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Abstract

My dissertation topic focuses on the interaction between dathescontextsand
their meanings. | am interested in a wide range of creative factors that are involved in the
dancecontext interaction. | chose to investigate these factors by looking at the Peacock
Dance, which origiates in the Dai culture.write eébouteleven case studies and foaus
four different creative factors that have changed the peacock damuaividual,
community, nationality, and state.

Creative factors are the factors that actively influence the form/context/meaning of
an ethniefolk dance in certain ways.dallt hese factors as fAcreative
they influence the creation of new characteristics of the etbtkcdances. Various
factors can influence change in ethfotk dances, and thenes | focus omre only fou
of many Change in ethnifolk dance usually happens under the influence of one or all
four creative factorghough each factor may be more or less active.

These case studigemonstrate hovour creative factors have changde peacock
dance from the Dagthric group. Because of the absence of earlier detailed information,
there is no original peacock dance to make comparisons in an absolute sense. | consider
Dance #1, the peacock dance by Mao Xiang aro
dance in my dissertatn. Various peacock dances were directly or intliyedeveloped
from thisdance as time went off we considered this peacock dance the oritjianit
has producedt least four generations of peacock dance (the other ten piggeacock
dance). Compasons showthat all the eleven peacock dances are related to each other,

but none of thenis the same as the original, thie same as any other one. The peacock



dance is only one example of how an etHpik dance can be changed by creative
factors. Thes four creative factors are also only some of many potential creative factors
that could influence an ethnfolk dance. In some contexts, an ethfutk dance could be
changed for more localizegasons.

In the first chapter ofhie dissertationl, introduce why | am interested in this topic
and explairmy personal connection to this research. In the second chag¢sicribethe
eleven versions of peacock dartbat serve as core exaraplfor the analysis. | describe
various aspects of the dances, suchttes movements, formations, music, cultural
meanings, social functions, performing locations, etc. | also gegrctures to help the
readerto establsh a clearer understandingtbe dances. Chapters three to $bcuson
one of the four creative factrindividual, community, nainality, and state. | describe
how thesecreative factors influencethe peacock dance by comparing varieassions.

The last chapter includegveral key points about my research.
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Chapter I - Introduction

According to a common definition theic danceis a type of dance that
connects witha specific culture and traditiot has deep historical resousc@and
is changeless and timeless. There is an expectation in popular culture stereotypes
that ethnic dances are very ancient (unchanged) dancess Vithig we often hear
some agentslaim that they are old and permanent. Such agents includaréut
not limited to, individuals, communities, nationalities, and stafBlsis belief
becameclear inmy observation®f how Chinese peopleassionatelyprotect their
ethnic dancesespecially aftethe guidelines sebut by the Intangible Cultural
Heritage(ICH) departmentwhich wasestablishedby UNESCOandintroduced to
China at the beginning of the 2dentury The Conventiodior the Safeguarding of
Intangible Cultural Heritage (CSICHhat wasadopted by UNESC@as created
to protect cultural elementsidenified as fitting in the category ahtangible
cultural heritage This has been accomplished bpplying measuressuch as
identification, documentation, preservatiand protectionof cultural heritages
(UNESCO, 2003).

The aim of thelCH program is toprotect and promotealuable cultural
heritage however the outcomehas not been what the foundes of the ICH
programexpeced For exampleChina joined th&€SICHin 2004 and then started
a nationallCH program toprotect many cultural formsf China One particular

cultural form added to theprotectedlist was & ethnic dance nameAnhui



Huagudend ), which wasoriginally performed inAnhui province To

illustrate the influence of the ICH program, changes in the dance can be traced.

The originaldance had the following characteristi@$:In many locatios, Anhui
Huagudeng ( ) was a participatory dance thatas for celebrating
various festivals2) Most danceparticipantswere peasants3) The dance was
popular in a wide rage of geographicdbcations along the Hu&iver ( ) in
Anhui province The dancdorms practiced in differentocatiors may have been
different in some way$ut weresimilar for the most pard) The dance was aik
in peopl eds dai lligitatiom onelen or Wherepeoplecoula s
dance and there was special place for educating childreithet

After the dance wakbeledas ICH in 2006 many ofthe characteristicof

the AnhuiHuagudend ) changed1) Most of the time,lie dance now

no

is a representative dance performed for tourists. The government uses ICH as a

way to attract touristthrough the promotion of folklore tourism.abBce group
organize and perforrthe dance to tourists regularlg) Many of the performers,
who were peasantBave given up farming because performing the dasceore
profitable than laboring in field8) The governments from many locationstie
Anhui province have appliefbr their ownHuagudengas ICH.To highlight the
unigueness of their dancesrious loctions haveexaggeratethe differences and
ignoredthe similarities betweendances 4) A specific context is made for the
dance in the form of original ecologlyor examplethere wa afamousdancer

nameal Feng Guopei ¢ g ) in the city of Bengbu( ) located in the



northeastern part dhie Anhui province.After the dancérom Bengbuwaslabeled
as ICH by the government, the village where Feng Guopei was born and/ésed
rebuiltandpromoteda sTheiFirst\Y | | age of HuagudenAg in Chin;
huge amount of monewas spent on rebuildinthe village including removing
and rebuilding buildingwhich werenot constructed usinghe Hui style (the style
symbolzing An hui 6s 5)cQn¢ hilliorr Ghinese Yuanabout167 million
Canadian dollarsjvas spentlast year orthe iHuagudeng( JCarnival 0 in
Bengbu Several groups of buildirsgwere built around aHuagudeng ( )
performing theatre. Each group of buildingas a mainpurposesuch asthe
Huagudeng ( ) cultural square, carnival square (ppbing mall), folk
market (local food wittHuagudengperformarce), wotd of speed (roller coaster
world of adventure, world of happiness, world of water park, Btts program
was identified as a modelthat successfullyjcombines traditional culture and
tourism.Many people mighthink thatAnhui Huagudend ) has been
protected promoted and popularizesgince beingabeled as ICH; howevethe
truth is that the dance has changed gredthese changes shothat the ICH
program hadroughtAnhuiHuagudend ) awayfrom protecing it as
it was which was the original goal of the program.

Anhui Huagudeng( ) is only one of many exampldhat show
how the ICH program has influencedltural preservation i€hina Theemphasis
of the programs no longemabout the dance and other cultural forms themsglves

but ratheron the promotion of particulaeconomic interest Various leve$ of



Chinesegovernmentave become interestedapplying for ICH supportbecause
the program bring greatopportunitiesto develop tousm andthe accompanying
economic benefits In addition, it alsoprovides presge for leades which
increagsthear opportunitesfor advancement

A foundatioral motivation forthe ICH program is tpromoteethnic dance as
astable andragile object that needs to be protected frdisappearingHowever,
| believethat this concepdloes not reflecthe true nature of ethnic dandgthnic
dance involves not only forms and movements, but also meanings and contexts,
with the later two playing an important role in forming the danite=xists as a
process that is influenced by the ways it fulfills various demands in its context. In
other words, ethnic dance is always influenced by varmrgext dependent
creative factors irwhich it lives at the particular moment. My dissertation will
discuss how various creative factors change ethnic dances in particular cdntexts.
will use peacock dance as an example to explain how various creative factors

change ethnic dances.

Theoretical Concepts

Anthropology

If ethnic dances thought ofas adynamic processhentraditions, cultures,
and nationsalso exig as subjective phenomena, malleable each time they ar
manifesed and imagined Ethnic dance and concepts such as tradition, culture,
and natiorare strongly associated with each othecause ethnic danteseen as

a part of the traditions of a particular cultural group. In this case, it is



unsatisfactoryo talk about ethnic dance without understandimgtermginationp
fitraditiono andficultureo
BenedictAnderson defines nationas Ancul t ur al artifact of a
(1991, p 4), instead of a changeless history and culture that are passed on from
generation to generation An dse(1983dM® 1) f amous concept of
communitieso haosswitg heme onycmwepryem m@atciuseed on
how a nation is constructed framsidea community. He argued that communities
are createan the basis of h e meimdygieatiandf their history and culture
This imagination comes from shared experiences that are driveraby things,
including print-capitalism as it affectspeope 6 s cons c i -oapiwlism s s . Prin
(Anderson, 1983, 19913 printed mediasuch as newspapeasid novels which
propagatean imageof unity to people. Shared experiences include not trdy
shared history and knowledge of the grobpt alsomemories Such shared
experiences propagated by praapitalism create an imagined picture which
provides people with eonceptuabasis to imagine anity (imagined community)
among themselves and other unknown peopleithout faceto-face
communication. It is anrelless process through which a nation is maintained
Ander sonods argument forrthevideal ha natonrigong suppo
constructedoncept rather than a natural, inherited phenomenon.
The notion offiraditiond hasalso served aa tool to solidify an imaged
community as a stable natidn. popular culture,raditionis believedto bebased
on historical knowledge that is handed doamdunchangedrom one generation

to the next sincancient tims. However, scholars such as Trewwper (1984),



Bharucha (1989), Hobsbawn{1992), and Briggs (1996) have argued that
traditions are invented for various reasansluding theservice of ethnic politics.
TrevorRoper(1984)traced how clasimarkingsand kilts, which are now believed
to be part of traditional dress for Scottish Highlanders, were actually invented
when the people started claiming their own identity afterdJacobite rebellion of
1715.Bharucha (1989) argued that there are many ways by which traditions are
invented to explain the samdea. He described how various Indian traditions
have been nvented on the annual ARRepublic Day
festival is organized to represent Indian traditions to the wbddever, many of
the so calledtraditions shown in the festivatenot understandable tbe people
in India. Hobsbawm(1992) emphasized thathe invention of traditions occurs
more and more frequently when traditions demeduseful to maintain social
cohesionby serving as a spiritual centto keep a group of petgunited Briggs
(1996) alsoconductedresearch on bothative Americanand Pacific traditions
He argued thattraditions are created in the presednot support claims of
homogeneity Similar to nation, traditionis a political conceptather thana
cultural phenomenon because ibféenused as a tool to e ethnic politics

Similar to nation and tradition, culture a constructecconceptas well.The
constructionof culture occursnot only from insidea group, but also through
comparison between the group and others. This comparison is very important in
creating cultural identitiesand Barth (1969) argued that the differences and
similarities between ethnic groumse significantto create communitiesThe

comparison between two ethnic grougreatescultural boundaries thativide



groups and makenembers of both groups think about who they are and what
unique featureshey possessThrough comparison, differences are exaggerated
and similarities are igmred in order to claim they areunique In addition,
similarities are createdr emphasizedy the members of a group to emphasize
their unique identityi.e. traditions are invented in this waydahlins (1993also
argues thait is therelations betweenultures help us to know a particular culture.
He believed that culturatharacteristics reveal themselvesthe waya culture
respondsto its diverse surrounding3hroughthis response, cultural fosrare
organized or changed in specific ways.another articleSahlins (1999) claimed
that nornWestern cultures have an active attitude toward the Western culture that
has been addetb their culture. He used the example of how Eskinkeeps
changingtheir culturein response tdéhe white Europearculture. He argued that
the local culture engagénternational capitalism to develop their cultural orders.
In addition, the world is reliversified during the process of engagement.

