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The clear white light of truth in blending ray
Descends on man in swilftly moving course,

And striking on his mind's enfeebled eye,
Bedims the sight that seeks the holy source.

Above the albtar, framed in pointed arch,

The stained glass window with its varied hue
Catehes the dazzling light on symboled pane,
Translates the scftened ray That passss through,

And casts 1t cleer on Drama's mask below.

Whose changing shadows have, from age to age,
Tnterpreted the great Directort's Will,

That man in worthy role shall tread life's stage.
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INTRODUCTION

A. Importance of the Subject

The mission of the Churech has been the propaga-
tion of the Gospel of Jesus Christ. Ever since the
days when the Apostle Paul challenged the crowd on
Mars Hill, followers of Christ have endeavored to por-
tray the message of the Cross to the world in an effect-
ive way. In presenting the Gospel to unfamiliar peo-
ple, if the method of presentation is alien to that
people, naturally thespproach will not be so apt to
be attractive.

The president of an outstanding Chinese college,
himself a Chinese, has said:

"He who wants to guide the Chinesefmust start

by understanding them; he who wants to teach

the Chinese must first learn what they have
already been taught. The beginning of our
understanding of the problem of evangeligza-
tion and the discovery of the best method of
giving Christianity to China lies in a care-
ful survey of her spiritual heritage and re-
ligious background, and a discerning appraisal
of its true worth and value,”

Someone has said that in a Chinese theater one

really learns to know the Chinese people. Their deeper

1. Yang, Y.C.; China's Religious Heritage, 1944, p. 20
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emotions, usually suppressed in public, are most appar-
ent there. (Chinese drama is more than a national art?
it is a mirror of the nation. The Chinese have an
ancient saying: '"ilen should not use water as a mirror,
but should use mankind as su@h.“ ' Chinese dramg

is thus the mirror of the peoplé. It is the most pop-
ular entertainment of the nation, and as some one has
gald, it is the "national sport."” Hence it is the
most potent weapon for propagandists, or Tor anyone
who can wield it well. When in China recently,
travelling with an evangelistic band into the country,
the writer was impressed with the lack of attraction

of the methods used -- principally street-corner preach-
ihg and singing -- as against the great attraction of
the fastival theatricals which drew most of the village
population. Xvangelists take their vacation during

the New Year festival since the theatric§i attraction
so overshadows the preaching efforts. Preaching, of
course, has its place, but in this particular situation,

perhaps there is a better way to do it. Here is

Stewart, J.L.; Chinese Culture and Christianity,
1926, p. 93
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a chance for the'religious leader to use this weapon,
not the drama so familiar to the lWesterner exclusively,
but by the study of native drama and the harmonious
combination of the two. #ith this method of approach,
then, the Christian worker can pfesent the Gospel to
the Chinese in a comprehensible and appealing way, and
therefore touch the lives of more people for the King-

dom of God,

B, Timeliness of the Subject

That Asia is to be the center of interest of the
world of tomorrow is beconing increasingly apparent.
Oscar 1I. Buck has made a rather startling statenent:

"The future of the Christian religion is being

determined in Asia. The continent of Aisia

with fifty percent of the total population

of the world, still lies unconvincgd across

the path of Christianity's claim to be the

universal faith to wEich all raceg and peoples

mast come in time,”

another voice speaks with concern over the tre-
mendous responsibility of Christendom to the Far Zast,
when referring to the five religions, Buddhism, Con-

fuecianism, “ohamedanism, Taoism and Hinduism, all found

in China, Dr. Y. C. Yang says:

l. Buck, O.i; Christianity Tested, p. 33
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"The five religions claim the allegiance of

over three-fourths of mankind. If Christian-

ity, therefore can find an effective way of

dealing with the total religious situation in

China it will probably discover a satisfactory

working formula for dealing with all the re-

ligions of the world.” 1

Especially at this time of unational testing, we
are increasingly realizing, with r. Laufer, that "Greek
and Rome are irrevocably dead, but China with a past
of five milleniums is alive and looms in our eyes like

2
a gilant," or more corvectly perhaps, a dragon awakened,
and full of vitality as well ag potentiality -- even
for the kingdom of God. Hence the timely significance
of approaching the people of China with the Gospel to-
day in this particularly indigencus way - by portraying
with drama 2 clear, challenging message.

More timely is drama today perhaps, because im
our own country, comparatively recently,she has won her
way back into the church in a very real wag. As one
writer observes:

"The church hag been slower than other in-

stitations to re-employ the educative power

of the drama, a power it employed centuries

ago; but it is beginning to regain its lost

inheritance. While the Church hag been chary
of dramatic art and its artists, 1t is coming

1. Yang, Y.Ce.; o©0p. cit., p. 31
2. Taufer, Barthold; The New Orient, p. 281



to realize that this form of art and re-
ligion belong together by identitieg of
origin, subject matter, and inner experience.
The principal subject matter of the world's
artistic treagures ig religiomn,™ 1 snd a again,
"The church is beginning again to express

g frank appreciation of the tremendous poten-
tial force in the dramatic presgentation of
religious themes, The whole higtory of re-
ligion, the entire garment of the intense
inner drama of agony, despair, hope, and
attainments, show that feeling is the elter-
nal spring of religious vitality." 2

With the church formerly looking askance at drama
- & Jegleyan and a vell-justified attitude in its day
oo
naturally missionaries with that attitoade upon the Chinese
theater with the same righteous disdain, (8trangely
enough this attét&de has it parallel in the history of
Chinese drama. }  But with the changed situation today,
and with the potentiality of the right approach of Chrie*.
anity to the Far Bast -- especially China -~ it seens
guite certain that drama, 1f it is handleld wisely, can
.
ve an instrument of power in evangelism.;
In the light of fthe world's present need Dean
Inge is quoted as saying, speaking of the coming of a
prophet, “When that prophet comes, I am disposed to

think that he will choose to gpeak to his generation

L. Overton, G.S.; DLrame in Zducation, 1927, p. 9
2. 1bide, p. 4
3. rost, p. 10



&

~Via

neither from the pulpit, nor from the printed page,

but from the stage. A great dramatist might help us

“
e '

find our soulg.”

C. Delimitation of the Suabject

In the field of Christian Education, the use of

- drama is generally limited to two types: educational

drama and the prepared play. Educational drama is
that form wherein the actual acting or "playing" to-
gether with other parﬁicipanﬁs brings situations which
regsemble or actually are those of life.  Spontaneous
plays such as the impromptu dramatization of a Bible
or other story is also classed as educational drama,
The purpose of educational drama is principally to

teach the participants to become familiar with Chrigi-
¥

. J . ) .
+tian ftruth and to know how to face situstions in a Chrigs-

tian way by acting them.  The planned play also has

an - educational effect, but it ig produced in a different
WaY . The planned play is menorized and presented in
the most effective way possible. a4 1in a religious
service, the participant players present a message

and share with those to whom it is presented the

blegsing of worship.

l. Iastman, Fred: iodern Religious Drama, 1928,
Introduction, p. viii
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Conscious of the posgsibilities and valuesg of
the former method in China, it is nevertheless with
the latter form of drama that this study is particular-

ly concerned.

D, Purpose of the Study

To make a stuldy of the dramatic art in China
would be a fascinating and absorbing pastime in.iﬁself,
but art for art's sake scarcely enters the realm of
religion. Being truly convinced of the potentiality
of aramé asg a method of evangelism in China, and algso
sure that this method can be wrongly used -- even by
well-meaning Christian workers -- the writer will seek
to show through a study of available material on the
subject of Chinese drama, how this method of drama can
be used effectively as a means of evangelism -- that
is of Christian awakening and spiritual gfowth. It
will be hence, the purpose of fhis study to set forth
the background of Chinese drama -~ ag against what
we know.: of Western drama -- its history, and its
atmosphere, and thus to have a clearer understanding

of the dramatic approach to the Chinese; and further,
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on the basis of this study set up practical suggestions
for the writing and producing of Christian plays for

use in China.

B. BSourcses

General in;ormation concerning the use of drama
in the modern Church and throughout its development in
the West, was found in The Biblical Seninary Library,
New York, and the Library of keligious Educatioﬁ in the
Union Seminary; New York. Sources of material on
China -- its history, philosophy, and atmosphere --
were found in the Library of the Board of Foreign
Missions of the Presbyterian Church, U.S.A., Hew
York, and ;{issions Library of Union Seminary, New
York, Colambia University Library, and its Zast
Asiatic branch, and in books of the write#'s own
library. For suggestions of bibliograph&, the
writer is indebted to the thegis of lary Esther
Reese - {"A Study of the Dramatic ﬁétho& in Rela-
tion to the Religious Education of the Junior Child.")
The writer is also indebted to numerous letters from
and interviews with friends who have had experience

with drama, both in China and in this country, success-
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fully and unsuccessfully. Among these friends are
Mr. G.X, Leung, Dr. Hewbton Chiang, iliss darie Adams,
and iiss Muriel Boone.  The writer's own personal
experience in China and her knowledge of Chinege drama
have led to a keen intercgt in the possible effective-

ness of this method of evangelism.

¥F. Procedure of the Study

In establishing a method today, one must in-
evitably turn to the previous pages of history to see
how succegsful was that method in the past, Hence,
in upholding drama as a means, or inétrument of evan-
gelism to modern China, the history of drama in China
will be discussed first with the familiar background
of our own church drama as a setting. I

Out of the gleanings of;history appear certain
values in drama which have significan&e in the light
of its being used as a religious means, of tool. These
values will be described.

With a clear understanding of these values,
their use in a religious capacity will be set forth.

The two uses stressed here are:; for the purpose of



o

leading toward religious conversion, and for a deep-
ening of spiritual life.

There naturally will follow technical gpeci-
fications, both in the leader's personality, and in
the actual production of the drama. Here too, grow-
ing out of the present study will be suggestions of
types of dramatic presentations and material which
would appeal to the Chinese,as well as findings from
those who have had experience in China in the actual

production of plays.

%&Q’
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CHAPTER I

HISTORICAL BACKGROUND OF CHINESEH DRAMA
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I.. HISTORICAL BACKGROUNDL OF

CHINLSE DRAMA

A. INTRODUCTION

An ancient Chinesge sage has said@ that without a
knowledge of the past one cannot succeed in the present.
It was George Santayana -~ a modern -- who reechoed the
same timeless thought: "He who does not take heed to
the past is bound to repeat it." It is by means of under-
standing the origin and development of drama that its
significance in the present becomes clear., It is by
means of visualizing its course through history as re-
lated to the movements and attitudes of mankind that
the characteristics of Chinese drama appear vividly as
counsequential in the lives of people. Itﬁ%s by means
of catching the spirit of this great national art, that
one can use it more effectively to appeal to those of
whose lives it is a part.

In this chapter, therefore, the origin of drama
will first be discussed, as a background for the study

of drama in Chinsa.
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The history of drama will then be traced through
the centurieg, The Yuan period will be shown to be an
age of Clagsicism in drama, while it will be evident
that during the Ifing period, Scholastic drama was pro-
duced. In the Ch'ing Pperiod, it will appear that
Romanticism Will'be characterigtic of the drama. Then
the modern period in drama will be reviewed -- showing
the various madérn tendenciesg, and thé present situation
in West China.

Among the most frequently used sources are: Hubbel
and Beaty, dramatic historians; Overton, authority in
Educational Drama; Arlington, authority on Chinese drama
after spending many years in China; Fitzgerald, also an
authority on Chinese drama and culture; Zucker, and Cernaby,
whose work on Chinese life and drame are outstanding; TLeung,
Chinesé drama critie; Hu Shih; prominent philosopher and
man of letters, of China: and Newton Chiany of Nanking
Theological Seminary, Wést’China, at present in the United

States representing many youth organizations of China.



Be The Origin of Drama

There is an interesting similarity in the
source of drema throughout the histories of the
nations, Scant as 1s the actual knowledge of the
beginnings of dresma, one point historians seen %o
agree upon, be they Christian, pagen, or indifferent --
that the begimnings are religious ~- namely the
ceremonial dance. In Greek drama, "The essential
dramatic element, ection, made its appearance wit hout
anyone realizing its enormous significance.“l Greek
drema, then, "was the offspring of religious enthu-
slasm: end even at the heighf of its developuent,
Greek tregedy was the result of an endeavor to beaubify
and enrich religion with the art of pecetry, music,
dancing and acting.“g |

. .

As Overton points out, Suibgi g the
Japanese vword meaning theater 1ls a combination of
shiba meaning house or temple, and Zg:ﬁe&ning sod.

And though Japanese drama, including the various forms,

1. Hubbel and Beabty: Introjuction to Drame, 1932, p. 20
2o Ibid., pe 21
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was never developed as was the Greek, the primitive drama
of these two peoples had much in common. The Indian drams
also bears every evidence of.religious origin and even to-
daybno Indian religious worship is complete without a solemn
danoé performed as an introduction.l The Roman drama also
sprang: from religious festivals.

A familiaf tale is the story of how "as early as
the fifth century, in order to increase the attraction
of*worship in England, living pictures accompanied with
songs were used on gpecial occasions to illustrate the

2
gospel narrative.”

S0 in China, Mr. Fitzgerald obgerves, "The art of
the stage had its beginnings in the exofoist dancers of
'"Wa', the magicians or the medicine men in the early feudal
age. These performers were originally purely religious.”
In his introduction to the study of China?s drama, lr.
Arlington agrees with ifr. Fitzgeralﬁ and summarizes the
above statements:

"Back as far as 716 B.C., it is recorded that

choruses danced and sang in & pantomimic way.

In the eighth century, these dances were well

established, and bear the same relation to the

developed native drama that the dythyrambic
ohorqses do to the later Greek dramatic literature.

l&, ¢f.Qvérton, ¢.S.: Drama in Jducation, 1927, pp 41-5
2. Overton, op. cit., pp. 32,33
3. Fitzgerald, C.P. China, 1938, p. 489

3
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In ancient Greece, the Nume was originally of
a sacred character, and was employed in the

ceremonies attending the worship of
of the heroic¢ dead. Therefore like
and English as elgewhere, where the
dramatic exhibitions were connected
church, when the ecclesiastics were
net only authoris but the actors of

the shades
the Greek
early

with the

at first
the miracle

plays and mysteries by which religious instruct-
+tion was combined with a good deal of grotesque:
ammusements, so in China the drama arose in a
religious connection along with dances and songs
of popular fegtivals. This is proven by the
fact that the avowed aimg of the Chinese drama
are of the most_elevated sort, glorifying all

the virtueg.”

. €. Periods of Development of Chinese Drama

1. Traditional Background

China is a country seeped in tradition.

there are reflections of the dim centuries

which have made

. .
themselves indelibly felt. In their heri%&ge of drama as

in religion, present day practices and customs have their

roots and origins in the earliest dynasties:

"The drama in China probably began as a religious

festival and became a vehicle of expression for

gome of the deepegt solemnities of Chinese re-
ligioug thought and then gradually was secular-
ized and lost itg vitality. That this is pro-

1. Arliggton, L. C.; The Chinese Drana,
Introduction, p. xxV

1930,

Zven today
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bably correct may be guaged from their 'shen
hei! or 'sacred plays' which have been handed
down from the Chou dynasty whose long history
began in the twelfth century B.0. CJertainly
in the times of Confucing most solemn dances

or posturing took place in the ancesgtral hallg,
and the modern drama is probably descended di=-
tectly from that period.”

By A.D. 800-900, when the Church had broken up the
corrupted ancient drama in the Wegt, and was fostering
a new form, in all uncounsciousnegs introducing spectacle .
as an adjunct to lyric and epic accompaniments of liturgy,
the ancient court with all its pomp and display was the
gcene of the fostering of drama in China, S0 the drama
of those times was "a court act in classical laﬁgaaga and
the characters were limited in number, ané conversational-
ized." ’ It is said that the stage play started in 279
A.D. in connection with the tyranous outrages of the lzcal
ruler of Wu, ag a warning to evil disposed offenders!

