIRR, SRA KB, MEREEETER, 38 T BT, HEEA
PR AR, s
[Qingjiang yin] In my drunken state I am holding the wooden tablet upside
down; I have been assisted to enter my residence. Even if we were to be
besieged by the enemies and I received a decree from the emperor, I would
still have to say that I have entered the drunken land and am yet to return to

the mundane world. (Exit together)

268 Lingbi %% is nowadays a city in Northern Anhui. Lingbi is regarded as the birthing place of Zhong
Kui portrait, and Zhong Kui paintings and mass produced Zhong Kui images are one of the three local
specialties. It is said that the people from Lingbi started to paint Zhong Kui’s image ever since the Tang
dynasty, which aligns with the earliest Zhong Kui legend where Zhong Kui is depicted as one of the bigger
demons who captures the petty demons and cures the Emperor Minghuang’s illness.
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3. Lost in Transmission: A Zhong Kui Play Entry

In this section, I focus on a play that is no longer extant. It is titled Shizi zhuan Hil
i (hereafter, Shizi) composed by the late Ming playwright Ruan Dacheng. According

to Quhai zongmu tiyao,”® the main purpose of the play is to awaken people in the world,
and the overall development of the plot indeed feels sententious. Unlike the portrayal of
Zhong Kui as an exorcist who is authoritative, impartial, and upright in the previous
chapters translated in this dissertation, while still acknowledging Zhong Kui’s connection
with the Tang emperor and that he used to be assigned to the position of the grand judge
in hell by the King of Hell, Shizi’s portrayal of Zhong Kui is overwhelmingly negative.*”
Moreover, Zhong Kui is portrayed as having a younger sister in this play, too. The
younger sister, who is manipulated by Zhong Kui as part of a scheme to advance his own
career and accumulate materialistic possessions, serves to enhance the negativity
reflected through his lack of integrity and degenerated moral principles.

The play begins with Zhong Kui’s demotion from the official position of the Head
of Temple Attendant (zongchi dian #2F§#) to the Deputy Envoy of the Naihe Bridge
(naihe qiaoliang hoiuque dashi %3 (KRRl A {4), which implied his misconduct in
the bureaucratic world. After his disgrace, he held a banquet in his house and

manipulated his younger sister into seducing his friend Lama Miao during the feast.

Without any moral struggle or even the slightest hesitation, the sister took her shoe as a

269 Quhai zongmu tiyao was composed by Dong Kang # i in the late Qing dynasty. It is a compilation of
the Yuan, Ming, and Qing play titles.

270 Several ideas that I have in this section are inspired by Zhong Kui yanjiu.
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drinking vessel to seduce Miao and had sexual intercourse with him shortly after.”’' As
an unmarried young woman, the sister violated the most serious moral code subject to
women in pre-modern Chinese society: rules of propriety where even talking to a strange
man without one’s parents or guardians present was considered highly inappropriate, let
alone the pre-marital sex. Even worse is that Zhong Kui was the ultimate source of his
sister’s moral corruption. Later on, Zhong Kui also gathered friends of his own and
committed bribery, which again reveals his moral flaw as an official.

In addition to the emphasis given to portray Zhong Kui’s moral flaws, Shizi is
situated within a Buddhist context. As I pointed out earlier, the major purpose of this play

is to deliver a moralistic lesson. Shizi is used as an analogy, or a stimulus (yin 71) to

evoke the religious message embedded in the play. It also says so in Quhai zongmu tiyao
that the play ends with a destruction of the lion head and everything returning to manifest

their original forms.*’*

In the play, even though Zhong Kui and his sister are pivotal in
the dramatic development, they are by no means the male and female protagonists in the
story. As a matter of fact, no dramatic character in Shizi is supposed to be in the lead
position. The Buddhist background and the lion head allusion indicate that every
character in the play is centered around the most essential message the playwright

intended to convey: nothing and no one is what they appear to be. Instead, one needs to

break free from the superfluous chain of social normality to return to the original forms.

271 . .
In ancient China, the shoes of young women who are yet to marry carry very strong moral and sexual

connotations. Therefore, a young woman’s taking off her shoe can be regarded as an invitation to flirtation
and, to a certain extent, the physical intimacy. Moreover, pre-marital sex was a severe violation of moral
codes. In this play, not only Zhong Kui’s sister goes against moral codes being subjected to her as an
unmarried young woman, but also she was led into the violation by her own elder brother.

272 Quhai zongmu tiyao, p 541.
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The breakdown of norms in this play is strictly modeled on the Buddhist idea through the
lion head analogy.

Scholars have speculated on reasons why Shizi is no longer extant, and no
convincing conclusion has been offered. In Zhong Kui yanjiu, Zheng argues that the
fundamental reasons why this play has been lost in transmission was because it portrays
Zhong Kui and his sister with too much negativity. The play’s portrayal of Zhong Kui is
so negative, in fact, that it neglects, even erases, the almighty powers invested in Zhong
Kui, which typically lead to a ritual or therapeutic relief that eases the fears and anxieties
manifested individually or even collectively in local Chinese communities.””> While I
agree with Zheng that a deconstruction of reality through the allusion of the lion head in
the play mirrors the playwright’s deconstructing of Zhong Kui, and, to a certain extent,
even his sister’s traditional characteristics, the anti-narrative primarily serves the purpose
of harmonizing Buddhist teachings through the play.

