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Zhang Jinliang, the author of the book, posing for a picture
with Mr.Wong Ouhong. a great master of drama.
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Foreword

Chou, or the comic role, is one of the four main roles in Chinese
Xigu (traditional Chinese operas), recognized by the patch of white
paint around the eyes and nose, sometimes outlined in black, and
representing foolish, awkward, or stingy people, though not
necessarily evil ones. The chou role ranks fourth among the role
types in Beijing Opera, but its artistic function in stage performances
is no less important than the other three, namely, sheng (the male
role}, dan ( the female role), and jing (the painted—face role). The
chou role may not represent the principal character in a play, but it
plays a key part of setting off other characters. There goes a Chinese
saying that "Without chou, there would be no drama”. and this
shows that artists of Chinese Xigu have always attached due
importance to the chou role. In fact, the chou role appeared earlier
than all other role types. Those who make an inguiry into the history
of Chinese Xigu will find that the three famous actors called Meng,
Shi and Zhan, who lived and flourished over two thousand years ago
in the Zhou and Qin States. played the role of youjian {(expostula-
tions by actors). Their stage careers conceived the seeds of Chinese
Xigu. Actually, the two Chinese characters x/ and ju carry the
implication of fun—making and teasing, conflicting and fighting. In
the ancient book Sh/ You. four types of entertainers were
mentioned, ie. chang, you, pai, xiao, of which you referred,
originally, to fun—makers, and later to actors in general. It is also
recorded in the Records of the Historian, thatyou, i. e. actors, often
made penetrating comments on social affairs and political events
through their parts or lines. Following the example of youxiao (actor's
humor) prior to the Qin Dynasty (221-207 B. C.), Guo Sheren of
the Han Dynasty (206 B.C.-A.D.220), Huang Fanchuo of the Tang
Dynasty (618-907), Jing Xinmo of the Later Tang Dynasty
(923-936), Shen Jiangao and Li Jiaming of the Southern Tang
Dynasty (937-975) were all able to reflect, more or less, the major
social and political events of their times through their parts or lines.
Xigu (traditional Chinese operas) appeared in its embryonic form
with the rise of Canjunxi (a kind of satirical skit) in the Tang
Dynasty (960-1279), which was mainly performed through youyu
(actor's lines) and youxiao (actor's humor). In the Ming Dynasty
(1368-1644), actors like Ah Chou were known to every household
because they often made pithy comments on important events, and,
therefore, won popularity among ordinary people.
satirical role seemed more important than an official statement.

As the leading type of Chinese Xiqu, Beijing Opera took its
present form at the end of the Qing Dynasty (1644—1911). Famous
chou actors, who were crowned with eternal glory, appeared one
after another. They are, to name just a few (in order of appearance),
Yan Mingyu and Liu Gansan; Huang Sanxiong, Luo Shoushan and
Wang Changlin; Zhang Wenbin, Li Jinshan, Xiao Changhua, Ci
Ruiquan, Guo Chunshan and Zhou Yubao; Ma Fulu, Ru Fuhui Cao
Ergeng, Liu Binkun, Gao

The actors’

Fuyuan, Sun Shengwu, Xiao
Shengxuan, Guan Shengji, Guan Duocai, Zhu Binxian, Zhang
Jinliang, Ai Shiju, Zhang Heyuan, etc. They acted their parts

successfully and reflected the ways of the world through their lines
and humor, contributing a great deal, together with other role types,
to the rise and development of the artistic form of Beijing Opera, and
to the endless flow of its wonderful program. Their names, with their
historic contributions, will always be remembered in the art circles.

Chinese Xiqu is an integrated artistic form involving acting,
singing, music, dancing and fine arts, thus producing a synthetical
beauty out of sound and color images in a vivid way. As far as fine
arts are concerned, they are widely applied to stage design, stage
scenery, stage costumes, facial makeup, etc. Patterns of facial
makeup vary with characters and role types. Each character in a play
falls under one of the four role types of sheng, dan, jing, and chou,
and uses a specific pattern of facial makeup. Such patterned makeup
represents the basic principle of Chinese Xigu, i.e. illustrativeness,
which is intended to induce the appreciative taste of audience of
various social strata. Chinese Xiqu, from the structure of the play to
the performance of the actors, never conceals anything from the
audience; rather, it presents the artistic charm of x/ (drama) in a
wider, deeper, more accurate and elaborate way under the very eyes
of the audience. When a character appears on the stage, the first
thing for him or her to do is to show the audience his or her basic
temperament and course of action, just to save any unnecessary
ponderation or conjecture on the part of the audience, so that they
can easily develop associations by using their imaginations, and thus
truly enjoy themselves to their hearts’ content. Such being the
principle, facial makeup follows a set of rigorous artistic rules, and
many specific means and devices for facial makeup have been
created. The facial patterns for jing and chow constitute but one
aspect of the art of facial makeup in Chinese Xigu.

