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INTRODUCTION: 



IHTRODUCTIOli 

A. Importance of the Subject 

The mission of the Church has been the propaga-

tion of the Gospel of Jesus Christ. Ever since the 

days when the Apostle Paul challenged the crowd on 

Ma.rs 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 theapproach will not be so apt to 

be attractive. 

The president of an outstanding Chinese college, 

himself a Chinese, has said: 

nHe who wants to guide the Chinese/must start 
by understanding them; he who vmnts to teach 
the Chinese must first learn what they have 
already been taught. The beginning of our 
understanding of the problem of evangeliza­
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. TT 1 

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 th~ nation. The Chinese have an 

ancient saying: n:;:aen should not use water as a mirror, 
1 

but should use mankind as such. n Chinese drama 

is thus the mirror of the people. It is the most pop-

ular entertainment of the nation, and as some one has 

said, it is the "national sport.n Hence it is the 

most potent weapon for propagandists, or for 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

ing and singing -- as against the great attraction of 

the festival theatricals which drew most of the village 

population. Evangelists take their vacation during 

the New Year festival since the theatricli attraction 

so overshadows the preaching efforts. Preaching, of 

course, has its place, b1.1t 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 \iesterner exclusively, 

but by the study of native drama and the harmonious 

combination of the two. With this method of approach, 

then, the Christian worker can present 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 Su.bject 

That Asia ~s to be the center of interest of the 

world of tomorrow is beco'Jing increasingly apparent. 

Oscar :I!. Buck has made a rather startling statement: 

nThe future of the Christian religion is being 
determined in Asia. The continent of Asia 
with fifty percent of the total population · 
of the world, still lies unconvincfd across 
the path of Christianity 1 s claim tb be the 
universal faith to which all races and oples 
must come in time." 1 

.i:illOther voice speaks with concern over the tre-

mendous responsibility of Christendora to the Far st, 

when referring to the five religions, Buddhism, Con-

fucianism, ·:rohamedanism, Taoism and Hinduism, all fou...'1d 

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

1. Buck, O.ll!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 di~cover a satisfactory 
work1ng formula for dealing vvith all the re­
ligions of the world." 1 

Especially at this time of national testing, we 

are increasingly realizing, vri th ~ • Laufer, that tt(}reek 

are irrevocably dead, but China with a past 

of five mi niums is alive and looms in our eyes like 
2 

a giant 1 N or more correctly perhaps, a dragon awakened, 

of vitality as well as 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 indigenous way - by portraying 

with drama a clear, challenging message. 

:~rore timely is drama today perhaps, because iln 

our own co;:ntry, comparatively recently,she has won her 

way back into the church in a very real wa,. 
%' 

As one 

writer observes: 

nThe church has been slovver than other in­
stitutions to re-employ the educative power 
of the drama, a power it employed centuries 
ago; but it is beginning to regain its lost 
inheritance. }fhile the Church has been chary 
of dramatic art and its artists, it is coming 

1. Yang, Y.C.; op. cit., p. 31 
2. I,atlfer, :Barthold; ~:he Hew Orient, .P• 281 
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to realize that this form of art and re­
ligion belong together by identities of 
origin, subject matter, and inner experience. 
The principal subject matter of the world's 
artistic treasures is religion.n 1 .And again, 
nThe church is beginning n to express 
a frank appreci ion of t tremendous poten-
tial force in the dra ion of 
religious themes. The who history of re-

on t entire of the intense 
inner gf agony, spair, hope, and 
attainments, show that elinc is the eter-
nal of religious vitality." 2 

·.Ji th the church f'or:ner.ly looking askance at drama 

and a ). ·i d attitude in its a.ay --_,___v 

look 
naturall,y ssi B with that att on t Chinese 

theater with the 

enough this attit 
3 

Chinese • ) 

" 
same ri eo us scfttin. (St ly 

has it parallel in the history of 

But th t changed situation t oo.ay, 

th t p e 1 y of the right approach of Chri 

tiani ty to the East especially China -- it seems 

quite certain that dram.a, if it is handled wisely, can 

be an instrument of power in evangelism. 

In the light of the world's present :need :;)ean 

Inge is quoted as saying, speaking of the coming of a 

prophet • nwhen that prophe·t comes, I am disposed to 

think that he will choose to speak to his generation 

1. Overton, G.S.; 
2· Ibid., p. 4 
3. Post, p. TO 

Drama in ucation, 1927, p. 9 



neither fro,n the pulpit, no::: fro'a the printed page, 

b om the stage. A great 
l 

find our souls.rr 

ist might help us 

C. Delimitation of the Subject 

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 participants brings situations which 

resemble 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 pt:trpose of educational drama is principally to 

teach the participants to become familiar with Chris;t_. 
·II' 

tian truth and to know how to face sit . r . h 
l.~ons ln a c~ ris..::;-

by acting them. pla~ned play also has 

an.educational effect, is produced in a differe 

way. ::r;he planned play is me zed and presented in 

the most effective way possible. AS in a religious 

service, the participant players present a message 

and share with those to whom it is presented the 

blessing of worship. 

1. Eastman, ]'red: J.·~oaern Religious Drama, 1928, 
Introduction, .P• viii 
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Conscious of the possibilities and values 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 study of the dramatic art in China 

would be a fascinating and absorbing pastime in itself, 

but art for art's sake scarcely enters the realm of 

religion. Being truly convinced of the potentiality 

of drama as a m€thod of evangelism in China, and also 

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 evange sm that 

is of Christian awakening and spiritual growth. It 

will be hence, the purpose of this study to set forth 

the background of Chinese drama -- as against what 

we knowo.: 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. 

E. Sources 

General information concerning the use of drama 

in the modern Church and throughot:l.t its development in 

the West, was found in Biblical Seminary Library, 

New York, and the Library of heligious ucation in 

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, ~.s.A., New 

York, and ;:,uss ions Library of Union Seminary, New 

York, Col~~bia University Library, and its East 

Asiatic branch, and in books of the write/'s own 

library. For suggestions of bibliography, the 

writer is indebted to the thesis of ~ry Esther 

Reese - { nA Study of the Dramatic "¥Iethod in H.ela-

tion to the lieligious Education of the Junior Child.n) 

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 

4Ir. G.K, Leung, Dr. Uevvton Chiang, 2,Hss ;;Jiarie Adams • 

and ;;;:s l'J£u.riel Boone. The writer's own personal 

experience in China and her knowledge of Chinese drama 

have led to a keen interest 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 successful was that method in the past. Hence, 

in upholding drama as a means, or instrument 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. 

Out of the gleanings of history appear certain 

values in drama which have significance in the light 

of its being used as a religious means, or 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 



leading toward religious conversion, and. for a deep­

ening of spiritual life. 

There naturally will follow technical speci­

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 raaterial which 

would appeal to the Chinese,as well as findings from 

those who have had experience in China in the actual 

production of plays. 
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I. HISTORICAL ~ACKGROUND OF 

CHINESE :OB..AMA 

A. INTRODUCTION 

An ancient Chinese sage has sat6 that witho~t a 

knowledge of the past one cannot s~cceed 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 vis~alizing its co~rse thro~gh history as re­

lated to the movements and attit~des of mankind that 

the characteristics of Chinese drama appear vividly as 

consequential in the lives of people. It~tls by means 

of catching the spirit of this great national art, that 

one can ~se 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 uisc~ssed, as a background for the study 

of drama in China. 
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Tne history of drama will then be traced through 

the centu.ries. The Yu.an period will be shown to be an 

age of Classicism in drama, while it will be evident 

that during the Mlng period, Scholastic drama was pro-

du.ced. In the Ch'ing ~eriod, it will appear that 

Romanticism will ·be characteristic of the drama. Then 

the modern period in drama will be reviewed -- showing 

the variou.s modern tendencies, and the present situ.ation 

in West China. 

Among the most frequ.ently u.sed sou.rces are: Hu.bbel 

and :Beaty, dramatic historians; Overton, au.thority in 

Edu.cational Drama; Arlington, authority on Chinese drama 

after spending many years in China; Fitzgerald, also an 

authority on Chinese drama and culture; Zucker, and C()rnaby, 

whose work on Chinese life and drama are outstanding; Leung, 

Chinese drama critic; Hu Shih, prominent philosopher and 

" man of letters, of China; and Newton Chiadg ofi Nanking 

Theological Seminary, West China, at present in the United 

States representing many you.th organizations of China. 