DanceAnthropology and Ethnochoreology

In this section, will explain more about dance relation tounderstanding
nations, cultures, and traditions as inventions. Dascarepresentation o€ulture
is not a new academic ide&ranzBoas(1944)wasoneof the firstacademicsn
the United States who usehithropologicalmethodology to study dancand
analyze dance as culture in his study ofrtNewest Coastindian dance.The
anthropology of dancen America, therefore, came from thigeoreticaltradition

of Boasian anthropology (Kaeppler, 1991). In this tradition, dancetsmply an

artifact in and of itselfbut a reflection of its culture, armls c ho |l ar sl pur pose



studyng dance is to better understand the cultasea whole Dance research in
America as a formal disciplinstarted after Kurath published her wellokm
work, Panarama of dance ethnology i n 1960. Kurath is consi d:
dance et hnol o g8 beCalfsa ef this &cademiclwark. &he argued
that the study of dance should be fian appr
the place ® dance i n Kunathrh@8 250).iBbtle Boas(and Kurath
emphasized that dance and culturetmyatly connectedo each other. Thus, they
influence each other in the processdation
Ethnic dancewill be the main focus of my dissertationThere are various
definitions ethnic dance and folk dancand different people understatitemin
various ways Ethnic dance and folk dance overlap in many ways but have
different focuses. Ethnic dance is strongly relatedethnicities and cultural
boundaies. Ethnic danceymbolizesa specific cultural group, anaften makes
allusiont hi s groupos history, cust oms, religi
originally relatedto peasants, and later is used to define both the dance
performed by peasants, and thence derived from them (Nahachewsky 2012:
32).In China, the departmetasked with teachinfplk dance and ethnic dance in
the Beijing Dance AcademyBDA) is named the Department of Ethikolk

Dance(Zhongguo Minzu Minjianwu Xi, T ). Both Han dane

and dances from other ethnic groups are taught to students in this department. |
will follow the B D A éaventionin usng ethnicfolk dance as the main concept
to define my objectof study becauseit is already a longstanding publidy

accepted concept in China



Ethnicfolk dancein this context serves asrepresentation @f culture Thus,
it is used as one important strategy to serve the purpose of inventing cultures,
traditions, and nations. Ethrfolk dance iscreatedn the proess of fulfilling the
requirements othis purposeby re-presentinga previous version of the dance in
certain waysThe a&ademic study oéthnicfolk danceemergedn relationto the
use ofethnicfolk dance for te abovepurpose. Giurchescu (1991) corded that
the emergence of dance research in Europe was rooted in the cultural politics of
18" and 1¢-century Europe. The main idea associated with cultural politics at the
time was to build a natiestate based on common cultural features.
Ethnochoreolgy served this purpose bgrguing tocitizens within a national
boundary that they share common cultural characterisitsding ethnic dance
Therefore, dnce researchers contributed to the development of a national identity
by studyingwhat was percged to beftraditionab ethnicfolk dance.

I am inspired by Hoerburgeroés (1968)
eXxi st enclkdancain tthe sBcbml lexisteice For Hoer bur ger ,
in the first existence is the folk dance that is infitsiginald  p e amtexh t
while folk dance in thesecond existence is that which astive in any other
context except the original onBolk dance in the first existence is the basis of
folk dance in the second existenceloerburger (1968) identifiedseweral
differences between the first existence and the second existence. In general,
choreographers often collect materials from first existence daniten
re-organize them and choreograph performances in the second existence.

Hoer bur ger 6s enocnticizegp(Nahachevesky,e200hpecausehis

f

co

ol
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discussion is based amnesided understandingf folk danceboth as the first
existence and the second existence. For exarm@esoncept could not explain
dance that are practiced in the context of the firexistence, butising second
existence forms. However, Hoer burger 0s concepts S
direction to think about Chinese folk dance

Nahachewsky2012 24) proposes he concepts of Avival o a
to understand different motivatienfor dancing He focusedon historical
self-consciousness of participants (as a high or low priority in their dancing
activity) and the purpose of the dance. He also furibentified three main
paradigmsof reflective dance national, recreational, andpectacular. Both
Hoer burger and N a hhawe Ihedpedsme ytd sonceptoahize e pt s
Chineseethnicfolk dance intovarious contextdefore | start analyzing specific
ethnicfolk dances.

Ethnicity In China

In popular culture conceptualizationghmicity is thoughtof as stable and
timeless because it @ften related toa specific culture which is considered as
long, timeless, and traditional. However, the truth is that ethnicity has never been
an objective and statmoncept but rather a subjectivad dynamicone similar to
the conceptsficultureo finationo and fitradition o which | have discussed in the
first section Harrell (1996) pointed out that theature of ethnicity is fluid and
changeable He argued that ethnic groups are defined according to cultural
characteristics that are createdlmth the culture itselfiiternal influencg and

the environmentgxternal influence The keypoint he emphasizenh the creation
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of ethnicity is that it happens witha A compl ex worl d with mu |
relationshipso (Har r elclaimedthd 6tlnic idgntityd ) . Ro o0 s €
has three dimensions: cultural, socatd psychologicalThe altural dimension
creates afolk group from the inside of the group while the social and
psychological dimensions create it fraime outside. According to both Harrell
(1996) and Rooseng1989) the process of creating an ethnic graopolves
constant negotiation.
Ethnicity in China, justisin any other statds a political phaomenonused
with the intentto hold society togethe’A modern understanding ofheticity in
the PRC started frorthe idea of Greater China (a united myefthnic country)

which was developed bySun Yatsen ( T ), the orignal leader ofthe
Kuomingtang( a ) (time period) He developedthis idea to encourage the

people to rise up against the Qing governnfestablished byhe Manzu) which
was considered an external eneabthe time. Laterafter he and his revolutionary
team establistd the Republic of China (ROC) in 1911, akso included the
Manzu inhis Greater China to unify all the people in the stateereafterthe idea
of a united multiethnic country, which included the Han, Manzu, Mongolians,
Hui, and Tibetans at that timeyas promotedand adopted by the Chinese
Communist PartyGladney, 1998).

The idea of Greater China was further developed in the &Riie basis of

the Ethnic Classification ProjecM{nzu Shibie, # ) because the five

nati onal i ti e swerenoter®ugh togepresenhal ¢hp people in the

PRC. This massive project started in 1950 and lasted until 1R8Y-six
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nationalitieswere officially affirmed by the government of the PR®@/estern
scholars have beestudyingthe Ethnic Classification Ppect for a long time, and
various arguments have been developed. Many western scholars have argued that
the Chinese governmealassifed ethnic groupgoo simplisti@lly. For example,
research has shown that some ethnic groups were classified into ndiffere
nationalities even though they speak the same language, and others who believed
in different religions and had unique cultural customs were classified into the
same nationalityMany ofthe criticalscholarsvould proposelifferent arguments
and therefee different ethnic categoriesBrown (1996) pointed out that
intermarriage, migration, and changing cultural characteristics from generation to
generationhave madddentity transformation very complex. Similarly, Harrell
(1996) pointed out that the shifty and fluid process of negotiation is the real
nature of ethnic relations, past and present, and by extension in the rest of the
world also. According to both Brown and Ha
the Chinese government to clgeclassifyethnicityand maintaint permanently
Gladney(1998)and Bilik (2009)havedeveloped their researginoject from
different andges, engagingin the meaning of the concept of nationality in China.
Gladneyarguedthatthe Chinese government assigned labels to various groups of
people, which led to a psychologicathange within the groups. Bilik, a
MongolianChineseanthropologist made an argumentabout Chinese ethnicity
focusedon his particularbackground. Bilik noticed hat t he mea&ning of i
Anationahdtfcl asso are someti mes not dist.i

reasonthatt h e g o0 v eminoritye policyd is sometimes challengedHe
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believed that tension between nationalities in China is inevitaddause of its
Marxist foundation which focuses on class relations and social confliefs.
argued that nationalism and Marxistemporarily united together duringhe
period ofwar between China and Japan (193I@45)because they were facing a
common enemy. Inpeace time (after 1949) the incompatibility between
nationalism and Marxisremerged The Chinese government was making ethnic
groupsfor political purposesby conducting the Ethnic Classification Project.
Oncevarious ethnicities were made, the label of each ethnic group changed the
people psychologically to make them believe that their cultwese traditional
andpure. In present China, about 50 years after the Ethnic Classification Project
was conductedyarious nationalities have startedto claim their rights to protect

and develop theiftraditionab andfipured cultures.

Mullaney (2011) recently publishedstudy about the Ethnic Classification
Project in China, and has more detailed information aboutptogect. He
described the process of the projgcterms of three periodghe first one was
seltidentification. In the process of saetfentifyi ng onedés et hnic affil]|
than 400 ethnicities werproposed One hundredand fifty seven ethnic grogps
were identified in Yunnan alone, of which 92 had less than 100 people and 20 had
only one person. This result was not accepted by the state. Subsequently, the
gover nment adopted the Soviwhichmamedonods def.i
the beginning othe second period. Stalin argued that four characteristics should
be used as standards for identifying nationalidesommon language, a common

territory, a common economic life, and a common psychological makeup
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(describedlater as a common cultyr§ Mul | aney, 2011) . Howeve
standards for identifying ethnic groups were not suitable for the Chinese situation
becausethey r equi r ed t hat At he group has reach
production and this was not plausible for the vast majonity iYunnano ( Gl adn e
1998 14). Finally, the third period emergecharacterized by a unique Chinese
way of classifying ethnicities. The Chinese government hired ethnographers and
linguists to do fieldwork involving the classification of ethnicities. In finscess,
language was the main factam distinguishng groups. Eventually, fiftysix
nationalities wererecognizedin 1987, with some groups still left for final
classification (Mullaney, 2011).
The esearch conducted by Gladney, Bilik afidllaney help me understand
how ethnicity in China is a political phenomenah least as much ascultural
concept. Mullaneyargued that the Chineg@vernment knew they were, in some
parts, making ethnicity rdter than classifying ethnicitynd this was dondor
political reason. Actually, the project wamnitially set upwith a politicalrationak.
In 1953, right after the PRC was establisttadElection Law stipulated that each
minority would havea t | east one representative seat
Congressegardless athe sizeof the minority groupThis is the basic reason why
the Chinese government conducted the Ethnic Classification Prdjeetproject
was started for political reasgrandcontinued to maintain its political orientation
as it evolved Mul | aneyds resear cforurperstamiigd ed st r on
ethnicity in China as a political phenomenon. This understanding will serae as

foundation for understanthg Chinese ethnidolk dance as a political
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phenomenon too.

ChineseEthnic-folk Dance

The practical study of Chinese ethifiidk dance in the new political context
(the political and social environment after the establishment of the Chinese

Communist Party in 192Xgtartedaround the 1930s when Miss Dai Ailian (
), the famous pioneer chtalogingand performing Chinese ethrfialk dances,

began to collect dances duringartime The purposein cataloging and
disseminating information abo@hinese ethnifolk dance at that time was to
establishcultural symbolsthat the Chinese coullly aroundin solidifying the
Chinesenationstateidentity. This is a clear example of how ethrfalk dance
was used in the process of inventing a stafter the establishment dfie PRC in
1949, the explicit purpose graduallyroadenedto one of preserving and
exhibiting immensly rich Chinese culturedio fulfill this purposea department
wasbuilt in dance schoolt specificallyteachChinese ethnifolk dances, which
were later called schoes$tyle ethnic dance At present, schoedtyle Chinese
ethnicfolk dance has become one of the most imporasgectsof dance
education in the country.

At the same timas theschoolstyle ethniefolk dance was taking shape, the
theoreti@al study of ethnicfolk dance was alsdeing developed.Ethnicfolk
danceis oneway todemonstratehe homogeneousharacter of atate As a result,
theoretical research has oftéocused on the historical stability of ethnicfolk
dancedor the purpos®f keepingpeopletightly linked as one group in the state.