Such was the rather uvncertain fate of draga until the

thirteen century when it really came into its own.:

l.Arlington; op. cit., Introduction, p. xxiv

2.0verton; op. cit., p. 33, and Hubbel and Beaty, op. cit. p.79
Z.Fitzgerald; op. cit., p. 489

4,0arnaby, W.A.; New China Review, Volume 1, p. 58
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2. Yuan Period Age of Classical Drama
1280-1368

The Yuan dyunasty, though not natively Chinese,
was more or less célorfal, with the romantic visits of
Merco Polo to the great Xhan's court. The thirteenhcen-
tury seemed to be & world-wide hey-day for drama. In
Burope, "the central mystery of the redemption of the
world as accomplished by the nativity and the passion,and
the resurrection of Christ, was set forth. This type of
religious drama reached its height during the middle of
the thirteenth century.m” ' ®rhere was nothing essentially
English about the first drama to be presented in England.® #
These plays, written and acted by the clergy were of course
in Latin. Hence, they performed chiefly the function of
iﬁspiration and worship. _

In China, strangely enough, "the ?ﬁan plays were
written and acted in an idiom hardly more classical than
the speech of educated people and more characters were in-
troduced. The subjects of the plays were more varied,
freely drawing upon historical material and the life of the

people. From a limited court entertainment the drama

swiftly developed into a truly national art becoming and

1. Overton; op. c¢it., p. 33
2. Hubbel and Beaty; op. cit., p. 80
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remaining yhe chief recreation of the common people 6f
China." '

The technique of this period was crude, with the
characters introducing themselves, giving a conscientious
accoént of their past lives, and indicating the part they
represented in the drama. They dramatized narratives
rather than contemporary life -- as d4id the mystery players.
There was only one singing part in Yuan plays.z

So different and outstanding was the drama of this
classical period that ifr. Carnaby quotes the Incyclopaedia
Seneca as saying: "Drama is not indigenous to China, but
was introduced with the‘novel by the iongols in the Yuan
dynasty." 2 - However, as hasg already been shown, it scarce-
ly can be questioned that the native Chinese traditions

which grew out of their own Confucian rites greatly in-
& & J

- fluenced the whole course and consistency @f Chinese drama.

3. ling Period -- Age of Scholasticism
1%68-1644

The Ming dynasty was one of the most productive

dynasties of Chinese history. Chinese rulers took the

1, TFitzgerald; op. cit., pe. 489
2. Zucker, A.E.; The Chinese Theater, 1925. p. 112

. . Carnabty, W.A.; TNotes on the Chinese Drama and Ancient
Choral Dances, New China Review, 1919 Vol. 1. p. 57
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place of ljongols and China enjoyed a fairly peaceful,
glorious age. As the miracles in the Western world grew
out of legends of the people, independent of the church,
naturally vernacular took the place of traditional Latin.l
"As sceneg and characters of more trivial nature were ad-
mitted into the plays, the comic element increased, and

the plays became less sacred“? both in England and France.
So there arose petitions from the clergy to have irreligious
and uneducated people banned from acting in the Bibliecal
scenes., Also due to the popularity of the plays, the
stages had to be removed from the church to the out of
doors -~ symboliec of'their eventual steady decline and
actual separation from the church. At this time alle-
gorical drama, Iorality plays, personifying the fall of
man and that of the human race,were at their height --

i showing a definite tendency toward facing the getual
social problems of man. It was also a mage toward form-
alism.

In China too, drama was in the hands of scholars.
The emperors reformed drama during the fing period, as it

had fallen into a low condition after the glorious and

memorable rise during the middle of the ifongol dyunasty.

1. Overton; op. cit,, p. 34
2. Ibid., p. 35
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Young drama enthusiasts formed the "Pear Garden Palace' --
a school for aesgthetic studies, and the "Garden of Ever-
lasting Springtime" denoting the rejuvgnation which the

" young students injected into prodigal érama. ' Plays

were longer in the scholastic age, and there was a ten-
deney to moralize,zto emphasgize filial piety, and duty.
Drama became more coneernea with the ethical standards

of man's life -~ somewhat like the iorality play ideal,

but of course, very different in content and Wiﬁhoa@ the
degradation bhe latter suffered. The iing plays are still

very popular on the present Chinése stage.v-

4, Ch'ing Period -- ige of Romanticism
1644-1911

There is an accepted rule in the p@gchology of
history, that the events which are most re;ent are the most
vivid in one's memory. S0, as drama looks back upon her.
own past, into the lagt important period of her career,
the Ch'ing or anchu dynasty stands out as the highest and

most noteworthy.

1. Arlington; op. cit., p. 12
2. Zucker; op. cit., p. 112
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In the days of merrie England, the Elizabethidn -
stage was the center of all attraction and amusement and
was completely scorned by the Church. Only on festival
days did the element of drama enter the Church in the form
of some pagentry introduced into the church service. Al
this time in China the emperors Ch'ien ITung and K'ang Hsi
encouraged drama aﬁﬁ gave it a high place among the arts.
There was a marked resemblance to the Elizabethan stage,
with starkness and simplicity, propefty men, and even the
form of the stage itself common to both.l To this day,
when visiting the Forbidden City imn Peking, where the at-
mogphere of the last dynasty lingers, the court stage
gtill stands. Here one can almost picture the emperor
and his splendid royal court spellbound as the elaborate-
ly dressed cast brings to life on a stage over water to
obtain a sonorous téne of vipce from the a;}ors, the
famous scenes 5f China's romantic past hié%ory.

Ch'ien Lung prohibite& women actresses, making
drame & highly specialized art. This ban on women actors
was not lifted until 1912. Followipgg that time, women

formed their own all-women companies, but it was considered

1. 1Ibid.



indecent to attend plays in Peking if any women appeared
on the stage at the same time as men. So there grew uap
professional men actors who specialized in women's parts.
During the Ch'ing dynasty were compoged two of
China'é higtorical tragedies ﬁhich the Chinese enjoy see-

ing and hearing today.

5. Hodern Period -- Age of Realism
1912-1944

In thinking of modern drama, one is apt to picture
the Broadway type. Unlike the early fathers, Chrysostom
and Augustine who had a righteous duty to perform in attack-
- ing the wickedness of t@eir contemporary stage, our Re-
formation fathers didn#t gpeak much about the evils of the
theater. Qur present day heritage of 2isdain for ths

Vo
stuge 1o the direet result of the attitude of our pilgrim

and puritan fathers who ¢ oulantt say enough against the
dire wickedness of the theater. Hence the whole dramatic
method had an evil reputation. But with the comparatively

recent intercst in the dramatic meithod has come the red

cognition that there were two things our forefathers didndt

l. Overton; op. cit., p. 36
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reckon with; "First, the dramatic impulse whose roots

run deep in the human race; the second, the essentially
dramatic nature of the Christian story and of Christian
worship.” '

| The influence of the West upon China had a pro-
nounced effect upon their drama as well as upon other
phases of their life, in 1904,'Wang Chung Sheng founded
the "Sun Society of Spring", which presented Turopean drama
including a version of "Uncle Tom's Cabin", Iater a group
of Chinese students who had studied the technique of modern
Japanesé drama organized the "Spring Willow Dramatic Society?"
This strange beginning of modern drama with its intensely
foreign accent didn't appeal to the populace who were geeped
in their traditional music-drama. As & result this soclety
soon died from unpopularity, but had its repercussions in

the province of Xiangsi. There one membegbof the soclety
gained financial backing froa a wealthy oi%izen, Chang

Chen, who endowed a Aramatic cldb in Hantun. He believed
drama to be an instrument of great potential force in making

over society, and felt that with the proper use of the

theater, his fellow countrymen could be helped to become

1. Qverton; op. cit., p. 30
2. Leung, George Ke.; Hodern Theater, Asia, 1936, p. 103
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L
honest and patriotic. In the local high schools students

were taught the dramatic art. They then travelled through
their native villages and towns, paying their own expenses,
presenting plays in the village ftemple courts, spreading
propaganda against opium smoking and foot-binding, and
creating political agitation.

Modern drama has shown communistic influence. Mr.
~ Leung states: "The frequent appearances of Dr. W.W. Yin,
Foreign Minister to U.5.S.R. in photographs with the actor
Dr. usei Lan-fang, when the latter toured iloscow ig sym-
bolic of the new attitude.” ? Wissionaries recently re-
turned froam West China tell of seeing propaganda plays,
sponsored by the Chinese government, Which'show marked
communistic influence. The stage is bare, the actors
‘simply dressed, and the plays deal with present life
situations.

Practically from the beginning, tnfé new drama -
has been in the hands of amateurs -- theatrical groups
of educational institutions or groups giving charity plays.
In 1934, the China Travelling Dramatic Association was

organized, making a serious effort to do profegsional

l. Zucker; op. cit., p. 112 o
2. Leung; Medern:-Theater, aisia, reb. 1956, p.l04
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work and for the first time putting the new type of drama
on a ¢ommercial basis. For the most part, acting in the
new drama has been mediocre compared to fhe highly stylized
art of old-style Chinese roles. Truly talented actors are
few indeed. The aim of the new society, (China Travelling
Dramatic Association), with its able president, T'ang Hwai-
ch'iu, is idealistiec., The actors are not paid, but form
a co-operative. Educated classes support them. Among
their repertoire is a version of Tolstoy's "Resurrection."
An interesting experiment was carried on by Hsding
Foo-shi in connection with the Mass Education movement at
Tinghsien in Hopei province, under the direction of Dr.
James Yen. "As yet, very little modern drama has been
brought to the village and farming populations. It should
be borne in mind that the great masses in the rural dis-
tricts closely associate their. plays with performances
given in temples in homnor of the gods, in’ghanksgiving
for crops. The gods, seated at their shrines, witness
the open air performances on stages situated opposite
them and well in their view.," : Hgiung said, unpacking
his bag at the Peking National Fine Arts College on his

‘return to his position as professor, "I wanted to prove

l. Leung; op. cit., p. 105
2, Leung, G.K.; Asgia, op. cit., p. 105
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that drama should be given to the largest number of peo-

ple, all the people -~ the masses.“l He presented with

his group of students edaoétional and instructive plays

on the gubjects of agriculture, illiteracy and public health.
The experiment was highly successful.

Modern drama can be divided into four types of

activity and growth:

1, 1906-1916 A time of dearth in native plays.

2. "Patriotic Plays" produced, started by the

student revolt in 1919, Ko development of
dramatic art.

3. Scholarly pléys by Chinese playwrights who
had studied in Burope and the United States.
Too scholarly and Western to appeal to the
masses.

4., Propaganda plays -~ for the common people,
Proletarian, and anti_imperialfgtic plays
produced, as well as‘plays for instruction.

Included in the last group are the efforis of

gtudents of several colleges such as Nankal University im
Tientsin (formerly), who travel to the country at festival

season, presenting plays for rural education. This method

1. 1Ibid.
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is largely used among the schools and colleges in West
China today. Madam Chiang, for sxample, sponsors organ-
ized groups of twenty to thirty high school girls headed
by college students who tour the villages, giving educa-
tional plays dealing with life in war time. Hilitary
education among the camps is done by a special dramatic
group sponsored by the Chinese government. The New Life
movement is financing a campaign of education by drama for
illiterate villagers, through the agency of the National
Youth Hovement. The two ideas stressed by them are Re-
sistance and Reconstruction, with emphasis on the latter.l
A Chinese drama critic concludesg thus: %It is to
be hoped that more playwrights will write actable dramas.
Good stories, good ensemble acting and intelligent direct-
ing are absolutely necessary. Only if these are forth-
coming can the modern Chinese theater be sure of its life,

I 2
and cateh up with the theater of other langé."

D. Summary and Conclusion
In reviewing the history of Chinese drama, it was

discovered that the origin of drama not only in China but

aniversally, was in a form of religious rits.

l. Fron conversation with Dr. Hewton Chiang
2. Leung: .Asia, op. cit., p. 105



As the rise and fall of drama is traced, g co-
relation of its history to that of the thoughts and inter-
ests of the peoples who used it is evident. It found
its early beginnings in the ceremonial rites and choral
dances which expressed men's desire to worship some deity.
Ag long as drama expréssed a religious motive, it thrived,
but when it became # tainted by secularism and low morals,
drama was no longer respectable and was even driven from
the courts of monarchs in a non-Christian world. Despite
her ignorance of Chrigtian standards, China's ethical
ideals have been a strict task master to her arts. The
result has beenktheir longevity and their valuable con-
tribufion to the Westérn world as well,

Tracing through its‘development in China, the
Yuan period was found to have been the time when drama
really discovered herself as an art, even though a crude
one. The Ming dynasty -. fourteenth throfzh the seven-
teenth Cenﬁgries -- regecued drame which had fallen low
and put it on a more seholasﬁic basis, making contri-
baﬁions of historical plays which still retain their
popularity. The Ch'ing dynasty -- seventeenth to the
twentieth centuries -~ was found to have a more romantic
tendency, and thus contributed much of that spirit to

the more scholarly stage. The modern period of realism
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brought the new element of Western influence into the
‘stage, and a reaction against the highly conventional-
ized drama handed down froam the pasgt. Today in Vest
China the old-style drama was found to be retained, with
some modernization. The very fact that so many agencises
and organizations are now using drama -- of the more real-
istic type to suit the need of mass education -- would
tend to indicate the potentiality of drama among the
Chinese people. |

Viewing the present sgituation of drama in China,
two definite types of drama appear, one almost opposed
to the other -- one the old music drama which is artistic,
the other, drama produced by the influence of the West
which is realistie. Surely, by using a Platonic¢ or Con-
fuecian golden mean, a type of dramatic method can be enm-
ployed which will embody both art and realjsm, but will

be shot through with 2 dynamic Christian message.
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CHAPTER II

AN ANALYSIS OF CHINESE DRAMA
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II AN ANALYSIS OF CHINESE DRAMA

A, INTRODUCTION

One doesn't go to a Chinese theater for an evening -
of quiet relaxation. Upon entering the door, one is Gon-
fronted ﬁith what almost seems like bedlam., Everyone seems
to be competing for an audience -~ pedlers, servants, or-
chestra, and actors -- and the orchestra ﬁsually wins.

The theater crowd is kindly, Jjolly, smoking, talking, waker-
melon-geed-eating, singular to China.l Tea is served,

and occasgionally hot damp towels come flying through the

air —-- quite disconcertingly -- for the refreshment of
patrons. (They are always aimed well, and caught!l)

People stream in and out constantly, and men seldom re-

move their hats. The auvdience seems to p£§ no more atten-
tion to the stage than do diners to the music in an American
restaurant.z The theater in China is primarily social,

and there is much cordiality between friends. The whole

is somewhat confusing at firgt glance, but as the plays go

on, (many plays continue for hours -- some but single acts

1. ¢f. 2Zucker, A.E.; The Chinese Theater, p. 10
2. Ibid.
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of long plays, with the heéﬁ given toward the end) order
seems to appear out of chaos, and one really feels the
spirit of the drama. Then it is that one begins to
realize that Chinese drama is a fine art, and not only
that, but that it is an outgrowth of the very fibre of
the race, typifying its highest ideals; and that with
its use of imagination, suggestion, humor, and conven-
tionsg, it is indeed the expression of the culture of the
Chinese people.

The factors contributing to Chinese drama will
be discussed first, then the general traits and char-
acteristics., The ideas of modern critics will be set
forth lastly, with the purpose of understanding more
fully the actual make-up of Chinese drama, so as to be
familiar with it, and its revelation of the Chinese mind.