While watching a traditional most of the
audience will be attracted by the actors’ costumes and facial
makeup, especially the facial makeup of jing. Jing, also known as
hualian (the flowery—face role), is the painted—face male role, so
called from the variety of intricate and startling patterns in brilliant
colors painted on the faces of the players; the jing or painted-face
actor represents a man of virile or rough character, who may be a
warrior, a general, a minister, a brigand, or a demon, singing and
speaking in a full raucous voice rising to protracted enunciation of
tremendous volume. The facial makeup forjing or hualian, the latter
being a popular name for the former, has an absolutely dominating
position in the art of facial makeup in Chinese Xiqu. Compared with
Jing, the facial makeup for chou is much simpler. However, its
importance cannot be overlooked because of its being simple. Chou
can play more and complex roles than jing and the chou role's
artistic effect is often more impressive. People who are keen on
Chinese Xiqu never discriminate against chou nor forget the artistic
function of the chou role’s facial makeup although it has not been
carefully done in recent years. Just as mentioned above, the rise and
development of Chinese Xigu owe a great deal to chou, which was
an important role type to adopt painted patterns on the faces of the

Chinese opera,



players. The Chinese saying “Make oneself up with white powder
and black ink, and go to stage” (now meaning “"Embark on a
political venture™) originally referred to the facial makeup of
the chou role.

Chinese Xigu has a variety of types of opera. Each of them has
its own style of chou, and facial makeup also varies although they
share much in common. For example, in Kungu Opera, sub—ing and
chou belong to the one and the same role type; however, the
patterns of their facial makeup are rigorously distinctive from each
other. Sub-jing is of the hualian type, called erhualian (two—flower
face) a supporting or number—two male character. Besides, there
the principal male character of
a clown.

are dahualian (big flowery face)
dignified type, and sanhualian (three—flower face)
Chou in Beijing Opera is usually called xiaohualian (small flowery
face) a clown; but some of the characters played by chou actors
are of the sub—jing role type, such as Tang Qin in /nterrogating
Human Heads, and Jiang Gan in The Meeting of Heroes. The style
of acting for both belongs to that of sub—jing, and their facial
patterns are also different from that of sanhualian. In Shaoju Opera,
role types are classified into damian (big face), ermian (number—two
face) and sanmian (number—three face). The damian role type is
normally played by the jing actor, and sometimes also by the
sub-jing actor; but the sanmian actor plays only chou roles. The
distinction between sub—jing and chou in Sichuan Opera is very
strict, too. Take for example Xu Jia in A Gift of a Robe. Although the
character is played by the chou actor, his facial makeup is similar to
that of thejing actor who plays the same character in Beijing Opera.
There is no distinction between sub—jing and chouin Jinju Opera,
but the character played by the chou actor has on his face the
pattern for dahualian (big flowery face) to suit the character's
personality, such as Shi Buquan in Three Domiciliary Searches of the
Princely Mansion.

From the above account, we can see that there is a variety of
chou role types. Far from just painting a small, square white patch
on the face as people generally believe, chou actors take pains to
paint the required facial patterns. The white patch, which character-
izes the facial makeup of chou and chou roles as a whole, changes
in size, shape and position with different plays and characters. Even
the slightest difference between fixed facial patterns should be
distinguished. Take for example Rat Lou in Fifteen Strings of Cash
and Bai Sheng(nicknamed Day-Time Rat) in The Birthday Presents.
Both characters have a rat-shaped white patch on the nose.
However, the rat-shaped white patch on Rat Lou's nose takes the
pattern of a rat running downward, which symbolizes the character's
wickedness, while the one on Bai Sheng's face takes the pattern of
a rat climbing upward, which indicates his moral integrity. Jiang Gan
in The Meeting of Heroes should have an elegant temperament, but
his facial pattern follows that of the subying role. And Wang Shuli,
an out—and—out vulgar characters in Beating the Flour Jar, has the
facial pattern of a book between his brows, which is intended to

satirize his mingling with men of letters and his pose as a lover of
culture. As for Hu Li in The Assassination of Ba Jie, Liu Lihua in The
Roadside Inn, Wang Ying in Hujiazhuang Village, and Feng Mao in
The Theft of the Magic Vase, they are all played by acrobatic--
fighting chou actors, but painted with big, colorful facial patterns. All
these serve to show that facial patterns for chou roles are not just
limited to a square white patch on the face. The pity is that many
facial patterns are no longer extant. This is, indeed, a great loss to
the art of Chinese Xigu as a whole.