Such research can blievidedinto the following categorieseach having a slightly
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different focus

The first category documents the forms of etHolk dances. Most of these
research projectsoacentrate on the characteristics of the form; analyzing the
typical form and symbolic movements of specific ethioik dances. Some of
them also concentrate on changes insymabolicmovement, and the reasdios
these changes. One of the most influEnteferences in this category The
Collection of Chinese Ethnimlk Dance Zhongguo Minzu Minjian Wudao
Jicheng, T ) published in2000. The collectiois organized
into 30 volumes,with 52500000 Chinese characteend a greatnumber of

photos és of Nov. 10, 2012, http://www.whjch.cn/jicheng.asp?bigclassnarije

). It took numerouseditors around twenty years to finish

the whole collection.The primary intent of the collection wdae recordthe
ethnicfolk dances of althe nationalities in China, and to focus on not otiig
dance itself, but alsthe associatedontextswherethe dance have been practiced
The academisignificanceof this collectionrelates to the fact thatthnicfolk
danceshave been recordeat a paritular moment, whiclenablescomparison
between dances performed in different contexts

The second category is research publications dealitiy the historical
developmenbf specific ethnidolk dances. These studies provide information on
the origins, interaction among cultures in contact, characteristics of dances in

different hstorical periods, etde ( , 2011) the author ofan Dance: Cultural

and Historical Change of Hani National it y¢
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Yuanjiang, Yunan Pronce ( eV H a 3 oA
" 7 ), hasstudiedthe historical development ahe Brown Fan dame of the

Hani people, providing thaudience with historical informaticaboutthe dance.
The third category includes research that focuses on the culturaingedn

specific ethniefolk dances. Such research explains certain aspetie o@iltural

function of the d ances . (2d08)apubjcatmn Celebrating Festials:

Natures of Ritual and Nertual of Shandong Yangge ( * 477 n

o
[

[ n ) belongs to this ategory. Zhang investigatedthree types of

Yangge ( ), but only focused on the versions performed in contexts of
celebrating festivalsShe argued thdhe natureof both ritualusesand non-ritual

usesexisedin Shandongrangge () at the same timat variouslevels.

My Project

My dissertation topic will focus on the interaction between danttesr
contextsand their meaningd am interested in a wide rangé creative factors
that are involved in the dancentext interaction. | chose to investigate these
factors by lookingat the RacockDance, whicloriginates inthe Dai culture.

| am not the first person who researchiespeacock dance. Zhang Shasha
did regarch on stage peacock dance in her master thesis in Z0®7Aa n g 6 s
research questions were as follows: How can we protect dtilkiadance
traditions as they undergo a process of modernization? How can we ease tensions

between art and tradition? (p53).eShhose six peacock dances to try answer
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these questions.h® considered that five of the dances, Duet Peacock Dance

(Shuangren Kongque Wi, _ ), Peacock Dance (Kongque Wu, ),
Golden PeacotkJinse De Kongque, ~ , The Spirit of PeacockQue

Zhi Ling, H ~ , and Peacock flying over (Kongque Feilai ) were
successful modernized dance choreographies. The sixth one, Peacocks in Green
Wave Bibo Kongque, ~, was declared unsuccessful. She focused on the

form of the six peacock dances, discussing kase of which new choreographic
elements made each dance successful or not. For example, her comments on the

Duet Peacock Dance (Shuangren Kongque Wy, ) were that this was

the first big change in the process of modernization of the peacock dandbeafter
founding of the PRC. Compared to earlier traditionebqock dances, this
performance became a complete stage dance with a beginning and an ending. The
dance movements had no high artistic expression, but it kept original movements
of peacock dancé p13) . Zhangés focus remains <chore
new choreography modernized the peacock dance and at the same time, kept the
traditions of the dance. She provided suggestions about how to protectfetkinic
dance traditions in the process obdernization. Her perspective is that of a
professional trained dancer, searching for principles by which to choreograph
successful stage ethriolk dances. She does not widen her perspective beyond
the schooktyle, as an anthropologist or folklorist doe

As | elaborate below, | will write aboedevencase studieand will focus on

four different creative factors thdtave change the peacock dancén diverse
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situations- individual, community, nationalitygndstate.

Creative factors are the factors ath actively influence the
form/context/meaning ofin ethnicfolk dance in certain ways. | name these
factors as i c r e a theyvidfluenteatitet coeata 0of neve c a u s e
characteristics ofhe ethnicfolk dance. Various fctorscaninfluence change in
ethnicfolk dance, and the creative factqrendividual, community, nationality,
and state, are only four of them. Changeethnicfolk dance usually happen
underthe influenceof one or all four creative factothough each factor may be
more or lessctive.

flndividualdo as a creative factor, is designed to explore how specific
individuals change ethniolk dances. Individual decisions regarding how a
dance manifests itself will be influenced by various complicated factors, such as
his/her physicalcondition, personality, social role, life experience, cultural
background, educational level, etc., leading to the alteration of dtiikidance
in certain ways. Sometimes the change brought about by a specific pandwn c
huge.

ACommunityp as a cret@ve factor, is more about how communities can
function as an important creative factor in changing Chinese dthikicance.
Communities are smaller than nations and nationalities, as they are groups of
people who can actually meet and interact with edhbkr directly in a particular
locality. When looking at the communitgvel influence on ethnitolk dance, one
can observe specific characteristics of the community members: language, life

habits, age, gender, career, life experiences, religion, duliackgroundlocation,
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physical environmerand so forth. Often, communities are held together through
their common features and experiences. Athe,objective characteristics of a
community play a role in influencing particular dances. These chasicerare
social status, economics, political position, relationship with other communities,
etc. These two aspects of a community shape it from both inside and outside,
creating a specific balance in each caSkanges inltis situation may cause
changesn ethnicfolk dance performances.

ANationalityd is another important creative factor that influenttesstability
or changeof ethnicfolk dances. Compared to the individual and community
creative factors, nationality involves a greater degree of mobigcause it is more
activelyinvolved in creating cultures and identities. Nationality here could relate
to adiasporicgroup that lives in a multicultural society like the U.S. or Canada, or
anautochtonousultural group that lives in a multicultural@ety like China, the
former USSR, omany other countriedn my dissertation, | focus on the group
which was named Dai during the Ethnic Classification Progwt arefrom
Yunnan province if€hing when | talk about nationality as a creative factor.

fiStated is the politically strongest among all four creative factors in
influencing ethnicfolk dances The maininteresta statehas inethnicfolk dance
is perhapgo maintain a strong political control of the counBy. representing the
country positivelyboth to the insiders and the outsidetbnes-folk dance is one
of the tools for a state tmaintain its political dominancd-inancial supporfor
lack of support)is the main way that a state controls and changes dithlkic

dance.The result ofchangein China includeghe following characteristics. The
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dance ionsidered professional dancéit is performed by professional dancers
on stages. Tik dance isa completely different dance compdr® the ethnigolk
dance in the local aredrom which it originates but is considered as
representative of the culture. Each type of etioik dance is highly symbolic of
the cultue, and at the same time, presents mixed cultural features as Tvedl
mixed features may includeallet, modern danceChinese drama, and the
ethnicfolk culture itself. The dance snationaly-known dance, and it is popular
all over the country stategesuse of the statebo:

The peacock dance istraditionaldance irtheDai culture. It is related tthe
Dai peopl effpsacoekpwhishhareponsideredo bea divine bird in
thar culture(Liao 1994: 54; Zhang 2007: 13)he peacock dancevasperformed
at many important eventsuch as religious ceremonies and festival celebrations.
It is now one of the most famowethnicfolk dances irthe Dai nationality andhas
becomea representative dance of the Dai culture the practical world of
Chinese ethnidolk dance,there have beenmany versions of peacock dance
betweenthe 1940s and the 201CGmdamost all aspects of the danbave been
altered. | choose eleven versions of peacock dances that have been created and
performed during these seventy yeamsill describehese dancesnd analyze the
influence of thefour differentcreative factos to see how some of the versions
weredevelopedindertheseinfluences.

My dissertation topic wildemonstraténow a wide range ofreative factors
hasinfluenced the creationprocess of aethnicfolk dancethroughthe interaction

between dances and thaistorical and performativeontexts. As | will elaborate
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below, I will use thepeacock dancéhat was practiced inits local places in the
1950s as a starting poirdgnd thencompareit with other versions of thdances

thatl collected

Biography

| am a member of the Han nationality. | studied Chinese ethnic dance, both
physically and theoretically, in dance schools for more than ten years before |

came to Canada in 2008. | was committed to a career in démdies in China

which focused on the cultural i mplications

policies in this field. For mglkdehmest er 6s

education in schools with the goal of improving the quality of this educalti
became very aware that Chinese ethiolk dances in schools are not always
fiauthentia) and that their meanings change in the school context. | have been
involved in Chinese ethnifolk dance in Edmonton, Alberta continually since |
started my Ph.Dprogram in 2009. | am in an ideal position to look at Chinese
ethnicfolk dance in different ways and in diverse contexts. | am very familiar
with Chinese ethnifolk dance in dance schools in China, and how the dance
education system works. | now study Canada, and have the opportunity to
understand how peopfeom outside of Chindook at China and Chinese culture,

as well as how Chinese Canadian dance is experienced.

Methodology

My dissertation will involve a variety of research methauspired by the

de
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procedurs summarizedby Buckland (1999) andKurath (1960) to conduct
fieldwork in researching danckly procedurancluded field work to observe and
record dataas well adab workto identify the structuregxplanation othe style
of dances, argsis of basc movements and steps, comdtions of thevarious
elements of the dancand comparisons and conclusiorns. sum, based orthis
procedure, my methodolodgaturediwo parts- fieldwork to collectdata and lab
work to analyze thelata.

Collecting Data

The central methodology | usdo collect data is fieldworkhat includes
participation in and observationof dancesas well asinterviews with the
participants Besides fieldwork, | also loekl for datausingonline resources such
as dance performances on Youtube, vargeeondarypublications, and different
archives in both Canada and China.

The main methodology in dance researeh fieldwork, which has been
developed and practiced in contemporary anthropological research for
appoximately one hundred years. Fieldwork is what dance researchers do to
collect information about the object of investigation in its native locafitwe
main point ofparticipant observatiors to be in thenative location Malinowsk
(1922), the anthropologist whe often credited as elaborating most importantly
on participant observatioms a methodbelieved that it is very important for
scholars to keep daily contact with their informants to truly understagid
culture.Particpation enables researchers to be an active part of the investigation.

Through the process of engaging in field research, researchers can really get
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involved in the community where the investigatitakesplace in order to get
first-hand information.

Obsevation isusedwhen researchers want to record a specific danas
exact form Interviews enableesearchers to understand the experiences of others,
which cannot be asertained through observation,only through oral
communication. Interviews/provideeffective access for researchers to understand
ther esear c h Ipehavior and the meanning ®f the behavior in a specific
context.

In addition to conducting fieldwork in localcontexts another important
method for mewas the use of technical equipment. The development of
technology such as camerasomputers and the Internet have provided dance
researchersvith an efficient means tocollect a wide range ofdata. By using
technical equipment, researchers can collect more data in a shortFome.
example, | have collected various versionstled peacock dancevhich were
performed in different times and in differentlocations aroundthe world.
Researchers ardsoable to proide audiences with clear imagascompaniedby
literary analyseshat enable audiences to better understdred wholeacademic
work.