I argue that the immorality of a divine figure should not be overlooked because it
reflects how Zhong Kui is evaluated in a specific way. These specifics, regardless of how
they conflict with the mainstream portrait of Zhong Kui, are indispensable components to
the composite character of Zhong Kui. In the end, I speculate the reasons this play has
been lost in transmission could be that the original play was too lengthy, that it was hard
to adapt into theatrical performances. It is also possible that, since the Ming bookstores
started to function as advocates of popular literature, few requests were made for it to
local bookstores. Finally, the fall of the Ming empire did lead to a huge loss of published

works.

273 Zhong Kui yanjiu, pp 163-4.
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4. Annotated Translation of the Entry on Shizi zhuan

Shizi zhuan ¥ {5

Kanben says that Shizi zhuan was composed by Baizishan Qiao without stating
the real name [of the playwright];*”> however, it was actually written by Ruan Dacheng
towards the end of the Ming dynasty. The motifs in the play primarily depict fantasies;

hence, it is very similar to guiyuan. yunhua, and shuangxiu, which can all be categorized

. 276
as chuanqi.

The reason why it is titled Shizi zhuan is because in the Buddhist sutras, the
Buddha is believed to be capable of imitating a lion’s roar.””” Uruvilva sutra has an entry
dedicated to the Buddha who possesses lion’s eyes, and his throne of Buddha is called

lion’s seat.””® According to the Buddhist sutras, the people that are strong enough to carry

274 An epithet for Sakyamuni Buddha, who is king among humans in the same way that the lion is the king
of beasts. In Chinese Buddhist texts, the word lion (shizi Jifi F) is often written as shizi Hfi-f, which is a
perfect homonym but means 'teacher.' Due to that verbal association, abbots and other eminent monks who
preached the Dharma to large audiences came to be called 'lions.' (Skt. simha, mrga-pati, mrgéndra)

Both Zhizizhuan and Taixia le are selected from Quhai zongmu tiyao compiled in the Qing dynasty. As for
zhuan W, it could mean to deceive.

The original Chinese is not included in this chapter because the play gist translated is a retrieved version of
the play. To me, this translation is more of a scholarly study of the play. Hence, I treat this entry in a
different way how I treat original plays.

27> Baizishan giao F1-LLIHE is the pen name of the Ming playwright, Ruan Dacheng. It is said that Ruan
was very fond of Mt. Baizi in nowadays Anqing 4 B¥, Anhui province “Zf; hence, he gave himself the
said pen name.

276 guiyuan, yunhua, and shuangxiu refers to Guiyuan jing 5 JCHt, Yunhua ji S5(E70, and Shuangxiu ji %
f& 3L, respectively. Please refer to my note 115.

277 Shizi hou i T, lion's roar, A metaphor for the Buddha's teaching. When the lion roars, all the inferior
creatures in the wild appropriately submit. In the same way, when the Buddha speaks, false teachers
naturally feel the difference and become silent (Skt. simha-nada). (I3 AN Bk 4% KA T
312.11.727a6)

27 g M TSR 4F, (B MSRIZ means papaya tree. Uruvilva, papaya tree; name of the forest near Gaya where
Sakyamuni practiced austere asceticism before his enlightenment. Also EAEAEZE (or B R &), &4
W2 (or SEAHAR); IEHAHIR, EESHIRMEE and other forms; Uruvilva Kasyapa; "one of the principal
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on the doctrines are depicted as using an image of lion to conduct teaching. Furthermore,
this play utilizes the lion as its starting point. Eventually the play ends with the remark
where the lion is broken and returned to its original status. This so-called speech, without
substantial meaning, is why the play is primarily called zAuan.

In the play, it states, the King of Denglun is in charge of the underworld and his

powers are dominant over the three realms.””

It is said that ever since the primordial
times, the yin and yang are reconciled, and days and nights are divided. Humans are
engaged in criminal activities, while ghosts and spirits interfere with public affairs.
Humans become ghosts after they die. After experiencing the different layers of hell,
ghosts are eligible to be reincarnated into human form again, at which point they begin to
experience the suffering and pain that is previously only comprehended by humans. The

1. His teachings are flexible and he doesn't treat

King of Denglun is kind and impartia
things differently. He makes the three so-called denglun rules. The lion head monk is
entrusted to preach to the residents of the dark world, including the officials, military
personnel, and men and women who are all subject to the rules. [The rules] are to make
them repent for their wrongdoings in their previous lives, enforcing them to act properly

according to their own social status. If anyone had ever trespassed, they will be punished

by the laws and sent to the human world to carry on the guilt.

disciples of Sakyamuni, so called because he practiced asceticism in the Uruvilva forest,' or 'because he had
on his breast a mark resembling the fruit of the' papaya. He 'is to reappear as Buddha Samantaprabhasa. "
(Eitel)

Shizi zuo ¥ T %, Lion's throne—the [lecture] seat of the Buddha (Skt. simhésana). In India, this was a
term for the throne of royalty, thus it was applied to the Buddha. [§%.0r&17 % HBJ 1.841b16]

" The King of Denglun is in charge of both the human and the other world and is able to transgress the
three realms.

