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The Ryukyu Kingdom formed part of the tributary system of Imperial China.
Successive Ryukyu kings received sakuhou from the emperors of the Ming and Qing
dynasties. The emperor's messenger, known as the sakuhou messenger, who attended
the sakuhou ritual, stayed in Ryukyu for approximately half a year. During this time,
the Ryukyu Kingdom held seven royal banquets, which included the Mid-Autumn
and Double Ninth Festival feasts.

When the envoy came to Japan in 1719, a stage was set up in the garden of Shuri
Castle during the Mid-Autumn Festival feast. The stage, which was subsequently
referred to as the Ugushiku Stage, continued to be erected there until 1866, when the
last envoy visited Ryukyu.

If a place or a stage that caters to performing arts has a style or an environment that
is unique to it, it generally has some relevance to the essence of the particular
performing arts. The structure and form of a stage generally develop into the style of
the art performed on it. Conversely, the work, acting, and direction are determined
by the characteristics of the space. Consequently, the examination of the performing
space leads to an understanding of the art itself. Therefore, the Ugushiku Stage was
chosen as the subject of this study.

This study aimed to elucidate the changes in the structure of the Ugushiku Stage
from 1719 to 1866 as well as the background and changes in the performing arts that
resulted from the said structural changes.

This paper is divided into two sections. In the first section, an iconographic
approach was employed to analyze the Ugushiku Stage. Currently, a total of five
drawings and plans for the stage have been confirmed. The drawings and plans,
including those wherein production dates have not been determined, are examined
and the dates and contents are analyzed. Subsequently, the drawings and plans as
well as the characteristics of the stage, how it was used, and the changes it has
undergone are analyzed. Furthermore, the changes made to the drawings in relation
to when they were built, as well as the changes the arts have experienced, are
examined.

Based on the results of the first section, historical documents were employed to
analyze various aspects of the stage in the second section. By examining plans and



calculating measurements, in comparison with the stages of 1719 and 1866, the
results revealed that there was no change in that the stage had the structure of a
performing area, a dressing room, and a road (bridge) that connected the performing
area and the dressing room. It can be concluded that the Ugushiku Stage comprised
a performing area, dressing room, and road (bridge). These factors produced the
style leading to the current Ryukyu Performing Arts.

The Ugushiku Stage has also changed through the introduction of a curtain and an
increase in the number of entrances and exits. Initially, those who played music
performed on stage. However, since 1800, they played behind a curtain, with the
stage being only for actors and dancers. The introduction of a curtain and the
increase in the number of entrances and exits seemed to destroy the style at first.
However, it can be argued that, as the bridge remained, while the Ugushiku Stage has
adapted to Kumi Odori, it has retained its ancient style and formed a unique structure
that cannot be found anywhere else.

The above findings revealed that the structure of the Ugushiku Stage has an
inseparable relationship with the development of the performing arts, with one
influencing the other. Furthermore, although Kumi Odori was started in 1719, it has
undergone changes, with the stage further changing as well, causing a unique
structure to be formed.



