The Tsai-ch’a-hsi ¥R & B or
The Ts'ai-ti-hsi #k BB

A Discussion on Its Name
Wang Shihi

“The names ought to be rectified.
If names are not correct, speech can not be logical.
If speech is not logical, work can not be accomplished.”

-— Confucius

The purpose of this paper is to discuss whether the name of the Ts’ai-
ch’a-hsi ought to be rectified. Perhaps the best approach to the subject is
an examination of its historical development and effect on the traditional
Chinese theater.

It is often said that the Tsi-ch’a-hsi originated from the T's ai-cha-ko
¥R X% (Tea-plucking Song). It consists of songs sung by boys and girls
while they are plucking tea leaves in the hills. In some aspects, these songs
look like popular ballads which “tell a story.” They have been preserved
from the past through oral tradition. This genre is different, however, from
the ballad. Perhaps, the maincharacteristicof the ballad is its impersonality,
its apparent objectivity. The singer of the ballad makes no comment, sheds
no tears, seems outside of the context of the situation entirely; but the singer
of the genre of Ts’ai-ch’ako does both. They are like ecologues which
consist of usually a dialogue between shephards praticed by Virgil and others.

It is said that the Ts’ai-ch’a-hsi was brought to Taiwan by Ijen-pen
B A ¥ (the Ijen Company), a Hakka company which came from Mai
Hsien, Kwangtung. I investigated the history of this company very carefully,
but did not find evidence supporting this story. This kind of play was by no
means only performed in the Hakka area, but in the other regions as well.
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The late Lu Shu-shang 2 Fk | ! spent his life researching and col-

lecting material on the local dramas in Taiwan. I inquired of Liao Han-Ch’en
B2 % 5 2 who contributed a great deal to helping Lu Su-sheng to compile

Tai-wan tien-ying hsi-chu shih £ /& & & #% 8 57 (the History of Taiwan
Movies and Drama). He gave me no idea about the real meaning of the T’ ‘ai-
cha-hsi, and he further admitted that he honestly did not know what the
Ts'ai-ti-hsi Z8 #1 @ (Play of Vegetable Farm) was. It may have been another
name for the Tswi-chu-hsi The Tsui-chahsi and the Tswi-ti-hsi are
homonyns in the southern Min dialect.

According to my understanding of the southern Min dialect, it is a
striking fact that the words “plucking-tea” are pronounced as Bin-té 1 2%
instead of Ch'ai-té ¥ 2% |, but all the scholars on local drama in Fukien and
Taiwan, including the native speakers, do not refer to this daily dialect usage.
Why does this bear 2 name of Ch i-¢é, but not of Bn-té? It is still an open
question.

The original performance in the beginning or earlier period was
presented by two actors: one in the role of a clown and another, a young
female. They sang in a way of antiphony, both employing improvization.
The themes were usually love affairs; in substance, the performances were
sometimes rather lascivious.

One outstanding characteristic of the performance was the role of a
female who would ask one of the spectators to give her a subject for her
singing and dancing. In the scene, the actress held a rope about ten
to eighteen feet long, and the other end was tied to a bamboo basket,? as
illustrated in the following picture:* She threw it very skillfully and
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accurately to a certain spectator. She withdrew it after the spectator put
something in it, such as a handkerchief, fruits, money, even precious gifts,
or any other object as the spectator wished. Before she withdrew the basket,
they possibly held a short conversation, sometimes suggestive language was
used, and inevitably the audience made a big noise. As soon as she found a_
suitable subject, she extemporaneously sang, not only amusing the spectators,
but also showing her talent in versifying a story about the object in the
basket. Her repertoire on various subjects gained through her training made
it possible for her to sing about a single given subject for hours with inter-
mingling gags or buirlesques in the role of a clown. Due to the suggestive
language and the competition among the spectators to catch the basket, a
disturbance was made which forced the local authorities to prohibit the
performances under public pressure.