B. The Origin of Drama 

There is an int.eresti!l..g similarity in the 

source of drwlla throughout the histories of the 

nations. Scant as is the actual knowledge of the 

beginnings of dra~a, one point historians s~em to 

agree upon, be they Christian, pagan, or indiff'erent 

that the beginnings are religious -- namely the 

ceremonial dance. In Greek dra..w.a, "The essen.tial 

dramatic element, action, made its appearance vdthout 

ali . •t . 'f' .41 anyone re ZJ.ng 1. ·S enormous s1.gru J.cance.·· Greek 

dreJim, then, "il'ras the offspring of religious en thu­

siasm: and even at the height of :i.ts developrUBnt, 

Greek tragedy was the result of an endeavor to beautif'<.r 

and enrich religion vdth the art of poetry, music, 

dancing acting. 
·~ 

0 t . t t h'b t th ver on p OJ.n s ou , sHJ. s:-ya e 

Japanese Vv'Ord meaning theater is a combi ion o"f 

shiba meaning house or temple, and y__a neani:ng sod. 

though Japanese drama, inclu6i the various forms, 

1. Hubbel a Beaty: Introd.uc on to ' 1932, p. 
2. Ibid., p. 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 drama 

also bears every evidence of religious origin and even to-

day no Indian religious worship is complete without a solemn 
' 1 

dance performed as an introduction. The Roman drama also 

sprangr from religious festivals. 

A familiar tale is the story of how nas early as 

the fifth century, in order to increase the attraction 

of'worship in England, living pictures accompanied with 

songs were used on special occasions to illustrate the 
2 

gospel narrative.n 

So in China, :!r. Fitzgerald observes, nThe art of 

the stage had its beginnings in the exorcist dancers of 

'Wu', the magicians or the medicine men in the early feudal 

age. These performers were originally purely religious.n 

In his introduction to the study of Chine~ drama, 1Vll:'. 
" 

Arlington agrees with j~. Fitzgerald and summarizes the 

above statements: 

"Back as far as 716 B.C., it is recorded that 
choruses danced and sang in a pantomimic way. 
In the eighth century, these dances were well 
established, and bear the same relation to the 
developed native drama that the dythyrambic 
choruses do to the later Greek dramatic literature. 

1~ 1 Cf.Qvarton, G.S.: Drama in c:;aucaticl.::l, 1927, pp 41-58 
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 the shades 
of the heroic dead. Therefore like the Greek 
and English as elsewhere, where the early 
dramatic exhibitions were connected with the 
church, when the ecclesiastics. were at first 
not only authoris but the actors of the miracle 
plays and mysteries by which religiotls instruc;t:-

tion was combined with a good deal of grotesque 
a~~usements, so in China the drama arose in a 
religious COUnection along with dances and songs 
of popular festivals. This is proven by the 
fact that the avowed aims of the Chinese drama 
are of the most elevated sort, glorifying all 
the virtues. n 1 

C. Periods of Development of Chinese Drama 

1. Traditional Eaokground 

. .., 
China is a country ~eeped in tradition. ::::ven today 

there are reflections of the dim centuries which have made 
·lc 

themselves indelibly felt. In their heri~age of drama as 

in religion, present day practices and customs have their 

roots and origins in the earliest dynasties: 

n:;;he drama in (Jhina probably began as a religious 
fPstival and became a vehicle of expression for 
some of the deepest solern..'"l.ities of Chinese re­
ligious thought and then gradually was secular­
ized and lost its vitality. That this is pro-

1. A.rlLg.gton, L. c.; The Chinese :Drama, 1930, 
Introducti~n, p. xxv 



bably correct ~ay be guaged from their 'shen 
hsi' or 'sacred plays' which have been handed 
do\vn fron the Chou dynasty whose long history 
began in the twelfth century B.C. Certainly 
in the times of Confttcias :1ost so r:m. es 
or _posturing toolir place in the ancestral halls, 
and the nodern drama is probably descended d 

rectly from that period. n 1 

By A.D. 800-900, the had. broken i~p t 

corrupted ancient drama in the st, ana 1;;ras fostering 

a new form,- in. all unconsciousness introdLlclng spectacle 

as an adjunct t,o lyric and epic accompaniments of litu.rgy, 

the ancient court with all its p and display was the 

scene of the fostering of drama in China. So the drama 

of those times was na court act in classical lango.age ana. 

the characters were limited ln :n1.l''lber, and conversational-
3 

ized.n It is said that the stage play started in 279 

A.D. in connection with the tyranous outrages of the local 
4 

ruler of Wu, as a warning to evj_l disposed offenders! 

Such was the rather uncertain fate of dra~a until the 
I 

thirteen century when it really came into its own.· 

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

2 

2.0verton; op. cit., p. 33, and Rubbel and Beaty, op. cit. p.79 
3.Fitzgerald; op. cit., p. 489 
4.Carnaby, Vv.A.; New China Review, Volume 1, p. 58 
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2. Yuan Period Age of Classical Drama 
1280-1368 

The Yuan dynasty, though not natively Chinese, 

was more or less colorful, with the romantic visits of 

~·l!aroo Polo to the great Iillan's court. The thirtee~~cen-

tury seemed to be a world-wide hey-day for drama. In 

Europe, "the central mystery of the redemption of the 

vrorld 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 
1 

the thirteenth century. rr "There was nothing essentially 

English about the rirst 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 

inspiration and worship. 
y 

In China, strangely enough, nthe Yuan plays were 

written and acted in an idiom hardly more classical than 

the speech of educated people and more characters were in-

trodt:tced. 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. cit., p. 33 
2. Hubbel and Beaty; op. cit., p. 80 

2 
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remaining yhe chief recreation of the common people of 
1 

China." 

The techniq~e of this period was cr~de, with the 

characters introducing themselves, giving a conscientious 

account of their past lives, and indicating the part they 

represented in the drama. They dramatized narratives 

rather than contemporary life -- as did the mystery players. 
2 

There was only one singing part in Yuan plays. 

So different and outstanding was the drama of this 

classical period that IJX. Carnaby quotes the Encyclopaedia 

Seneca as saying: nDrama is not indigenous to China, b~t 

was introduced with the novel by the ufungols in the Yuan 
3 

dynasty." However, as has already been shown, it scarce-

ly can be questioned that the native Chinese traditions 

which grew out of their own Confucian rites greatly in­

fluenced the whole course and consistency pf Chinese drama. 

3. :,ung Period -- Age of Scholasticism 
1368-1644 

" 

The Ming dynasty was one of the most productive 

dynasties of Chinese history. Chinese rulers took the 

1. Fitzgerald; op. cit., p. 489 

2. Zucker, A.E.; The Chinese Theater, 1925. p. 112 

3. , Carnaby, W.A.; Notes on the Chinese Drama and Ancient 
Choral Da~ces, New China Revtew, 1919 Vol. 1. p. 57 
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place of ~~ongols and China enjoyed a fairly peaceful, 

glorio11s age. As the miracles in the Western world grew 

o11t of legends of the people, independent of the oh~ch, 
1 

nat11rally vernacular took the place of traditional Latin. 

"As scenes and characters of more trivial nature were ad-

mitted into the plays, the comic element increased, and 
2 

the plays became less sacred", both in England and France. 

So there arose petitions from the clergy to have irreligiolls 

and 11neducated people banned from acting in the Biblical 

scenes. Also dlle to the popularity of the plays, the 

stages had to be removed from the church to the o11t of 

doors -- symbolic of their eventual steady decline and 

actual separation from the ch11rch. At this time alle-

gorical drama, ~orality plays, personifying the fall of 

man and that of the human raceJwere at their height -­

showing a definite tendency toward facing the ~ctual 

social problems of man. 
•• 

It was also a m~~e to\v.ard form-

ali sm. 

In China too, drama was in the hands of scholars. 

The emperors reformed drama during the :.ling period, as it 

had fallen into a low condition after the glorious and 

memorable rise during the middle of the :·,.rongol dynasty. 

1. Overton; op. cit;, p. 34 
2. Ibid., p. 35 
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Young drama enthasiasts formed the trpear Garden Palacen --

a school for aesthetic studies, and the "Garden of Ever­

lasting Springtime" denoting the rejtlvtnation which the 
~~ 1 

young sttldents injected into prodigal drama. Plays 

were longer in the scholastic age, and there was a ten-
2 

denoy to moralize, to emphasize filial piety, and dtlty. 

Drama became more concerned with the ethical standards 

of man's life -- somewhat like the l\[orality play ideal, 

but of course, very different in content and without the 

degradation the latter suffered. The ~ling plays are still 

very popular on the present Chinese stage. 