280 Wheel-turning monarch, universal monarch/emperor. See w2 = (Skt. cakra-vartin; Tib. 'khor los
sgyur ba).
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A martial exam candidate named Zhong Kui of the Tang dynasty once ruled the
dark world, commanding the eighty-four thousand demons. He was found guilty in the
case of Judge Bao settling the lawsuit of Pen’er. Thereafter, he was degraded from the
Head of Temple Attendants to the Deputy Envoy of the Naihe Bridge.*®' Without his
official duties he began to become isolated. He was a good friend of the Temple
Attendant in Chief Lama Miao. [One day] he arranges an elegant feast and invites Miao
to partake in drinks. In addition to the feast, he also presents an antique to Miao. Miao
also takes a local demon and a frivolous deity, and dedicates the two of them as gifts for
Zhong Kui. Just as they are having a splendid time drinking, Zhong requests his younger
sister to come out to assist with the drinking. Miao has sexual intercourse with her.
[While in office] Chen Zhongzi from Yuling has deliberately sabotaged upright officials,
and thus he becomes a hungry ghost after his death. He comes to the feast to beg for
some food but is beaten by the demon officials. After the feast, Miao accidentally leaves
his brush pen and register on the floor at the Zhong residence, and subsequently Zhongzi
discovers them.

Miao returns home and encounters the lion head monk as he is leading a monkey
on a leash. The lion head monk is promulgating the monkey head sutra at the Naihe
Bridge. The monkey is acting out the scenarios [in the sutra] and manifesting the cause
and effect to the demon masses. When Miao arrives there, he commands the monkey to
carry on all the acts [from the beginning] once more. The monkey proceeds to put on
clothing and a cap, disguising himself as a judge who goes to an elegant feast. The

monkey reenacts Miao’s activities, ranging from his arrival [at the Zhong residence], his

281 o, . « » 1 g : s

Naihe 7%{7] means “somehow,” like ruhe W], mo naihe %43 (7] and wu naihe #%%% {"] mean “nothing
can be done.” Naihe qiao %3 {145 is often used as a nominal phrase in both Buddhist context and even in
modern Mandarin every day speech.
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sexual encounter with Zhong’s younger sister, to his assault on Chen Zhongzi. Upon

observing this, Miao becomes infuriated and intends to assault the monkey. However, the

monkey suddenly transforms into a tiger, and the crowd is startled and disassembles.
When Miao arrives home he appears to be ill, thus his wife requests a doctor

named Sai Wuchang #5#5 to give Miao a prognosis of his ailment. However, the lion

head monk summons Zhong’s sister’s soul in order for her to meet up with Miao. Just as
the two of them are affectionate with each other, several office servants unexpectedly
appears and arrests Miao. [Thereafter], his symptoms progressively worsen to the extent
that he can no longer get out of bed. Zhong Kui intends to bribe Miao’s friends and
subsequently learns what has happened to Miao. Later on, Miao’s wife brings an
indictment to the King of Denglun against Zhong’s sister because she discovers that
Zhong’s sister has given her shoes to Miao as a gift. She wants Zhong Kui to pay his life
for [what had happened to her husband]. Chen Zhongzi also submits a complaint to
appeal to the King of Denglun, stating how he had been beaten up by Miao. According to
the laws, the King of Denglun punishes Miao, Zhong Kui, and his sister by sending them
to the human world. By then, the King of Denglun is contemplating compiling a record of
Denglun. He also oversees the need to [find a candidate] to fill the position of the grand

judge. He orders his attendant to write an official letter to Mi Heng K f# and Su Shi &Rl

By the invitation, Heng goes to the heavenly court to issue an official letter, and Shi
makes the opening remarks for the ceremony. Chen Zhongzi is successfully appointed as
the grand judge to substitute for Miao. This story may serve as an admonishment to

prevent the honest officials from being wrongly accused.
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Shen Kuo from the Song dynasty says in his appendix for the Mengxi bitan: The
Tang emperor Minghuang was suffering from malarial fever for over a month, and
shaman doctors were not able to cure him. One night he dreamed of two demons, one big
and the other small. The small one stole the jade flute hung on the Consort Yang’s

perfume satchel and was running around the palace afterwards.>**

The big one, however,
was wearing a soft cap, blue robes with one of his arms exposed, and he was barefoot. He
gouged out the small demon’s eyes and ate them. He went forward to Minghuang
afterwards, saying, “I am called Zhong Kui and I am the failed martial exam candidate. I
vow to eradicate all the mischievous demonic forces under heaven for your majesty.”
After Minghuang woke up from the dream, his malarial fever was gone. He proceeded to
order the court artist Wu Daozi to portray an image of Zhong Kui. After he received the
decree, Wu fell into a trance. So, he completed the portrait and presented it to the
emperor. Upon staring at the portrait for quite a while, the emperor slapped the desk and
said, “Did you and I happen to have the same dream? How could the portrait be so
similar if we did not?” Thereafter, painters grew fond of portraying the image of Zhong
Kui. Among the commoners, Zhong’s image is widely used to pacify the demons in the
house. There is also a painting depicting Zhong Kui giving away his younger sister at her
wedding.

In this play it says that Zhong Kui’s younger sister took off her shoes and used

them as drinking vessels to serve wine to the demon judges. This is rather absurd.

However, Yang Weizhen who lived towards the end of the Yuan dynasty was fond of

82 Great realities: the two aspects of material force — yin and yang [2[%, which give form to the universe.
[source(s): Gakken]
A name for Yang Guifei /5 £ {2, consort to the Tang emperor Xuanzong % 5. [source(s): Gakken]
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using prostitutes’ shoes as vessels to hold drinks, and he called them shoe vessels. The

scene in the play is therefore not completely contrived.

5. Concluding Comments on the Plays

This chapter translates two plays that collectively portray Zhong Kui as a much
more personalized deity. The personalization is realized by multiple additions in the play,
among which his younger sister is the most prominent one. I argue that the
personalization, although serves the purpose of creating a satirical and comical undertone
for both plays, is tied into different religious traditions for each play. Zhongmei’s heavy
emphasis on eating demons without showing their mischief is a revisitation of Zhong
Kui’s nuo origin, more specifically, the shamanistic function because one of the most

striking features of the ancient nuo tradition is “demon eats demon” (gui chi gui V2 ).