Throughout this analysis there will appear certain
elements and characteristics which can be g%apted to use
in religious drama. These will be gleaned with the pur-
pose of inculcating them into religious drama, for the
sake of making it more comprehans%ble and more indigenous
to the Chinese people.

Within tﬁis chapter the following names will appear
most frequently as authoritativé gsources: IIr. George ILeung -

drama critic of his own native Chinese drama, and recognized
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authority in his field, at present residing in this country;
ir, ChangrPeng-chen, another drama critic residing in China;
Mre. L. C. Arlington, formerly Post O0ffice official in China,
for many years resident of China, and a clogse obgerver of
Chinese drama, concerning which he has gathered a cousider-
able amount of valuable material; ilr. Fitzgerald, also
regsident of China for many years; Mr. Laufer, resident of
Peking, for some time, and editor of the pablication The

New Orient, a series of monographs on Oriental culture;

Mr. Freyn, former post-graduate student of Columbia Univer-

sity, who compiled a comprehensive liaster's Thesis on the

Chinese drama; 1liss Spencer, whose book "Wade in Chinal
is a recent publication, written after considerable ex-
perience in China, and showing the true attitudes and

atmosphere of various phases of life in China.
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B. Factors Contributing to Chinese Drama

1. Imagination

Without imagination, Chinese drama cannot be
understood. As childish as it may seem to have the mech-
anism of the stage completely revolve around imagination,
with the proverbial property man nonchalantly pushing a
cushioned chair under the prima-donna who is about to
give a long dissertation, or with the dead arising and
calmly walking off the stage, it is this power of suggestion
which is the genius of Chinese drama. And indeed great-
negs is fundamentally simplicity. The Chinese people,
much like children, possess vivié imagination, and their
drama i1g bhased upon imagination. T"Chinese audiences
imagine all that has been left out" comments one Writer,l
and another says, "The Chinese see the reag thing, if

2 . =
only it is in imagination.™ " This fact accounts for

the morality play idea so predominant throughout Chinese

dramsa.

1. Ieung, George X.; The Enjoyment of Chinese Drama,
Vol. 6. p. 9.
2. Arlington, L.C.: The Chinese Drama, 19238
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Ze Religion

Since drama is an outgrowth of a people's culture
and thought, the religious contribution is naturally inm-
plied. A proof of the religious significance of drama
in China night be found in the name of a theater some-
where near Peking -- "God and Demon Theater.” . Fegtival
days are celebrated by featuring plays. On New Year's
Day -- the greatest festival day -- a play is given which
portrays the gods' conquest of devils. Tor centuries
theatricaés were religious in both private and public
theaters.

The three predominant religions oft China which
have influenced 4rama so manifestly are Confucianism,
Buddhism, and Taoism. Confucianism gives the moral back-
ground. The scholar (rather than the warrior) is vener-
ated, and filial piety {covering all relatﬁonéhips) is
the most outstanding virtae,? As lr. Leung puts it
"Heligion and ethics are forces to be considered. Con-
fucian ethics exalt filial piety, devotion of servant

to master, loyalty of friend to friemd, the worth of

FLY 4_
learning}etc. W

l. Cf. TFreyn; The Chinege Theater, 19%34. p. 42
2. Gf. Zucker, A.l.; oOpe. cit. p. 196

3. Ibid.

4, Leung, Pacific Affairs, 1929, p. 176
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Buddhism alds the romance of monks and nuns;
through fhese the humorous element is introduced. The
monks were always deplcted as ignorant and sensuous, '
"Buddhism peoples the stage with nuns and lazy, scheming,
licentious monks; and provideg many temple scenes.” ?

Contrasted against the coolness of Confucianism
and the unfanciful ribaldry of Buddhistic influence, was
the Taoist insertion of the supernatural and of ridiculous
elements. With its mythological and hostly figureg,
with ite superstition, its fancy and imagination, "Tzoisa
furnishes a veritable pantheon of demi-gods, fairies and
gupernatural animals v..... Just as the three forces har.
monize in the everyday life of the people, so they blend
together in their contribution to the world of make believe.“z

Chinese dQrama gives to the Chinese what morality
plays used to give to the medieval mind. pIts purpose is
to "uphold eternity, not to picture life,” Its function
is never to criticize life, but to uphold the image of a
lasting, moral world.4 The happy ending to Chinese plays

5
ig the oubtfome of righteousness and its vicltory over evil,

le Cf. Zucker, A.BE.; p. 196

2, Ibid,

%. Leung, Pacific Affairs, 1929, p. 179
4, Freyn, H.; op. cit., p. 46

5, Ibid., p. 49
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3e VWestern Culiure

1
As has been previously showmp, the wWestern invasion

into China left an indelible imprint upon a nation which
was perfectly satisfied with her own ancient culturs.
Mr. Laufer says that the difference between the
Eagt and the West is not the trite mystic as opposed to
the materialigtic, but rather a non-ego-centric East
against an ego-centric West. We of the West, says ir.
Liaufer, are obsessed by the glorification of the indiv-
idual —- thereby forming a standard of colification of
individual rights. (As for example, Western artists in-
scribe their names on their works very ﬁisibiy, and the
artist is more prominent than his work.) In the Eagt,
‘continues ir. Laufer, an individual's duty is to the
gtate or family. Arches and tablels are erected to
commemorate ideas rather than people. Tﬁgvresmlt, he
obgerves, is that there ig a far greater true freedom
in the Zast, while the Western individual is fettered.2

Herein lr. Laufer hag discovered an interesting point

of contragt, but it has exceptions.

l. See Aute p.\4
2. (f. Laufer, Barthold; The New Orient, 1933. Introduction.
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However, Western culture has influenced every

phase of life in China, including the stage. This has

brought about a complete break from the old form of drama,

and the formation of a new school of drama patterned
after the ¥uropean stage. So complete was the cleavage

that the new type of drama might be classified under a

'totally different form of drama -- one which is entirely

western.

Even the old form of drama has shown signs of
western influence, with the introduction of a spirit
of realigm, stage tricks, lace ana ruffleg, and also
occagional innovationg such as the singing of a Westemm
tune. Western melodrama, however, hasn't entered the
Chinese theater ag it has in India, where it hag driven
out much of the native art.l

Though the Western influence may npever be a per-
manent ingredient in the development of Chinese theater,
it has left its mark, and with the world growing ever

smaller, doubtless there will be more changes evident

in the future.

l. 4Zucker, A.E.; Ope. cit., p. 190

E s
23970
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Ce Characteristics of Chinese Drama

l. Types and Traitg

It is said that the purpose of drama in the
Middie Kingdoms was to diverti, to\edify,;and occasionally
to instruct. With this rather general pdrpose in mind,
it may seem gqueer that the Ghinese name for drama is
hsi (ﬁé& ), which means "to make fun 0f£","fo ridicule.”
This reflection on the Chinese sense of humor so evident
in their plays will be referred to later.

As has been gaid, an evening of drama in China
constitutes a gemerous program. "It is the custom 1o
present ten to twelve short fragments of long plays

4 during an evening. Hence'a patron must posses not
only an imagination, but previous knowled@% of back-
ground and the story of the plays which most of the
audience have known since cﬂildhoed." :

Instead of the usual division into Tragedy and
Comedy found in Western drama, in Chinese drama there
are these two general types of plays: wen hsgi -- quiet
operatic works with much show, costumes, and sentiment.
These are civil plays. And wu hsi -~ noisy military

works with historical content, bleary with kings and

1., ZIeung, G.X., Cross Curremts dn. tie ,Chines viheater,
‘Pacific Affairs, 1935, p.182
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battle. One goes to hear the wen hsi, but to see the
wa hsi.

| One authority likens Chinege drama to Shakes-
pearean plays. The most popular subjects are: Family
drama; magic or mythological drama; satyric itreatment
of supersti{ion,(of which they ére'most fond ); character
dramas; historical dramag;and religious dramas. The
two‘general types which predominate are either inter-
esting stories centering in life, or stories déaling
with the inevitability of fate. Except for gags of
comediang, and lao-tan or o0ld woman characters, thers
is no stark realism.

Chinese drama like the sarly Greek, says another
authority, deals with types rather than with characters,
often using the mask for visual expression. A sort of
fate rules -- a "blind struggle against aipidents and
not from inn€r destiny foreshadowed from the outset
by his own individual nature.” :

Still another writer likens the classical drama
of China to Elizabethan plays, with almost identical

projecting stage, simplicity of scenery, gorgeéous cos-

2. Cf. 1Ibia.
2. Freyn, H.; Op. cit., p. 43
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1
tumes, female parts taken by male actors, and clowns.

There are superstitions galore, taboos, duties,
and reams of idiosyncrasies éssociated‘with the theater.
There is an accéptea "oravo” and hiss, which like all
other customs are simply anderstood.z The old play is
the epitomg of convention. The theater in China is
not just a mirror of mankind, though it embodies the
ideals and reflections of the people; nGVertheless, as
has been said, drama also presents asgpirations and a

means of egcape. Above all the theater is a gocial

function.
a. Tragedy

Tragedy is the highest dramatic art. The Greek
drama presenting pure, unrelieved tragedy is not the
type of tragedy found in Chinese plays. ?here are two
main types of tragedy according to one author: Fate
itself the dramatic attention,rfound in Greek tragedy;
and interest in the character in the play. The latter
is the type of tragedy found in Chinese drgma unless

nobility and sublimity could be called so. Hence the

element of tragedy is there -- as in life —- but since

1. ¢f. Zucker, A.E.; op. cit., p.196
2. Cf. Arlington, J.Ce.; ope. cit., p. 31
%, (f. Zucker, A.B.; Op. cit., p. 3
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righteousness always wins, the effect cannot be complete-
ly depressing. This is an indication of the type of
people the Chinese have always been. No unrelenting
- pessimism dominates the thought and philosophy of any
individuwal., Dr. Hu Shih says that the Chinese need a
conception of tragedy instead of the eternally happy
ending.

{(Japanese plays on the other hand do have a far
g?eater tendency to portray pure tragedy, which may be
related to the practice of hari kiri which is not as

popular a retreat from reality in China.)

b Comedy

Perhaps one reason for the apparent balance 5f
temperament in the Chinese people is their keen and al-
most child-like sense of humor. 4gain letyrus remember
that the very name for fneater,vggi means "to meke fun
of". It would be unfair to write of the Chinese in
any capacity without presenting this.oatstanding nation-
al trait. S0 far does humor appear in the drama of
China that there ig no play without at least one sparkle

of it. In fact, so characteristic is this sense of

1. Zucker, A.E.; o0p. cit,, p. 180
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humor in acting that even Christians cannot seem to re-~
frain from introducing the ridiculous.slement into a
supposedly serious play. This factor is the major
objection expressed by Western leaders who have tried
to use drama as a meansg of religious presentation. The
Chinese improvise so readily that humor (which is so
natural to them) creeps in unawareg,

One aunthor speaks of drama as the reflection of
the race:

"fhe Chinese theater is one of masks and of

characters created and defined by ancient

traditions. It is this which brings it so

near to the antigue theater, the mystery

plays, the 'comedia dell'arte', so near to

all forms of theatrical art which are not

the expression of individval personality,

but the reflection of a race., It is an

art which thus seems to express the moral

traits of a people.”
This excellent description of the theater}@s an eXIregs-
ion of the people themselves reveals how Chinese drans,
an art in itgelf, does portray the culture of the Chinese
people, who, though bound by convention, are able to

laugh through the tears of common suffering.

1. uoted by Treyn, He: op. oit. P. 42
From the Ireface by Jacovleff .lexanler.)

-



2. The Actor and the Art of Acting

In the West, "the play's the thing”, while in
China, "the gctor's the thing."” : Irained rigorously
from childhood in the theater, an sctor becomes master
of his‘art. His training begins when he is six years
or even younger. He mugt learn acrobatic feats first:
he must walk out in the open air for an hour every day
with his head thrown back and his mouth open to strength-
en hig voice, and he mugt Have a special diet. TFifty-
six actors make up one company, and each of them must
learn from one to two hundred plays, perfectéy, for
there is no prompter on the Chinese sgtage.
| Thig severe itraining of the actors in China
teaches them to coordinate their muscles and mind:
adopt traditional patterns, and conventicﬁg; and en-
gourage them tb make their own contribution to the

3
heritage of the stage.

l. Leung, G. Ke; + China Journal, Vol. 6, p. 9

2. Cf. Spencer, Cornelia; Wade in China, 1943, pp.l67-1%

3. Chang, FTeng-Chen: The New Drama and the 0ld Theater,
Queted In B, Laufer, op. cit., p. 328
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Even modern audiences are contemgtous over the
former types of actors because they represented the ilkw'
]iterate who openly ignored the $ime-honored moralitiesg
of the people.

The actor's . lack of time to study-anything else
has been dne reason for hisg ignorance in the classical
learning by which the scholarsg Jjudged the learning of
others.

In Japan there hag always been a great venération
for actors, while in China as in old Rome, the actor has
always been the object of contempt on the part of scholar-
ly man.l

There are two principal types of characters in
Chinese drama: sheng, or male impersonator, and Eéﬁ;
or female impersonator. There are gix types of the
latter. A female impersonator has a false@to voice which
is stronger than that of a woman -~ but admlttedly arti-
ficial. When the great male actors appeared on the
stage, all female actors were given a vacation, as play-
ing together‘was considered indecent. Speaking of men
giving up the old time female impersonation, Ir. Leung

agsked: T"wWould we degsert the old to welcome the new? ~

l. Cornaby, W.A.; Op. cit., p. €0
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1
It would be to our own irrevocable national loss.”

Though the new school has introduced much trick-
ery, bright nitrogen lights on the stage, and foreign
lace, it has been said of Dr. el Lan-fang, who is doubt-
less the greatest modern actor in China, "He cannot
in the end, however, abandon old traditioms, from which
it may be understood how powerful the old school is.,” ?

Acting editions of plays are seldom obtainable
and if so, seldom reliable, for actors change their
seript to suit their tagtes, "Players themselves seldom
learn from books, but from one another, and if they
learn a part, they neveg forget it, but will play it

at a moment's notice,"

3. The Use of iusic

Westerners are apt to look down Q%Qn the penta-
tonic scale, and upon melody to the exclu;ion of harmony,
as a means of musical expressioﬁ. Actually music has
played a significant role in the history of China, and

some tunes date back to the earliest recorded history.

l. ZLeung, G.X.; China Journal, Vol. 5. p. 174
2. 1Ibid., p. 180
3. Arlington, J.C.; op. cit., pp. 30-31
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Of this one authority says:

"The Chinese ear can detect in an instant the
style of singing or music in a play .... The
Chinese say that 'music is the soul of art.';
and that it 'calls out the strain in their
hearts, the emotion of recognition and sacri-
fice', and that it is 'the inspiration of
acting'. This is not strange with a people
who practically do everything in music: they
are born, they marry, they worship, and they
die with music.”

Of primary impoétance is music. Real lovers of
~\ Grama go to hear rather than to see a play (as is evi-
denced in old play houses in Peking where some of the
seats run at right angles with the stage.) In the

\, orchestra which ié seated in full view of the stage,
and is almost actually on it,"tbe ha ch'in or Chinese
violin, its two strings being bowed with a horizontal

movement, is the leading instrument for the vocal
accompaniment,” ; Drama is classified by the type of
nusic which it employs? The fact that nbne of the
orchestra of four of more pieces -- violins, cymbals,

flute and drum .- ever use a score demonstrates how

natural music is to them.