Analyzing Data

All data | colleced was analyzed and comparagsing a framework ofour
creative factors individual, community, nationality, and state. The ordewhich
thesefour factors are presenteds based on the level of poliitinvolvement

There is nadefinitive boundary betweethemas, most of the timgthey havean
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overlaping influence on ethnidolk dance.The differenceébetweenthem is how
active a specific creative factor ssible in the forefront as thethnic dance

changes

Structure of the Dissertation

In this first chapter, lhave provided brief introduction of my dissertation. |
have introducal why | am interested in this topicha explained my personal
connection tothis research. | then introdwteheoretical support fronvarious
perspectives including néhropology, ethnochoreology Chinese ethnicityand
Chinese ethnic dancén addition,| provided anintroductionto themethodology
that will be used

In the second chapter, | willescribethe eleven versions of peacock dances
thatserve as core examples for the analyisigill describevarious aspects dhe
dances such asthe movements, formtions music, cultural menings, social
functions, performing locations, etc. | wilsoprovide pictures thelpthe reader
establish alearer understamuy aboutthe dances.

Chaptes 3-6 will eachfocus onone ofthe four creative factorsndividual,
community, nationality,and state. | will describe how the creative factors
influence thgpeacockdance by comparingarious versions.

The last chapter will b@ conclusion, whichwill developseveral key points

aboutmy research.
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-Chapter 217 The Eleven Peacock Dances: SonBasic | nformation

Introduction

| chooseelevenperformance®f the peacock dnce(Table ) to serve asny
case studiem this dissertationThe pacock dance is not a speciiemposition
with setled music and movementsut thename of a category of folk dance from
the Dai culture.The performances of peacock dance in the Dai culture are
different fromonedancer tcanother and fromonelocation toanother(Liu 2004
LU 2008, Li 2013. T h e eadogk dandaeis a general namior all these different
performancesThere are some general characteristickhepeacock dance in the
Dai culture, and such characteristics are the standards to recognize peacock dance.
In addition, here are many prmances othe peacock dance on stages or off
stagesand in different partsof the countryand beyond These performances
including the peacock dance performbg the Daipeople are very different in
many ways(i.e. dancers, forms, music, costumes, performing enviromsne
audiences, performing purposes, and so fotfowever, they are all peacock
dances andre thought of by many aspresentativef the Dai culture in various
contexts.| choosetheseelevendancesout of numeous performances dhe
peacock danceo serve as my case studiebecause theyeature significant
influences on the development of peacock dance in various contexts. Some of the
dancersdeveloped th stage style of peacock dance thatamea strong and

influential dance type; some of the dancers developed a new style of peacock
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dance and such style became leading style that influenced many other
performances; others are transmitters of peacock dduates certified by the
national Intanddle Cultural Heritage programhich represented the development

of the local peacock dance in the Dai am@ad other versiaof the dancewere
developed outside of China to represent Chinese culture.

In this chapter, | willintroducebasic informatiorabout the peacock dance
such asthe diverse reasonkr its performances andbcations, as well as
information aboutdancers, costumes, dance movements, mesicto give a
general idea about what the dances look like. Various comparisons will be made in
later chapters to explain hothe dances are changed wecreated by different
creative factors. The information | introduce in this chapter will be helpful for
understanding similarities and differencdsetween the dancesin later

comparisons.

Dance # | Dance Dancer Time

Dance | The peacock dance by Mao Xiarl Mao Xiang ( ) | Before

#1 ( ) 1950
Dance | Duet Peacock Dance Mao Xiang () | 1956
#2 (Shuangren Kongque WA, . Bai Wenfen (

) )
Dance | Peacock Dance The Central 1956
#3 (Kongque Wu, ) Ensemble ofSongs

and Dances T

)

Dance | Zhaoshutun & Nanmunuona Dao Meilan € 1956,

#4 6 b ) H) Yang Liping| 1963,
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(e ) 1979
Dance | Golden Peacock Dao Meilan & 1981
#5 (Jinse De Kongque, ) [H)
Dance | The Spirit of Peacock Yang Liping ( € | 1986/1989
#6 (Que ZhiLing, H ) ) 2002

2003

Dance | Peacocks in Green Wave China National 2004
#7 (Bibo Kongque, ) Song & Dance

Ensemble T

)

Dance | The Peacock Princess Cindy Yang Dancg 2010
#8 (Kongque Gongzhu, Eh) Academy

(Vancouver)
Dance | ThelLove of Peacocks Yang Liping ( € | 2012
#9 (Que ZhiLian, H ) ), Wang Dim (

)

Dance | The peacock dance by Wang Il Wang La ( ) 2013
#10 ( )
Dance | The peacock dance by Yue Xiar Yue Xiang ( ) |2013
#11 ( )

Tablel: Elevenversionsof the peacock dance

Academicstudiesmainly explain the origin of peacock dancetwo ways

The first one igypified by Yang Deyun(1985)who believeshat peacock dance is

popular in the Dai culturandis dderminedby the environment they live ide

believes thathe peacock igopular not justor dance but also for decorain in
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the Dai culture This has been a long time phenomenon bec#us@eacockis
one of the modbeautiful anccommon animals ithe Dai ervironment Yangused

a bronzdigurine from ancient DiarGuo () (5thT 1st century BC)to support

his argumentThis bronzefigurine might be a decoration and wasadeto look

like a peacock (Figure 1). The location of anciBidn Guo is around where the

Dai people live in nowThe bronzefigurine demonstrates thahe peacock has
been important in the life of the people who lived in the same area as the Dai

people live now, and these peoptght be the ancestoos the Dai people

Figurel: Peacock (Bronzégurine) from ancient Dian Gu¢bthi 1st century BC)
" Retrieved December 12, 2Q1ffom http://toutiao.com/i5397048670/

The second way, which is also the most popular way to exgiaiorigin of
peacock danceas that peacock dance originally derived from religidegends
(Liao 1989; Li 1991; Su 1991; Jin 1995; Liu 2004; Liu 2PG5s believed that
the origin of peacock dance was relatetHivayanaBuddhism the mairreligion

in the Dai cultue. According to Trimondi (1999)Hinayana Buddhism is the
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secondhase in the history of Buddhism:
fiThe history of Buddhism is normally divided into four phases, all of which
found their full development in India. The first recounts the legendary life and
teachings of the historical Buddha Shakyamuni, who bore the name Siddharta
Gautama (c.560 B.C.E480 B.C.E.). The second phase, which begins
directly following his death, is known as Theravada Buddhism. It is
somewhat di sparagingl yLotwe rVmend c He 0 a yan al ac
Buddhist schools. The third phase has developed since the second century
B.C.E., Mahayana Buddhism, or the fGreat
arose in the fourth century C.E. at the earliest. It is also known as Vajrayana,
or th e ADi amond . 0 VEimondi| e 1999:

http://www.trimondi.de/SDLE/Pai1-01.htnY

There are several legends Hinayana Buddhisnthat describehow the
peacock danceame into beingOne of the legends is thtte peacock dance

originated from the believels wor shi p of Mahamayur.i (Kongaq
, Figure 2), which is a Bodhisattva Buddhism(Liu 2005: 70).Another

of the legendportrays thepeacocksasmagic birds The story about them relates
that tvo devils came to the forest one day. The Buddha asleegeacocks to
fight with the devils and to protetihe other animals in the foresthe peacocks
won the fight all theanimals danced to celebrate the win, #melpeacock dance
became popular afteards(Su 1991: 23) There are several more legerttiat
describehow the peacock dance relat¢o Buddhism but that is not within the

scope of thiglissertation
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Figure2: Mahamayuri

| believe that t fithepeacodk dance withcleardiine for i gi no

and locationin the history.However, we still need to know what the general
understanding is abouhe peacock danceThe first recording ofthe peacock

dance was found iNew History of the Tang Dynasty (Xin Tang Shu, 4 )~

which was canpleted in the Northern Song Dynasty (960127 A.D.) ands the
official historical record othe Tang dynasty (618 907 A.D.) According to tls
book, a peacock dance was performed by sicrand dance group that traveled to

Changan () from Biaoguo () in 8@ A.D. (Zhang 2007 6 Zhang 2006:

19). The purpose of theifr was to build good relatianbetweerChangan, the
capital city of Tang dynasty, and Biaogwehichwas the kingdom arodnYunnan
(the province where the Dai people live nowadays$kat he music and dance

group from Biaoguo performedhe peacock dance to people in Changan
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demonstras t h at people from Bi aoguoedtha he Dai 0s
peacock dance as a represéine dance of themselveBhe bookis evidencahat
peacock danckas been pé&ormed for at least 1300 yeaid/e donotredly know
much abouthe peacock dance from 1300 years,amud it maynot havebeen
similar to the peacock dana#f the 1950s othe 2010s Howeverwe know thatat
least the name amgerhapssome other elements tie dance hae existed fora

long timein Dai culture

Dance#l: The peacock dance by Mao Xiang () before 1950

In this section | will introduce the peacock dancas performed by Mao
Xiang () in the Ruili ( €) area in Yunnang M ) province before 1950

whenthePeopl e 6 s GCGhmgpRRE)started govierning this arelal( 2008:
125) If 1 have toidentify an original peacock dance for later comparisahs,
peacockdanceperformed by Mao Xiangpefore 1950will be theonel usein this
dissertationChanges havsurelyhappenedver timeto the dance since the first
recordng of the peacock dance in 800 A.D, buitchosethe peacock dance
performed by Mao Xiangpefore1950 asthe fioriginal dancé because this dance
serves as a usefufoundation for manyariants thatwere performedater. We
dondt know much about the specifdc form of
have some information on his performanddselieve thathe peacock danchkas
gone through many changls complex reasons as timénton, andwe cannot
know anything about angriginal versionthatexisted at the beginninglowever,

| will treat thisversion ofthe peacock dareast h erigirialo danceto serve for
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various comparison® supporimy argument
Mao Xiango0s peacoc kmpatannfar éhis stuelyorotlee 1950 i S
following two reasonsMao Xiang (Figure 3) was born in 1922, and he had
becomea famouspeacock danceat Ruili by the early 19504dn addition he was
one of the people who started moving peacock dascento stages started
choreographing stage peacod&nces witht he gover nmamths suppor
dance before 195@as the basifor various peacock dancésatwere developed
later. In addition, Mao Xiantaughtmany dancers whiaterbecame famous stage
peacock dancers. The proce$shangethatthe statemade tothe peacock dance
started with him. This dissertationfocuses primatdy on the changesin the
peaceck dance thahave happenedince PRC wasfounded and Mao Xiang
played an important rol@ beginningthis process. Unfortunately, | could not find
anyfilm recordngso f Ma o Xi a n g 0 seforp 2980T lvednkormdtiam c e
belowthat! will introduce comesfrom my interviewswvithMa o Xi angods studen

as well as written recosdrom various articles.
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Figure3: Mao Xiang ()

The peacock dance performed Bao Xiang before 1950was mostly
performed forreligiousfestivak and activities (LU 2008: 53. At that time, Mao
Xiangds peacock dan tnedhesgeseuisidd oftergplep er f or me d
lawns simply buit stages or somep e r s lmonsé (ki 2008: 57) Religious
festivak or activities were usually organized at temples or golden pagodas
(pagodas with a roof that is covered by golden cOEte peacock dance was
performed, with many other kinds of performance, on the streets (like a parade)
when people wakkdto the temples or golden padas from various villages. They
then gathered around a temple or golden pagoda to perform the peacock dance,
and many other kinds of performance, sometimes throughout the whole night (Liu:
1983, LU: 2008, Li: 2012).Lu said that performing teasrexisted n various

villages, and Mao Xiang and his performing team came from Hui Ha Zhai (
, zhai meanwillage, Hui Ha was the name of the village). Performing teams

from various villages gathedtogether and perfored for religious activities and

sometimes thecompete with each other formproving theirreputation ILii 2008:
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58). The dance still had rich religious meaning because most of the Dai festivals
that include the peacock danwererelated to Hinayana, but the daradso grew

in secularsignificance Also, LU mentioned that Mao Xiangaw apeacock dance
performanceat a wedding, which means that the dawes performed in a variety

of contextdefore Mao Xiang started dancingi(2008: 31).