4. Ch'ing Period -- Age of Romanticism 
1644-1911 

There is an accepted rule in the p~chology of . 
history, that the events which are most recent are the most 

vivid in one's memory. So, as drama looks back u.pon her 

own past, into the last important period of her career, 

the Ch'ing or .:..'Ia.nchll dynasty stands out as the highest and 

most noteworthy. 

1. Arlington; op. cit., p. 12 
2. Zllcker; op. cit., p. 112 



-12-

In the days of merrie England, the Elizabethan, 

stage was the center of all attraction and am~sement 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. A.t 

this time in China the emperors Ch'ien Lung and K'ang Hsi 

encouraged drama and gave it a high place among the arts. 

There was a marked resemblance to the Elizabeth~n stage, 

with starkness and simplicity, property men, and even the 
1 

form of the stage itself common to both. To this day, 

when visiting the Forbidden City in Peking, where the at­

mosphere of the last dynasty lingers, the co~t stage 

still stands. Here one can almost picture the emperor 

and his s:glendid royal court spellbound as the elaborate-

ly dressed cast brings to life on a stage over water to 

obtain a sonorous tone of v~oce frorn the actors, the 
t 

famous scenes of China's romantic past history. 

Ch'ien Lung prohibited women actresses, making 

drama a highly specialized art. This ban on women actors 

was not lifted until 1912. FollowiUg that time, women 

formed their ovm all-women companies, but it ~;vas considered 

1. Ibid. 
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indecent to attend plays in Peking if any women appeared 

on the stage at the same time as men. So there grew up 

professional men actors who specialized in women's parts. 

During the Ch'ing dynasty were composed two of 

China's historical tragedies which the Chinese enjoy see­

ing and hearing today. 

5. Modern 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 righteou.s duty to perform in attack-

ing the wickedness of their contemporary stage, our Re-

formation fathers di speak much about the evils of the 

theater. Our present day heritage isdain for the 

.!. 
l direct result of the attitude of our pilgrim 

and puritan fathers who c ouldn:!r't say enough against the 
1 

dire vdckedness of the theater. Hence the whole dramatic 

method had an evil reputation. But with the comparatively 

recent inter·.:st in the dramatic method has come the re-

cognition that there vvere hvo "things our forefathers di 

1. overton; op. cit., p. 36 
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reckon with; HFirst, the dramatic impulse whose roots 

run deep in the human race; the second, the essentially 

dramatic nature of the Christian story and of Christian 
1 

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, Hang Chung Sheng founded 

the nsun Society of Spri:ngrt, which presented European drama 

including a version of nuncle Tom 1s Cabinn. Later a group 

of Chinese students who had studied the technique of modern 
2 

Japanese drama organized the nspring Willow Dramatic Society.n 

This strange beginning of modern drama with its intensely 

foreign accent didn't appeal to the populace who were ~~eped 

in their traditional music-drama. As a result this society 

soon died from unpopularity, but had its repercussions in 

the province of Kia:ngsi. There one member~of the society 
. J 

gained financial backing from a wealthy citizen, Chang 

Chen, who endowed a dramatic club in lJantun. He believed 

drama to be an instrument of great potential force in making 

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

theater, his fellov" coL1ntrymen could be helped to bee ome 

1. Overton; op. cit., p. 30 
2. Leung, George K.~ Modern 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 to1nns, paying their own expenses, 

presenting plays in the village temple 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. Yin, 

Foreign Mlnister to U.s.s.R. in photographs with the actor 

Dr. J.dei Lan-fang, when the latter toured ~~roscow is sym-
2 

bolia of the new attitude." ~!issionaries recently re-

turned from est China tell of seeing propaganda plays, 

sponsored by the Chinese government, which show marked 

co~~unistic influence. The stage is bare, the actors 

simply dressed, and the plays deal with present life 

situations. 
·jc 

Practically from the beginning, t~!s 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 professional 

1. Zucker; op. cit., p. 112 
2. Leung:; 1\i()der,n r.r;he<:~,.ter, A.sia, • 1936, p.l04 
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work and for the first time putting the new type of drama 

on a commercial basis. For the most part, acting in the 

new drama has been mediocre compared to the highly stylized 

art of old-style Chinese roles. TrulJ 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 idealistic. The actors are not paid, but form 

a co-operative. Educated classes support them. Lmong 

their repertoire is a version of Tolstoy's nResurrection.n 

An interesting experiment was carried on by Hs~ng 

Foo-shi in connection with the 1~ss Education movement at 

Tinghsien in Hopei province, under the direction of Dr. 

James Yen. 11As 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 honor of the gods, in {hanksgiving 

for crops. The gods, seated at their shrines, witness 

the open air performances on stages situated opposite 
2 

them and well in their view." Rsiung said, unpacking 

his bag at the Peking National Fine Arts College on his 

return to his position as professor, rrr wanted to prove 

1. Leung; op. cit., p. 105 
2. Leung, G.K.; Asia, op. cit., p. 105 

1 
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that drama should be given to the largest number of peo-
1 

ple, all the people -- the masses.n He presented •Ni th 

his group of students educational and instructive plays 

on the subjects 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. No development of 

dramatic art. 

z. Scholarly plays by Chinese playwrights who 

had studied in Europe and the United States. 

Too scholarly and Western to appeal to the 

masses. 

4. Propaganda plays -- for the common people • 

• Proletarian, and anti-imperialistic plays 

produced, as well as plays for instruction. 

Included in the last group are the efforts of 

stu.dents of several colleges such as :Nankai University in 

Tientsin (formerly), who travel to the country at festival 

season, presenting plays for rural edu.cation. This method 

1. Ibid. 
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is largely used among the schools and colleges in West 

China today. Madam Chiang, for example, 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. Military 

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 Movement. The two ideas stressed by them are Re-
1 

sistance and Reconstruction, with emphasis on the latter. 

A Chinese drama critic concludes thus: 11It 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, 

and catch up with the theater of other laxJts.n 
2 

D. Summary and Conclusion 

In reviewing the history of Chinese drama, it was 

discovered that the origin of drama not only in China but 

universally, was in a form of religious rite. 

1. From conversation with Dr. Uewton Chiang 
2 Leung~ .. ia, op. cit., p. 105 
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As the rise and fall of drama is traced, ~ 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. 

As long as drama expressed 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 Christian standards, China's ethical 

ideals have been a strict task master to her arts. The 

result has been their longevity and ·their valuable con­

tribution to the Western world as well. 

Tracing through its development in China, the 

Yuan period. was found to have been the time when dra.lJJa 

really discovered herself as an art, even though a crude 

• one. The 1\lf.ing dynasty -- fourteenth throlgh the seven-

teenth Centl.lries -- rescued drama which had fallen low 

and. put it on a more scholastic basis, making contri­

bl.ltions 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 stern influence into the 

stage, and a reaction against the highly conventional-

ized drama handed down from the past. Today in st 

China the old-style drama was found to be retained, with 

some modernization. The very fact that so many agencies 

and organizations are now 02ing 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 situation 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 realistic. Surely, by using a Platonic or Con­

fucian golden mean, a type of dramatic method can be em­

ployed which will embody both art and realt~m, but will 

be shot through with a 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 eon­

fronted with what almost seems like bedlam. Everyone seems 

to be competing for an audience -- pedlars, servants, or-

chestra, and actors and the orchestra usually wins. 

The theater crowd is kindly, jolly, smoking, talking, water-
1 

melon-seed-eating, singular to China. Tea is served, 

and occasionally hot darnp towels come flying through the 

air -- quite disconcertingly -- for the refreshment of 

patrons. {They are always aimed well, and caughtl) 

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

'" move their hats. The audience seems to pay no more atten-

tion to the stage than do diners to the music in an American 
2 

restaurant. The theater in China is primarily social, 

and there is much cordiality between friends. The whole 

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

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

1. Cf. Zucker, A.E.; The Chinese Theater, p. 10 
2. Ibid. 



of long plays, with the best 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-

tiona, 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 (dapted 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 comprehens,ble and more indigenous 

to the Chinese people. 

Within this chapter the following names will appear 

most frequently as authoritative sources: ~~. George Leung -

drama critic of his own native Chinese drama, and recognized 
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authority in his field, at present residing in this country; 

Mr. Chang Peng-chen, another drama critic residing in China; 

I\fr. L. c. Arlington, formerly Post Office official in China, 

for many years resident of China, and a c~ose observer of 

Chinese drama, concerning which he has gathered a consider­

able amount of valuable material; ~,h'. Fitzgerald, also 

resident of China for many years; Mr. Laufer, resident of 

Peking, for some time, and editor of the p~blication The 

New Orient, a series of monographs on Oriental culture; 

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

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

Chinese drama; Miss Spencer, whose book nMade in Chinan 

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-

ness is fundamentally simplicity. The Chinese people, 

much like children, possess vivid imagination, and their 

drama is based upon imagination. nchinese audiences 

imagine all that has been left outn comments one writer, 

and another says, ttThe Chinese see the rea,~ thing, if 
2. 

only it is in imagination.n This fact accounts for 

the morality play idea so predominant throughout Chinese 

drama. 