1. Ibid. p. 21
2. Leung, G.K.; Public sffairs, 1929, p. 178
Be cL. Zuckel‘, AOE‘; QP Cit., Pe 10
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One can trace theimelody of music back to Con-
fucicus. | In 341 A.D. when the Chin memorial was pre-
sentéd to the throne by Xu Ch'in, they found that "the
melody of pipes might inspire the hearer to Jjust deal-
ing, and the sound of horms, in union with propriety,
while the mingled note of silken sﬁrings of chants of
bells and drums might enrich and expand the faculties.
For true music permeates the spirits and renovates the
mind, and well-mannered dancers influence popular
manners toward a condition of harmonious joyfalness.“l
Confucious speaking of music in the ancestral temple
account of worship said that it harmonized the family
into affection. |

It is characteristic of Pekingdrama, as is thought
true of ancient Greek Qrama, that actors spoke until
their emotions became aroused to a high p&&ch,zwhere_
upon they poured forth their feelings in song. "We
modern Europeans and Americans seem 1o have given up
the idea of nmusic %s a means for developing harmonious

and moral souls.”

Tragedy and comedy are musical terms in China;

and when one speaks of going to the theater, one says

W0 hear the theater.”

1. Cornaby, W.h.; op. ¢it., p. 66
2. Leung, G.K.; Public Affairsy 1929, p. 178
3. Zucker, A.B.; op cit., p. 192
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The Use of Symbolism

Convention and symbolism are two of the most

proper terms used to describe the Chinese drama. The

arrangement of the stage, the properties, and even the

actors themselves are often symbolie.

Ag will be portrayed later, there is a portion

of the stage for

celestial beings. Actors must all enter

and exit at certain doors. A star enters at the nine-

dragon door, where he pauses for the audience to note

his appearance, before his actual entrance.

0ld tradition held certain colors to be sym-

bolie:

yellow -~ crafiiness
light yellow -~ Emperor and royal family, also

aprightness
red -- honorable and respectable class
blue -~ virtue and kindness
white -- youth ¥
brown -- age
pink and grey -- old age
black -~ straightforwardness and brusqueness
green -- wickedness
gold and silver -- dignity 1

A certain article carried has definite significance:

lantern -~ night

oar -- poatman

wheel banners -- cart

water banners -- waler

black banners - wind

chair on side of stage -- no longer a oha%r, but

1. Arlington, J.

a mound or stool.

Ce; oOp. cit., pe 19

2, Ibid., p. 41
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Characters and their actions signify certain
meanings:

A woman dressed in black - poﬁr woman

Certain masks designate certain types: Clown,
scholar, villain, demon, ete.

Again, imagination and background are necesgary
to enjoy a Chinese drama. If a man carries a riding
whip, and galops across the gstage, it is obvious that
a horse and rider are imblied. Simplicity is genius.

Here again is evidence that Chinese drama is a fine ari.
5., Drama's Relation to Literature

Tolcompare drama with other forms of liferature
in China one nmust have a general picture of Chinege 1it-
erature in mind. It has always been in classical form,
not in vernacular, The scholar has alwaxﬁ been the
highegt type of individual -. even so por%rayed in the
theater. And the highsst government positions have
been given to the foremost scholars at the yearly com-
prehensive examinations. Therefore, since drama has
always been written in the vernacular form, not the

classical, it "stands on a relatively lower level than
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gome of the other Chinese arts, for example, landscape
painting and lyric poetry eeee Yet, though poor,"the
Chinese actor has at his command consumate skill %o
hold the mirror up to life,“lsays one writer.

Most well-known plays of China have three editions;
one that is read, one that is learned by the actor, and
one which the actor actually gives under the stimulation
and inspiration of the audianae.z

The language of the play does not attempt to
arouse passion or pathos. Thoughts, however important
and significant, are always expressed in a commounplace
waye Gegsture, caricature, tricks of tone, and suggzestion,
torn the work of the Chinese actor into an art differ-
ing from that of a Westerner who learns his pért word
for word. The Chinegse dramatigt depends upon his owm
sensitivity to respond to the attitude of phe auﬁience.g

Only a few pregent-day innovators congider the
drama as literature. Dr. Hu Shih says that the Yuan

dramas were far superior tTo others becauge of their

poetic diction and conternt. Dramatists and névsli:

not the best writers in Chinese literary history,

1. Zucker, A.E.; op. cit., p. vii, Introduction
2. Cf. Spencer, U.; op. cit., pp. 167-175
3. Ibid.

’
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bot drame was for the people., 4An interesting comment
might be inserted here .. China's literature -- in-
cluding novels and plays - 1 the least objectionable,
morélly, of that of any nation throughout history,whose
civilizatisn ié continuous todaye. Policemen always have
reserved seats at the theater. Gross immorality real-
istically presented is rigorously forbidden. There is
no guestion of nudity on the Chinese stage, bicaase it

is never found, and apparently has 10 appeal, though ifr.
Cornaby says that crude, licentious theatricals are pre-

sented on the country stages in the evenings, in places
P ‘

remote from official censgorship.

"Wo Shakegpeare or Sheridan wrote for the
Chinese stage. On the other hand though
the plays were not great literature, the
standard of acting became very high and the
art of the sitage escaped the paralyzing in-
fluence of antiquarian classicism. Up to
the very end of the empire and still today,
the Chinese drama has remained viggrous

and alive, showing no sign of petrdification
which attended the older aris. It has .
successfully resisted the influence of alien
European dramatic tradition.t 3

2. Cf. Cornaby, W.hA.; cop. cit.
1. Cf. Zucker, A.E.; op. cit., p. 90
3. Fitzgerald, GePey China, 1938, p. 490



D Bvaluation of (hinese Drams

It is scareely fair to speak in pogibive temporal
certainties when one is dealing with a couﬂtry which 1ig
undergoing internal renovation and yet as lir. Devyassures
us, change is a most certain reality. Hence, through
the changes which have effected China have come rather
specific trends which do combine to influence the thought,
cart, and actions of the people.

"Dre. Y. Y. Tsu has made the remark that;

"The trend of thought in China today is

realistic, scientific, and humanistic, with

emphasis on the gocial objective, 'The griat_

est happiness for the greatest number'@,

Throughout China's history of philosophy the inner
life was emphasized, a facfiggnde@ to establish a "gpirit-
pal civilization.™  Europe on the other @&nd, during
these pasgt three hundred years has emphasfzed science
and man's control of nature, a fact which made for a
materialistic civilization, which eventually has led

the world into wars. The influence of Westerm civiliza.

tion upon China has brought her to a cross-roads. How

1. Tsu, Y.Y.; Trends of Thought in Religion in China
Today, 1938
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an‘aaeqaate philosophy of life is needed. Instead of
religious faith there seems to be collective responsi-
bility.

Ag has already been shown, the influence of the
West upon Eastern drama is tremendous. One Chinese

writer obgerves:

"Now prose plays are being written reflecting
on life in the present day's complex social
gsituation. TFor instance, pieces have been
done taking as themes the experiences of

the new industrial proletariat, the revolt
of youth against the family and social re-
gtrictions, the exultations and disappoint-
ments of romantic love, and the indignation
and resolute courage in facing the invading
foes., New life gxPeriences demand new forms
of expression.”® \

Modern experiments are directed toward simplification,

synthesis, and suggestiveness.
There are two main schools of thought conceming

the new type of drama and its introduction into the life
I

of modern China. Mr. Johnson says:

"What the Chinese love best to see on the stage
is a sort of fairyland, something to take
them out of themselves and the work-a-day
world <... what they want, and in this they
are far from being unique among the races of
the world, is something that ordinary life
has never given them and can never give.

They have no craving for a drama that ig
true to life.™ 3

1. Ibid.
2. Chang, Peng-chen: op. cit., p. 337

3. Johnson,judted -by Freyny 6p. eit. p.6C
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fter World War I there was an influx of Westerm
play éuhjects with prolific translations between 1925.30.
A few Western plays were more popular than the Chinesge
plays, and are so ioday. ¥r. Leung says, ”Chinese}play_
wrights have produced little that can be used on the
modern stage.”  iost of the modern plays lack "soul.” '
Mr. Freyn suggests: "Perhaps the break with the past

was too suddaen; at any rate, the fervent movement was

purely academic and did not win in the long run, pop-
2

-~

nlar favor."” From people accustomed to a drama that
was & process ?f extracting essence from actuality,
the realistic school would arouse no lasting response.
Those who really enjoy the modern theater are those
educated in Burope, and they are few. ¢

In the other school where the trend of thought
ig more liberal and aétually tends to outmode the old-
style music drama, are two bitter critics.) Dr. Hu Shih,

(who was instrumental in introducing vernmacular text-

l. Leung, G.K.; Agla, Feb. 1936, p. 104
2. ¥reyn, H.; op. cit., p. 58
3e(%Ibid., pe. 66



47T~

books in the place'of the olﬂ‘time clagsical ones in
Chinese universities), says the changes in literature
were a gradual progress from low origin to classical per-
fection, and in the history of Chinese drama he saw the
same continuous struggle against formal restrictions,
gradually overcome. TUseless survivals of certain con-
ventions like military plays, falsetto speech, musical
accompaniment, and the like, should be cast out of
Chinese drama, asg the "asgide" was thrown out of Western
drama, he insists. Beéides a new conception of
tragedy, (as has already been referred to), Dr. Hu Shih
feels the Chinese need a conception of dramatic economy.l
Dr. Soong, formerly of the Peking National Univ-
ergity is algo derogatory in his criticism of the music-
drama. He calls it "comic opera," a burlesgue, and mad
house. He suggestis adopting European tec%Qique entire~
ly, so equipping the stage that the theaﬁe; will be pre-
pared to be =a poﬁerful instrument for new doectrines and
modern ideas, He insists that they presant life in-

2
stead of morality.

1. ¢f. Freyn, He: o0p. cit., p. 65
20 Cfo Ibido, po 66
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Both of these gentlemen have been educated in
Burope and in America, and have begome acguainted with
the Western stage and ways. ¥r. R, F. Jobnston criti-
cizes the Chinese play "for neglecting moaern condit ions
and problems, for being out of touch with everyday life,
and for not making the slighest contribution toward an
intellectual awakening," But he concedes the in-
flence of the stage to be an ethical force, with its
clear definitions of good and evil, and regard and pun-
1.
ishment, though the latter, he says, is not true to life.
Mr. George Leung holds the middle view between
these two more extreme views, and expresses it in a per-
gonal letter:
"Leaders in the modern movement, although of
the opinion that the old music-drama should
be preserved at its best as an example of
A Chinese art, nevertheless claim that it is
an unsuitable vehicle to express mpdern as-
pirations. Ifodern youth, they believe, no
longer desires poetry and escape in the
theater, but reality and inspiration.” &
The drama of the future is tied up in the fate

of the whole of Chinege culture. The future will be

what the Chinese people Want it to Dbe. As ome puts

1., ¢f. 1Ibid., p. 4° '
2. Leung, G. X.; Agia, Teb., 1929, p. 103
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it: U"A new order is bound to arise from the pregent
chaos which will reconcile the traditions of three
1

thousand years and the aspirations of modern humanity.”

ir. Leung speaking of the new dramatic material
states:

"griters of contemporary Chinese drama who -

know their own country and who have their

proper technical training abroad, should

help remedy the state of affairs. Some

good work has already been done but the

ground which has but recently been ploughed

needs much fertilizing and careful planting.”

Here ig a people, steeped in the conventions and
traditions of their ancient rich heritage, sulddenly chal-
lenged by a new and effective way of portraying reality,
searching for a vital philosophy of life adeqguate to
meet the staggering needs of their souls. It would
be an irreparable lossg if Westerners, from whom the
Chinese first got Western drame a2long with other contri-
butions, do not sieze this tool indigenougpto China,
fit it, shape it, according to modern lines -~ not for.
etting the old counventions -- and uoge it for a potent

force to challenge individuals into the highest way of

life, and the only adeguate philosophy.

1. Freyn, H.; ope. cit., p. 67
2



E. Summary and Conclusion

In snalyzing the dominant religions of China,
to discern its contributing factors, Confucianism,
Buldhism, and Taoism,‘were found to have lent con-
siderable atmosphere, and even motiwve to the plays.
The culture of the Vest effecting China inm so many
fields, had ite inevitable influence upon her AGrama
also.

In the study of the characteristicg of Chinese
drama, two types were discovered —- the military, nolsy
play, and the civil, guiet play. The Chinese stage
was seen to be like to that of Greece and Zngland (both
Elizabethan and Shakespearean; by different authors.
The Chinege actor, highly trained and specialized, was
found to bear considerable influence upon the conven-
tion bf the stage. Ifugic which is the b@ékground of
every Chinese play, was discovered to be indigenous to
the very life of the people themgelves. dany stage
peculiarities in articles, actions, and colors were
found to be symbolic.

‘Dramain China was always written to be acted,
and hence much of it ig in the vernacular. It was

found that it thus bad little in common with the
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classical form of literature. Since the classical

form has been replaced by vernacular today, a great field
was found to be open to better dramatists at the present
time,

It was apparent that the drama in China is the
sxpression of the culture of the people. Without being
totally depressing, their tragedy is as it appears in
life -- not unrelieved by comedy. Indeed the Chinese
ig apt to hide his deeper sorrow by a humorous remark.
Comedy then has a very real place in the lives of these
people. It is expressed on the stage by improvisatious
and spontaneous side remarks as well as in the very
content of the play itself, which is often extremely
humorous. However, Chinese drama as a whole cannot
be divided into tragedy and comedy, as is the drama of
the Wegt, They are elements,rather, oféghe expression
of the culture of the Chinese people. y

In the general survey of the various reactionsg
toward drama in China, there appeared two principle
points of view. One ~- that the old-style drama must
eventually be outgrown and supplanted by the modern,
European type; and the other that despite time and in-

novations, the old-style music drama will remain as a
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national art, while the new style drama with its real-
istie trend, its ability to portray life and its com-
plex problems, is a necessary addition to the present-
day life in China yet, and will not replace the old-
time cultivated art. The chief advocate of the latter
view was seen to be Ifr. George K. Leung who feels that
there ig a tremendous opportunity in the Turopean-style
drama in its ability to portray present problems, and
in its use as an educative instrument, though he lamemtg
the fact that there is such a dearth of good plays
which will adequately perform these functions.

The exact purpose of the foregoing analysis is
to discover the valueg inherent in Chinese drama which
may be inculcated into religious drama ia China so as
to make it more appealing and vivia for the people par-
ticipating in it.  These values will beigiseussed in
the following chapter, with suggestions ;s to their

nS8.
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III. ZOSENIIAL GhbuENTS COuM-ON T0 EVANGELISH aNL DRAJA

A, Introduchion

Ghinese drams has been reviewed with the object of
obtaining a deeper understanding of its background aund
significance. In order to determine its effectiveness
‘as an instrument of a%éelism, it will be necesgsary first
to discugs the nature of evangelism. The value of the
dramatic method will then be considered to discover the
potentiality in that method which makes 1t adeguate for
the important task of evangelisn.

' The sources which will be nost freguently used are:
Those concerning evangelism: .lott, Zwemer, and Paton,
alleaetive in the Christian Vorld, and authors of numer-
ous books dealing with the subject of evangelism and the
foreign mission enterprise; Loomis whose workwith drana
is outstanding; Cverton, whose book on dramsa in educa-
tion is authoritative; Betts and Hawthorne, and Terris,
also experienced authors in educational dramatics; Hubbel
and Beaty, dramatic historiang; Fred BEastman, outstand-
ing dramatic instructor; iarie Adams, missionary, exper-
ienced with religious drama in China; Arlington and Leung,

authoritieg in the field of Chinese drama.