Mao Xiang became &amouspeacock dancer because faéfilled the two
requirements for people who wanted to be a good peacock dagioee 1950
First of all, peacock dancers had to beales. Femaleswere not allowed to
perform peacock dansebecause theylid not havea high enoughstatus in
HinayanaBuddhism Jin reportedthat females were forbidden to attend religious
ceremonies in Dai religions (Jin 2000: 72ccording tomy interviewwith Ma

Wenjing ( ), a female performervho gew up in the Dai area in Yunnan

and has been studying and choreographing Datedaince the 1950s, femafes
low social status caalsobe seen througthefact that theywere not allowed to sit
and eat with guests at the dining taliethis case, it is not surpigy thatfemales
wereforbidden toperformreligious peacock danese
Secondly,Mao Xiang had beerstudyingtechnical movements from Dai
martial arts which provided him with extrabilitiesto be a good peacock dancer.
For instancepne ofMaoXi angés f amous characwasri stics a
his nimble eyemovements.He was able tomove his eyes fast than other

peacock dancers because Mmartial artsteacher, Wai Gong (), asked him

specifically to practice using his eyes.According toLu, the way he practiced

usinghis eyes wadirst to stare at clouslwithout blinkingfor longer and longer,
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andthenlooking atraindropsindividually during a rain stormrhis isatechniqwe
studiedby people who learn Danartial arts but Mao Xiangalsoused it in his
peacock danc@.u 2008 86).
| could not find anyvideo recorthgs or photoso f Mao Xiangobds peac
dance before 1950’ he novementd will introduce in this sectiormare described
in previous research otnepeacock dance. Mao Xiangbs pea
1950contained the following characteristi¢srst of all, his peacock danaeas a
solo dance, whictlhad certain patterns,fixed steps and positions, and specific
drum accompanimenfThe patternsfixed steps and positions were mosity
i mi tation of a peacockods mo v knyedt s and m
checking, walking in forests, playing around lakes, chasing and playing with each
other, drinking waterand so forthl do not know if he createdthe patterns ohe
learned the patterns fromshmasters, but the patterns hayeeninherited by
some of his studentSSimilar patternshave been seen in the following dance
examples Secondly,he finished allhis movementsising a continuoughythmc
bendng and straighening of theknees Thirdly, as | have mentioned above, Mao
X'i a npegrfosnance is famour his eye movements, which comes from his
training in Daimartial art§Liao 1989, Zhang 2007,u 2008, Li 2012)The video
link in the Table 2 is the peacock dance p

(W ),inthe2013NewY e a cel@élmratioron aChina Central TelevisiofCCTV).

As my interviewest ol d me, Yi Tuandés performance i s
andnot as complicated as his fatbegither butthe video will provide usvith

some idea of the peacock dastieatwasperformedoefore 195y Mao Xiang



38

Mao Xiang wore a special costume fohis peacock dancéefore 1950.
Unfortunately, | could not find any phadthatshowit. Dueto the quality of the
photo, | believethatthe photograph irFigure 3 was taken after 1950, and it is
showing Mao Xiang doin@g peacock dance on a stage. stepped usinghe
traditionalcostume after he started performihg peacock dance on stage

The costume includedhreeimportantparts a golden crowna mask and a
tail. Thegolden crown was shapéke a tall pagodaThe maskvaspaintedlike a
Bodhisattva which demonstrateshe close relationshipbetween peacock dance
andHinayanaBuddhism The thirdpart of the costume fdhe peacock dance was
a bigpeacockail, which was maelof bamboo andgilk cloth. Peacock eyesvere
paintedon the silk cloth as decorationandthe cloth wagut on a bamboé&rame
shaped to representpae a ¢ o @.Klgeshnderause string tied from the tail to
his arms and wristso that hecould controlit (Zhou: 1988, Jin: 1990, Liu: 2005,
Chen: 2007)Figure4).

Unfortunately, I coul dnot find any pict
costume before 1950s looked likggure 4was the only clear picture | fourtdat

shows this kind of costuméfound this picture on a local newspaper of Yunnan,

Spring City Evening ( ) which was published in 2011. The newspaper
didnét explain why the dancer in the pictu
the article withthi s pi cture was to introduce what

looks like. It also introduced that the dance in the picture was from an
autonomous county called Meng LiarRetrieved August 26, 2016, from

http://ccwb.yunnan.cn/html/20403/07/content_299480.htm) Even  though
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Figured is not exactyMa o X i castugebefore 1950it provides us with an

idea about whatis costumemost likelylookedlike.

= g e

Figure4: Costume for pacock dance

The last aspecb f Ma o Xi an g 6 sbefgreel®50that kwilld a n c e

introduceis the music.Before 1950the peacock danceras accompaniednly by
percussionsuch as Xiangjiao drum ( ), Mang luo (), and Cha (),

and herewasno melody( LU: 2008, Li: 2012)Melodic instruments started being

involved in peacock dance after 1950. However, because of the importance of the

ICH program values isettingstee mp hasi ze mai nt endamce&ee of t he
local peacock dancersnly usal percusion to accompany their dancagainin

various contextsluring my field research in Yunnan in 2013see dances ten

and eleven described belaw)
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Mao Xi angos Ipemrelosd wasricd with elgious meaning

Such religious meaningserereflected in many aspectd the dancesuch as the

reasons foperforming,thelocations, and the costume. The danees performed

on the streets,at temples, orin city squaresd celebrate religious festivals or

ceremoniesThe dancer was one male whallraceivedspecial training There

wasa specialy made costumeestablishednovements and positions for the dance

and it wasaccompaniedy Dai style percussiomstrumens (Table 3.

Time | Before 1950
Where | Streets; Squares; Temples; Around pagpeéap | e 6s house
Why Celebrating religious festivals and ceremonies;
Personal event such as weddings or birthday parties for seniors;
Dancer| Male solo;
Local trainedby both peacock dance teacher, Man Xiang (), and
Dai kongfu teacher, Wai Gong () atRuili;
Move | Certain patterns,fixed steps and positionen i mi t at i n
ments | movements such as paeg and checking, walking in forests, playi
around lakes, chasing and playing widlmother peacockshaking
shoulders, drinking water, etc.
Continual rhythnic bendng and straighgning ofknees
Nimble eye movements;
Costu | Golden crown;
me Mask with Bodhisattvads face;
Pe ac oc k 0 sof bamabboeandrsik dl@th;
Music | Xiangjiao drum; Mang luo; Cha
Video | https://www.youtube.com/watch?v=4HyMIMvy¥&index=9&list=PL
link DFZ8KIyNC_4Y2fhZ7Dgas@alxcO3Mav

Table2: Information of peacock dance in Yunnan around 1949
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Dance#2: Duet Peacock @nce(Shuangren Kongque Wu,{ )

The second peacodance | want to introduce calledDuet Peacock Dance
(Shuangren Kongque WU, . ). Duet Peacock Dancevas a stage

peacock dancehat wasperformedfirst in 195%. This dance wasspecially
choreographed and fermed at a gla organized byhe Chinese government to
celebrate and promote the friendship between CamhBurma It was a very
high-level political event and the premiers from both China a@ddrmaattended
the gala In 1957 the Duet Peacock Dancevas also selected ane of the
representative dansdo attend the sixth World Youth Festival in Moscowwtin
the silver medal at thfestival, which madehe dane famousthroughoutChina
and internationally

Duet Peacock Dancwas performed byao Xiang () and a female

dancer, Bai Wenfen ( ). Mao Xiarg was also the chorograptadrthis dance.
Mao Xiang started workingpartly as a profesenal choreographer and dancer
after 1950 when the government of PRC started governing the Dai aaréa
became an offial member of the Central Dance and Song Ensemble (Zhongyang
Gewu Tuan,T ) in Beijing from 1953 until 1956. He went back to De
Hong, a district in Yunnan where he grew up, to help with builthedde Hong
Song and Dance Ensemble ( ) (LU 2008: 12%. He createdDuet
Peacock Dancehereand the danceemaineda part of hisrepertoie. Teaching
students was one of Mao Xiangods Baiobs

Wenfen washis studentat that time.Thus $ie was one of thdirst few female

after
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dancers who started doirige peacock dance on stage.
| will introduce the movements dduet Peacock Dancen this paragraph.
Unfortunately,l could not find any video recoirtgs of the dancerThe information
below came from the previous research onpdacock dancélhe movements of
Duet Peacock Dancever e mai nly devel opnealedudtr om
peacock dance in the late 1940s, as well as movements from otherfelknic
dances I(i: 2008, Li: 2012). Firstly,Li mentioned that Mao Xiang had
choreogrphed andperformeda duet peacock dancevhich was performed by
Mao Xiang and another male dancér the late 1940s Lu described the
movements of this dance
One beautiful peacock flew down from a hill, and Wwas combing his
feathes. He was looking fofood and water until he found a clean lake. The
peacock flew to the hill happily to call his friend. His friend, another peacock,
flew out, and they dandewith each otherbeside the lakeThey saw
themselves mirr@din the lake, playing with each othemd drinking water.
They used beautiful positions and movements to express shaking wings,
dragging wings, and drying wings in the sun. Tlsgyeadtheir wings and
flew into a tree freely in the new rising sun. They spread their tails, and flew
back to the green forest.{( 2008: 122)
LG mentioned that Mao Xiang choreograpHedet Peacock Dancen the
basis of this dance&he said that the main change for the new dance wie
relationship betweerthe two peacocks. The dance in the late 1940s was

performed by two male dancers, lidtiet Peacock Dancwas performed by a

Ma o
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male and a femal@ancer Therefore, the relationship betwedetwo peacock

the dancechanged from friedship to love. @Gnsequently, @ammunicating
movements betweerthe two peacocksalso changed.Duet Peacock Dance
presented a love story between a male and a female peacock, and the context of
the dance was two peacocks phaybeside a lake. The dance foceed on
painting a beautiful picture of a love sgamore tharreligious meaningsExcept

for this change, two of the characteristics of the duet peacock dance in the late
1940s had been preserved Duet Peacock DanceTheseare the continous
rhythmic bending and straightening of the knees and the imitation of the
peacockqos Theonamemia qubtation marksthe descriptiorwerethe

names of the positianand movements of the dance. As | have mentioned in
Dance #1, fixed positions anchovements for the imitatiomf a peacockoés
movemensg is one of characteristics ofMa o X i \@ersigndsfore 1950.
Secondly,Mao Xiang added some movemeiitsm other ethnidolk dance to

Duet Peacock Dancéle learned these dances when he was workiraydencer

in the Central Ensemble of National Minorities Songs and Darices (

) in Beijing from 1953 to 1956. This ensemble was built for representing

various nationalitiesvithin China and dncers from various nationalities were
selectedo work there.They received professional dance trainargl performed

and taight their own ethnic dance to others. The dance movements from other
nationalities that Mao Xiang learned and added to Dt Peacock Dance
includedshoulder movements from Mongolian danlsand movements from Bai

dance and head movements form Uygur dance
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According to theonly two photos(Figure 5 & § | found of Duet Peacock
Dance Mao Xiangused Dai traional clothng as the costuméHe gave uphe
special costume fdhe peacock danciom thereligious and festivatnvironment

(Dance #1pt this time

Figure5: Duet Peacock Dance (Shuangren Kongque YV, , 1956)
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Figure6: Duet Peacock Dance (Shuangren Kongque Yy, , 1956)

The last aspect dduet Peacock Dandhat| want to discuss is its musici
mentioned thatMao Xiang still used traditional percussion instruments to
accompanyDuet Peacock Dancd& he focus of the maic was rhythmThe dance
was structured bghanging tempos and rhythnihe halfof theinstrumenthat is
on the extreme left in the Figure 5the Xiangjiao Gu ( ). An expert on
percussion instruments froitne Yunnan Song and Dance Ensemble, Zhang

Baorong ( ), was selected to accompabyet Peacock Dance Moscow

(L 2008: 132).