In light of this, the demon eating, along with drunkenness, singing, and dancing can all be
regarded as if Zhong Kui was in a trance. Whereas in Shizi, the satire is directed at each
character in the play. The lion head is a metaphor that alludes to the fact that all living
beings live in a delusional state. Hence, when the Buddha’s teaching reveals its truth
through breaking the lion head, karma is settled and things are returned to their original
form. In the play, Zhong Kui, his sister, and Miao are sent to the human world as the final
testimonial of this Buddhist truth.

Another common theme the two plays share is that the excessiveness in Zhong
Kui’s behavior is greatly amplified. In Zhongmei, he is portrayed as a complete drunk
who is not only greedy, but also ignores his responsibility to be loyal to the emperor. In

Shizi, how much he is willing to compromise his moral principle is beyond imaginable.
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However, as extreme as these behaviors may appear to be, they are still originated in
Zhong Kui’s divine identity, his bluntness and propensity for violence provide room for

accommodation to these moral flaws.
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Conclusion
Future as the Past—Past as the Future

In this dissertation, I have shown that since the late Tang dynasty, Zhong Kui’s
divine identity has been defined with several crucial elements: his failure as an
examination candidate; the comical dynamic between the deity and his entourage, Xuhao;
his official recognition given by the Minghuang Emperor; and the court artist Wu Daozi’s
role in establishing a Zhong Kui iconography, which also introduced a mode of
worshipping and manifestation of efficacy realized through an image that is uniquely
Zhong Kui.

Inspired by Idema’s and West’s translation and analysis of the Ming Zhong Kui

play composed by the Ming prince Zhu Youdun %44 2 (1365-1439), in this dissertation

I translated and provided an analytical framework for a set of Ming and Qing plays
centered around Zhong Kui.*® The annotated translations are an important part of this
dissertation because they enable me to work closely with the primary texts, paying
attention to the context and playful dramatic language. More importantly, the translated
work done in this dissertation builds on Idema’s and West’s work and serves as a
meaningful start to continue translating more Zhong Kui plays from the Ming and Qing
dynasties for my future research.

The investigation of the exorcist Zhong Kui through a set of translated plays has
the following benefits: 1) contextualization of the Zhong Kui cult in the Ming and Qing

theater enables the intimacy between Chinese theater and rituals to speak for itself. 2) It

narrows down the timeline in which the cult of Zhong Kui is generally being discussed,

83 For the full reference, please refer to “scholarly articles” #6 in my bibliography.
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which makes it clear that the Ming and Qing dynasties are most essential to engage the
exorcist’s recruitment by and close relation with the Daoist masters. 3) The plays’
dualistic nature as performances and literary texts in their own right harmonize with the
earliest Zhong Kui legend. This harmony is demonstrated over multiple factors: the
recognition of Zhong Kui as a standard deity is a literary account empowered by the
Minghuang emperor, his portrait established by the court artist Wu Daozi yields his
power and efficacy to a visual representation on paper instead of in a temple, and finally
the performance of Zhong Kui on the stage purifies not only the evil energies presented
in the play, but also that of the Cosmos as the performance is in progress.

Moreover, this dissertation links the Ming and Qing plays to a larger literary body
of Zhong Kui as depicted in the literature from the Tang dynasty onwards. I have argued
that such an embodiment is significant and meaningful because the literary “body” of
Zhong Kui is complementary to the ritualistic one. A ritualistic representation requires a
certain narrative in order to make sense to a lay audience, and for “recreating” the
ritualistic experience every time the story is retold. Furthermore, the manifestation of
Zhong Kui’s ritualistic body is a significant part of the cult. For instance, when his
ritualistic body is recruited by local practitioners in the Tiao Zhong Kui dances, a
mediation between this world and the other world, as well as the living and the dead, is
simultaneously created.

As I am ready to conclude this Ph.D. dissertation, I once again find myself
contemplating my future research on Zhong Kui, as an exorcist, an actor on the stage and
on the screen, and as a forever living fossil in everyday Chinese life. As I began work on

this dissertation, my personal memories of encountering Zhong Kui in local Chinese
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theater began calling me to go back to where it all started. Unfortunately, the desire to go
back to revisit my home province in order to re-encounter Zhong Kui at whatever
occasions that may still remain has been partially tested. Several years ago, my teacher,
Mark Meulenbeld, an experienced ethnographer, shared with me his knowledge of
research methods based on his experience in Taiwan and Hunan, China. With enthusiasm,
I decided to go back to my home province Anhui to conduct fieldwork in northern parts
of the province.”® Soon after I obtained my ABD status, I returned to China for a
summer to do some preliminary fieldwork related to the cult of Zhong Kui.

My imagination about how one should conduct field work in mainland China
quickly came into conflict with a new reality, however. As China marched into a new era
of communism and modernity, how one particular religious cult manifested as the social
history of people’s fears and desires, worries and anxieties, and how they dealt with them

has also changed dramatically.”®

The communist party’s advocacy of atheism and its
effort in enlisting local religious practice by offering them amnesty to become a spectacle
or non-materialistic cultural heritage has transformed the fear and anxieties into a new
realm in which everything is commodified. Local nuo practices, including Zhong Kui are
no exceptions, either.