B. Basic Factors in Evangelism
l. Evangelism Defined.

In this day when the church has had to face such
‘gigantie social needs and demands, church men and women
have had a tendency perhaps to overstress the social
nessage of the iaster to the neglect of the preceding
part of the great commandment which ie gave, which is
of course, the fundamental stimulus for the second part
and must precede it in actual life. To quote Dr. Zwemer:

UPhroughout the long centuries both Homan

Catholic and Protestant men of God have

agreed that primarily migsions is not a

philanthropic or political or secular work.

It is a spiritual and religious work. It

deals with the other-worldly and the eternal

values. It is to preach the Gospel to make

Jesus known to all men; to evangelize the

nations; to carry the mgssage of salvation

to every living soul.”

\ o s . 4 e o .

The Encyclopedia Britannica defined Bvangelism as
that term which "stands for a certain interpretation of
Christianity emphasizing the objective atonement of Christ,
the necessgity of new birth or conversion, and salvation

2
through falth.” Dr. adolph Xeller hag put it thus:

g L g

[

"o

1. Zwemer, Sanuel e: L. 131
X, p. 240

= da ey s
2. incyclopedia Britannica; Vol. XI
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"Ihe central theme for present day's preaching ig thse

P

Crosg, the unfathomable depth of the world's sin and the
unfathomable depth of God's love as revealed in Christ

1
who diled for us that we mnight live.” bvre L. P. Larsen

of Denmark makes the sgstatement:

"Evangelism is the work which aims at giving
meén an opportuunity to know the Gospel of Christ
ag 'the power of God unto salvation.' Not to
know and receive Western form of civiligzation.
Nor is it simply to kvow the teachings of the
Christian Church and to adopt its form of life.
Inis work may be done by preaching to men the
good news and by giving them, where jogsibtle,
such relief as they need in their lives. Both
these ways were followed by Christ Himself,
and were set by Him before His disciples.”

Dr. John R. ottt defines the core of evangelism;
"Phe core of evangelign i1g the presentation of
the Cogpel -- the Chrisgtian megsage that God
loves mankind, and has sent His Soun into the
world to save men through the life, death, and

regsurrectiou of His Son and the indwelling of
His Holy Spirit. The Gospel concerys the in-

dividual eeees 1t involves the redirection and
remaking of his life,® &

In short, svangelism 1s the means of communicating
the message of thé Cross to individual people. It is
the call to repent, to confess sin, and in the light of
the Cross of Christ and His resurrection, to live a new,
abundant, and purposeful life in Hinm. It is dynanic,

not static.

Keller, addlph, @uoted in Zwemer, S.M.; op. cit. p. 19

1

e

2. Studies in Evangelism, Edited by William Faton,l1938,p.49
3. Ibid., pp. 53-54
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As in the first century, so tolay, the power of
the Holy Spirit is active in the world, and evangelisn
depends upon this power, and not upon man's ingenious
ability. Kather, man's ability can bhe used to its most
worthy end only when it is the instrument of the Ioly

Spirit, and yielded to the rlan of God.

L

The Specific Appeal of the Zvangelistic llessage to
the Chines ' :

To a 1ife full of poverty, éigeas% and drabness,
such asg that of the ordinary p@asant in Shina, especially

since the war, the megsage of future hope 1s most welconme.

Furthermore, since Christians are in the ninority in China,

Pal

the agsurance of a congtant Presence and source of strengt
amidst ridicule, criticism, and uncertain conditious, is
mogt appealing. To a civilization and culture in which

the importance

vality as found in the Jospel of Jegus CJhrist
new life, and ls therefore most challenzging.

as an outcome of the influence of Christianity, the

New Life uovement was ssgtablished inm China. It is an gotive

power today, though not specifically religious. Its prin-

[}

&

ciplesare baglecally Christian in their emphasis on DPecoalng



& new individual -~ morally, politically, and scounomically.

In the Christian message of New Life in Jesus Christ,this
dovement would find the needed dynamic.

[¥1%)

Pascal in his Thoughts on Zeligion reviewg the cen-

trality and completeness of the ev

well be applied to

fgegus Christ 1s the
he who does not konow
orfer of the world
gl i: %?1 ouy feliﬁ'
our hape'
: vice, migery u;fpuvsv,
and we see only ob@carlty and conf:

nat and our oWa.!
Henge central theus

which meets the needs of every indivadual, in China as

well ag everywhere; Jesus cane

and night live more abundantly

yesterday, today, and forever.V

cet of Hvangelisa upon Eersoaagity.
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ality, and down through the centurles, inlividuals have

met Christ face to face and have Tecoie transformed.

Thig ie gtill the tesgt of effective evanzelism. Several
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vral reaction to over-emotionaligm in the
extensive revivals in the last century in America, there
has arisen a feeling of caution among many church people
lest emotion be the ruling element in religioug faith to
the exclusion of intellectual wunderstanding and rational
thinking. There hag developed an idea among non-church
people on the other hand, that religion is all enmotion.
The truth probably is between the two. Unless religlious
faith touches the deepest emotions of men, it obviously
cannot become a part of that individual.

In a current play a family endeavors to chanze a

lad who ig thoroughly indoctrinated with Hazl teaching.

No one in the group can make any

their method i1s wrong. They all fail excengt ome -~ a

wF
progsressive teacher who realizeg she can do aothing with
the child unless she makes him cry. when the child

1
breaks down snd weepg, he Decomeg teachable and reasonable.

The avenue of approach to an individual's deepest feelings

are through hig emotions. @Zvangelism provideg a trans-

formation of an individual's deepest being, and therefore

must be agsocisted Lo some extent with the emotions.

Tomorrow the World, by James Dow and Armand L'usseau
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Ye The Stimulus to the Development of
Personality

When 1t is ego-centric, the personality finds it-
self bound by limitations., It is cramped, and not satis-
fied. But when that personality in transformed, there
opensg before him the plan of His Creator for his life.
Satisfaction comes with having a purpose in living. It
is a dynamic rather than a static satisfaction, for his
world becomes more than the world about him, and he sees
his social regpongibilities in the light of ¥is Christian
conviction. He is no longer living for self, but for a
greater purpose. As Dr. ottt expresses it:

W"Phe Gogpel likewise and equally meets the social

needs and problems. ilan cannot live in igolation.

Social adjustments are often as important as per-

sonal integration ...... Jothing less than the

carrying out of the will of God fully in all the
relationghips of life can completely express the
idea of Kingdom which Christ taught must_De the
object of the guest of His followers

There is no static platitule in the evangelistic
nmessage, and therefore no marking time Tor the personal-
ity which hag been transformed by it. Spiritual living

should be gpiritual growing: thos the transformed indiv-
£ P ot ¥

idual growe by constantly measuring his life by that of

the Ideal ~- Christ Jesus. In the words of St. Paul

l. dott, dohn R.: Zvangelizing the world ian This Generation,

p. 30
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whoge personaliiy nearest approached that of hig imster:
"ot that I have already reached perfection,
but I an pressing on to see 1f I can capture
it, because I have been captured by Jesus
Chrigt ..... Forgetting what is behind me, and
straining towvard what lieg ahead, I am pressing
toward the goal, for the prize 10 which God
through Christ Jesus calls us upward.”
Bvangelism, to be effective, then, must have in its
megsage the stimulus to Christian growth, and cevelopment
of the personality in all relationships, both to God and

mnaX.e
Ce Basic Factors in the Dramatic iethod
1. The Effectiveness of Drama as a Method

Une need not search fér to discover how many agenclesg
are uging drama today as a means of communication, In
the educational world it is used for instruction; in the
political world, for propaganda; and in tngramagement world,
for entertainment. Dr. Fosdick, after much experience
in using drama in the church of which he is the minister
says, "We cannot leave to the monopoly of Secularism an
agencgy of beauty so able to serve the gpiritual life ag

drama, "

1. ©5t. Pauwly Phillipiang 3; 12-.14 {An Luerican Trangla-
tion, Ldgar Goodspeed)

2. Alexander, P.C., and C.pP. Goglin; Jorshlip Through
Yrama, 1930, p. x
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A teacher in India, ovne who has had much experilence
in using drama, delineateg three major characteristics of
drama as a method:

(1) Drama is a composite art, requiring for its

full expression and perfection an understanding

of, and proficiency in other arts.

(2) Drama is at once a most vivid and most subtle

artistic medium, and is therefore a powerful in-

strument for the convergence of idseas.

{3} In conseguence drama can be, under right

conditions, an equally potent@}nstrumint of moral,
artistic and intellectual degration.

The essential value of drama is well expressed by

one author:

"The essential value in the dramatic technique is

that ideas are made so concrete, facts become so

vivid, that an individual shares the experience

of the dramatic presentation, and 1t becones a

real and significant part of his thinking and

feeling." 2

The Greeks tnought drama so significant that it was
maintained in Greece for nearly five hundred years. Its
great contribution was an aegthetic one, b?t the state
cousidered this so important that by law all business was
stopped during the plays, all law courts were closed, and
211l prisoners were released from jail. Interestingly

en-ugh, the chief seats were ressrved for priests {denoting

1. ¢Cf. #Hatch, Z.G.; Drana For the Village Teacher,
Teaching India, Dec. 1931, p. 84
2. Alexander and Goslin: op. cit . i
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the religious significance of the plays.) The result of
this devotion to drama was that Athens with a population,
of thirty thousand gave the world more great poets and
artists than the Uuited 5tates in the same lsﬁgtblof time,
with & population of one hundred eleven million. Another
author adds: "Since first the poetry of Aeschyllis rolled
down the hills of Hellag, the function of the drame has
been educational, and in an ancient and noble senge, re-

_ 2
ligious.™

i

Drama ig insvitable bscausge it is go natural. A8

dre. Overton observes:

"Dramatic precsentation secures a natural re-
gsponse, By naturzl reg onse is meant the in-
teregt that is secured because it arises with-
in consciounsness as it reacts to its environ-
ment instead of being arbitrarily imposed by
some other consciousnegs. artificial in-
teregt, on the other hand, comeg into exigt-
ance by some special act of another person
rather than by the natural course of events.
artificial interest lacks egsentlal perman-
ence, while intercot aroused throughythe

ordinary agsocliation with thing %f@?p@ﬁ?l@

sZan longs for loveliness to brighten the monotony of
daily life. Iaving been robbed of the revereant and desp-
ly satisfying experisence of religioug ritual, he has tried

to gatisfy himgelf with such dubiousg substituteg as the

1. Cf. Zastman, Pred: Llodern Zeliglous ITrama, 1928,
' Introdunection, ;. v.
2. Loomis, any U. The Lrama at Touwr
national i t
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itenssly emotional revival

overdons. To £111 thils crsvins in man for a di

beautiful worship experience, and to make man aware of

his regponsibilities in the world in w
drama offers the non-liturgical church a valuable ally,

With the effect of drama so proanounced, it ig zo

wonder that the Irotegtant Church today is realizing the

potency of this method of expression and communicetion of

a mesgage, and isg beconing more interested in its technigue.
2, The Universal appeal of Lrana

That drama i1s universally appealing is an obvioug fact.
Bvery age and evary race enjoy a goodé play -~ becauge drana

fe and men are all creatures whose businessg is living.
ed,

| o
|

is

CB
ak

life can become so vivid on the stage that

liveg in the audience as well as among the cast are often
afﬁeéteé, with an eternal significance, &r. bewey, in
gpeaking of the universal appeal of dram&wsays: Hprama
deale with men in groups, and men in action. It shows
tion rather than talks about it. It doeg not paint
1ife but sets it before us, It shows us nman's interior

P
nature working itself out ag an objective fact.m

1.C%Loonlg:s  o0p. cit., Pe 14
2. Dewey, John: Fsychology, p. 321, guoted in Overtomn:
o0p. Cite, pe. B2«



ligious drama in its power to appeal told of a three-yesr
experiment in his church. The crama-sermon w2s & regular
parﬁkaf the winter Sunday evening services, Yhis ex-
periment contiaued for three years with the result that
the congregation éf e handful increased to the capacity
of the church, Bighty new menberg joined the church,
and scores entered into the activities t?ere. The church
giving was multiplied alaost ten times.

To the Chinese, regardless of background or educa-
tion, the appeal of drama i1g¢ especlally great, as has al-
ready been pointed out. As a people, the Chilunese are
fundanmentally curious and eager to learn and therefore
respond readily to drama. seing an indigenous art, more
OVG?, drama is a more natural means of approaching the
Chinese than other more foreign methods.

¥

W

2o The Effect of Drama upon Psrsonality

& The Zmotional Element
Since drama 1is such a uwanlversal avenue of appeal,
especially to the Chinese, the following statement seems

to explain the innate reason: "he theater today no
Y

"

1. Candler, .artha: The Drama in the Religious Service,
1922, p. 46



longer makes its appeal to ordinary instincts ﬂ-lit servesg -
as & gtimalant, an excitany to higher emotions.” Another
author in stating the use of drama in the teaching of
religion declares that as soon as the dramatic method is
aged, an emotional guality becomes infused into the ideas
to be communicated. ?or?emotiOﬂ ig the connecting link
between facts and life. )

When one ig aware of the psychology of the crowd,
one realizes the tremendous effectivenesg of a good play
when it ig well done. The great characters of a play are
motivated by emotion rather than by reason. Indeed, 1if
the emotione are not stirred, the potentiality of drama
has not been utilized, for the really great play is one
that first profoundly stirs one's emotions, thén directs
them by the power of some great>idea. The theme pro-
gresses by.lagical action prompited by genuine emotion, ’

Sincé?avangelism, as hag been said,’?motion plays
a major part, drama,with its potentiality of touching
the smotions, naturally lends itself to the conveyance

of the great and challenging Christian megsage.

1. Candler: op. cit., p. xi
2. Cf. Gverton: op. cit., p. 115

P

B Vi e Ibif‘io, P lZ)l



Anong the inherent values of using drama ig the
effect it hag upon the personalitiesg of the actors and
of the aundience. True actors are not merely entertainers,

but are a group of people working with a purpose. The

~effect that the actor or interpreter, (for the actor is

an interpreter) has upon the audience depends upon his
own interpretation and sincerity.

in evaluating drama ag a means of exXpressing per-~
sonality, Dr. Dewey says: "It consummates ... the range
of fine arts, because in dramatic form we have the high-
est ideal of self, personality displaying itself in the
form of pergonality. The idea and mode of embodiment
are both personal, aund beyond that ?Tt canaot go, for in
thisg man finds hinself expresgged.”

Tot only is personality expresgsed tb ough drama,
bat it is also developed. Cne misglonary who has done &
great deal with the use of drama witnegses to the regponse
being aost gratifying. Young people who would not be
reached gpirituvally any other way, were profoundly touched
by the dramatic approach. Frersonallty expression and de-

elopment are both reveazled in her experiences:

1. Dewey, J.; uoted in Overton: op. cit., p. 4



One girl who 1s now doing an outstanding piece of
work in the Few Life llovement in West China, after play-

ing the part of Isalah in a play came to this misgionary

3

and gave thig tegtimony:

"I have had a wonderful experience tonight! I
come from a Christian fanily and am a fourth
generation Christian .... .y grandmother, you
and others have longed for me to see God's call
to Christian work. Tonight lg the first time
I ever really answered God's call to me. Ag

I wag angwering God's call to Isaiah there in
the play tonight, I was not immitating Isaiah,
I was answering God's call to me. I forgot
everything else. Just God and I wesre &lone on
the stage. From tonight I am in Gold's hands
for whatever He wants me to do.*

Another girl who having been part of the audience of
ten years, told the missionary:

"Go& has never veen a real person to me till

tonight. As I sat through that play I realized

for the first time what my sainted preacher

father and you have always said to me. I

know now that God cau be a real presence, nearer

than breathing, I an going out frog this night

on to find Him in a deeper way." 4

In one play the director had placed in the part of
the rich young ruler a boy who needed to play the part.
He played 1t so vividly that many young people there were

drawn into a deeper relationghip to Christ. From that

day on people noticed the transformation of the lad himself,

1. Adams, Zkrie: Spiritualizing Chinese Youth Through
vramatics, The Chinese Hecordsr, 1240, p.356
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1 tl

He had told the director: "I want 1o thank you for giving
me the opportunity to be in %higbﬁlay. I want you to
know that I ean never be the game again, From tonight
1
I've gold out to Jesus Christ,”
A small child was in snevglay ~— the son of a semin-

ary student. At home later, when his father recounted the
gsuccess of the play, stressing costumes and lights, he
broke in: "But Deddy, you have forgotten the mogi im-
portant thing: If we in the play do not show the Spirii

[
of Jegug, those who gee it will not learn to love Him."