Zhang Jinliang, the author of this album, is a student of mine.
Born to an actor's family of several generations, he is the second
son of the famous sheng actor, Zhang Chunyan. He studied in the
Beiping Senior Vocational College for Professional Training in
Traditional Chinese Operas when he was very young, and learned to
be a chou actor from Messrs Guo Chunshan, Luo Wenkui and Sun
Xiaohua. He majored in dachou, the chou actor that plays the lead in
a play of Beijing Opera or Kunqu Opera. After graduation, he learned
from Messrs Ma Fulu and Cao Ergeng, who were both famous chou
actors. He has, over the past few decades, acted in collaboration
with many renowned actors and actresses, such as Cheng Yanqiu,
Shang Xiaoyun, Xu Biyun, Ma tianliang, Zhou Xinfang, Yang
Baosen, Bai Yukun, Li Hezeng, Wang Jinlu, Gao Shenglin, Qiu
Shengrong, Zhang Jungiu, Mao Shilai, Song Dezhu, Li Yuru,Zhao
Yanxia, Yun Yanming, Wu Sugiu, Du Jinfang,Wang Yurong, etc. He
has an ardent love for facial makeup. A master of the facial makeup
of the chou role, which is his own line, he is also an acknowledged
expert in the facial makeup of hualian (the flowery-face role), or the
jing role. During my decades of collecting, copying and studying
facial types he has foliowed me from time to time since the very
beginning, asking questions and taking notes, and accumulated
thousands of facial patterns for jing and chou. Now he has
compiled, after careful researches, for publication a choice collection
of facial patterns for chou roles, with apparels, costumes and
makeup for each character as well as those small props that help
bring out the temperament typical of particular characters. In the
great mass fervour of rejuvenating Beijing Opera and Kunqu Opera,
his effort to preserve and develop the art of facial makeup of chou
roles is of great significance. Its value lies in keeping alive not only
the precious data of traditional Chinese operas, but also the unique
art treasure in traditional Chinese painting. Zhang Jinliang, already
advanced in age, is still full of vigor and vitality, and meticulous in
painting facial patterns. | admire him for his diligence and success,
and for his great contributions to the promotion of Beijing Opera
and Kunqu Opera, and hence the foregoing words as the foreword
to this rich and wonderful album.

Veranda of Bright Autumn
August 6, 1987

Weng Ouhong
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A copy of the group portrait The Top Thirteen
Actors of the Tong-Guang Period . originally
painted by Shen Rongpu of the Qing Dynasty
The Tong-Guang Period (1862-1908): the
period of Emperor Tongzhi and Emperor
Guangxu of the Qing Dyn /(1644-1911)

Group photo of the chou students of the
Beiping Senior Vocational College for Pro
fessional Training in Traditional Chinese Oper
1930). First from the left in the

ccond
Zhang Jinliang, author of this book.
Gansan, a chou actor in the Qing

Dynasty
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Ru Fuhui (left), one of the four

OARBHZ—RKE (L) SBES

BECYR®) .

Xiao Changhua(left), one of the O )

famous chou actors, in A Maiden K;?BZ =, i OXBBe—BHR (L) 5
Ma Fulu, one of the four ﬁ@%ﬁ %’\]ﬁ% S