If in pre-modern China, the fears and anxiety answered by the Zhong Kui cult

were related to household safety, physical well-being, and to a certain extent, the stability

%4 1 have already gained the field research experience at University of Wisconsin-Madison. For a cultural
anthropology course I took with Neil Whitehead, the final project was to conduct a series of interviews
with a Hmong family from the state of Wisconsin. Through the interviews and direct observations, I
researched how this Hmong family lived in the dilemma of Western medical and Hmong shamanistic
practices, reconciled their former cultural identity with a “modern” one, and finally adapted to the so-called
American life. The experimental project turned out to be a success and received the highest score in class.

8 The idea of the local religious cult should be considered social history that shows people’s fears and
desires, worries and anxieties, and how they dealt with them is inspired by Barend J. Ter Haar’s newly
published book, Guan Yu The Religious Afterlife of a Failed Hero, pp 18-9.
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of the local communities, then the modernity manifested in current Chinese society has
definitely expanded and renewed the meanings of those fears and anxieties. On the one
hand, even though he is still regarded as the backbone of a collective Chinese mentality,
the Zhong Kui worship that survived the scarred and yet ever changing Chinese history of
the past 100 years has greatly diminished into a minor factor in everyday Chinese life. In
other words, the safety of the household and the general physical well-being have found a
more effective aid in modern technology and western medication. On the other hand, in
between being labeled as superstitious and the desire to maintain a collective memory
shared by thousands of years of history, Chinese people, or at least some of them, still go
to temple fairs and religious assemblies to participate in the local communal tradition.
However, the fairs and assemblies no longer function as the social glue to hold everyone
together. Instead, the individual and communal activities, including the religious ones,
are greatly disseminated into commodification and the ultimate goal of getting ahead in
life.

As 1 was determined to visit Guichi i, a city near Mt. Jiuhua JUFEILI that is

known for the well preserved nuo dances of various kinds, my family stopped me. The
reason was that everything in that city is highly commercialized and design to attract
tourists. They also insisted that it was not safe for a young woman such as myself to
travel to a strange city. “There is too much evil such as human trafficking and criminal
activities related to a profit driven modern culture in nowadays China, sometimes even at
the cost of human lives,” they warned me. So, I didn’t go.

My failed attempt to conduct fieldwork in Northern Anhui had yielded to a field

trip to meet scholars that study Zhong Kui, which was suggested by my family as an
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alternative. In that summer, I made multiple trips to my old university, Anhui University
LB, Through my conversations and discussions with the nuo and Huangmeixi &%
H#/5% (Huangmei tone) experts in the Center of Hui Studies (Huixue zhongxin 52 rh.ly)
in Anhui University, I came across an expert on the nuo dances in Anhui province, Wang

Zhaogian 1 JKiZ (1928-2006). In his book, Jiamian de beihou, 1 learned that despite the

Chinese government’s effort of enlisting the local religious practice as amnesty, nuo
dances and the cult of Zhong Kui have managed to find their way for preservation.
In his book, Wang argues that in addition to Northern Anhui, nuo dances and

practices are performed in other parts of China under different names. Tiaogiao Ff (the
qiao dance) is a form of nuo dance directly related to Zhong Kui. Other names range
from nuo {# (exorcism), ping ‘anhui “F'% ¥ (the Assembly of Peace), gingtan B2 (the
Altar for Celebrations), tongzihui % §-% (the Assembly of Young Boys), guansuoxi B
FJ8L (the guansuo play), dixi H1/5k (the di play), luoguzaxi $# 5 5E5L (the miscellaneous
plays accompanied by drums and gongs), tiaogiaoshen Bk{#iifl (dance of the Nuo
deities), yangxi [%/5k (the yang play), tiaobaman Bk/\## (the baman dance), xianghuxi
7 K8, (the incense play), tiaowuchang Bk 714 (the five furies dance) and so on.?*

In his book, Wang dedicates a great deal of attention to the Zhong Kui nuo dance
and plays. In the following description from the book, we not only can see that Zhong
Kui and the term judge are used almost interchangeably in local nuo contexts, but also the

detailed features of Zhong Kui described in mainland nuo parade and theater by Wang is

286 Zai jiamian de beihou, p3
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aligned with how he is portrayed in Taiwan.*” Wang argues, “‘Zhong Kui Catches the
Petty Demons’ is also known as ‘Zhong Kui Dances.” There is another type of dance that
belongs to the same category, namely, ‘The Judge Captures the Petty Demons,” which is
also known as ‘Dance of the Judge,” or ‘the Judge Dance’. Additionally, in the village of
Shanhu there exists the tradition of a nuo dance titled ‘Zhong Kui Captures the Petty
Demons.” “In Maotan Township, village of Shanhu, the nuo deities of Tang, Wang, and
Xiang take turns to perform in every village, and they always perform the nuo dance
‘Zhong Kui Captures the Petty Demons’ at nighttime. There are nuanced differences
between the Tang and Wang nuo tradition. For instance, the old house Tang (including
the new house Tang) perform in the following way: there are two dancers, one of which
is Zhong Kui who wears a blueish dark mask; his back is hunched and he has a chest that
resembles a chicken breast. He is holding a precious sword and adorned with ‘colorful
money.” 7%

What I think is most interesting about the pictures taken by my classmate Michael
Naparstek (included below) and the description given in Wang’s book regarding the deity
Zhong Kui in the old and new house Tang are the similarities displayed in a transregional
way. Both contexts depict Zhong Kui as an exorcist wearing a blueish dark mask, having
a chest that resembles that of a chicken, and foremost is adorned with a string of

“colorful money.” Judging from the photographs taken in Taipei, the colorful money is

actually Chinese donuts that resemble the shape of the ancient tonggian #$% (copper

287 Special thanks to my cohort at University of Wisconsin-Madison, Michael Naparstek for having taken
the photos during his field trip in Taiwan and sharing them with me when he learned I was going to write a
dissertation on Zhong Kui.