1. Leung, George K.; The Enjoyment of Chinese Drama, 
Vol. 6. p. 9. 

2. arlington, L.C. ; The Chinese Drama, 1938 

1 
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2. Religion 

Since drama is an outgrowth of a people's culture 

and thought, the religious contribution is naturally im­

plied. A proof of the religious significance of drama 

in China ::night be found in the name of a theater some-
1 

where near king-- HGod and Demon Theater.n Festival 

days are celebrated by featctri plays. On New Year's 

Day -- the greatest festival day -- a play is ven which 

portrays the gods' conquest of devils. For centuries 

theatricals were religious in both private and public 
2 

theaters. 

The three predominant religions on China which 

have influenced drama so manifestly are Confucianism, 

Buddhism, and Taoism. Confucianism gives the moral back­

ground. The scholar (rather than the vvl'!rr~or) is vener­

ated, and filial piety (covering all relationships) is 
3 

the most outstanding virtue.. As :,tr. Leung puts it: 

11lieligion and ethics are forces to be considered. Con­

fucian ethics exalt filial piety, devotion of servant 

to master, loyalty of friend to friend, the worth of 
4 learning

1 
etc. 

1. Cf. Freyn; 
2. Cf. Zucker, 
3. Ibid. 

The Chinese Theater, 1934. p. 42 
A.E.; op. cit. p. 196 

4. Leung, Pacific Affairs, 1929, p. 176 
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Buddhism adds the romance of monks and nuns; 

through these the humorous element is introduced. The 
1 

monks were always depicted as ignorant and sensuous. 

"Buddhism peoples the stage with nuns and lazy, scheming, 
2 

licentious monks; and provides many temple scenes.n 

Contrasted against the coolness of Confucianism 

and the unfanciful ribaldry of Buddhistic influence, ·was 

the Taoist insertion of the supernatural and of ridiculous 

elements. ',Vi th its mythological and )stly figures, 

.r' 't it::: superstition, its fancy and imagination, nTaoism 

furnishes a veritable pantheon of demi-gods, fairies and 

supernatural aninals •••••• Just as the three forces har-

monize in :the everyday life of the people, so they blend 

together in the 
3 

contribution to the world of make believe.t• 

Chinese drama gives to the Chinese what morality 

plays used to give to the medieval mind. Its purpose is 

to "uphold eter-nity, not to pict IJ.re life. n Its function 

is never to criticize life, but to uphold the image of a 
4 

lasting, moral world. The happy ending to Chinese plays 
5 

is the out~ome of righteousness and its victory over evil. 

1. Cf. Zucker, A.E.; p. 196 
2. Ibid. 
3. Leur1g, Pacific Affairs, 1929, p. 179 
4. Freyn, H.; op. cit., p. 46 
5. Ibid., p. 49 
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3. Western Culture 

1 
As has been previously show~, the stern invasion 

into China left an indelible imprint upon a nation which 

was perfectly satisfied with her own ancient ca.lture. 

1~. Laufer says that the difference between the 

East and the st is not the trite mystic as opposed to 

the materialistic, but rather a non-ego-centric East 

against an ego-centric West. of the West, says l>ltr. 

Uaufer, are obsessed by the glorification of the indiv­

idual -- thereby forming a standard of codification of 

individual rights. (As for example, 1./Jestern artists in-

scribe their names on their works very visibly, and the 

artist is more prominent than his v:ork.) I:n the East, 

continu.es • Laufer, an individual's duty is to the 

state or family. Arches and table~ are erected to 

oorrunemorate ideas rather than people. • Tnt result, he 

observes, is that there is a far greater true freedom 
2 

in the .East, while the Western ind.ividual is fettered. 

Herein l;Ir. Laufer has discovered an interesting point 

of contrast, but it has exceptions. 

1. see Ante p. 14 
2. Cf. Laufer, Barthold; The New Orient, 1933. Introduction. 
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However, ;,Vestern 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 opean stage. So complete was' the cleavage 

that the new type of drama might be classified under a 

totally different form of drama -- one wb.ich is entirely· 

Western. 

Even the old form of drama has shown signs of 

Western influence, with the introduction of a spirit 

of realism, stage tricks, lace and ruffles, and also 

occasional innovations such as the singing of a Western 

tune. Western melodrama, however, hasn't entered the 

Chinese theater as it has in India, where it haw driven 
1 

out much of the native art. 

Though the Western influence may ~ver 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. 

1. c{zucker, A..E.; op. cit., p. 190 



-30-

c. Characteristics of Chinese Drama 

1. Types and Traits 

It is said that the pQrpose of drama in the 

Middle Kingdoms was to divert, to edify, and occasionally 

to instrQct. With this rather general pQrpose in mind, 

it may seem qQeer that the Chinese name for drama is 

!!!! ( J{~ ) , which means nto make fQn £llfll, Hto ridicule. n 

This reflection on the Chinese sense of hQmor so evident 

in their plays will be referred to later. 

As has been said, an evening of drama in China 

constitutes a generous program. nit is the CQStOm to 

present ten to twelve short fragments of long plays 

dQring an evening. Hence a patron must posses not 

only an imagination, but previoQs knowled~ of back­

ground and the story of the plays which most of the 
1 

aQd.ience have known since childhood.n 

Instead of the usQal division into Tragedy and 

Comedy found in Western drama, in Chinese drama there 

are these two general types of plays: wen hsi -- 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. 
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battle. One goes to hear the wen hsi, but to see the 

wu hsi. 

One authority likens Chinese drama to Shakes-

pearean plays. The most popular subjects are: Family 

drama; magic or mythological drama; satyric treatment 

of superstition (Of which they are ·J:lOSt fond); character 

dramas; historical dram~;and religious dramas. The 

two general types which l"redomina te are either inter-

esting stories centering in life, or stories dealing 

with the inevitability of fate. Except for gags of 

comedians, and lao-tan or old woman characters, there 
1 

is no stark realism. 

Chinese drama like the early Greek, says another 

authority, deals with types rather than with characters, 

often using the mask for visual expression. A sort of 

fate ru.les -- a nblind struggle against ao/idents and 

not from innttr destiny foreshadowed fro.m the outset 
2 

by his own individual nature.n 

Still another writer likens the classical drama 

of China to Elizabethan plays, with almost identical 

projecting stage, simplicity of scenery, gorgeous cos-

1!. Cf. Ibid. 
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 id1osyncrasies associated with the theat~r. 

There is an accepted 11bravo 1' and hiss, which like all 
2 

other customs are simply understood. The old play is 

the epitom~ of convention. The theater in China is 

not just a mirror of mankind, tho~gh it embodies the 

ideals and reflections of the people; nevertheless, as 

has been said, drama also presents aspirations and a 

means of escape. Above all the theater is a social 

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. :f-1ere are two 

main types of tragedy according to one author: Fate 

itself the dramatic attentio~, found in Greek tragedy; 

and interest in the character in the play. The latter 

is the type of tragedy found in Chinese drama unless 
3 

nobility and sublimity could be called so. Hence the 

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

1. Cf. Zucker, A.E.; op .. cit., p.l96 
2. Cf. Arlfngton, J.C.; op. cit., p. 31 
3. Cf. Zucker, A.E.; op. cit., p. 3 



righteousness always wins, the effect cannot be complete-

ly depressing. This is an indication of the type of 

people the Chinese have ab:ays been. No unrelenting 

pessimism dominates the thought and philosophy of any 

indi vidua.l. Dr. Hu Shih says that the Chinese need a 

conceptiOn of tragedy instead of the eternally happy 
1 

ending. 

(Japanese plays on the J;er hand do have a far 

greater tendency to portray pure tragedy, which may be 

related to the practice of hari kiri Y.rhich is not as 

popular a retreat from reality in China.) 

b. Comedy 

Perhaps one reason for the apparent balance of 

temperament in the Chinese people is their keen and al­

most child-like sense of humor. Again leo/us remember 

t_hat the very name for theater, hsi means rtto make fu.n 

ofn. It would be unfair to v;rite of the Chinese in 

any capacity without presenting this outstanding nation-

al trait. So far d.oes humor appear in the drama of 

China that there is no play vvi thou.t at least one sparkle 

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

1. Zucker, A.E.; op. cit., p. 180 
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humor in acting that even Christians cannot seem to re­

frain from introd.ucing the ridiculou.s.element into a 

supposedly serious play. This factor is the major 

objection expressed by Western leaders who have tried 

to use drama as a means of relig.L ous presentation. The 

Chinese improvise so readily that humor (which is so 

natural to them) creeps in unawares. 