By the conventions of the performances, the throwing of the bam-
boo basket should more accurately be could called Phau-tek-lam 1T B
(Throwing a bamboo basket) or Phau-té-lam #t 7% #& (Throwing a tea basket)
in the southern Min dialect rather more appropriately than the traditional
term, Phau-ch’ai-té ¥ #£ 2% (Throwing plucking-tea), which has really
nothing to do with the plucking-tea. '

When I discussed this question with elderly artists, such as Wu Tsai-
chilan &2 F 25 in Tainan, they did not agree at all and they asserted that
the term of zs@i-ch’a (plucking-tea) was misused and it should be rectified
as ts'ai-ti ¥k £8 . It is true that these two terms in the southern Min dialect
are homonyns. Ti B8 or Ti-mu & B, in Mandarin; Té, Té-bok or To-bdk
in the southern Min dialect means a ‘“theme”, “subject”, or “topic”. The
meaning of Ts'ai %k is decoration, and is widely used in theater, such as
Ts'ai-pai ¥k EE which means dress rehearsal; Ts'zi-pan #E $fi, a decorated
stage; Tsai-tou ¥R gg , an auspicious term which is used for the first per-
formance by a new company. The meaning of Tsui-#i is to elaborate or
embellish and develop the given theme or subject.

Therefore, the exact meaning of Ts'gi-ti, either in Mandarin or in the
southern Min dialect, not only explains the characteristics of performance,
but also makes the action of basket-throwing meaningful. This is explained
as throwing a bamboo basket for a given subject as a theme for the songs
the actress would sing to express the given subject and embellish it, and
develop its theme as well.

The Shiao-i-yuan 7\ ¢ B (the Company of Child Actors), just like the
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“little eyases” in Shakespeare’s Hamlet, was regarded as the major institute
that trained the actors for the southern Min local drama. In this training of
a prospective actor, the most important course was how to sing songs. It
seems that songs were the backbone of this local drama; this fact was
reflected in the process of training actors. Traditionally, it has been clear
that the development of the Li-yuan 4B Play was based on the Pai-tse-hsi
E ff # (the vernacular play), which originated from Chang-pu, and so it
was called the Chang-pu Play. Chang-pu was the town hall of Changchou
during the T’ang and the Five Dynasties and the Sung. The date of
its beginning of the Chang-pu-hsi is unknown, but it was at least five hundred
years ago.® It was said that the last generation of actors could still perform
about 70 complete plays. If that was so, it would have been a very well-
established genre of local drama. But by 1956, only six one-act plays could
be performed. These were the Fan-po-lon % %&£ 5 , the Shih-chiu-lon
P9 fLFE, the Tiso-tu-lon Bk 5, the Kuanpu-sung B 1 2, etc.’

As we know, the six one-act plays were the common basic repertoire
of all the local drama troupes in this area. The tunes of these six one-act
plays were composed entirely of folk songs, which originated from the
Chuanchou and Chaochou area: Such as Chang-kon-tizo & T. 3 (the
Song of a Longterm Worker), Shih-er-yueh-ko + = H 3 (the Songs of
Twelve Months), etc. When I undertook my investigation, people were
convinced that there was no actor who could perform the Fan-po-lon in
Taiwan. Fortunately, Wu Shu-hsia 22 38 B8 sang and performed it and I
made a recording. But the lines of the Fan-po-lon made by Wu’s memory are
a little different with a copy which Prof. Ven der Loon gave me in 1972,
We confirmed however, that the performarnce of this one-act play was roughly
40 minutes and we learned how the dance and songs were performed.

The modes and tunes of the Li-yuan play were very plentiful, which
included Ta-chu X Hii (great melody, or court melody), Fa-chu i i (Dharma
melody), Chuan & (popular in the northern Sung capital Pien-ching in the
eatly twelfth century), Chu-kung-tiao 5% = 28 ° and local folk songs in
Chuanchou and Chaochou. There were 360 Ta-ti X B8 and 720 Shigo-ti
/N B8 as repertoire songs.!'® The Tu-fi was known as Ta-chu K dh (big-chu
or big song), and the Shiao-ti was called as Shizo-chur 7]\ g (small chu or
small song). It is a very interesting fact that they called song # 5§ (theme
or subject) instead of Chu HH , or Ko ¥ (song). It is clear that “Chu”,
a musical term, means song or melody; “73” refers to a theme or a subject
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for play-writing or song-composing. If not misunderstood, these two terms
are alternates. It is obvious that both Ti and Chu have nothing to do with
Ch'a 75 (tea). This provides solid evidence to indicate the name of the
Ts ai-ch’a-hsi that should be rectified as T's wi-ti-hsi. The Ta-ti was longer than
the Shigo-ti. Sometimes, a Ta-ti could be sung 18 different ways. Because
it was easier to learn and sing, as well as for the audience to understand,
the Shigo-ti was used more widely than the Ta-#i. Theatrical musicians and
entertainers had to learn part of them by rote. After that, they were
scheduled to perform several one-act plays, and finally a good actor had 18
play-texts, as his basic repertoire. A special colloquial term was used for
these play-texts: Pan-tou §B 5§, literally, head of stage or theater.!* In
Ching-lo-chi 75 #£ 45 (the Collection of Green Bower) by Hsia Ting-chi
B EZ (c. 13107—1368), “Li Chishiu Z= Z & recited more 300 songs of
Tsa-chil £ B . At the time, those who played female roles were famous
for memorizing songs could not match.”'?> Having established this point, I
would like to examine some sources from the Chinese traditional theater.