Duet Peacock Danceas a stagkpeacock dance that was performed by a
male and a female dancer. The dance was first performed to celebrate the
friendship between Chinand Myanmar, and then was selected as a representative
dance of China to atterah international event. The dance was developed from

Ma o X i eaniegduet peacock dance. The costumas changedrom the
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traditional peacock dance, but the mussems to &ive beemaintained Table 3.

Time The first performance wak956; Received the silver medal
the Sixth World Youth Festival ih957;

Where Stage
Why Performed athe gala for elebratingthe friendship betweel
China and Myanmar
Attending thesixth World Youth Festivalg )
Dancer Mao Xiang (); BaiWenfen ( )

Movements | Continually rhythnic bendng and straighgning of theknees;
Il mi tating pe aamn otkes dorengenere oem
movements (as in the photo).

Movements fronother ethniefolk dances;

Costume Dai traditional clotimg;
Music Xiangjiao drum; Mang luo; Cha;
Video link

Table3: Information ofDuet Peacock Dance (Shuangren Kongque YVu,

, 1956)

Dance#3: Peacock DanceKongque Wu, )

This third Peacock Dancés a stage dance thatas choreographed by Jin
Ming ( ) in 1956 ThereasonJin Ming choreographed this work was to attend

a national performance ofjoint nationalities One year later, the dance was
selected to attend the 8mxWorld Youth Festival in Moscow as a representative
dance of China and obtainedgold medal(Tian: 2008) The dance became a

famous dance ithe professionatommunitybecause of this prize.

Peacock Dancevas performed by a group of female dancers. Both g and all
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the dancerswere from the Central Ensemble of Song and Daijce ( )

andwere all professionb/ trained Jin Ming used all female dancers because he
believed that femaleswere more suitable to péorm the peacock danceHe
believed thatemales ardoetterat presentinghep e a csontetd elegancthan
males More importantly, i was the time wherwrultural changes in exhibiting
female bodiedook place Thisculturalc hange and JroondiMi ngdés bac
classical ballet influenced him to make the decistouse all female dancers
Jin Ming mixed three dance styles Peacock DanceThe first style was

from Mao Xiang. Jin Mig wasof theHannationality He went to Dehong (),

where Mao Xiang lived at the timand stayed there for a few months to Il

peacock danciom him before he choreographéis Peacock DanceBoth of the

t wo main charact er i scanbe seencclearlyMiBeacocki angés s
Dance Onecharateristic is that allthe movementsare basedon a continually

rhythmic bendng and straighgning ofknees. Anothecharacteristids that most

of the movements focus on vividly imitatitge p e a ¢ ovarikué movements

and postures, such as opentheg tail, going downhill, drinking water, taking a

bath, flying,and so on The secondmportant influences derived fromother

types of Dai dancesuch as Gayang ( ). Gayang was a simple Dai dance

which contained a series of movements. The movements were developed from
Dai p daoneilife Sush agplanting, fertilizing, and harvesting, etc. The main
feature of Gayang iythmic straghteningand bendingf theknees with various
posturegLiu: 2010) The third style came from Jin Mg swn background. He

was a professional dancer and choreographdreceived trainingn ballet and
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Chinese classic dance. Some movements from ballet and Chinese classic dance
wereused inPeacock Dancdkbnder the influences from the
folk dance, ach combinatios wereconsidered a positive change in the 19%0s.
addition tothe movements, various formationgere used to present a series of
beautiful images

Jin Ming used a specialy designed costume foPeacock DanceThe
costumeincluded two parts. The top pamvas a light blue doublet with long
sleeves, whiclshows eclearreference tdhe Dai symbolic costumeThe second
partwasa light bluelong skirtwith awide hem which wasdecorated with shapes
symbolizingp e a ¢ @ye¥Figsre7). Theshape of the skirt is similéo the Dai
traditional skirt for females, but the width of the skirt is mwaler than the
traditional oneln addition,a hair accessoryasalso included irthe costume to

imitate small feathaeton peac®scks 66 head

Figure7. Peacock Dancéongque Wu, , 1957)
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The music ofPeacock Dancevas an especially composed piece. The music
has a clearA-B-A structurewith three parts of adagiallegrd adagio. The

accompaying instruments are Chinese traditional instrurséike the Di () the
Xiao( ) theSuo Na( ) and the Dai traditional instrumenXiangjiaogu

( ), Mang ( ), and Luo ( )) (Zhang 200714).

Peaock Danceis a stage peacock dance performed by a group of
professiondy trained female dancers. The dance has spgcdebigned costumes
andmusic, and carefully choreographed movements and formulations. The dance

won the sixth World Youth Festival in bscow § ), and hadhada

good reputation ithe field of professionakthnic folk dancesincethe late 1950s

(Table 4).
Time 1956 1957
Where Stage;
Why National joint performance of professional music and dé
groups;
Performedat the sixth World Youth Festivéloscow (p
)
Dancer Female; group dance; professional trajned

Movements | Ma o X i a n ghedDai danog;Ballet;

Costume Hair accessory witha peacock featherplue; longsleevel
doubleti n D a i; lorsy skittwithl wede hembottom of the
skirt wasdecorated witlp e a ¢ dad dyess

Music Especially composed music;
Adagio-allegrcadagio;

Traditional instrument orchestra;
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Video link https://www.youtube.com/watch?v=H3dGwRaRsWc

Table4. Peacock Dance ( , 1957)

Dance#4. Zhaoshutun& Nanmunuona § b )

Zhaoshutun& Nanmunuona(e b ) was a stage dance

performancethat was choreographetb representthe Dai culture It was
choreographed on the mef a well-known Dai folktale by the samename The
folktale tells of a love story between a prind@haoshutupy and a princess
(NanmunuonapeacockBoth the choreographer and dancers were fithiaSong
and Dance Ensemble of Xishuangbanna Dai Autononire$ecture Yunnan

Sheng Xishuangbanna Daizu Zizhizhou WengongtiaH, i 1
). There are three versions of this dance which were perfofinseth

1956in Yunnan thenin 1963in Yunnan andfinally in 1979in Beijing. The 1956

version wasa dancepiecethatwasnamedBy the Golden Lake (Jinhu Bian,
), which represented how Zhaoshutun and Nanmuntiostamet each other.

The 1963 version was a short damgth five actsre-choreographetiased on the
1956 versionMore content \as added in this version to representedatively
complete storyThe 1979 versiofeaturedsevenacts based orthe previous two
versionsand was the most complete and influentidlhe 1979 versiomwon the
first prizefor choreograph and the second prifer its performancein the dance
competition organized for celebrating the 30th anniversayRT (Qing: 1982,

Yu: 2003)
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Many male and female dancers were involved in the performance of
Zhaoshutun& Nanmunuona The most famouslancers werdghe two femé&e

dancers whdoth performedthe role of theprincess peacock. Dao Meila@ (
H ) is called the first generation tife princess peacock for her performance in the

1956 version. Sheeceival professional dance traininghenshe started working

as a dancein a local song and dance ensemblerunnan She wadransferred

from a local song and dance ensemble to a national song and dance ensemble
becaus®f her excellent performance #haoshutur& Nanmunuona

The secondlancerwas Yang Liping ( ‘€ ) who is sill the most famous

peacock dancer in both China and the world. She successfully perfonmed
princess peacock in the 1979 version and trethe opportunity tdransferto a
national song and dance ensendsewnell She then performed on CCTV in 1989
and became the most famous peacock dancat of China

The basic story oZhaoshutun & Nanmunuona that theymet each other

beside the Golden Lake ( ) and €l in love. When theywerejust about to get

married, Zhaoshutuwassert to a war by his fioer, the king. A ercerer told the
king that Nanmunuonwasbad luckandwould bring the war to the kingdonsp

the kingwas convinced to kill Nanmunuona. Nanmunuona estapdwentback

to her kingdom of peacoskAfter he won the war and came back to the kingdom,
Zhaoshutun kikd the sorcerer anavent to look for Nanmunuona. Zhaoshutun
and Nanmunuonavere eventually married and lidehappily ever after. The

choreographer of the dance used dance movements to tptiesenhole story.
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There are various dances in the darsteh aghe peacock dancehe Xiangjiao

drum dance ( ), thefistdance ( ) thehorse and deerdance ( )
the straw hat dance ( ), and so forth. In the followingliscussion | will

focusjust on the peacock dancéor later comparison. | will focus on the 1979
version becausi¢ is the most influential one.

Movement analysis of the dance is very important unfortunately Ihave
notbeen able tdind any video of this dance. The following discuss®based on
previous research about this dan@®e movementsof the peacockdance in
Zhaoshutun& Nanmunuonan the 1979 version came from three sources. The
first wasthe 1956 version of thgpeacockdance(Dance #8B). The second source
wasthe peacock dance froRoutheast Asialwountriessuch as Myanmagthen
Burma)and CambodiaAs | have mentioned in Chapter 1, the avedoth sides
of the bordebetween Myanmar and China share a common cultuckigoaund
In addition, people from both sides hakad a long tradition of trading and
cultural communicationThe third sourcevasChinese classical danead ballet
Even though Mao Xiang started a process of chantiegeacock dance in the
1950s, his change was more about adding something new to his own dance
because his professional dance training was limited. Professional choreographers
mixed more Chinese classical dance dadlet into the peacock dancen Dance
#3, Peacock Danceandthis wasincreased againn Dance #4. For example,
Zhaoshutun & Nanmunuonaas developd froma simple peacock dance to a
danceperformance with many act$he structure of theverall compositiorwas

strongly influenced by ballgQing: 1982, Yu: 2003)Later in this dssertation|
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will explore the significance dhis danceas itwas performed by Yang Liping (

€ ), andthatthe style became a source f@rsolo peacock dance a few years

later.

The ostumes foZhaoshutur& Nanmunuonaverespecialy designedstage
dance costumesThe costumeof the princess peacock in the 1979 version
represented the dress that Dai ladies wear in their daily lives. For example, Dai
| adi es 6 dai ihcludestveogarts autgpuard| alngrrow long skirt. The
costume includeboth of thesewo parts | n  Dai |l adiesdé6 daily we.
the top is usually only tthewaist and the top is algahtly fitted. In the costume,
the top partreaches only to wat as well, and als@losely trimmed The
difference which made the castie adance costume instead of daily wear is the
design on the skirt. e bottom parbf the costumés a long skirtwith a gradient
from yellow to green. The bottom of the skirtdiecoratedvith peacock eyebke
spotsto imitateap e a ¢ 0 ¢ k 0 s apé & the skirt i3 dinglaioshbtraditional
Dai femalé® sskirt but much wider Figure 8 is a picture oZhaoshutun &
Nanmunuona of 1979 version (Reteved August 27 2016 from
http://news.ilinyi.net/2015/0704/68784.shtml#g68784=R shows the idea of

what the costume looked like.
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Figure8: Zhaoshutur& Nanmunuonas( 1979

The nusic of Zhaoshutun& Nanmunuonalike its version of the peacock
dancejis also a mix ofelements fronvarious sources. These various sources are
Zanha music ( | , originating inthe Dai culture and representirigai folk
musk), temple chant Kosi Yongchang,ue ), Dai dramaelements
traditional music from the Dak i n g 6 s palacer ané modern musitn
addition, he musical instrumerXiangjiaogu ( ) is emphasized because it is
the mat typical traditionalinstrument that is used to accompahg peacock
dance Most of the solo danseof the princess peacoclkre accompanied by
Xiangjiaogu ( ) (Chen: 2007).