288 Jiamian, p 89-90
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coins).”*’

The coins are round with a square hollow in the center. It is hard to tell from the
photographs whether the Taipei Zhong Kui has a hunched back or not, but the second
image definitely hints at an abnormally shaped upper body, the overly wide shoulders are
one among other indicators.

The differences are that the Taiwan Zhong Kui is not in physical possession of a
rare sword as described by Wang in his book. However, the colorful banner in an

exorcistic context is used as a weapon for execution, especially the liturgical practices
related to the thunder cult. For instance, in the Ming play “Mulian jiumu” H %R}
(Mulian Rescues His Mother), the thunder cult is utilized in both a ritualist and a moral
sense in that a moral judgment on a misconduct is followed by a ritual killing
immediately. In the play, specifically in the scenes titled “Leigong dianmu” 5 23 R
(The Father of the Thunders and the Mother of Lightning), the execution directed towards
the failure of moral conduct such as unfilial piety, commercial fraudulence, and adultery
would be stricken to death by the thunder gods. The punishments can be traced through
the colorful banners stuck in the body of the guilty party. In the play, this act is carried

out by a dramatic role, namely, sheling it 5.

28 The colorful money, caigian is made by edible items such as Chinese donuts for several practical
reasons, one among which is that the food that has gone through the ritual cleansing ceremony is supposed
to be blessed with good fortune and positive energy by the guardian deity. Therefore, people who end up
eating the food will be blessed with such fortune and energy. In various regions in China, temples food will
be likely given to the vulnerable members so that they have better chances of surviving and fulfilling their
natural lifespan allotted by heaven’s mandate.
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Photo Credit: Michael Naparstek

I want to end my dissertation on some thought provoking arguments raised by

Wang. According to him, the activities related to nuo performances carries on ritualistic
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meanings, too. Therefore, one way to label them is to categorize them as “ritualistic
performance.” However, Wang argues the performative mind of the nuo dancers and
actors is dramatically different from those that provide theatrical performance exclusively
for the purpose of entertainment. Because for the local nuo dancers and actors, the belief
they hold dear is that after the ceremony of inviting the gods to descend and be present
for the performance, the masks worn by the actors are spiritually possessed by the gods
themselves, which makes the dances and theatrical performance a reenactment, or a
narration of the manifestation of the deities or ancestors from antiquity. We must take
into account that the so-called narration is not a plot or storyline from a play or fiction.
Rather, it simply refers to “human conduct and affairs of the past.”*”

I disagree with a radical division between the ritualistic and entertaining aspects
demonstrated in nuo dances and theater, but Wang’s work presents more possibilities and
recalls the need for me to go back to Anhui and do more fieldwork related to the Zhong
Kui cult. In this dissertation, I demonstrate how one sect of the Zhong Kui cult through a
dramatic display inspires us to reflect on emotions—fear and anxiety, hope and wishes,
and acceptance and resentment—of emperors, literati, scholar officials, merchants,
peasants, and to some extent, even the failures including Zhong Kui himself. This
potential invites me to see how those emotions may have changed and remained
unchanged through the Zhong Kui dance, rituals, and his involvement with the Daoist
practitioners in current China. As Zhong Kui is a deity that everyone in China can

worship, the inclusiveness of his efficacy also dictates his relevance in the future.

290 Jiamian, p 36
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Appendix 1

Meng Zhong Kui Z§& f&

One day in the Kaiyuan era [713-742], Minghuang [the Tang emperor Xuanzong], fell ill
with malaria after returning to the palace from a round of bow-and-arrow practice on Mt.
Li. While taking a nap [during the day], he dreamt of a small demon, wearing only a red
shirt, calf-snout trousers and one shoe—the other being tied at his waist—and holding a
bamboo fan. Stealing Taizhen’s [consort Yang Guifei’s] embroidered perfume-bag and
the Emperor’s jade flute. [Then, instead of escaping,] the demon began running around
the palace grounds, frolicking in front of the Emperor. Minghuang reproached him and
demanded an explanation. The demon respectfully replied: “Your servant’s name is
Xuhao.” The Emperor responded: “I’ve never heard of you before.” The demon
explained that “Xu” stood for “stealing people’s belongings for fun” and “Hao” for
“replacing man’s joys with sorrows.” Hearing this, the emperor was enraged and wanted
to call for his guards. But at that very moment, a much larger demon, wearing a tattered
hat, blue robe, horn waist-belt, and black boots appeared and went straight after the thief.
He first gouged out the demon’s eyes, then tore him to pieces and ate him. When the
emperor asked him who he was, the demon eater introduced himself: “I am Zhong Kui, a
Jjinshi from Mt. Zhongnan, who was ashamed to return home after having failed the next
higher degree of examination during the Wude era [618-626], thus committed suicide by
smashing my head against the palace steps. Grateful to Emperor Gaozu [r.618- 626], who
granted me an honorable burial of a court official of the green-robe rank when I died, I
have vowed to rid the world of mischievous demons like Xu Hao for the monarch.” At

these words, Minghuang awoke and found himself fully recovered. Without delay he
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summoned the painter Wu Daozi to paint a portrait of Zhong Kui as seen in his dream.
Wu Daozi went to work immediately and painted Zhong Kui as if he had seen him with
his own eyes. When he presented the finished portrait to the Emperor, the Emperor
exclaimed, “You and I must have had the same dream!” He awarded Wu one hundred

taels of gold.*”!
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Appendix II