In the list of 265 names of Yuan-pen [ A plays in Ch'o-keng-lu

% Ht 4% by T ao Tsung-i [F52 £ , there are 20 names of them that are
Ti-mu (theme or subject) Yuan-pen. What was the meaning of Ti-mu in that
time?

According to Kuo Cheng’s & 2K Shih-wu chi-yuan B84 50 J& (The
Notes of Origins of Subjects), it is said:

“The He-sheng & 4 that originated from the period of the T’ang, is
also called the Chang Ti-mu "8 B8 B (To sing the Themes) in the present
day.”13

So the He-sheng and the Chuang ti-mu are the same. Wang Kuo-wei
T BR #f asserted that Ti-nu was the abbreviation of Chang fi-mu. Com-
paring the Sung source:

“In Kiangsu and Chekiang provinces, those travelling actresses were
brilliant and educated. During the feast, they were able impromptu to
compose and sing a requested theme or a general subject. It was called He-
sheng. If the composed verses of the songs expressed an idea which conveyed
the sense of humor, but with satire, it was called Chiao he-sheng & & K.
This was traced from the capital tradition.”!*

From this information, the definition of the He-sheng is an actress
who composed and sings a requested theme or a general subject extem-
poraneously. There was an example of this type of performance in the late
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period of the Five Dynasties (906—960) in Lu-yung. I quote from Lo-yang
chin-sun chiv-wen chi (I8 B & B E B L ):

There was an actress named Yang Ts'ulo %% . She excelled in
the He-sheng with the sense of satire, and nobody could compare with her
talent and wit. Due to her brilliance, the emperor tutor, Yang Ni-shih
B3\ called her niece.

At that time, Yun Pian ZE#, a famous monk, was very talented in
translating secular lectures, or sermons from the sutra . . .Yung Ni-shih
greatly respected him. On one occasion, Yun Pian gave his lecture at the
Temple of Chang-shiao %% . Yang Nishih attended and sat to face
the monk and the actress just beside him.

Suddenly a big spider dropped down from eaves between Yang and
the monk. The monk talked to the actress, ““Try to ridicule the spider.
If you are just right to the subject, I will give you two webs of silk.”” The
actress blurted out, without thinking a second. The verses of her song were
about the spider, but the idea aimed at teasing the monk. The tutor of the
emperor was extremely amused for a long while, and said, “Monk, take
five webs of silk. .". ”” The song said:

Eating too much with a big belly,

Fooling around in the temple,

Meditating on nothing but elaborating a web in air,
Waiting to kill people.

The monk was too fat, having a huge be].'ly.15

Based on this scene, the actress extemporaneously sang a given theme,
the spider. There is no difference in the Tsui-ti-hsi: to throw a basket for
obtaining a subject as a theme to sing about. There is not only clear historical
evidence, but also this type of acting is identified with the development of
local drama. :

It is also interesting to examine the 110 names of the Yuan-pen plays
in Ch'o-keng-tu. Under the section, headed by Ta-lieh chuan-chu ¥T R 87,
there was a series of names of stars, fruits, grasses, weapons, gods, dresses,
books, seasons, roads, and districts, doors, fishes, gambles, official’s titles,
birds, flowers, foods, etc. and a series of names of Chig-man 5 F¥ : monks,
teachers, scholars, nobles, farmers, medical doctors, soldiers, robbers,
officials, clerks, go-betweens, etc. Bach Chiz-man seems to be a kind
of profession. Each profession had its own jargon, for insiders and outsiders.
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People heard this kind of professional language, and they could identify each
type of background.