famous chou actors, in Su Wu

Tending Sheep with Ma Lian-

Journeying under Arrest with Mei

Lanfang imous chou actors Ci Ruiguan (left), one of the
- four famous chou actors, in
Catching a Gold Turtle with
Gong Yunfu
A sketch of the Art of Facial Makeup in
Traditional Chinese Operas
Facial makeup is part of the makeup strategy for the Dynasty (550—577) the practice of wearing masks. Chang
actors of Chinese Xigu (traditional Chinese operas), and Gong, the King of Lanling, who had a kindly and comely
also the art of designing patterns to be painted on the faces face, was a brave and experienced warrior. Whenever he
of the actors. The art of facial makeup, which is full of went out to battle, he put on a hideous mask to frighten his
unique and romantic characteristics, has for many years enemies. He won in every battle and was invincible. In the
served directly to demonstrate, on the stage or In folk Song Dynasty, General Di Qing hung down his hair and
festivities, various typical characters with their different wore a copper mask to show his power and evade arrows
dispositions, moral qualities, social positions, political affili Facial makeup in Chinese Xiqu was evolved from the
ations, civil and military abilities as well as being good or incient mask. As masks could not meet the needs of
evil, loyal or treacherous, etc. Therefore, facial makeup is an speaking. singing and dancing on the stage, immediate
indispensable part of the comprehensive art of Chinese application of cosmetics to the face came into being. Basing
Xiqu: different characters with different types of facial themselves on ancient historical nov legends and fairy
makeup. The colorful facial patterns are designed 1o tales, intelligent artists of older generations studied atten
distinguish between good and evil Through them the tively the designs of facial makeup which were suitable tor
audience may come to know the nature of the characters theatrical performances. They successfully created various
and form a fair judgement on them while watching the types of facial patterns for the characters in Chinese Xigu
performance and enjoying the art of beauty For centuries the art ot tacial makeup has been developed
Facial makeup of Chinese Xigu has a long history and and renovated continuously through artistic pracrice, and
possesses unique national characteristics. It is said that in ditferent schools with their original formats and wdardized

ancient times there was a tradition of tattooing the hody or facial patterns, from simple to complex, have gradually

the face. Such tattooes were intended to enhance virile jrown up. Although facial makeup is colorful and some
mettle. Those who painted their faces with various patterns times seems grotesque, and divorced from life,it is actually
in white, black, brown or red colors intended to show then riginated from life and is, by artistic exaggeration, even
beauty or excite terror. According to The Old Chrornicles of more truthiul than the real life

the Tang Dynasty . there appeared in the Northern Qi The art of facial makeup mainly concerns facial makeup



for the two role types of ying and chou , i.e. dahualian and
YF g

xiaohualian , but not to the exclusion of other role types

In the early stage of Chinese Xigu ., facial makeup was
applied first tochow roles, the original facial pattern being a
white—powdered face with a black—painted mouth. Accord
ing to Tao Zongyi, author of Notes in the Intervals of
Ploughing, who lived during the late Yuan Dynasty (1271 -
1368) and the early Ming Dynasty (1368—-1644), the

earliest facial makeup ofchow ever discovered was a white

powdered face with a black—painted mouth, which looks
unigue and funny. Written records show that such simple
facial makeup became popular as early as the Southern
Tang Dynasty, and Tao Zongyi's description in the Yuan
Dynasty can serve as evidence. According to “Report on
Excavation of Two Southern Tang Tombs™ by Nanjing
Museum (Historical Relic Publishing House, 1957), all the
10 types of actor—figurines excavated in Nanjing have thick
white powder on their faces. This proves that in the early
stage of Chinese Xigu the facial makeup forchou basically
followed this pattern. Incanjunxi (a type of satirical skit) of
the Tang Dynasty, facial makeup of the twochou roles Can
Jun and Cang Hu followed this same pattern. It is said that
at the end of the Northern Song Dynasty (960-1127)
Emperor Zhao Ji, i.e. Huizong, who once saw the Cuan
people (a clan in the southwest region of that time), their
faces painted with white powder and black ink and wrapped
with a piece of cloth, make funny movements, ordered his
actors to follow the same way for court entertainments, and
hence the pattern of a white—powdered face with a
black—painted mouth for the facial makeup of chou
thereafter. During the Yuan, Ming and Qing dynasties, Xigu
kept developing and renovating itself, and the facial makeup
of ying and chou gradually became diversified. specified
standardized, regularized, and systemized. In the play The
Theft of the Silver Kettle  the watcher of the kettle, played