In general, from the perspective of the government and professional
choreographergZhaoshutun& Nanmunuonaepresented thieighestlevel of Dai
stagedance of the time. It is a highvel artistic work which contains various
styles of dance, musiand drama.Through it, two female dancerbecame
nationaly renownedpeacock dancemand many otherbecame well know It is a

milestonein the history othe Dai dancatthe professional dance level (Table



55

Time 1956 1963;1979
Where Stage
Why Performed athe gala for celebrating the friendship betws

China and Mynamar in 1956;
Celebrating the 10 anniversary of Xishuangbant
Autonomous Prefecture T )in 1963

Celebrating the 30annivesary of PRC in 1979;

Dancer Dao Meilan(2 H); Yang Liping( € )

Movements | Mixed with the movements of the peacock damntehe 1956
version, peacock dance froBoutheas®siancountriessuch as

Myanmar and Cambodia, a@hinese classical dance

Costume Hair accessory witha peacock feather;light yellow;
longsleeveld oubl et in Dai 6s styl
thelmttom of the skirt was d

Music Mix of various sources such as Zanha music ( | , Dai
folk musk), temple bant (e ), Dai drama, traditiong
music from the Dak i n g 0 s palkce,ramd enodern music.

Xiangjiaogu ( )

Video link

Table5: Zhaoshutur& Nanmunuonae( 1956, 1963, 1979)

Dance#5: Golden Peacock Jinse De Kongque,

Golden Peacocls a solo peacock danperformed on stage$he dance was
first performed in 19780 celebrag the 29" anniversary othe PRCin Beijing.
Later, in 1980, the dance was selectedéoperformed ahe first National Dance

Competiton( W n ), andwon the first prizein performanceThe

dancer ofGolden Peacockvas Dao Meilan@ H), who isrecognized ashe
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first generation of princess peacedlecause of her performancedhaoshutur&
NanmunuongDance #4)n 1956.Dao Meilanis of Dai nationalityandwas born
in Yunnan.She was selected to work as a danceXishuangbanna Ethnic Art

Troupe ( | ). Shelearnedthe peacock dance with Mao

Xiang and at the same time, receivgaofessional dancéraining with other

danceteachersn the troupe She waslater transferred taProvincial Song and

Dance Troupe of Yunnai€ 1 ) in 1959, and then was transferredtie
Oriental Song and Dance Ensemble ( ) in Beijing at the

recommendtion of Zhou Enlai in1961. She is a dancer who has been trained
both locally and professionally.

Golden Peacoclpainteda beautiful picture in which a golden peacock
waking up, playing around, and flying a forest. Dao Meilamevelopedthree
represatative movements in h&olden PeacocKThe firstmovementvasa hand
gesture, which wausedto imtateapeacockds head by pinchin
forefinger together and streialy theother three fingers (hand gesture in Figure
9). This hand gestureecame famous after Dao Meilan dsg andbecame highly
symbolic of the peacoclkafter Yang Liping ( € ) alsoused it in her solo
peacock dancélhe Spirit of Peacock (Que Zhi Ling, # Dance #9. It will
be mentioned many times later in this dissertation, therefore, henlteforth cal
it the peacockheadgesture.

In addition tothe peacoctkead gesturd)ao MeilanasMa o Xi angbs studer

al so inherited Mao Xiangb6s characteristics
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Such movements includedalking in forests, playing around lakes, and shaking
shoulders.The secondmovementwas moving the arms to imitatea peacock
flying. This movement came from Mongolian dance. One danaerepresents
Mongolian culture ighe wild goose danceand moving ans to imitatea wild
goose flying is a very typical movemeiithe choeographer studied and mixed
this movement ito the Golden Peacocko representa peacock flying (Zhang:
2007).
The thirdmovementvasthe eyemovementsyhich look very similaito the
typical eyemovements from traditional Indian danées | have mentionedylao
Xiang has eye movements in his peacock dandenotknowwhatMa o Xi ango0s
eye movements looked likee c ause | could not find any v
peacock danceHowever,i | compared Dao Meil anbs eye ma
eye movements, themuld bemany similaritiesbetweenthem such as moving
head and eyes along with music left and rigiiaddition,According to Xueijt is

a tradition in the Oriental Song and Danceng&emble § ) that

performers learn various dances from many countries, especially Asian countries.

This tradition started even before the ensembleoffasally establishedn 1961.
In 1955, two dancers from Beijing Dance Academy ( ), who

becamethe main performers and teachers later in the ensemble, were selected to
learn dance in India, Burma, and Pakistan.

The ensemble wasstablishedn 1961 and the two dancers were transferred
from the Beijing Dance Academy to the ensemble to work as teacivore

performers were needed at that time and this is when Dao Meilan was transferred
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to the ensembléXue 2013: 78). Dao Meilanstudieddifferent dance stylekom
many countriege.g. Myanmar, Thailand, India, Japan, aAdrican countrie$
when she s working as a professional dancethe Oriental Song and Dance
Ensemble ). The eyemovements in her dan@e inspiredrom eye

movements ithedances of India (Jin: 1995).

The costume ofSolden Peacocks also astage dance costuntbat was
specially designed for this danc&he costumelesignwas based on the costumes
of previous peacockahces. The top is a green, narrow, and Fe#evel top, and
the bottom is a goldettong skirt.It is smilar to the costume ogprevious peacock
dancedn thatthe bottom of the skirt designéd imitatea p e a taib(Eidur@ s
9). Interestinglythe costume contasiess Dai style than the costumegpodvious

peacock dances
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Figure9. Golden Peacock ( , 1978,1980)

The music ofGolden Peacocks a specially composegiece with a clear
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structure of adagiallegrd adagio.More westernmodern instrumentsereadded
to accompany the dance.
Golden Peacockis a stage peacock dance with a new style wimckes
together inflences fromMa o Xiangos peacock dance, da
nationalities within Ching and dance from other countries. Soroé the
movementsrom this dancestarted being considerday people from outside of
the Dai culture, especially by professional dancar@bgraphers and performers

as symbols ofthe peacock danckeecause oits popularity(Table 6).

Time 1978,198Q
Where Stage;
Why Celebrating the 29anniversary of PRC in 1978
Performing athefirst National Dance Competitian 198Q
Dancer Female;
Solo;

Both local angrofessional trained,;

Costume Design based on the costumepadvious peacock dances
Green, narrow, and hatieevel top;
Long, goldenskirt with wide hem;

Bottom of the skirt waslecorated ike@eacoc k ds t

Representativ¢ The peacockheadgesture
Movements | Arm movements to imitatapeacock flying;

Eye movements;

Music Adagioc-allegrcadagio;

More moderraccompanyingnstrumens,

Video link https://www.youtube.com/watch?v=bnFAQmM5xPIc

Table6. Golden Peacock ( , 1978,1980)


https://www.youtube.com/watch?v=bnFAQm5xPlc
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Dance#6: The Spirit of Peacock Que ZhiLing, H ~

The Spirit of Peacocls a solo stage peacock daritevas choreographed
and first performedby Yang Liping ( € ) in 1986. She choreographido be

performed athe second National Dance Competition and received the first prize
in both choreogrdyy and perforrance The dance became natidyghmousafter

she performedt ata TV galaorganizedoy CCTV to celebrat€hinese New Year

in 1989.The annual TV gala for celebrating Chinese New Y#@t isorganized

by CCTV is the most influential program in China. The audience rating in the
1980s went up to 94%f the populationlt is not surprisg that Yang Liping and

her The Spirit of Peacockecame nationbl renownedright after she performed

on CCTV.Yang Liping rechoreographed@he Spirit of Peacockater in 2002 and
2003. | will focus on the 1986/1989 version in théction and will introdue the
other two versions later when | make comparisoeisveen thevarious versions

of The Spirit of Peacocko explain how an individual can change ethnifolk
dance.

Yang Liping received professional dance training in a local song and dance
ensemblein Yunnanand a national song and dance ensemble.s&rted her
darce career by daimg in alocal soy and dance ensemble in Yunn&he is
praised as the second generatdmprincess peacoskecause she performéee
princess peacocsuccessfullyn Zhaoshutur& Nanmunuonan the 1979version
She waslevatedo a national song and dance ensentbieCentral Ensemble of

National Minorities Songs and Dancgs ), in Beijing where she
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choreographed and perform&Hde Spirit of Peacock

Two movenentsfrom The Spirit of Peacockecamereinforced asymbolic
movements of stage peacock daadter it was performedrlhe first movement
was the peacockhead gesture. This gesture wasspecially emphasizedand
repeated many times in the dance with vargestures, postures, and neavents
Yang Liping used longake fingerrails to emphasize the gesture, which made the
gesturemore vivid in imitating the p e a csohedd gFigurel0). Another main
movement in this dance wascontinually wavymovement This novement was
not only used vertically fromm h e d shouwders al $he way to fingertiplut
alsohorizontally fomt h e d a n cteherGpper bodySighiwavy movement
wassmall, quick, andequired flexibility Yang Liping focused omepresenting
peacock as an elegant bird from a fantasy world, and both of these movements
havecontributed to this focu8ecausef the high audience rating of the TV gala,
these two movements became symbols of stage peacock fanbe general

population of Chinafter The Spirit of Peacock

Figure10: The peacockheadgesturein the Spirit of Peacock

The costume forhe Spirit of Peacockwasa white dressThe top part of the
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costumewasa tight fitting tank top. The skirtwasa long skirt witha wide hem,
and the bottom of the skirt watecorated like @ e a ¢ o c &sdsnany af ithe
previous peacock dancésxcept for #2) In addition,similar with Dance #3a

peacock feathewas useds the hir accessoryFigurell).

Figurell The Spirit of Peacock (H , 1986,1989)

The musidor The Spirit of Peacock 1986/1989 was specially composed
piece The overall structure of the music ithe familiar A-B-A structurewith
adagioallegroadagio Theinstruments that are used to perform the music irclud
traditional Han Chinese instrumentss well as aucurbit flute arepresentative
Dai traditional instrument. In additionecordedsounds like birds singing anbe
sound ofrunningriver waterwereaddedto the music.

The Spirit of Peacockas asolofemale stage peacock dan&ace it almost
instantly becamea nationdly renownedpeacock dancet is manyp e o prhae 6 s
source forunderstandindpai dance and@ai culture. It is also a new style of stage

peacock dance, which has influenced the developmertotif stage peacock
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danceand peacock dance the local environmer(fTable 7).

Time

1986; 1989;

Where

Stage,;
TV gala;

Why

Second\ationalDanceCompetition;
Chinese New Year Gala on CCTV;

Dancer

Yang Li Ping
Solo;

Professional trained

Costume

White;

Tank top;

Long skirt with wide hem;

Bottom of the skirdecoratedkepeacock és t ai l
Hair accessory with peacock feather;

Long nalils;

Movements

Thepeacockheadgesture

Continually wavymovements fronthe shoulders all the way t
thefingertips and fromthewaist tothe upper body;

Fast gyration;

Music

Adagio-allegrcadagio structure
Haninstrumentsuch as Guzheng ( ) Pipa( );
Cucurbit flute

recordings obirds singing andhe sounds of river water

Video link

1989: https://www.youtube.com/watch?v= emMEITI|I10
2002:https://www.youtube.com/watch?v=Y L-8Fry8v4
2003:https://www.youtube.com/watch?v=AcFWgLEL7GE

Dance#7. Peacocksm Green Wavé Bibo Kongque,

Table7. The Spirit of Peacock (H , 1986, 1989)



https://www.youtube.com/watch?v=_emMEITll1o
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Peacocks in Green Waweas first performed in 2004 ihe China National
Song &Dance Ensembl (T ). It was a stage peacock dance performed

by a group of female dancers. Both the choreographer and dancers were
professiondy trained.lt is in contrastto the dances Ihave mentioned abovén
that itwas made for commerciplrposesnstead ofor competitions or festivals.