The 110 names of the Yuan-pen plays are not only a list of different
kinds of merchandise, but also a list of professional characters. Furthermore,
comparing them with the Chung ti-mu, Yen-nan Chih-an FFH ZHE in the
Yuan dynasty, commented about this subject in his Discourse on Singing, and
stated: “All the songs about Ti-mu included love affairs, military tales,
- plucking lotus, fighting, wresting, auspicious feasts, birthdays, and included
the music of court, farmers, flowers, soup, wine and lamp; and the scenes
of river, snow, the four seasons, and included the songs of victory, sailing
boats, fishermen, funerals, defeats and villages, etc.””'®

In Taiwan and Fukien, local anonymous writers had composed these
folk songs for theater-goers and the demand of theatrical cycles. They were
called as Koa-pu i {7 7& (Notebooks of Folk Songs). Each copy was small
booklet. They were classed into three categories: the first concentrated on
a single subjectmatter, such as names of animals, the four seasons, months,
plants, flowers, playtexts, professions, or subjects of social morale, filial
piety, love affairs, gamblings and prostitution, etc.; the second category
was short stories or a unique part of a story which consisted of a suite of
songs; the third tried to put all the varied songs and suites in order, and to
present a long and complete story, like In-tai chu-shih shing-ko I £ Hi t# 7
X (The New Songs of the Birth of Chu In-tai), with 40 parts, composed
by Chou tien-sheng /& K4:. Each part was a booklet, similar to one scene

in the Li-yuan play. The same plot expanded to 55 booklets altogether. This
was essentially the final play-text of the local drama.

Comparing informatiom from these historical sources with the three
categories of the Notebooks of Folk Songs in Taiwan and Fukien, 1 find that
they were the detailed lists enumerating themes or subjects of folk songs in
the three categories. The pattern from the folk songs to the presentation of
drama is not only pertinent to local drama in Taiwan and Fukien, but also to
the development of the traditional Chinese theater generally.

The purpose of this paper is just a discussion on rectifying the name of
Ts'ai-ch'a-hsi. It is not for achieving any final conclusion. Accoding to our
understanding from the investigation of the local drama in Taiwan, its original
performance shows that Ts @i-ti-hsi should be adopted as its proper name. I
am convinced that 7i (theme) is more meaningfully related to the original
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performance of the Tsui-ti-hsi than the traditional character, Ch'z (tea).
It is also possible that 77, Chu (melody) and Ko (song) are alternate; in
contrast, Ch’a definately does not substitute for any of them. Perhaps
because it is a homonym, Ch’a was misused instead of Ti in written form and
handed down without condsideration of its real meaning.

On the other issue in this paper, which was not over-emphasized, it is
not certain which one of the two words, Tszi & (decoration) and Tszi
& (to pick, choose), is correct; in the other words, either Ts zi-ti %k &5 (to
decorate a theme) or Tszi-ti ¥} £8 (to pick or choose a theme) is corract, or
maybe both are reasonable. Even Chang-ti "8 £& (to sing a theme) is accept-
able.

Having studied the various sources from the T’ang, Sung and Yuan
dynasties to the present day in this paper, we easily realize that the perfor-
mance of the 75 ai-ti-%isi is the lineal descendant of the historical development
of the “Ch'ang-ti-mu’ g 8 H (to sing a theme). On the other hand, the
performance of the local drama in Taiwan provides an example to demon-
strate that the” Ch'ong-fi-mu or Tszi-ti ¥ 8 (to decorate a theme} is an
essential integral part of the historical development of traditional Chinese
drama.

Notes

1. Born at Chang-hua, Taiwan in 1915, Lu Sushang studied drama in Japan. In
1931, he became the playwright and director of the Mu-tan Company (& F%iit),
one of the most well-known Kog-7isi companies in that period, founded by his
father, Lu Shen-chuan S . Lu collected remarkable and excellent materials
on the Taiwan local dramas, inciuded a Ming woodblock copy of the Li-chin-chi
ZHE (the Story of Lichee Nut and Mirror), published in 1566 ; but after he died,
all his collections were unfortunately missing.