According to Gudian ximu cunmu 5 WSk H A7 H 5% (4 Collection of Classical

Chinese Plays and Play Titles), another play composed by the Qing playwright Zhang

Xingi #%/0> 3 (fl. around the end of the Shunzhi reign Y5 [1644-1661]) named Tianxia

le is also centered around stories of Zhong Kui and his sister. As a matter of fact, this

21 Translation revised based on Joyce Tsai’s dissertation, Imagining the Supernatural Grotesque: Paintings of Zhong
Kui and Demons in the Late Southern Song (1127-1279) and Yuan (1271-1368) Dynasties, p 95.
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play is said to serve as one of the dramatic inspirations for the title, Zhong Kui jiamei.

Unfortunately, the completed version of Tianxia le is no longer extant.

Annotated Translation of the Entry on Tianxia lé’ o2

Happiness of All under Heaven X 4%

Tianxia le was composed by Zhang Xinqi and the central dramatic theme revolves
around the five fortune deities. It is said that these five people are able to gather wealth
and provide monetary relief for the poor. They devoted their lives to good deeds and
prayed for the timely rain in order to usher in a year of abundance. The state decided to
canonize the five of them and awarded them with a large amount of gold. Later on, the
Jade Emperor also gave them the epithets of the Generals of Five Avenues under the
Ministry of Treasury, placing them in charge of wealth and high honors in the human
world; thus commanding the five directions: east, west, south, north and central. All five
directions are abundant and rich. It is only natural that the world is at great peace and
people have been enjoying quiet lives for ten thousand generations, which is also why the
play is titled tianxia le in the first place.

The five avenue deities are commonly referred to as the head avenues, also known
as fortune deities. The origin of the fortune deities is unknown. However, they have been
obsequiously worshipped in the recent generations, especially in Zhejiang area.” Du

Ping whose courtesy name is Junqing, is a Qiantang resident from Zhejiang Province. His

292 “Tianxia le” is composed by Zhang Dafu 7 K{% (1554-1630) and the central dramatic theme revolves
around the five fortune deities. Unfortunately, both titles are lost in transmission, Quhai zongmu tiyao
provides brief descriptions that enables us to retrieve the gist of the plays. The last play title is included in
Liaozhai tongsu xiqu xuanzhu W5 0 (5% 11371 and survived Liu Jieping’s selection and annotations.

293 Early Chinese thought often associates the five directions, which is central, East, West, South, and
North with the five Emperors, and the Emperors could vary from #7if7. ifi. @78, 8. %¢ to A 25,
T N
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family has been prosperous businessmen for generations. He lost both of his parents at a
young age and is yet to be married. He is business partners with Li Si from Nanjing, Ren
An from Xishan, Sun Li from Dantu, and Wu Yanzheng from Nanjing. The five of them
share a similar worldview and get along well. More importantly, they voluntarily
distribute their wealth amongst the poor. Ping is giving relief to the poor in the Zhejiang
area, and he goes down south to the Yanghuai area. He is distributing eight hundred
thousand pieces of gold; the other four of them are allotted to the other four directions.
One is heading towards Guizhou, the second to Qiyan, the third to Hunan, and the last to
Guangdong. Thereafter, the Wu and Yue are divided, and five golden lights are
frequently seen rising from the skies.

By then the examination candidate Zhong Kui from Mt. Zhongnan is living with
his sister Mei’er. He had heard that Emperor Gaozu would be holding the final round of
examination. Zhong Kui intends to go to the capital city to take the exam, but he is too
poor. Ping happens to be at the Changming monastery distributing money, silk, and rice
to the poor. Zhong Kui knows of Ping by his reputation and goes to visit him at the
monastery. Thereafter, Ping invites Zhong Kui to his house and kindheartedly offers him
sufficient money for the trip to the capital city, along with a rare sword. Zhong Kui’s
personality is upright and straightforward. [One day] he enters the monastery while he is
drunk where the monks are holding a daochang for Du. They invite a master to make
offerings to the deceased. Zhong Kui is shocked upon seeing the ritual and thinks demons
are present. He scolds and beats the monks and tells Ping, “calamities and fortune are all
up to heaven’s mandate, why are you sacrificing in ghosts’ names. If, however, the ghosts

can do harm to the people, then they are considered harmful forces. They should be
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eradicated and eaten [by me].” The hungry ghosts report to Guanyin about Zhong Kui’s
transgression. His holiness has always known Zhong Kui is trustworthy and canonizes
him. However, his holiness is infuriated with Zhong because he verbally offended the
monks. He commands the five poor ghosts to shorten Zhong’s lifespan. The five ghosts
begin to plot against Zhong Kui. As Zhong Kui is on his way to the capital city, he
contracts malarial fever. However, after he overcomes the fever, he continues on his
journey to Chang’an and arrives at Qiong valley at night. As he is surrounded by the five
poor ghosts, they change his physical appearance. He begins to grow red hair, a bizarre
shaped beard, and his face turns dark. They also stuffs soil into his mouth and leave him.
Zhong Kui arrives at the capital city to take the exam. He comes out first on the
list of candidates for the third degree. However, as he is taking the final round of the
exam, he is dismissed because of his hideous appearance. Thereafter, he commits suicide
and his soul creates an uproar in the dark world. After being reported to the Jade Emperor,
the emperor empathizes with Zhong Kui because of his honesty and impartiality, as well
as his composition ability, which is recklessly undervalued by the exam administers. The
emperor bestows upon him the epithet of the General to Ward off the Evil Spirits and
Eradicate the Mischievous Demons. Moreover, he commands a demon troupe of three
thousand soldiers. Zhong Kui controls the malicious demons and wicked forces. When
Zhong Kui goes on his trip to the capital city, Ping generously rewards his family and
assigns the attending maid to the younger sister as her servant. Zhong Kui is genuinely
enthused by that gesture. Later on, Ping comes in the capital city for business purposes,
and Zhong Kui gives Ping his consent to marry his sister. Zhong Kui dies and is