The novements irPeacocks in Green Waveglude a mixture obai dance,
belly dance, angazz. Thepeacockheadgesture was kept iRPeacocks in Green
Waves but was not emphasizédoutthe following two movemestareemphasized.
Firstly, the main movemernin the dancevas continually fasmoving rib cages.
Secondly fast movingand swirlinghips was also a main movement Reacocks
in Green WavesTo emphasize théast moving hig movementsthe dancers
leared treir upper bodieback This was the first time this posture was used in the
peacock dance.

The costumaused inPeacock in Green Wavegas a sexybare midriff in
light green (Figure 4). The costume includes a short top and a |fisfgtail skirt.
There are many glittery decorations on the topwat$t of the skirt. In addition,
glittery hair access@es arean important part of the costume, which made the

costume looked florid.
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Figurel2: Peacocks in G&en Wave ( , 2004)

The musicthat accompaniedPeacocks in Green Wawegas a specifically
composed piece of musithe music is basicallyn amodern stylghatinvolved
many modern percussion instruments. Dsufarm Arabic musicwere also
included In addition, cucurbit flute,the Dai language,and birds singing were
added to represent Dai culture.

In general, Peacocks in Green Wawwas a peacock dance which was
choreographed for commercialirposeslit was aseductivestage peacock dance.
Its style was very differerthanall the previouspeacock dances | have mentioned

because of itdistinctmovements, costumes and music style (Table 8).

Time 2004;
Where Stage;
Why Commercial Performance;
Dancer Female;
Group;

Professional trained:;

Costume Bare midriff;

Light Green;
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Tank top;

Longfishtail skirt,

Bottom of the skirt wadecorated likp e acock 6s t a
Shiny decorations on the top and the waist of the skirt;

Fake long nalils;

Glittery hair accessaeswith peacock feather;

Movements| Quick forward and backwanmovement®f waist;
Shaking hi;

Music Modern style prcussion instruments;

Arabic drum;
TheDai language;
Birds singing;
Cucurbit flute;

Video link | https://www.youtube.com/watch?v=4s6Kg3VzG9w
Table8. Peacocks in Green Waye , 2004)

Dance#8: The PeacockPrincess( ‘Eh)

The Peacock Princeswas a danc@erformancehat was performed bthe
Cindy Yang Dance Academy in Vancouver, Canada in 2Uh@ performance
was put on to celebrag the 2" anniversary of the dance acadenits
choreography wakased orZzhaoshutur& Nanmunuong1979) andThe Spirit of
Peacock(1986/1989). It also presentec love story between a prince and a
princess peacoc&andvariousotherdancesvereincluded | will only focus onthe
peacock dance for comparison

The dancerén The Peacock Princessgere all students frorthe Cindy Yang

DanceAcademy, and atrained at the academy. They&hinese Canadians who


https://www.youtube.com/watch?v=4s6Kg3VzG9w
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learnedthe peacock dance and other typesGtfinese dance in Vancouver. Their
teacherYang Yang, was born in China areteived professional dance traineig
the Central Universityfor Nationalities T ) in Beijing. The Central

University for Nationalities and Beijing Dance Academy d&he two main
universities that provide dance trainimgChina The styls of the two schoolare
different in some aspectiowever, they belontp the category of school stgle
Therefore, Yang Yangbés background in dancir

There were three sources foetmovements othe peacock dance ifhe
Peacock Princesg-irstly, the movementaeremainly developed fronThe Spirit
of PeacockThe two typical movemenfsom the 1986/1989 version dhe Spirit
of Peacockverethe peacockheadgestureand continually wavy movements from
dancer s6 s houl Theyrwere bbth emphasizedeirT e iPpasock
Princess In addition, Yang Liping developed’he Spirit of Peacockom a solo
dance to a female group dance in 2008 movement from this new versiothe
shakingof the skirts, canalsobe seen inThe Peacock PrincesSewmndly, the
school style of Dai dance was one of therses for The Peacock Princess
Symbolic movementgrom the school style of the Dai danceuch as hand
positions and body postures, were addedThe Peacock PrincessThirdly,
movements from classical ballet were also addédtese movements included
jumping and lifting which represented the lobetween the prince and the
princess peacock.

The ostume for the peacock dance Tine Peacock Princeswas very

similar to the costume ofhe Spirit of PeacocKkt wasa onepiece dress with a
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tank top and a long skirt. The hem of the swigsvery wide andvasdecorated
likeapeacockos twasyellow ahtt be odly dfferencefrom the

costume inThe Spirit of Peacocwasthattherewasa small silk cape that was a
important part of the costume for the peacock dancéhm Peacock Princess

(Figurel13).

Figurel3: The Peacock Princess ( 'Eh , 2010)

The peacock dance ithe Peacock Princessas a stage peacock dance that
was performed by a group of female dancers. All the dansers Chinese
Canadians who learned peacock dance in Vancouver. This dance has been
influenced deeply byrhe Spirit of PeacocKt used thesame musi@asThe Spirit

of Peacockandthe style of the costumes and the movements were very similar

(Table 9)

Time 2010

Where Stage;

Why Celebrating the 20th anniversary of Cindy Yang dance academy
Commercial performancge
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Dancers

Students from Cindy Yang Dance Academy;
Professional trained;
Chinese Canadians;

Movement

S

Thepeacockheadgesture

Continually wavy movementsostlyfrom armsto fingertips;
Movements from thechool style of th®ai dances;

Lifting movements from ballet;

Shaking skirts;

Costume

Yellow;

Tank top;
Long skirt with wide hem, and the skirt wakecorated like &
peacockods tail;

Small silk cape;

Music

The music ofThe Spirit of Peacocil986/1989)

Video link

https://www.youtube.com/watch?v=9AbjpQ&A&feature=youtu.
be

Dance #9:The Love of Peacocks #

Table9: The peacock dance irhe Peacock Princess.

~

The Love of Peacoskvasa stage peacock dance that viiet performed in

2012 on the annudlV galathat is organized by CCTYor celebrating Chinese

New Year.The dance waa duet performed by male anda femaledancer and

expressed the love betweemo peacocksYang Liping was the choreographer

and the female danceifhis dance ws seen as another milestome her

choreograhy of the peacock dance. Similén The Spirit of Peaco¢ck he Love of

Peacockdecame nationBl renownedafter it was performed on TV.

The novementsof The Love of Peacockacluded two partsFirstly, the
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movements wereleveloped fromThe Spirit ofPeacock Yang Liping kept and
developed théwo main movements$the peacockheadgesture and continually
wavy movemenisthat wereestablished inThe Spirit of Peacock The Love of
Peacocks Secondly this dance is a duet dancéang Liping therefore added
more communicating movements betweethe two peacocks. These
communicating movementsgere inthe contemporary style with nothing from any
otherestablishedlance style such as ballet or Chinese classical dance.

The style of thecostumes inThe Love oPeacocksvas different from any
other peacock dances. The costumethe Love of Peacoclscluded two parts.
The upper part was a tightop in light, tan color with bluedecorationon it. The
bottom part was a very long and thick skitet was madef actual featherso
imitateap e a csdad. kn@ddition,body paintingandexaggerated make up were
usedto emphasize a mysterioasd naturaldecoration(Figure H4). Yang Liping
also used computer techniques to design the stagmake the dance look m®

mysterious.

Figurel4: The Love of Peacocks (H 2012)
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The music ofThe Love of Peacockss a very modern and international style.
It wasmainly composed of sounds thapresent nature. Various instruments were

mixed in, such asinstruments from theiolin family, the gquizheng+( , Han

traditional instrument), and cucurbit flute, etc.

The Love of Peacocksasa modern stage peacock dance. It litle Dai
cultural content Yang Liping usedpecial costumes, body paintjngxaggerated
make up, andcomputerizedstage design to emphasize a mysterious nature, and
used her typical peacock dance movements to create twoahpgacocks that

live in nature (Table 10).

Time 2012;

Where Stage; TV gala;

Why Celebrating Chinesed\v Year;

Dancer Yang Liping ( € )
WangDi( )

Movements | Thepeacockheadgesture;
Wavy movements from shoulders to fingertips, and from w
to upper body;

Communicating movements betwebetwo peacocks;

Costume Blue;

Long and thick feathed peacock tails;

Tight topin light, tan color and blue painting
Body painting and exaggerdteake up;

Hair accessory with peacock feather

Music Specially composed piece of music;
Modernand international style;

Various instruments were used;

Sounddgrom the nature such as birds singing and river run
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were added ito the music;

No specifically cultural features;

Video link https://www.youtube.com/watch?v=j|OFflnAgW4

Table10. The Love of Peacock (H , 2012)

Dance #10 & #11: The peacock dance by Wang La ( ) & Yue Xiang (

)

In this section Will introduce dance #10 and #11 togetti2ance #10 is the

peacock dance performed by Wang La (), and Dance#11 is the peacock
dance performed by Yue Xiang ( ). | put these two dances in one section

because the two dancers are similar in many walggy were botlstudents of
Mao Xiangin the 1950sThey were both born in Yunnan, ahdvelived there
until now Theyareboth famous pacock dancers locallgnd more importantly,
they are bothtransmitters ofthe peacock dancéhat werecertified throughthe
national ICH program. Therefore, their peacock dardmselopedin the same
context angd consequently, arsimilar in many ways. However, there is one
difference which is reflected in the movements.

Wa n g La and Yue Xi an gnalesolp @acesothbpgk dances
especially after thee menwere certified as transmitters thfe peacock dances by
the national CH program,are mostly performed to represent the Dai culture.
Most of the time, their dances are performed on stagediierseaudiencesand
academic researcherb addition, elucation is another main reason feir

similarities They teach their peackdances to local childrein Yunnan tospread


https://www.youtube.com/watch?v=jIOFf1nAgW4
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and develop th@eacock dance, which is also their dutycesified transmitters.
Their studentgarenot only males, buslsomany females.

Wang La and Yue Xiang atgoth localy trained dancersThey leaned the
peacock dancérom Mao Xiang, as well asother teachersAccording to my

interview with Wang La, he learnethe peacock dance with several famous

peacock dancer s i nmainhvayofle@ringveas to dhsezve Xi angos

and imitate peacocks arbe peacock dance performandeeither of them ha
been trained professiotyabefore being certified

They have specigl designed costunsethat are only used to perform
peacock dances. The design of the costusesnilar but with different colors.
Wang Lads <costumb) ,i sangdd e¥wme (Xii ggrug Gs
(Figure16). The costume includes three parts, whichthesat, thetop clothing,
andthe pants. The costume is designed from the cloth thatiadées wear in their
daily life with more decorations on shoulders and waist to make the costume
formal dance costume. Peacock eyes aaldedonto the bottom of the pants to

show that the costume is for performing peacock dances.

costu
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Fw-dinhuanet.com

Figurel5: Wang La's peacock dance

Figurel6: Yue Xiang's peacock dance

The music for both Wang La gematallyYyue Xi ang