2. Liao Han-chen, one of Lu Su-shang’s private friends, was a member of the Taiwan
Archives Committee and a scholar in the field of the Taiwan folklore.

3.  Lu Sushang, Tui-wan tien-ying hsi-chu shih (Taipei: Yin-hua Press, 1961), p. 173.

4. Ibid.
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5.  Wu Tsai-chuan is 70 years old and the one of the most senior members of the
Nan-kugn #% % music studies in Taiwan. He studied the Nan-kugn music under
8 different teachers’ instruction. After his father, he is honored as the first senior
teacher of the Nan-kugn music at the Kwang-chou Temple in Tainan City. He
remembers and sings 104 out of all the 108 Men-fou M (modes) in the Nan-
kuagn music. It is said that nowadays nobody knows and plays more the modes
of Nan-kuan than he does. He is now engaging in a significant work to compile
a book about the modes of Nan-kuan.

6. Hsieh Chia-chun # 5 & , “Fukien nan-pu ti ming-ch'ian shiao-hsi" g2 8 0 =S
NG, Hsi-chu lun-ts'ung 8 $)% % (Shanghai, 1957), Vol. Ifl. p. 197.

7.  Ibid.

8. Wu Shu-hsia, Wu ngi-chuan’s daughter, is one of the most talented Nan-kuan
actresses and the most popular one in Taiwan. She studied the music of Nan-
kuan under her father’s instruction from when she was five years old, and was
one of Hsu Hsiang’s best disciples. Hsu Hsiang was regarded as the last master of
Nan-kuan in Taiwan, and died in the early year of 1960s.

9.  “Kung-tiao’’, a musical term, means ‘“‘mode’’; and ‘chu’’, a pluralizing modifier,
means “many”. In its form, the verses are set to tunes belonging to various

modes.

10. Chen Shiaokuo gz and Kué”Man-chuang g5 &3 , “Fukien ti puhsienhsi”

& 09 % U8 , Hua-tung hsi-chu chi-chung chieh-shao #H & ##ENE (Shang-

hai, (1955), Vol. II.pp. 98-9.

11. Chen Shiaokuo and Ku Man-Chuang, “Fukien ti l-yuan-hsi” FROABEE ,
hua-tung hsi-chu chi-chung chieh-shao (Shang-hai, 1955), Vol. I. p. 102.

12.  Hsia Ting-chi, Ching-lo-chi, Chung-kuo ku-tien hsi-chu lun-chu chi-chen 58 #& st
& 3% £ ) (Peking), Vol. II. p. 29.

13. Kuo Cheng, Shih-wu chi-yuan, quoted in Kuo Yen-shiu @&k , Tang-chai-
shih  ERRH

14. Hung Mai @t , I-chienchih #HE % , (Shanghai: commercial Press.) 1927,

15.  Chang Chi-hsian EB % , Lo-yang chin-sun chiu-wen chi % (588 #% 5 , quoted
by Li Hsiao-ts'ang z=mg , Sung Yuan chii tsa-kao Rit#5#3% % (Shanghai,
1953, p. 56. The translation is my own.

16. Chih-an, Chang-lun B3 (Discourse on Singing), Chung-kuo ku-tien hsi-chu
lun-chu chi-cheng Vol.l.p. 160. The translation is my own.
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Discussions

John Hu:

On the whole, this is a minute, detailed, yet significant paper, which
provides the origin and evolution of Chinese drama and theatre. We know
that Chinese theatre has a very long history which has been traced back to the
twelfth century A.D., but this paper pushes the history back to a much earlier
time.

Question:

How can you verify or justify the performance done by Wu-shu-hsia as
Fan-po-lon, and the kind of dialect that was used?

Wang Shih-i:

I have had several interviews with some elders concerning this question.
They told me that when they were very young, they had learned such a song
exactly the same as the Fan-poon. So I believe it is the song of Fan-po-lon
in Chiian-chou and Hakka dialects.

Tony Espejo:

I wani to express my observation that this kind of primitive oral
performance was performed in many Asian countries. It is a common Asian
traditional dramatic form: given a certain topic, then following a certain
form. Sometimes it took the form of dialogues between two opponents. But
we haven’t kept records of them; we didn’t write them down.
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