One author speaks of drama as the reflection of 

the race: 

11 The Chinese theater is one of ,nasks and of 
characters created and defined by ancient 
traditions. It is this which brings it so 
near to the antique theater, the nzystery 
plays, the 'comedia dell'arte', so near to 
all forms of theatrical art which are not 
the expression of ivid personality, 
but the reflection of a race. It is an 
art which thus seems to exj)ress 'the ,-!'!oral 
traits of a people." 1 

This excellent de script ion of the theater s e ess-

ion of the people themselves reveals ho'N :'hinese drama, 

an art in it self, does portray the cu.l t u.re of the Ch.i.nese 

pe , though botu"1d by convention, are able to 

laugh t the tears of co~n.mon suffering. 

1. ~uoted by Freyn, H.: op. cit. ?· 42 
(Fro;n the face by Jacovleff ~>.lexand.er. ) 



2. The actor and the Art of Acting 

In the st, nthe play's the thingn, 
1 

le in 

China,. he actor's the thing." Trained rigorously 

fro(::t c ldhood in the theater, an actor becomes master 

of his art. S training begins VnLen he iS SiX years 

or even younger. He learn acrobatic feats first: 

he raust walk out in the open air for an ho11r every day 

with his head thrO\'Itn back and his mouth open to strengt 

en his voice, and he must have a special diet. ty­

six a.ctors make up one company, and each of them must 

learn from one to two hw1dred plays, pe rfect1y, !'or 
2 

there is no prompter on the Chinese stage. 

This severe training of the actors in China 

teaches them to coordinate their muscles and mind: 
·~ 

adopt traditional patterns, and conventiorls; and en-

courage them to make their own contribution to the 
3 

heritage of the stage. 

1. Leung, G. K.; China Journal, Vol. 6, p. 9 
2. Cf. Spencer, Cornelia; ~:iiade in China, 1943. :pp.l67-l'i5 
3. Chang, ?eng-Chen: The New Drama and the Old Theater, 

QIA~"''* In B. Laufer; op. cit. , p. 328 



Even modern audiences are contem..ltuou.s over the 

former types of actors because they represented the il~­

hterate who openly ignored the time-honored moralities 

of the people:. 

The actor's lack of time to study,anything else 

has been one reason for his ignorance in the classical 

learning by which the scholars judged the_ learning of 

others. 

In Japan there has alvtays been a great veneration 

for actors, while in China as in old Rome, the actor has 

always been the object of contempt on the part- of scholar-
1 

ly men. 

There are two principal types of characters in 

Chinese drama: sheng, or male impersonator, and tan, 

or female impersonator. There are six types of the 

latter. A. female impersonator has a false~to voice which 
l 

is stronger than that of a woman -- but admittedly arti-

ficial. \\fhen 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, 1i'U'. Leung 

asked: nwould we desert the old to welcome the new? -

1. Cornaby, W.A.; op. cit., p. 60 
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1 
It would be to our own irrevocable national loss.n 

Though the new school has introduced much trick­

ery, bright nitrogen lights on the stage, and foreign 

lace, it has been said of Dr. Mei Lan-fang, who is doubt­

less the greatest modern actor in China, rrHe cannot 

in the end, however, abandon old traditions, from which 
2 

it may be understood how powerful the old school is.n 

Acting editions of plays are seldom obtainable 

and if so, seldom reliable, for actors change their 

script to suit their tastes. nplayers themselves seldom 

learn from books, but from one another, and if they 

learn a part, they never forget it, but will play it 
3 

at a moment 1 s notice." 

3. The Use of 1ifu.sia 

Westerners are apt to look down u~9n the penta-
• 

tonic scale, and upon melody to the exclusion of harmony, 

as a means of musical expression. Actually music has 

played a significant role in the history of China, and 

some tunes date back to the earliest recorded history. 

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

nThe Chinese ear can detect in an instant the 
style of singing or m~sic in a play •••• The 
Chinese say that 'm~sic is the soul of art.'; 
and that it 'calls o~t 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." 1 

Of primary importance is music. Real lovers of 

drama go to hear rath~r 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 is seated in full view of the stage, 
,, 

and is almost actually on it, the hu ch'in or Chinese 

violin, its two strings being bowed with a horizontal 

movement, is the leading instrwnent for the vocal 
2 

accompaniment." Drama is classified by the type of 
3 

music which it employs. 
·ic 

The fact that nJne 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 ~ffairs, 1929, p. 178 
3. Cf. Zucker, A.E.; op. cit., p. 10 
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One can trace the melody of m~sic back to Con-

f~Ci ·US. In 341 A.D. when the Chin memorial was pre-

sented to the throne by Ku Ch 1in, they fou.nd that 71 the 

melody of pipes might inspire the hearer to Just deal-

ing, and the sound of horns, in union with propriety, 

while the mingled note of silken strings 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 
1 

manners toward a condition of harmonious joyfulness.n 

Confuoi JUS speaking of music in the ancestral temple 

account of worship said that it harmonized the family 

into affection. 

It is characteristic of Pekinsdrama, as is thought 

true of ancient Greek drama, that actors spoke until 

their emotions became aroused to a high p~lich, where-
,.. . 2 

upon they poured forth their feelings in song. 11We 

modern Europeans and Americans seem to have given up 

the idea of music as a means for developing harmonious 
3 

and moral souls." 

Tragedy and comedy are musical terms in China; 

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

nto hear the theater." 

1. Cornaby,: W.A.; op. cit., .P• 66 
2. Leung, G.K.; Public A.ffairsrp 1929, p. 178 
3. Zucker, A.E.; op cit., p. 192 
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4. The Use of Symbolism 

Convention and symbolism are two of the most 

proper terms nsed to describe the Chinese drama. The 

arrangement of the stage, the properties, and even the 

actors themselves are often symbolie. 

As will be port·rayed 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 andience to note 

his appearance, before his actual entrance. 

bolie: 

Old tradition held certain colors to be sym-

yellow -- craftiness 
light yellow --Emperor and royal family, also 

uprightness 
red -- honorable and respectable class 
blue -- virtne and kindness 
white -- yonth 
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: 

cart 
water 
wind 

lantern -- night 
oar -- boatman 
wheel banners 
water banners 
black banners 
chair on side of stage -- no longer a cha1r, but 

a mound or stool. 2 

1. Arlington, J.C.; op. cit., p. 19 
2. Ibid., p. 41 
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Characters and their, .actions signify certain 

meanings: 

A woman dressed in black -- poor woman 

Certain masks designate certain types: Clown, 

scholar, villain, demon, etc. 

Again, imagination and background are necessary 

to enjoy a Chinese drama. If a man carries a riding 

whip, and galops across the stage, it is obvious that 

a horse and rider are implied. Simplicity is genius. 

Here again is evidence that Chinese drama is a fine art. 

5. Drama's Relation to Literature 

To compare drama with other forroo of literature 

in China one must have a general picture of Chinese lit-

erature in 1nind. It has ah,rays been in classical form, 

not in vernacular. The scholar has alwa~ been the 

highest type of individual -- even so portrayed in the 

theater. and the highest 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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some of the other Chinese arts, for example, landscape 

" painting and lyric poetry •••• Yet, though poor, the 

Chinese actor has at his command consumate skill to 
1 

hold the mirror up to life, n says one v1ri ter. 

:rost well-known 11lays of China have three edi tiona; 

one that is read, one that is learned by the actor, and 

one which the actor actually gives under the stimulation 
2 

and inspiration of the audience. 

The language of the play does not attempt to 

arouse passion or pathos. Thoughts, however important 

and sies'Ilificant, are always expressed in a commonplace 

way. Gesture, caricature, tricks of tone, and suggestion, 

turn the Vlork of the Chinese actor into an art differ-

ing from that of a Vlesterner who learns his part word 

for word. The Chinese dramatist depends upon his o·wn 
3 

sensitivity to respond to the attitude of 1he audience • 
• 

Only a few :present-day innovators consider the 

drama as literature. Dr. Hu Shih says that the Yuan 

dramas were far superior to others because of their 

poetic diction and conte Dramatists and n~vsl ot 

the best writers in Chinese literary history, 

1. Zucker, A.E.; op. cit., p. vii, Introduction 
2. Cf. Spencer, C.; op. cit., pp. 167-175 
3. Ibid. 
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but drama '.'!as t peo • An eresting comment 

.might be ins here -- China's literature -- in-

ch:tding novels plays -- is the lea obje ionab 

m.orally, of that of any nation througho hi ory,whose 

civilization is continuous today. Policernen a'lways have 

reserved se s at the theater. Gross immorality real-

istically presented is rigorously forbidden. There is 

no question of nudity .on the Chinese stage., because it 
1 

is never found, and appare ly has no appeal, though ~~. 