by achou actor painted with a white—powdered face and a

black—painted mouth, looks tunny can easily excite
laughter

Chou, or the comic role, can play more types of
characters than other roles (such as sheng . dan andjing),
from emperors, kings. generals and civil officers to pedlars
farmers, traders, disabled persons (such as cripples, deaf-
mutes and blind persons), and. indeed, people of all walks
of life, male or female, old or young. good or evil, loyal or
treacherous. Such being the case, facial patterns for chou
have strict distinction between each other, and change with
plots and characters instead of at random. For example
positive characters, like Chong Gongdao in A Maiden
Journeying under Arrest, Zhang Biegu in The Story of a
Black Pot. have their facial patterns shaped like an egg or a
triangle, and eyes painted black and round like apricot-
stones, Instead of narrow and pointed. Negative characters
such as Tang Qin in/nterrogating Human Heads , Jia Gui in
The Temple of Dharma Gate, Zhang Shigui in The
Single=Log Pass, and Bo Xi in Back for Hunting . should
have their eyes painted black with pointed corners. In the
past the painting brush for facial makeup was called Chungiu
Brush, an allusion to Chungiu (The Spring and Autumn
Annals) written by Confucius, the style of which is
characterized by the use of subtle and guarded language in
criticism of each historical figure. He praised the loyal and
righteous and censured the evil and treacherous. If a person
was praised, he would regard it as an honour greater than
that of wearing a king's ceremonial dress. On the contrary,
if a person was censured, he would feel unwell as if he had
been threatened by an axe or a knife. Likewise, facial
makeup of thesing orchou role in Chinese Xigu should be
done most carefully by following the exact pattern set for
each related character in a play, so as to avoid confusion of
praise with censure caused by the wrong use of a facial

pattern

Zhang Jinliang
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The stage with brick—carving decoration for Zaju

ju Opera

excavated from a tomb of the Jin Dynasty (1115-1234) in
Houma, Shanxi Province

Zaju Opera: A variety play consisting of a prelude, the

main play in one or two scenes, and a musical epilogue

(none of such variety plays is extant)

" A
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Facial Makeup in Traditional Chinese Operas
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The Martial Arts Master, a character in A
Fisherman's Revenge, played by a civilian
or acrobatic—fighting chou paint
ed with oblique eyebrows, whiskers, black
medicated plasters on both temples. and a
purple nose

White—Faced Wolf, a character in The
Thirteenth Sister, played by a civilianchou
painted with @ white patch shaped like an
inverted triangle, a wry mouth, eyes and
brows one bigger than the other, and
black plasters on both temples
Yellow—Sand Dog, a character in The
Thirteenth Sister. played by a civilianchou
with a white patch shaped like a pig's
kidney, an unpainted nose, pointed
eye sockets, and a wry mouth
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Wu Lun.a character in Beatng the Casse

role played by a cwilian chou The

4 Rt

~

character is an unfilial son in the first half

of the play and then a muddle—headed
county magistrate in the second half,
painted with a big triangular white patch.
black medicated plasters on both temples
and obligue ponted eye sockets: without

a bedrd or moustache at first, but wearing

black /\-styled moustaches after becom-

INg a county magistrate

i 4
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5 BR «EBRESESG) DAY, XBD 5. Tang Cheng, a character inCounty Magis

- . i rate  Tang laved by a civilic
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6. KEX « 1Bty BIPAY XBDE. eye sockets shaped like apricot—pits. and

NEABEZR WHIES. RIGAHEE. wearing D‘ai: W-styled moustaches
The Eldest Master. a character in Beating
® = 6]

R/ \FH the Flour Jar, played by a civilian chou
X (BN BIEAY). BEH. X painted with a big white patch shaped ke
B?ﬁgﬁ @ag%ﬂz&ﬁ ngﬂgy ﬁgﬁng a pig's kidney. peach pit eye sockets

plasters on both temples, and wearing

&
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black /\ —styled mo
Master Hu, a character of the old chou
role type in The Reunion of Li Qi and His
Children, played by a civilianchou painted
with an egg—shaped white patch, white
eyebrows and wrinkles, and wearing a
vhite five-tufted beard-moustache hiske "
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8. The Fourth Master, a character of the old
chou role type in Beating the Flour Jar
played by a civilian chou painted with a
big. egg-shaped white patch, a brandy
nose, peach—pit eye sockets, and white
eyebrows, wrinkles, and wearing a white
four-tufted set

9. Clerk Wang, a character in Beating the
Flour Jar. played by a civilian chou
painted with black—rimmed glasses, wil-
low—leaf eyebrows, and a brandy nose,
and wearing a three—tufted set, known as
the “three tufts of thechou role”.

10. Liu Lihua, a character in The Roadside
/nn,  played by an acrobatic-fighting
chou, onginally painted with white crook

ed cheeks, a wry mouth, slanting eye
sockets one bigger than the other, and
whiskers, and now with handsome make-

up

" H
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