Through the times of guiet and prayer which came naturally
during the rehe chilé had gleaned

perience still

A

Inherent within man's original nature ls the desire

to act, to copy, to create, and to live in imagination the

ality. This dramatic urge ls expressed differently at
different stages in life., Lt first it is scarcely per-

A,

ceptible, but as it matures, 1t becomes a potent force in

ment in the gkilled teacher's hands for making ftruth vivid,
5]

and Ffor linking religion to life,

1. 1Ibid, .

LOL
£, Ibi
5

H
] L d
%, CFf, RBetlts and Hawthorne: op. cit., p. 232
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. oy o o~ S R B S I o P O A
hat for young people and adults, the play has

] ¥
value, "
R T A T o et i g g ey N RS M T
Another author giveg a guunmary ¢f 1ts valves:

- . o . oy £
0 TOIE 24 LrenSi-
znd audlence ag

f

<]

8

“ﬂbe ri}@u s g 13
dous influenc
It gripe the EA&D
kindleg enthugiasm ag s graphically and
viviﬁl? great lessons. That the prepared “Tayg

ave grea ﬁ @&QBQWlOHQl value, when they have bheen
selﬂe+ed with extreme cafa and pl@&ﬁb@a with skill,
there can be no doubt,.

the emotions,

o

Another phase of chavacter devslopment 1g that of
the increased responsibilities which come with maturity.
One educator says:

"But even gtronger and more clear is the challenge
of the real neeé to the teacher of young peozle,

specially thoge in their teens, because of fhe
1ncrea sed capabilitieg of appreciation which have
come with the yéars, the richer pogsibilitiesg of
interpretation, and the ability to mnieﬂtoVe a )
real tasgk and hold to 1t until its 10

The power of drama in the field of

tion can hardly be exaggerate

Q.q
-
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possesses the power to enter a~greclatlve#§ intoc another's
personality, can be be able to help him. “Personal apprec-
iation, and the power to enter into the lives of othersg,”
gsays one author, "and to realize how they feel and react

to situations is an element of great ilamportance in the kind

of character that religious education seeks to foster.™ &

l. Terris, A.B.; oOp. cit., pp. 36,37

2. Betts, G.H. and il,0. Hawthorne: iethod in Teaching
Leligion, 1925, p. 362

%, Boyd, C.A.: op. cit., p. 4

4, Qverton, G.3s: ©0p. cite., p. X
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De Summary and Counclugion

-

In RiSﬁ&S“iﬂg the tasic factors in evangelism, evan-

gelism 1its elf was Gefined and its significance amnalyzed.
The gpecific appeal of the evangelistic message to the
Chinese people was then discussed. It was found that
that meésage meets their needs in an adequate way.

In the discussion of the effect of evangelism upon
personality, several underlying elements were discovered.
The emotional element wasg found to be outstanding as the
message of evangelism 1s one which concerns the deepegt
feelings in humankind. The mersonaﬁlty when truly effect~
ed by evangelism, 1s challenged to face a new life., This
new life was found to transform the individual, and to
lead him into a new world of fthought and action —- life
with a purpose. In this new life that new self was found
to develop and grow toward the likenegs of Christ, and
thus live more abunfantly, so asz to becont a personality
vetter adjusteld to life.

The effectiveness of the dramatic method was then

dran

,;.-
=
&

ain, it wags found that tl

*Q
}_.J
(o]
[

ahown., Here ag

=
s

e apl
wag universal, The effect of Christian drama upon per-
gonality was digcovered to be one which was based upon

emotions, appealing to the deepest and finest in man.



Pergonality was found to be prcfounaly effected by drama
which was carefully chosen, The dramabic instinct was
found to be the drive 1to the expression of personality.
It was shown that by the character education of the pre-

pared play, personality coull be developed, individuvals

"

could learn to face perplexing problems, and grow spirit-
wally.

Since drams as a vehicle of comnunication has in it
the elements of apnroach and potentiality of individual
development, which suit the dynamic of evangelism, it was
concluded thersfore, that drama was a most suitable means

of evangelism in China.
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CHAPTER IV

PRINCIPIES OF THE USE 4ND FPRODUCTION

Of CHRISTIAN CRAA IN CIINA




¥ THE qu ATD FRODUCTION

Ao

all DRAMA IN CHINA

iv. PﬁIﬂSI‘
gF

A, Introduction

With the values inherent in drama in mind, there
follows naturally the practical utility of these values
with special references to evangelism in China,  The
principleg underlying the use of Chrigtian drama will
firet be discussed, then will follow a consgideration of
the essential elements to be kept in wmind in the product-
ion of Chrigtian drama in China. ssible adaptations of

certain elements in Chinese drams to Christian dramas will

7

be considered here. Suggestions will follow including
technical ideas and dramatic services and plays. It will
be obvious that the directions for production included in
this study must of necessity be brief. Hence there will
be included a bibliography for further regyrence and addit-
ional suggestions.

Among the sources most frequently used will be:
dartha Candler, and Phyllig Alexander and Gmar Goslin whoge
work on the dramatic quality of worship is the result of
experience, ?he latter have compiled a collection of
Worship services using drama, which have been given in

Riverside Church, H.Y.; Fred Lastman, noted authority on



e

76

religious drama, and instructor of drama in Chicago; Zstits
and Hawthorne and Overton, previously mentioned authors --
sources on technical and theoretical material in regard

o the mechanics of producing a play; .arie isdams, mission-
ary from (hina, whose experience in using drama among the

youth has proved to be most successful.
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B. The Use of Christlan Urama

AS wi@é ag 1s the scope of possibilitiesgs for drama
in Christian work, drama for the purpose of evan
has a more limited scope. Since the purpose of this
study concerns evangelism, the nse of drama comsidered
here is only that of promoting and inspiring worship.

The chief funetion of the church has slways bean to nouar-
igh the spiritual aspirations of man, It hag therefore

time, and an atmosphere for the vor-

ship of CGod a2nd for the deeper undersztanding of Hig lerson.

learned to Wivify this eV5€ »lennse

rezl, by using such means ag picture,

o~ ~ LI S 3.
and drama. Eence dranma in the chureh ghe

of as entertainment, bult ag a means to a more in-

tensely worshipful experience. I

e

In the preface 1o a ¢ollsction of

services, Dr., Fosdick remarkg: #The limitations of wor-
ghigp, reduced to a few of devotion appended to
a germon are o narrow thatl we are facing now the ilnevit-

1. Cf. Charters, Jessla A.: Younp adults and the ur eh,
1226, p. 28

2. Cfe. Guzndler, .artha: The wrama in Zeligloug Service,
1922, pp. 18-19



able rebellion against such starvation dietﬂ”
Candler upholds this statement, and speaks of the new vision
of the church peaning the increasged emphasis upon the use
of drama for worship:

"Now the church with the new vision inevitably
takes one step further, utilizing the drama for
itg own trangcendent purpoges in acting sernon,
in ritual, liturgy and church holiday services.
dagically, it is in drama so utilized thal the
pent-oup social and spiritual impulses of the
participants, suddenly released, take on a form,
a Peauty and vividnegs of appeal which even the
sponsors of modern Ziblical drama scarcely fore-
saw., It is here that the significance of Christ-

.’-""“ e s
ely fregh,

ian teaching blossoms anew, infini
infinitely L

nlraculous. 0 Cowme, t ous worship
dim in the Holinsss of beauty ! It is a wor-
ship so vibrant with 1ife and truth and sincerity o
that the heart of even the unbeliever 1ls touched.”

2}
N

[
T
Fe

br. Fosdick desceribes worship as a neceggary function of the

humen soul., It is the experience of being lifted cut of
one's self by scomething loftier than one's self,

In China "Worshigﬂ (in the non-Christian gense) is
a Ceremony. Bither before ancestral shryhes in the hone,

+

or before idols iu temples, the cereaony is truly only ons
4
hig Chinese custom con-

o
d-
o
e}

of oheissnce. As has been said

b

cerns an individual, and there ig little corporate worship

except among the priests. Hence the whole conception of

l. Alexander, P,C., and O, Goslin: Worship Through DIranma,
1930, Preface p. ix

2. Gandler: op. cit., p. xiii

%e Of. Alexander and Goslin: o0p. cit., p. ix

4, ante, p.5
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corporate fellowship in worship is new to the Chinege, and
must come as a natural oultgrowith of the Christian life,
However, since this original Chinege idea of "worship® is
ceremonial and thus related fto drama, the Gramatic method
or techinigue of developing the conception is logical.
Woreover since the art of worship ig fundamentzl to the
Christian faith, not only the older gemneration, but alsc
the youth should enjoy it and learn to appreciate itg

, i
significance, Here drama can be uged effectively.

It is fitting then to use drama as & technique to
aid in the development of a gense of worship in the Chinese
people. As one author has put it:

"Dramatic expression is now, as it hag always

been, a great servant of worship '.... Drama

lends itself naturally and gignificantly to

the techmique of worship which is needed to-

day. It appeals Zm primarily to the feelings

and the senseg, by its use of light and color,

The imagination is captured by the study of

humen experience which 1s unfolded. A gense

of worship is gained by the participation of

the actor and the communion of the worshipper

through the drama that ig portrayed .... Thus

the drama offers to the church today a new and

adeguate method.m ~

Lfhe term worghip holds in it aore than the idea of
quiet communion between Uod and man. It must naturally

imply the beginning of comnunal relationship between God

le Cf. Whiting, I1.K.: Dramatic Ssrvices of Worghip,l%25,p.xi
2. Alexander and Goslin: op. cit., pp xix-xx



and man, and also the development of that relationship.
Hence these two essential elements in worship will be con-
gidered, for iun worship of God is found the dynamic power
of evangelism.
~a. Using Drama to Present a Challenge to
Christian Decigion

The pmraose of leaders in evangelistic work, using
the dramatic method is to present a play so vivid in its
reality, so true in its presentation, so reasonable in its
logic, and so full of the message of salvation, that those
seeing it will be deeply challenged to turn from their
gins and accept the only way of Life. This after all is
at the heart of Christian drama. Then social action )

1

..

which is inspired by this stimulus will follow naturally.

§;)

This principal

]

onanle

[

only by a production that is adeguate. With a rea
¥

knowledge of the values of indigenous dr ga, the production
may be presented in a way and with an atmosphere that is
familiar to the Chinese, and thus ¢uickly gain the inter-
est and confidence of the audience.

It hardly need to be gaid that even with a magter.
ful and perfect @rodu@tion, aunless the Spirit of God is
t

the power working in and through the casgt there can be litt

1. Plays with social emphasis have thelr uanquestionable
importance in Christian work, especially in China,and
are excluded here only because of the delimitation of
the sutject.

v

negsage can be coamunicated effectively

1

e
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ase in it, for it will not accomplish its purpose and
must therefore be classed as entertainment. Only with
the portrayal of the Truth through the Spirit of ITruth
can individuals be led into a kuowledge of the Lruth,.

As an exanmple of how drama can be used successfully
as a challenge to Christian decision is an event that took
place in Tientsin, China one Zaster. While digcussing
the posgibilities for a cast, one lad volunteered to play
the part of Peter, because he himself ha&‘denie@ his Lord.
The result was significanﬁ. The part was played so well,
that the play became a real challenge to each person pre-
sent., One girl who before had been antagonistic to Christ-
ianity came from the back of the room and openly confessed
Christ ag her personal Savior. (Sueé an act is the more .
outstanding in China because by doing it she "lost face.™ ?

If this dramatic technique were more higgly de~
veloped, and bpoader in its outreach iﬂvﬁﬁina, the re-

4

gults would naturally be proportionately great. A4 cast,
th

aresenting a powerful play of this and other tygpes, travel-

ing throughout ths country to

ment svonsored grouvs for the
& ¥

mndoubtedly attrac

FURPUR 2 L . = i e e . W T g B S U P S .
the majority of the villagers and have far-reachlng re-

1. ZExperience recounted

in Tilentsin, China
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linked with Christian fellowshilp, and can be developed
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e BSacrifice is fou

in all their life. (In a noted Buddhist

1 T 5 e

to release her hushsnd's soul from Hs

difficult tortures.) Self-discipli

g0 fundamental in Chrigtian living, are not alien to the
Chinege, who have never been wasteful, sacrifice is a

tarm'weil understood, one which can draw the Chinese in-
to a deeper understanding of the Gospel of the Suprenme
Sacrifice.

b Filial piety, as ir. arlington remarks conceming
the race, is true algo of the plays: ¥"As love of ancesgiral
tradition is characteristic of the Chinesge race, anythinsg
that has survived the test of the ages 1s, of necessity

x

they imagine, something not lightly to be?ﬁisgavﬂeu

Fot only reverence for ancient ﬁraditioa,#but for parents,

glders, and those in authority, is involved in Filia@ rietye.

This trait can be transformed into a Christian ecn@eétiam

of reverence and honor, not only for parents, dbut for God.
¢. Immortality is another comnception which is repregent-

o

ative of many dramas. dr. Laufer says the Chipnese belie¥Ve

Le aArlington, L.Ce: o0p. cit., p. xvii
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that there is no infaldble religion -~ that all have their
bout belonging to any one re-
ligion. They are eager for long life here and for inmort-

1

ality, and in anything which will offer either one, they
3 ]

1
are interested. Ag hasg been sald, with Life go drab
and uncertain, a future hope is all many have as a ceriain-
ty to which ta'aliﬂg. Christian drama can Fulfil this
desire with the surety of hope in eternal 1ife, which can

hegin immediately upon acceptance 5f Jesus Christ ag Lord

and Saviour.

. 3« The actor is an individual artist on the Uhinese gtage.

dr. Leung says that an actor of first rank can by aeans
of pantomine, sginging and recltation, convert the empty

stage into a moonlit garden, a gquiet temple, courtyard,

a field of battle, or whatever scene the play reguires.
2
f)
The art of the actor is supreane. Lhough his part is ouse

in- the gcheme of the play, nevertheless, %ﬁ expresses nis
own gergaﬂality in his portrayal of the QZMQr character.
In transferring the art of acting to religious drama,the
actor expresses kig own personality ounly in so far as it

is one with the characlter which he is endeavoring to por-

traye. Remarks to the audience, common to Chinege plays

l. Cf., Laufepr, Barthold: The Lew vurient, 1933, Iatroduction

2. (f. Leung, G.Kes 0p. cit.,, Pacific Affairs, Lec. 1930,
o Ag’?
AJ. =
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would maturally be eliminated from Chrigtian plays.
Pantomine and minicry are qaturﬂ? to the Chinege,
One author in speaking of mianlcry says:

"illaicry thcu is f@&ddﬂel tal to the acted
azaﬂa, is, of course, & rt of human natuore,
and is dou hﬁl@%ﬁ to Be f@@n& in most people.

The Chinese actors scvietimes carry mimicry to
the extremg, fealing franmly with personalities,
and not hegitating to caricature the Bumperor

(44

himgelf, ™
This trait, so highly developed by the Chinege ghould by
all means by used ia Chrigtian drama. It aust be adapted,

however, and guided so as not to let it become an end rather

‘than & mezng.