Cor:naby says that crude, licentious theatricals are pre­

sented on the country stages in the evenings, in places 
2 

remote from official censorship. 

"No Shakespeare 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 stage 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 pet~fication 
which attended the older arts. It has 
succ~ssfully resisted the influence of alien 
European dramatic tradition.n 3 

£. Cf. Cornaby, ~.A.; cop. cit. 
1. Cf. Zucker, A.E.; op. cit., p. 90 
3. Fitzgerald, C.P.; China, 1938, p. 490 
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D. Evaluation of Chinese Drama 

It is scareely fair to speak in positive temporal 

certainties when one is dealing with a country which is 

:mdergo internal renovation yet as • De1~assures 

us, change is a most ce ain reality. Hence, thro~gh 

the changes which have effected. China have come rather 

specific trends which do combine to influence the thought, 

art, and actions of the people. 

· Dr. Y. Y. Tsu. has made the remark that: 

nThe trend of thought in China today is 
realistic, scientific, and humanistic, with 
emphasis on the social objective, 'The grlat­
est happiness for the greatest number'"• 

Throughout China's history of philosophy the inner 
w\.ic.h 

life was emphasized, a fact "tended to establish a nspirit-

ual civilization.n Europe on the other hand, during . ., 
l 

these past three hundred years has emphasized 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 Western civiliza-

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

1. Tsu, Y.Y.; Trends of Thought in Religion in China 
Today, 1938 
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an adequate philosophy of life is needed. Instead of 

religious faith there seems to be collective responsi-
1 

bility. 

As has already been shown, the influence of the 

West upon Eastern drama is tremendous. One Chinese 

writer observes: 

"Now prose plays are being written reflecting 
on life in the present day's complex social 
situation. For 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
strictions, the exultations and disappoint­
ments of romantic love, and the indignation 
and resolute courage in facing the invading 
foes. New life ixperiences demand new forms 
of expression.n 

Modern experiments are directed toward simplification, 

synthesis, and suggestiveness. 

There are two main schools of thought concerning 

the new type of drama and its introduction into the life 

of modern China. 1!r. Johnson says: 

"What the Chinese love best to see on the stage 
is a sort of fairyland, something to take 

1. Ibid. 

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 is 
true to life." 3 

2. Chang, Peng-chen: op. cit., p. 337 
3. .!ohna® ~ ~'-*G't§')d • by ·:B'rcayn~ 6~. e-i t. p; 60 
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After World War I there was an influx of w·estern 

play subJects with prolific translations between 1925-30. 

A few stern plays were more popular than the Chinese 

plays, and are so today. :Mr. Leung says, nchinese play-

wrights have produced little that can be used on the 

modern stage. 11 luos t of the modern plays lack HsouL rr 

Mr. Freyn suggests: nperhaps the break with the past 

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

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

ula.r favor. tr From people accustomed to a drama that 

was a process of extracting essence from actuality, 

the realistic school would arouse no lasting response. 

Those who really enjoy the modern theater are those 
3 

educated in Europe, and they are few. 

In the other school where the trend of thought 

1 

is more liberal and actually tends to outmode the old­

style music drama, are two bitter criticsJ~ Dr. Hu Shih, 

(who was instrumental in introducing vernacular text-

1. Leung, G.K.; Asia, Feb. 1936, p. 104 
2. J!,reyn, H.; op. cit., p. 58 
3. Ibid., p. 66 
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boo)J:s in the place of the old time classical 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, 

grad\lally overcome. Useless survivals of certain con-

ventions like military plays, falsetto speech, musical 

accompaniment, and the like, should be cast out of 

Chinese drama, as the nasiden was thrown out of Western 

drama, he insists. Besides a new conception of 

tragedy, (as has already been referred to), Dr. Hu Shih 

feels the Chinese need a conception of dramatic economy. 

Dr. Soong, formerly of the Peking National Univ­

ersity is also derogatory in his criticism of the music-

drama. He calls it: ncomic opera, 11 a burlesque, and mad 

house. He suggests adopting European tech~ique entire­
} 

ly, so equipping the stage that the theater will be pre-

pared to be a powerful instrument for new doctrines and 

modern ideas. He insists that they presant life in-
2 

stead of morality. 

1. Cf. Freyn, H.: op. cit. p. 65 
2. Cf. Ibid., p. 66 

1 
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Both of these gentlemen have been educated in 

Europe and in America, and have become acqllainted -vvith 

the stern stage and ways. ~,!J:r. R. ::&'. Johnston cri ti-

cizes the Chinese play 11 for neglecting modern conditions 

and problems, for being out of touch with everyday life, 

and for not making the slighest contribution toward an 

intellectual awakening.n But he concedes the in-

flence of the stage to be an ethical force, with its 

clear definitions of good and evil, and re~ard and p~~-
1 

ishment, though the latter, he says, is not true to life. 

::itt'. George Leung }:lolds the niddle view between 

these two more extreme views, and expresses it in a per-

sonal 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 
Chinese art, nevertheless claim that it is 
an unsuitable vehicle to express rnpdern as­
pirations. Modern youth, they be!'ieve, no 
longer desires poetry and escape in the 
theater, but reality and inspiration. n 2 

The drama of the future is tied up in the fate 

of the whole of Chinese culture. The future will be 

what the Chinese people want it to be. As one puts 

1. 
2. 

Cf. Ibid., p~ 49 
.Leung, G. K.; Asia, Feb., 1929, p. 103 
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it: na nev.r order is bound to arise from the present 

chaos which v,rill reconcile the traditions 'of three 

thousand years and the aspirations of modern hu.rnanity. n 

Mr. Leung speaking of the new dramatic material 

states: 

"Writers 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 b recently been :plot1ghed 2 needs much fertilizing and careful planting.n 

Here is a people, steeped in the conventions and 

1 

traditions of their ancient rich ritage, suddenly chal-

lenged by a new and effective lNay of portraying reality, 

searching for a vi tal 11hilosophy of life adequate to 

meet the staggering needs of their souls. It would 

be an irreparable loss if ' erners, fro~ whom the 

Chinese first got stern along with other contri-

bc.tions, do sieze this tool indigenou~•to China, 

fit it, shape it, according to modern lines -- not fcl!'-

tti the old conventions and use it for a pot 

force to challenge individuals into the highest way of 

life, and the only adequate philosophy. 

1. Freyn, H.; 
2. 

op. cit., p. 67 
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E. Summary and Conclusion 

In s,nalyzing the dominant religions of China, 

to discern its contributing factors, Confucianism, 

Buddhism, and Taoism, were found to have lent con-

siderable atmosphere, and even motive to the plays. 

The culture of the st effecting China in so many 

fields, had its inevitable influence upon her drama 

also. 

In the study of the characteristics of Chinese 

dran:Ja, two types were discovered -- the military, noisy 

play, and the civil, quiet play. The Chinese stage 

was seen to be like to that of Greece and England (both 

Elizabethan and Shakespearean) by different authors. 

The Chinese actor, highly trained and specialized, was 

found to bear considerable influence upon the conven-

tion of the stage. ::usic which is the b~kground of 
"' 

every Chinese play, vms discovered to be indigenous to 

the very life of the people themselves. ::rany stage 

peculiarities in articles, actions, and colors were 

fou:nd to be symbolic. 

Drama· in China was abvays written to be acted, 

and hence much of it is in the vernacular. It was 

found that it thus had 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 fie 

was found to be open to better dramatists at the present 

time. 

It was apparent that the drama in China is the 

expression of the culture of the people. Without being 

totally depressing, their tragedy is as it appears in 

life -- not \LYJ.relieved by comedy. Indeed the Chinese 

is 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 improvisations 

and spontaneous side remarks as well as in the very 

content of the play itself, which is often extremely 

hwnorou.s. However, Chinese drama as a whole cannot 

be divided into tragedy and comedy, as is the drama of 

the West. They are elements ,rather, of ~he expression 
~· 

of the culture of the Chinese people. 