canonized, however, before wedding off his sister.
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The Tang emperor has absolute control over the court; hence, the tribes from the
eight directions travel ten thousand /i to pay their tribute to him. The crowd witness five
auspicious clouds, and their shining glories cover the entire land. It hasn’t rained for three
months, so the emperor issues an imperial decree summoning the Heavenly Master Yuan.
Yuan says, the five auspicious clouds should correspond with five human beings in the
world. Ping and his four business partners are then invited to the court. Ping brings up the
injustice in the case of Zhong Kui and requests to erect a temple to honor Zhong Kui and
canonize him as a deity. If, within three days, the rain becomes plentiful, Zhong Kui shall
be awarded the top candidate in the final round of the exam. Ping and the others pray for
rain. The rain indeed comes in three days. Ping is given charge of the five avenues under
heaven. Zhong Kui receives the epithet as promised before. He leads the demon army
accompanied by various musical instruments, as well as, lights and chariots, falling from
the skies. He weds off his sister to Ping. The five of them receive their canonization from
the Jade Emperor, and their epithets are the generals of the five avenues. The Jade
Emperor asks the Buddha Prabhiitaratna to bestow five embroidered gold thread python
robes and cloud-patterned robes to the five generals,”* along with five gold helmets that
are meant to ward off the evil spirits. Ping’s servants Zhaocai and Lishi also receive

epithets.

According to common belief, the generals of the five avenues help people prosper
and benefit business. Nevertheless, standard histories do not preserve the accounts of

their origins. Regardless, worshiping the generals of the five avenues has long been a part

294 4 e i a
%P K%, %47, meaning Prabhiitaratna
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of local culture. Zhong Kui’s image is commonly located on the back door of the house;
yet, no one knows where that tradition originated. His image resembles what’s described
in the Shanhaijing and Fengsu tong where Shen Tu and Yu Lei’s images are used to
subdue the evil spirits. That’s why the two of them earn a specific name: taofu.

Zhong Kui is an exam candidate of the Tang dynasty. He appears in the
Emperor’s dream, requesting to cast off the evil spirits and eradicate the ghosts for him,
which, coincidentally, is the major narrative shared among the different writers
throughout the course of history. Nonetheless, Zhong Kui should be regarded as a martial
exam candidate.

The Song artist Sun Zhizheng painted Zhong Kui in a snowy scene. In the
painting, Zhong Kui is depicted wearing a torn-up turban and short robes, along with a
demon that is tied up on a carrying pole. They are striding in the snow. Li Jian says, “One
can only imagine that Zhong Kui is represented as such because he failed at the martial
exams and was depressed. Furthermore, Zhong Kui was also infuriated by the fact that
both the demons and ghosts were disturbing the people. Therefore, he decides to fight and
capture them, demonstrating his physical prowess.”

It is also noted that during the time of Emperor Shu,*” it was a tradition to present
the image of Zhong Kui during the Chinese New Year. In Zhao Zhongyi’s version,
Zhong Kui uses his index finger to gouge out the eyes of the demons, whereas Pu Shixun
depicts Zhong Kui using his thumb to carve out demon eyes. During the time of Emperor
Shu, paintings of Zhong Kui are heterogeneous: certain paintings are of refined quality

whereas others are exigent. Huang Quan regards Shixun’s work exceptional. Emperor

9 Wudai shiguo 718 1" Refers to the specific historical periods in Chinese history from 897 to 979.
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Shu says, Shixun places an emphasis on Zhong Kui’s thumb, conversely, Zhong Yi
places significance on Zhong Kui’s index finger. Both Huang Quan and Shixun’s
depictions are of equal quality, hence, both are generously rewarded with gold and silk.
The convention of Zhong Kui capturing the demons and ghosts had been widely spread in
the Tang dynasty. However, after the Song and Yuan dynasty, the image of Zhong Kui
giving away his younger sister at her wedding becomes the prominent theme among
artists.

Cheng Tan and Mi Yuanzhang are active around the same historical period, in
fact, both frequently paint images of Zhong Kui’s younger sister. Tang Hou discredits the
work and labels them vulgar;*° yet, he has no knowledge of the tradition’s origin. Zhong
Kui holds a sword in his hand; sometimes the sword is treated as an adornment on his
waist. On the sword, a Zhongkui head is carved.”’ It is noted in the commentaries of the
Zhouli, “people used to say whoever created the idea of Zhong Kui might have been
inspired by the Zhongkui head, which cannot be testified against in any case.” Another
note indicates that Wen Tingjun had an ugly appearance; therefore, the Tang people
referred to him as Wen Zhong Kui. Hence, this story explicates the causation of Zhong
Kui’s hideous appearance; an explanation that rejects the conventional causation, which

claims the demons transformed Zhong Kui.

296 v =
W Tanghou

7 A Zhongkui head is a face mask worn by the shamans in the Han dynasty when they practiced.
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