The actor does ﬁot necess arily learn his part by
heart, and he 1s free to improvise. Uccasionally, however,
there appear rhyming coupletls which have a &epth of mean-
ing in them. These are repeated accurately, Lhisg idea
might well be adapted %o Christian drama - both for the
gake of learning the parts, and for the “@BQlﬁ” which
could be conveyed to the audience, in & foran which is

eagily remembered.

4, luslic ag has been shown, is at the center of the life
of the Chinese people. The (hinese play is acted to ausic

throughout, Ldusic is fundanmental -~ it is the expresgsion

e o

l. Arlington, L.C.: op. c¢it., Introluction, p. xxvi



of man's emotions. Sone of the greatest wusic hag come

out of man's deepest experiences. (For instance, Handel's

egsiah. ) Jaeic then must be an essential to Christian

Chinese drama, expressing man's emotions. Very little

)

Christian Chinese music has been composed, but Confuciar

g

)

chants and hisgtoric folk songs can be adapted to Christ-

ian uge, and can be played as a getting for appropriate
parts of the play. 0One author speaks fron experience:
i0ombinationg of gpoken dranstics and music are uscally

AR

effective, for =n has the power greatly to eshance

EN

and intensify the influence of the gpoken drama.”

the Church

0

If they are familiar to the group, hymans of

can be used effectively because of their context.

5, Symbolism and Suggestion have been mentioned as fuanda-
aental elements in Chinese drana. Imagination ig the
key to their interpretation,

5

&. Colors syumbolic of certaln virtues andfcharacteristics

of people can play a great part in creating atmosphere in
Christian drama. IThese may be used not only in costumes,

but also in background. Strangely enough, the colors of

-5

Chinese drams and those of traditional Christian signi-

Lo}

ficance coincide amazingly well,

7’

Y 7 o A o TY e ap o s £ T 1 + 7
Betts, G.H.; and .LO. Hawthorne: op. cit., p. 263
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Golor Significance in . Significance in
Gilnese wrama Christlan oymbollgm

red loyalty and uprightness gsuffering, pas
blue virtue, Ylﬂ@ﬁ&&g sincerity, truth

white mourning, youth purity
black br&sqaeneas ginfulnsss
green wickedness envy

yellow craftiness slyness,cow

be Zeriain articles ware found to Te asvmbolic 17

trested in certain

28

has gignificance, te

ey

adapted and used in Chrigtian drama. For instance in
a certaln Christian work for Suddhiste, the gyabol of
the lotus flower so familiar to the DZuddhistg is uged,
but above it, springing out of it, is the

G
Buddhist this 1s most significant. !}

6., Tragedy and Comedy are blended in Chinese drama, so
that they are not wmutually exclusive,.

Tragedy is the key to the emotions. Lrama, esseantia-

l. arliggton: op. eit., pp 3,9,19,41
2. Ante, p. 40
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fulfil its fuaction. ZBut in Christian drame tragedy
R ) o o o . > P . e 3 .
is never victorious. There is always hope.
3
: 1
3 i o 5 T " e =y - y 5 e A ey
nedy is, 28 hes already been sald, one of the

chief objeetions To using drama for & Christlian end in

the CUrient. One migsionary writeg of India: "The re-

ligious drama ig being used sxtengively. indians have
great histronic abllity. Illitsrate village children

ight in parable ilmpromptu; and nission schools present

g..h;

de

most effective religious dramas. o matter how seriocus
’ 2

Ty oy

the theme, they never omit the Jegler.,” 30, too, in

China. The aptitude of the Chinese for lmprovigstion

A . - e L P K
= the ¢ SILGEY . L8 La8T gl

3
A

,,,V,.J
(5]

is remarkable, bul herein

’1

(@]
£
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o
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o

tence in the above guotation disglays typi
trait which hag deprived many otherwise worghipful plays
fron having the degived effect. As soon as the jester
(who is just oume of the characters in the play: who feels
in the mood; ig introduced, no longer is gge playtwarship-
ful, broadening spiritual experience, bul merely an amus-
ing entertainment. Of course, huwmor i1s an essential part
of drama, but when improvisation and Jesting begin ( and

they go hand in hand;, they are distracting, and defeat

the purpose of the Uhristian play. Une alsglonary who

1. #%@te, §i§%  o ) , N
2. wiser, Willilam H. and Charlotte V: For All of Life,
194%, p. 136



had had considerable experience in the field of drama

in China said he had Giscovered the only solution of this
real problem to be for the actors to learm their parts
perfectly, then to be drawn into a uwalty of Christian
purpose. That itre&n be done guccegssfully,has been de-
monstrated by the results it produced. Tuis abiiiéy

of inprovisation will always be an asset to a Chinege
actor when he is in a difficult position. It could

also be gulded into the construction of plays.

7. ZPrologue. There is usaally a prologue in a Chinese
play. ¥re Arlington says: "The prologue of & Chinege
ﬁlay today which formerly was actually acted out, is a
wigh from the eight immafgals for the longevity and pros-
perity of the audience.” In old-style Chinese drana,
ag hag been gaid, the aundience usually knows the story
of the play. In Christian drana, thereforg, a Prologue
or Introduction would not be out of Oﬁﬁ@r; ag people
naturally would expsct to KﬂawﬂﬁOﬁethiﬁg of the drama
at the outset. hepetition might be mentioned here, as
a means of emphasis and as a reminder, for the Chinese

people are teachable and repetition is not boring to then.

1. arlington, L.C4 : op. cit., p. xxxi



8. Realigm versus Convention, Gonvention is recognized
as being the soul of the old-gtyle drama. It is the ele-
ment which makes it what it ig -~ a highly stylized art.
It is the clement agalnst which moderns in China revolt
because it eliminates realism.

Chinese Christisn drama can afford 1o be convention

1
al only in the light of the above discussion. It nust

be realistic (as ig modern drama in China; because life
is real, and Christianity ig the veal vway of Life. Ihis

does not destroy convention, but with the above uges,

rather fulfilsg it in giving to convention a purpose and

a worthy end.
The glogan of drama in lest China today might well
2

ve adapted to Chrisgtian drama. Hesistance may be turned
into resistance to evil, while Reconegtruciion may be
applied to the growth and development of personality in

. o¥
the Chrisgtian life. ¥

De Hssential Elements in Froduction

The purpose of religious drama used 1n China has be
stated. Do accomplish thieg high purpose, and uge Uhrist-
ian drama effectively there are certain reguirements whic

are egseniiall

1. Intra., Section ¢
2. Ante, p. 18

—

h



Drama being essentially an art which portrays life,
humen beings muast comprise the art itself, Thelir e
lation to drama is a three fold one, that of the director,
the cact and the audience.

a The Director

The director bears the saﬁe relation to his cast
ag a conductor to his orchestra. Skill is needed in con-
ducting rehsarsals if they are to achieve their purposes.
Their achievement depends upon the leader. Hs mugt be
calm, fair, firm and impartial in his attitude toward
all the players. The fruits of dramatization are lost
vnless the leader enters wholeheartedly into fthe activity
quig@@é for the task, possessed wijh tact and enthusiagn,

inspiring within his players 00u¢l&9ﬂ00 in thenselves and

: ﬁ.a
in the part they are to take. The Girecgpr must have

™
g4

not only literary abilitly and social aptitude but also

he an orzanizing senius with executive and technical know-
[ -

1

life. COne aoth

o ’t:”

g 2 & i e 2
MLNLETEeT, addin Loy e

'_. :\.,&L\‘J(A'{& J_ uf..' R B - +.
;TtAQQS in Tesching
f%




Cin mind.

i
D
jie)
)
[ 6]
g
o
[e)]
o
O
et
(45
Lo
]
)
5
5
o
syl
[6)
b
E
>
®
L]
o
c
fod
5
s
=
e
[4+]
1
e
o
[a]
jo 1}
et
H
)]
(@]
o
i

&
y S T U S S | P I o oy e e o P g e p
they forget themselves, Lrperience does not matter,
“ - £ [} 2 e o
duty of the dlrector 1s to promote

-y ot i 271 hand o oo T . o N I T (T P I
& aylllﬁﬁai LONG anmong Tia gotors -- an essential task in

gervice i1s intends
exparicence of
participat

- W8ince %
enrich th
attend au

must be produced 1T game avt
science and the same gplrit of z
which the minister prepareg a Tfine
a cholirmaster trainsg a cathedral

The director must supervige costuming

= |

scenery,

o
joh

nd casting, as well as rehearsge the plays. Of course,

before the director beging, he must have the alsm clearly
Specifically, 1t is to capture
impulse and direct it into life processes. HNaturally,
there is mno place in religious drama for art for art's

sake, but as drs. Overton says, "It aust not Dbe handi-

capped by having the technigue so poor that the production

1. OCf. Candler: op. clii., pp. 9-8
2e Cf. Alexander and Goglin: op. cit., pe. xxi
3. Ibid,



is offensive., Art for art's sake does notl have a message.
On the other hand a crude presentation cannot be of grsat
b3
W
educational value, nor of great spiritual value. In

brief, everything is & success or a failure as the dir-
2
ector gucceels or fails.

’

b. The Casit
As has bsen stressed, the cast ghoald be a corporate
group with a real spirit of prayerful purpose unifing them.
Each individual should feel hiwmself a part of the body,
using hisg talent to glorify the purpose of ths play rather
than his own pefs@n&iiﬁy. One means of realizing this

end is for the names of the actors not to appear on the

3
.

programn. Also the cast should ve ftrained tirelessly
to learn their parts, and not allowed to improvise.
Of major importance it is that the actor under-

stands hig role. ldacready has expressed }his wells "The

player's part is to fathom the depths of character, to
trace its latent motives, to feel its fimest gulverings

of emotions, to comprehend the thoushts that are hidden
’ P

(o)

under the words, and thus to possess one's self with the
' 4
actual mind of the individual mind," Actors must be

L. Overton: op. cit., p. 14

2. C8Candler: op.. c¢it., p. 42

Fe(fAlexander and Goslin: op. cit., p. xxi

4, ipoready; quoted inm Overton: op. cit., p. 159
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led to feel thatl the ninute the curtain rises, they lose

their identity, and nust be another character, both in

must predominate the thinking of each individual par-
1
tieipant. iMiss adamg, after a great deal of experiencs

with young aciors in China, says what with thelr natural
dramatic ability they are bound to act. If the church
does not direct this talent, the future of dramaltics ir

2
the church will be a grave guestion.

¢c. The audience

In religious drama, the auvdience plays a major role.
In China the audience are accusitomed to the old-style
theater, and therefore are apt to behave the game at a
religious drama. They must be educated to the guiet of
worship, and that camnot be done guddenly. uiss Adawms
hasg found that once the cast is tralned, they tecome like.
leaven among the audilence, for the same c&éﬁ ig not used
repeatedly. She adds: "A good plan is fTo choose differsn
young people each time until many have had the experlencs
of worshipping through drama, and they can graduaily ed~
neate the audience. This is difficult ..... If however,
we are in the field of relipgious dramatics for sgpiritual

valueg, we can afford to give anything for ths sake of

1. Gf., Ibid., pp. 169-170
ReCfadems: op. clit;, p. 356
3% I'bid. . . e 5 i
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2. The laterial Element

The material element in the pfo&actién of the Christ-
ian playkig part of the machinery which makesg 1t possible
for the human beings %o operate. .Kéturally the most im-

portant material element 1g the script.

&+ The Script
"The §l&y§, says one authority on dréma, Uconslsts
. 1

of a great crisss worked out through a series of minor crises
In a Christian play, the great crisds is a situation iz
which an individual ig faced with the compelling demandsg
of Jesus Christ upon his life, recognizes the challenge,
and accepts it by repenting of his sins and giving his life,
or redeficating it to Christ. The ﬂiﬁOf.G“lﬂﬁﬁ have bear-
ing upon this main theme,

The plot of a good play should be a struggle -- one

w

taken from life -~ one which expresses genuine passion,

thies, and vital human emdtions. The plot

&

yearnings, symp

will be developed by the play of these emotions. The

<,

characters must be the medium expres Slﬂc these emotions,and

.L

thus they must change and develop Enroa hout the play.

(L) ©Selecting the rlay
ihe chief criterion of sel 15 & Ghristian drama
for uge in China is 1ts ability to match the standzrds set
above. datural there i1s a scarcity of material in the

1. Hdubble, J.B., 2nd J.0. Beaty:s Introdaction to Lrama,
1932, p. 3



came into its own and iystery plag

medern thought there nushroomed tadly
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written, so-called rell
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ection one authority in

L. siaterials nmust ewmbody dramatic posegibilitieg,
plausable action, and human intersst,
2 waterisels must be sulted in content and mean-

to the character development of the players.

4, daterialg must be gelected according to the

nto which they are to
+

demands of situations

n the one hand, and

<
P

jay]

the psyechological and social needs on the other.

5]
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Fundamental among the motives most powerful in the
control of human action is interssi. Failure to interest
ig & defect in the appeal rather than the audience., Georgs

. bDaker makeg the remarlk that ther

b

ialg of drama -~ actlon and emotion, while Ferdinand Brune-
£

tiere, a French critic obgerveg that "Ihe ecsgsence of Jdrama
2
ig conflict.™ sre,., Gverton adds from her experience:

WIf a play is truly dramatic, there will be a

well defined conflict beitwesen human desgires and

ideag; the truth will be revealed in action, unot

in germonizing; the mosgt important events of the

play will take place on the stage; the characters

in the play will determine the outcome without

the intervention of extermnal forcegs. To accomplish

these ends the play must be of good dramatic struct-
. ure, be uvnified by a basgle ildea -- the theme --and
.+t  have good character delimneation, the characters

acting from proper motives.”

M ot

There sare three elements in drama: action, speech,
aud singing. Action maturally involveg conflict and emotion.
One authority gpeaking of dialogue says: "bialogue should
be vivid, interesting, natural, and col@r%ﬁ with emotion.™ -

The fuunctions of dialogue are thege:

*p
(]
Lo
-
je]
i..i.
-
-
-
L]
¥
R

l. Cf. Baker; gquoted in Hubbel and Beatly
2. Ibid., p. 3 '

3. uUverton: op. cit., p. 22

4, Hubbel and Beaty: op. cift.; p. 15
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To carry forward action

To explain its significance

To commnunicate to the amdiﬁe facts it otherwide would

not know

To arouse emotion in the audience

To reveal character

A thing of beauly in itself.l(”m Christian drama in
the

China, it might be in form of a couplet which isg

6]

teautiful and meaningful, and in this form easily
retained. )

There ghould be emotional harmony between the gettimg
the plot. Ehe.emation&i level ghould not be the game

ughout the play as there must be a recerve of streagth
2

[

and power for a climax. Ihe uge of nusic alds in the

ebb and flow of emotion, and is of utmost ilmportance in

o o - S Fi I PO I
a play in China.

¥
In general the rules in writing a play are those

of writing a story, that is there nmust be an "ineciting

moment™ at which something happens setting all the action

the

" or events of the play going. Then comes the middle, or

orderly succession of events which lead up to ths

¢limax or the point of the whole play, then the climax

itself, The exposition should be clear for some are

1.