In the general survey of the various reactions 

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 



national art, while the new style drama with its real­

istic 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 • George K. Leung who feels that 

there is a tremendous opportunity in the European-style 

drama in its ability to portray present problems, and 

in its use a.s an educative instrwnent, though he laments 

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 values inherent in Chinese drama which 

may be inculcated into religious drama in China so as 

to make it more appealing and vivid for the people par-

ticipating in it. These values will be ~iscussed in 
~t 

the following chapter, with suggestions as to their 

use. 
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A. Intr tion 

Chinese d.rama has been reviewed th the object of 

obtaining a deeper understanding of its background and 

significance. In order to determine its effectiveness 

as. an instru.ment of e lism, it will be necessary first 

to discuss the nature of evangelism. The value of the 

dramatic method will then be considered to discover the 

potentiality in that method which makes it adequate for 

the i ortant sk of evangelism. 

The sotlrces which will be .nost frequ.ently Ltsed are: 

Those concerning evangelism: :;,~ott, zwemer, and Pat on, 

all aeti ve in the Christian World, and authors of numer­

ous books dealing with the subject of evan/elism and the 

foreign mission enterprise; Loomis whose workwith drama 

is outstanding; Overton, whose book on drama in educa­

tion is authoritative; Be s and Hawthorne, and rris, 

also experienced authors in educational dramatics; Hubbel 

and Beaty, dramatic historians; Fred Eastman, outstand­

ing drama tic instruct or; JJiarie Adams, missionary, exper­

ienced v1i th religious drama in China; arlington a...'ld Leung, 

authorities in the field of Chinese drama. 
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B. Basic Factors in Evangelism 

1. Evangelism Defined. 

In this day when the church has had to face su.ch 

gigantic social needs and demands, chu.rch men and. women 

have had a tendency perhaps to over ress the social 

message of the ster to t lect of the preceding 

part of the eat c ich gave, 'h ll 

of course, fo.ndame al sti ~or the second 

and :m1st precede it in act life. 'I o quote Dr. 

HThroughout the long centuries both Homan 
Catholic and Erotestant men of God have 
agreed that primarily missions is not a 
philanthropic or political or secular work. 
It is a spiritual and religious wo • It 
deals with the other-worldly and the eternal 
values. It is to preach the Gospel to make 
Jeslls know.a to all men; to evangelize the 
nations; to carry the message of salvation 
to every living soul.n 1 

is 

part 

Zwemer: 

The :&:ncyclopedia Britannica defined vangelism as 

that term which nstands for a certain interpretation of 

Christianity emphasizing the objective atonement of Christ, 

the necessity of new birth or conversion, and salvation 
2 

through fait h. n Dr. adolph Keller has pllt it thus: 

1. Zwemer, Sa:-r1uel ~~r.: ' . . , '· . ~ :_:-:. 
2. :encyclopedia :Sri tan:nica; Vol. XIX, p. 240 
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rtThe central t me pre sent 's preaching is t 

Cross, t homable depth of the t 

tL>J.fathomable depth of God's love as revealed in Christ 
1 

who died for us that we might live. n 

of Denr~ark makes the statement: 

Dr. L. P. Larsen 

nEvangelism is the work which ai.ms at giving 
men an opportm:;.i ty to know the Gospel of Christ 
as 'the power of God unto salvation.' Not to 
k'.aow and receive vlestern form of civilization. 
Nor is it simply to the teachings of the 
Christian C ch and to adopt its form of life. 
This work may be done by preaching to men the 
go news and by giving them, vrhere ;ossible, 
such relief as they need in their lives. Both 
these ways were followed by Christ Himself, 2 and were set by Him before His disciples." 

Dr. John R. ~,Iott defines the core of evangelism: 

n:rhe core of evangelism is the presentation of 
the Gospel -- the Christian message that God 
loves mankind, and has sent His Son into the 
world to save men through the life, death, and 
resurrectioll of His Son and the indwelling of 
His :::Ioly Spirit. The Gospel concer:Q.s the in­
dividual ••••• it involves the redi:lection and 
remaking of his life.tt 3 

In short, evangelism is the means of commu:a.icating 

the message of the Cross to individual people. It is 

the call to repent, to con:F.ess sin, and in the light of 

the Cross of Christ and His resurrection, to live a new, 

abundant, and purposeful life in Him. It is dynamic, 

not static. 

Keller, Admlph, Quoted in zwemer, S.I.; op. cit. p. 
studies in Evangelism, ed by -_.villia.m ?aton,l938,p.49 

3. Ibid., PP• 53-54 
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As in the first century, so today, t power of 

ly Spirit is active in world, and evangelism 

depends upon t s power, and not upon man's ingenious 

ability. 

hy e 

Spirit, 

2. rn 
J. 

t 

To a 

her, fnan 1 s ability can be used to its most 

yie eel to t 

cific .Appeal 
se Fe ople 

is the 

the E 

• 

stic 

of poverty, disease 

t 

ss to 

drabness, 

such as that of t ordinary peasant in Jh.ina, e SIJecially 

since the war, the message of futctre hope is !l1ost welcmne. 

F hermore, since Christians are in the :'Jinority in China, 

the assurance of a constant Presence and sou.rce of strength 

ridicule, criticism, iillcertain conditions, is 

,nost appealing. To a civilization culture in 

the 

t 

},i 

ance of anc stars 

i vi.d 

as 

' t 
•. + lll ~ 

n steri t~r .l::' 

x-·G .li ion 

:}ospe 1 of 

is t e re .euost a 

so (~ 

'"' 
(' V> tely 

•• ?'t "'·"l(~ '170 h ..l>::l 

sus _.,hri s 

As an o tcome of t nc e of Ghrist iani ty, the 

Ne Life .:..Iovement was e sta blishe d tn .-h1na. It is an qct i ve 

not· cificallJ to us. Its .;;;rin-

ciples are basically C istian 1: ir is on beco:ning 
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a new individual ly, po tically, c • 

In t C ist mes of in Jesus , this 

t need c. 

s s Thoughts on religion re ews the cen-

trality co te.ness of the e i • It 

lied to China 1 s IlB 8 d! 

Hence in e lism t e runs t 1~a1 t 

meets needs of every indivli.Ldu.al, China as 

'vvell as eve re; Jesus carne t t .:1an ve life, 

ve m.ore ly :rJesus Chri same 

ye erday, to ver. 11 

3. T Effect f JJ"' isrn on .I?ersonJl.lty. 

Ever since the s t hrist at c 

on tl1.8 hi 8 S:a1~i e 1JG GC\US 6 of lliS tra ive person-

y, and down .... t es, " ve 

met Cl1.rist f'ace to face and have teco;::J.e t n:aea.. 

T s is sti t te of e ctive e 1ism. S ve 

e s of s transf ion d i sot:tssea.. 

" J... cit., p. 3 
\7S ~3:8 



hf", 
-1\'..c ~"'-

. a. ional 

1 reaction to over- i ism t e 

nsive revi s .a:.:1e ca, tb.ere 

arisen a of cau. on many c 

e ion be t e in re ou.s faith to 

the exclusion of intellectual r and.ing and rational 

t • 'I here s developed an idea among non-e ch 

ople on t other , that rel on is all ion. 

h p:robab is between the two. ss rel ou.s 

faith tou.ches the epest e ions of men, ously 

In a current play a ly endeavors to a 

indoctrinated 

No one in the i ession on for 

t thod is 1 a 

essive te c rea zes be can ith 

t DS S makes him c • vJhen the child 
1 

br down and vveeps, he becomes teachable and reasonab • 

The avenue of approach to an individual's deepest feelings 

are tlu,ouf:h his emotions. Evangelism provides a trans-

ion of an individu.alrs deepest being, and there 

;;:mst be associated to some ent with the emotions. 

1. Tomorrow the -~~~orld, by James Dow and .Arrn.and ll'usseau. 
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b. The Stimulus to the Development of 
Personality 

it is ego-centric, the personality finds it-

self bound by limitations. It is c d, and not satis-

fie d. when that personality in transformed, t 

opens be him the plan of His C or for his life. 