Se

GCf. Hubbel and Deaty: op. cit., p. 4
Cf. Overton: op. cit., p. 168
Cf. Ibid.
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gtuptd, and some are late, and in China the audience fsels
free to walk around during the play. In the first act

the writer should tie the knot which must be untied in

-

s has already been ghown the properties should be
t

[

gimple., Plain custumes and background tend to accentuate

ot

e action, dialogue, and spirit of the play, which in
Christian drama are egsentials. The properties, though
gsimple, should be historically accurate, appropriate, and
of the best available quality. All the talent available
should be used, Dr. Willianm Guthrie remarked from the
@ﬁlpit that 1f only the church would make demands of the
artistg and of the gegpé@, it w&ﬁlﬁ have & =more beautiful

and effective service,

E. Suggestions for Prodg@tion
l. Techuical Suggestions
a. Color
In the discussion of sgymbolism, color has already
been mentioned. ° The tone of cool colors have a distinctl

calming effect, while warm colors are more obiruding and

L. Cf. Hubbel and ﬂeaty' 0pe cite, p. 4
2. Cf. Candler: op. cit., p. 84
5. mte. p. 69

Ty

1y
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Lo

exciting. It must D remembered that in any scene, too
muach intensgity of coclor is wearing, én& in settings and
costumes ;f long scenes eséecially,calars should be more
reservel,
b. Costunmes

Eor Bible characters, a simple slip foundation is
excellent and can be used with an Bgyptian sash, a Daby-
lonian fringe, a shepherd's skin, or a striped straight
coat of the ordinary Palestinian. Des gng may be painted
or printed on the material as degired. The Hebrew or
Palegtinian castume so common to Biblical plays may be
simply made of a long piece of plain or striped goods,
doubled back and sewed up on the gides leaving room for
the arm hole. Then a slit for the nemk should be cut out.
This is the founfation. It may be worn with sleeves or
fringe depending updn ita’pargase;ﬁ Jertain adaptations

. s o B s i
might well be made such as the (hinese Sheeplined coat

reverged, and worn &as & shepherd's costune,

l. Cf., QOverton: op. cit., p. 184

2. Tor further detall see 2enton: op. cit., p. 95

3. Costume ideas may be obtained from pictures by Iisot,
and those of the Cberammergau Fassion rlay.
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hege are not expensive and make a rich effect for a

draped stage.

Scresns of balboo frames and cheap yellow cloth are used

in China by a group of modern players. In America thea-

-
rical companies make portable stages with wing euntrances
and space for two sets. Ume religious group found these

satisfactory in using them for a "Church basement clrceultW®
2

of plays. sSuch an arrangement aight easi§§ te nade and

o

used in China.
fe TWorkroom

To have a room set apart in which to keep the mater-
ials and sets is ideal., If the young people and adults

who form the cast ar coamittee are re gpongible for the

1. Btevenson, irs. Yorke - producer of Hollywood Passion
:lays, guoted ¢ n&ler- op. cit., p. 67
cf. ’aidler- 0p. ult., pe 69

Ze

R i : "

b
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materials and actually make some of the properties and
cuostumes, naturally they will take a greaster intercst

in the whoia production, If possible, individual boxes
or hangerg for the costumes are degirable. Around this
room might be hung pictures by Tigot for costume inspira-
tion. and most important of all, this room should be

a place where the casgt and director can come together for
gpiritual inspiration. AL least one(pictare such asg
Solomon's Head of Christ should be in the room to give

it atmosphere.

Ze Dbramatic Worshlp Services and Plays

The following services and plays are the result of
mich thought and of experiment in the line of urdd&ulc
worshlp servicss. They have all been tried, and found

.

successful in producing the spirit of true revereunce

and worship. P

ae IThis fragmentary miracle play was used effectively iu

a large church in Hew York City for the Haster evening

gervice, It can be adapted to the facilities of a church

in China, and could be used on a stage too.
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The Resgurrection

(1) Pilate brooding alone in the twilighﬁ in his garden,
over the condemnation of one in whom he had fouad 20
guilt.
ﬁaiaphaS gomeg to him, then the centurion, then the
Homan guard. The stage goes black.

{2) Guard at the tomb discussing the strange things thai
have ocgured. Ruunblings, Flash of light - they are
hurled to the ground. Darkness ensues.

{3) Light comes. The empty tomb i1s revealed. The three

darys appear. They find the tonb empty and summon

Peter and John. (Music from The Crucifixion and
Hebrew chantg)

The angel announces the resurreciion. T} is is follow-
ed by Hangel's I Know that my Ledeemer Liveth from %The

Mﬁssian.
This is an intense drama, and carries deep gpiritual
fance.

b. Tableaw is another form of drama which can be usg

=t -

ively for spiritual growth and development, and a re

ship experience. In speaking of the effect of a tab

A

story, and immortal music. ILothing more %ﬁ nae@e

signi-

aed effe
al WOIre

leau

vith music and singing one aunthor says: "No word 1g spoken

A

throughout the service. There 1s omnly the liviﬁg breathing

oha

P

&

spirit of worship, intense, complete, possesses the spectator.®

No longer is ome a gpectator then, but a par
the spirit of the tableau.

c. A worship service revealing the meaning of love

, §
t 4n

if

formed around the familiar play of Leo Tolstoy: Where Love

ig G6d . is Also.

1. Cf. Candler: o
2. Ibid., p. 16

. Cit., pp.6-7

k3
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Hymn: When thy Heart with Joy O'lerflowing (By B.W.
Zullinger. Tune - Gesneva)
Antiphonal Congregational Reading:
First Group:
If I gpeak with the tongues of men and of angels,
and have not love, I amn become as sounding drass
and a clanging symbol,
cecond Group:
And if I bestow all my goods to feed the poor,and
if I give my btody to be burned, but have not love,
it profiteth me nothing.
First Group:
But now abideth faith, hope and love, bul the greai-
est of thesge is love.

Dramatization adaptation from Tolstoy's play: Where Love

*

is Cod.is Also,.

Hyma: We Praise the Lord (By alsxander Von Goof - Qune -
Kussian

This play shows the spirit of Christianity, and can be ad-

D

~ A - 5 s T T . - "] 3 b o~ & - 4
apted so as to contaln a real challenge to accept the

o

Christian way of life. It sets Christianity in the light

of love which will form & deep contrast againsgt merely

d. The following is & service concerning light and the

Ed

challenge of the Cross:
Processional Hymn: Light of the Uorld we hall Thes
(By Jdohn .onsell -~ Tune - Salve bomine)
Choir processes bearing candles. They take the
front seats ar inguish thelr candles.

H

o~

rLg&YT ot Lauls

1

1Y,

he blind men lg healed by Jesus. At first
e is overjoyed, but he soon: finds a deep-
r meaning to the act. Seeling, he finds

is a costly asset, for he aust carry the
crogs of following Christ,

Lsme:

B IS b

Hamlin, Copyright 1228, Royalty 5.00. rermission
obtained from Samuel French, 25 W. 45th S




Zpilogue: The Light of the Cross (The
face stands out, caught by &
light, The ghadow of 2 cros
the back of the stage ~- on £
figures on the sitg
the man who is no

Soloist sings: In the (Cross

Curtain
Hymn; ¢ Light that Followest ALl ny Way (Last two stanzas
0 Love that Will not let me go by Ceorge iathison;

rFrayer and Benediction:

Zternal God search our hearts
{Ea&me for silent prayer)
tzou our mnindg to Thy

Giva ug courage to darethe difficult
(Pause )

Strengthen us that we may bear our cross in the
spirit of Jesus thi&t our Saviour

e Aqa)
The ncfa blesg you and keep you;
face to shine upon you and be ‘
) The L@z& 1ift up dis countenance
o give you peace,

Hecesgsional Hymn: Lead Lindly Light

The cholir marches out on the last Iiaﬁza lighting
theilr candles from omne on the way.

igs not highly trained are:
Bayard, Lyman: Christmas and Zas

sonverse, Iloreace: The Zlessed Zirthday

le Alexander and Goslin: op. cit., pp. 167-199
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high ag hag been suggested, the Bible 1s & rich source-

by

&
book of drama. The 0ld Tegtament is full of characters

which could eagily be placed in the center of gripping

wd

stories which have both elements of worship in them:

Isaiah's call, or that of ioses 9s. always new and challeng

"

Jonah' he breaking down of his resis

Foie

6]
e
o

C.ae
L]
I
o
foodd
2y

ot

&
E.ij
]
£
ot
g

1

ana%‘ta ol would eertainly touch someone's weakness;
dabakkuk's experience oul of doubt into faith; and Amos
with his'@raotiaal yet dynamic appeal for heart worship.
In the Hew Tegtament, there are also countless
characters who would makevch&llengiﬂg appealss Stephen .
who wéulé not deny his Lord and therefore influenced raul
and others to become Christians; Timothy would bring in
the family 1ife - an always popular subject in China;
Hicodemus, who met Christ and became a different person.
Ze Another source of material for plays 1s in the life of
the Chinese themselves, A convincing ;l?y could be cen-
tered around a Chinese man who had become disillusioned,
and hopeless., A Taoist friend tries to help him with his
mystic philosophy and endless superstitions, but the men
finds them too vague and fantasgtic. His Confucian friend
offerg lofty moral ideals for living, but thesge he finds

impossible, for he hasg no innate desgire to discipline him-



%
e

self with no end or purpose in nind. His Buddhist friend
offerg Wirvana if he will utterly remove himself from all.
positive living, but again the hero is dissat®fied; he

finds no purpose in such living. At last the Christian
friend gives him a practical philosophy with & purpose.

1

on nis own

H

He finds that he does not need to depend

o
3

power for galvation from the borsdom of life, but that
in Christ he may find purpose, and drive which makeg all
of 1ife full of meaning and gives hope for etsrnity.

‘There are Qivergent opinions concerning the wigdom
af’re@ras@ntiﬁg the person of Christ on the stage. Often
a voice or light is uged, or the couversation indicates
that Christ has Jjust left the scene, conveying the idea
of His immediate presgence. In Ghina where symbolism
plays such a predominant role, such representations and
other similar ounes migﬁt be a better way of portraying
the person of Chrigt than actually represghiing him as
a character.
Z. Bibliography for writing and producing plays:

Archer, William: Play .aking, 19212, Small, .aynard

and “Company, Loston.

Baker, George P.: Dranmatic Technique, 1919,
Houghton yifflin and Co. New York
Litt.v.s How to Froduce heligious

]
Drama. A pamphlet distributed by Valter
Farker Gompany, Doston.

dastman, Fred



T norrow, 191Z,
iveright, Inc., lew York
w@pcKay, Counst ﬁﬁ@ y’ﬁr y: Costume and Scﬁnerg for
&ﬁaﬁeusw, 1915, Henry Holt & Co. New York

Morton, Cavendish: ¢ne art of Theatrical Lake-up,

1909, Maecyillan and Co: @ang, Hew York
Planche, James ﬂabinsun: Cyclopedia of Costumes:

ITV " Volumes, 1876, {Chatto and

windus, London -
Stratton, Clarence: rroducing in Little Theaters,l921,

Henry Zolt and Company, Hew York

F. Summary and Conclugion

In discussgigg the principles of the use of Christian

t

i)
<

drama, it was und that as a tschnigue of worship, drama

Y,

gould be used for the pur pose of presenting a challenge
for Christian decigion, that is presenting the Way of Life
go vividly as to win individualg to Chrigt. aAs a tech-

& nigue of worship, drama wasg also Tound to be most effective
in prowoting spiritual growth. 3ut salesd it is well §r5~
duced 1t cannot be as effectivs.

In order to make Christian Grama indigenous to China,
the characteristics found in the native art were suggested
witp adaptations to Christian drama. The essential elements
in production were then presented. Human. and material

elements in productlion were discussed - including the di=-

rector, cast and audlsnce ag well ag the script and properties.



There followed general suggestions for presenting
Christian plays in China. Technical suggestions included

those concerning colors used, costumes and designg, the

stage and its lighting, and the background of the play.

The idea of having & workroom was then discussed -~ a room

where spiritual as well as material preparation for the

play is carried on. Since these directions were all of

3 W1 3 ot R - oo . oy F ey - N 3
the gimplest kind, with but few actual technical or specific
directions, a bibliography was included for further study

in Chiunae was

through worshi dynamic of evangellsm. In-
cluded in the idsa of worship are the elements of decigion
and growth. Christian plays, if e ctively given, can
bring individuals to a place of Chrisﬁianﬂﬁeeisien and
fogter their gpiritual owth,. The iireéti@nﬁ ant suggest-
ioung are for the purpose of &iéing Christian drama to

the maxioum effec
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CHAPTER V
SUMMARY AND CONCLUSTIOW
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V. SUMIARY AND COINCLUSION

Throughout this study there has run one dominant
thame--the}imperative of evangelism, and the importence of
a means which can adegquately communicate the message of
Salvation to the Chinese people., Drama was found to be
an adequate method of evangelism, because it was an indi-
genous implement of religious idees, and because the elementis
in drama so closeiy coineided with those in evangelism. In
the preparation for this study it was discovered that the
mateiial deeling with Christiah drame in China is distinctly
limited. It was also discovered ﬁhat there was no materiel
on the specific subject of this study.

To appreciate drama more fully as a Chinese
indigenous art, the first step in the study was to review
the history of drama in China. It was discovered that all
dreama originated in the innate religious instinet of man--
ir the form of ceremonial rites and earig dances, Through
the dynasties in China, drama followed a rather irregular
course, It was found that throughout that course whenever
the guality of drama became poor or degraded, 1t was cast
out of the courts of emperors, and not vntil drama regained
its moral standard sgain was it allowed to return to society.
Thus the drama which remains today has & high moral content.
Lodern drama in China was found to be a reaction against the

‘highly stylized convention which characterized the old-style
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music={rama. Modern drama in China concerns contemporary

problems of living.

The next step was to discover the inherent
characteristics in Chinese drama which could be adapted and
used in Chinese Christian drame in order to make 1t more
appealing and also more readily understood by the audlence.
The factors contributing to Chinese drama were found to be
a vivid imsgination so charescteristic of the Chinese, the
three religions comuon to the Chinese, and The Western
influence which has permeated so much of Chinats life. The
types and traits of drawma were then discussed as well as the
actor, the use of music, of symbolism and suggestion, and
the relation of drama to liverature, The conclusion was
made that old-style Chinese drama is an art which depends
upon cenvention for its existence., It is an art of the
neople, Tilled with the expression of the culture cf the

TaCC .

¥

- Tn establishing drams as a meais of evangelism in
China, a clear understanding éf terms was made by a dis-
cussion of the effects of evangellsm aud that of the drametic
method., It was discovered in this process that both drama
and evangellsm have universal appeal; that they are com-
posed of the same dominant element--emotion; that they
both effect the human versonality in bring it to & realiza-~

tion of living truths; and that they both are potential



=

means of the expression and developuent of personality.
Hence 1t was clear that drama is a wost suitable tool
by which the lmportant Task of evangelism might be
acconplished,

In order to use this potent force of evangelisn
by drama in China, 1t was found that by adapting ceriain
characteristics of the Chinese drama, Chinese Christian
drama would become more indigenous. Bub it wes clear that
without an adeguate knowledge of the use of drama and Lhe
principles of its production, the dramatic method was apt
to feil. In discussing the use of Christian drama, one

fact remained clear, that drema may be used as a btechnique

of worship. It weas shown theun, that worship contains two

elements--that of the challenge to become a follower of
Jesus Chrisdt, end that of nourishing spirituel 1life and
growth., Drama wes shown to be adecuate to ingpire eand
fulfil these two funetions. It was s%rissed that to obbain
the maximum effect, the essential eleme%ts of production
of Christisn dreme in China must be understcod and used.
Suggestions were then given for technical yprocedure,
dramatic worship services, and a bibliography of additional
material wes added.,

It was with a sense of the possibilities of the
use of the dramatic mé%hod in China of which leaders were

not taking advantege that this study was underteken,
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Considering the fact theat the use of drama as & means of
evangelism in China has in it such a wide appeal, and has
such Challenging potentialities, it 1s hoped thab more
leaders who have the ability will develop the indigenous
art, =md give to it the high purpose for which it was

Divinely destined.
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