Satisfaction comes with having a purpose in livi • It 

is a dynamic rather than a static satisfaction, for his 

world becomes more than the world about him, 

his social responsibilities in the light of 

he sees 

Christian 

conviction. He is no longer living for self, but for a 

greater purpose. As • 1,rott expresses it: 

"The Gospel likewise and equally ;neets the social 
needs and problems. ..cian cannot live in isolation. 
Social adjustments are often as Lnportant as per­
sonal integration •••••• Jothing less than the 
carrying out of the will of God fully in all the 
relationships of life can completely express the · 
idea of l<ingdom which :Jhrist taught :nust be the 
object of the quest of ~is followers1M 1 

There is no static platit e in the evangelistic 

mes , and therefore no Inarking time for the personal-

ity ch has been transformed by • Spi living 

u.ld spirit l1.al ; t t trans d indiv-

idu.al grows by constantly meastlring his life by that of 

the Ideal -- Christ Jesus. In the words of st. Paul 

1. J:Jiott, John R.: Eva.ngelizine; the 1iorld in. This Generation, 
.P• 30 



1.vhose y nearest approached that of his ster: 

"Not that I have re 
b ssing on to see 

d perfection, 
if I 
ured 

ure 
I 

is 
es ahead, 

the prize to 
calls us 

:ne, 
I am pressing 
vvhich God 

• n 1 

lisro, to be effective, then, must have in its 

message the stimulus to Christian growth, and development 

of the personality in all relationships, both to God and 

.man. 

C. :Basic Factors in the Dramatic .iiiethod 

1. The Effectiveness of Drama as a hod 

One need search to discover how many agencies 

are using drama today as a means of corrunt.:L.'lication. In 

the educational world it is used for instruction; in the 

political world, for propaganda; and in th( a~usement world, 

for entertainment. • I!'osdick, after much experience 

in using drama in the church of vvhich he is the 'ninister 

says, "We cannot leave to the monopoly of Secu1ari an 

agency of 
2 

dr.ama. 11 

1. St. .fa 

2. Ale 

a so to serve the spiritual life as 

: Ehillipian.s 3! 12-14 (An 
tion, Goodspeed) 

er, P.C., and O.P. Goslin; 
:Jrarna, 1930, p. x 

,;orship ~hrough 



, 

-62-

A teacher in India, -one who has had much ex.:perience 

in using drama, delineates three major characteristics of 

drama as a method: 

(1) Drama is a com.:posite art, requ1r1ng for its 
full ex.:pression 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
strwnent for the convergence of ideas. 
(3) In consequence drama can be, Wlder right 
conditions, an equally .:potent Jnstrurnznt of moral, 
artistic and intellectual deg~,ation. 

The essential value of drama is well expressed by 

one author: 

nThe essential value in the dramatic technique is 
that ideas are made so concrete, facts become so 
vivid, that an indiv.idual shares the experience 
of the dramatic presentation, and it becomes a 
real and significant part of his thinking and 
feeling.n 2 

The Greeks thought drama so significant that it was 

maintained in Greece for nearly five h~~dred years. Its 

great contribution was an aesthetic one, bft the state 
,. 

considered this so important that by law all business was 

sto.:pped during the plays, all law courts vtere closed, and 

all prisoners were released from jail. Interestingly 

en·:;ugh, the cb.ief seats were reserved fJr priests ( 

1. Cf. tch, :.G.; 1or the Village 1eecher, 
~eaching India, ~ec. 1931, .:p. 84 

2. alexander and :J-oslin: op. cit., p. xviii 

oting 
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t religious significance of the plays.) The res of 

this de ion to drama 'Nas that Athens with a _population. 

of thirty t 

h a p 

gave the world more great poets and 

ed States in the same 

ion of one d eleven 

h of t 
1 

llion. Another 
' 

author s: rrs e first t et Aeschyllis rol d 

t hills of s, the function of t 

been e 1, an ancient and noble sense, re-
2 

ligious.n 

Drama is inevit le because it is so nat • 

s. Overton serves: 

dai 

ly 

on secures a natural re­
res~anse is meant t in-

is secm'ed because it arises h-
in consciousness as it reacts to its environ-

instead of being arbitrarily im;)Dsed by 
some other consciousness. Artific 1 in­
terest, on the other hand, comes into exist-
ance by some special act of her .:person 
rat r than by the natural course of ev s. 
~rti c 1 interest cks essential perr,1an-

life. 

isfying e 

erc arom<e thr Ggl;,.,t 
association th t an~ 

self-per.];Jet 
ne nat c1ra 1 

for loveliness to brit;hten the ·1onot o:ny of 

en r d o~f t reverent and 

ience of re.:Li ous ritllFtl, he 

to satisfy hinself \'Tith such . ,._ t't lOtlS SU;.;S l es as the 

1. Gf. shnan, I' red: 

2. 

3. 

~~:) s' A--\Y :] • : ::11'3 
ns.tional Journal 

Vverton, Gr8_ e S.: J.J::·::1.::1o., 

28, 
ion, p. v. 
2ou ain street, ter-

,'~'tloi:t, _'eb. lS4.~, p. 14. 
irr tion, , pp 70-71 
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.... lt.ense 1 revival ~1.e:et e ·:::1ons t t are 

• era ns.n for a fied, 

bea i to 

s re onsi h '/6 s ' t 
1 

s non- t ,:ical h a VG.l o11-tT :-~ "'. 
t c t o f d r a :.:m s J p r J no t1nc e d , i t i s no 

er t t :t~rot st G ch t ay is r«eali t 

potency of t s ::tet of e s si 011 c ion of 

a ss , and is its te qu..e • 

~na is versally e ing is an obvious 

E eve 

is li ::1en are all creatures whose business is livi 

Indeed, li can become so vivid on the stage tha~ 

lives in t audience as well as a:nong the cast are often 

afrected, with an eternal significance. 'fr. f.Jevvey, in 

spea of t 

s th ·nen in 

action rat r t 

bu sets 

" 
versal appeal of drama says: nDrama 

ou.:ps, and men action. I 

us. 

it. It does paint 

It shows us man's interior 
2 

nature itself o as an obje ive fact.n 

1. ef Lo s: op. 
2. Dewey, John: 

cit., 
Psyc 

op. 

.P• 14 
logy, p. 321, 

cit., p. 82. 
ted in on: 

ct. 

• 
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er ness t effectiveness of re-

ligious ]7 t told of a t 

e in 8 c sermon w'a.s a re 

part of the er ay eveninG se ces. S.:his BX-

peri d r t e years the re t 

the e ion of a increased to the capac y 

of the church. Eighty new ,ne rs joined the c 

and scores entered into the activities there. 
1 

ving 1vs.s tnultipliecl a.l"1ost ten times. 

:n 
..L c 

To the C se, regardless of u.nd or educa-

tio~, the appeal of iB especially gre , as has a.l-

ready en inted 0 As a i:JeOJ:J t " • ' 
·~ se are 

OLlS e r + ., learn !.,.. >j there 

resp re ly to drts.~rna. ing an no us , more-

over, dra'ua is a more natural LJeans of approaching the 

Chinese than other more forei methods. 

3. The Effect of Drama ona Uty 

a The Emotional Element 

Since drama is such a versal avenue of appeal, 

e ecially to the Chinese, the following stat seems 

to explain the innate reason: nThe the er today no 

1. Cand r, ha: The Drama in the ligi ot:ts Service, 
1922, p. 46 
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r s its appeal to ins·t inct s -- it serves · 
1 

as a irnulant, an excitany to r ions. n A..YJ.other 

author in ing t use of in the teaching of 

religion clares that as soon as the dramatic method is 

used, an ional qllality becomes infused into the ideas 

to be con1n.1unica ted. ]'or e 
2 

tween ~acts and life. 

ion is the connecting link 

When one is aware of the psychology of the ·c 

one realizes the tremendous effectiveness of a go play 

when it is well done. ~he great characters of a play are 

motivated by e ion rather than by reason. Indeed, if 

the emotions are not stirred, the potentiality of drama 

has been ilized, for t really at play is one 

that first profoundly stirs one's emotions, then dire s 

them by the p~Ner of some great idea. The theme pro-

gre sse a by logical action pro~npted by genuine emotion. 
in 

Si:nc!/evangelism, as has been said, !motion plays 

a rna j or part , ,with its potentialiti of touch! 

t e ions, naturally lends itself to the conveyance 

of the gre challenging Jhri ian mes • 

1. r :. o p • c it • , p • xi 
2. Cf. Overton: op. cit., p. 115 
3. Cf. Ibid., .P• 131 

3 
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b. :r st velopment of sonality 

Among inhe values using is t 

effe it has L1.:pon the personalities of the actors and 

of the nee. actors are not merely entertainers, 

b are a grot~p of people working with a purpose. 

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 as a means of expressing per-

sonality, • Devvey says: nrt co.nswmnates ••• the range 

of fine arts, because in dramatic for.ca ;,ve have the high-

e ideal of self, personality d.isplaying its.elf in the 

form of personality. The id.ea and :node of embodiment 

are both personal, and beyond that art cannot go, for in 
1 

this man finds hi:nself expressed.n 

only is personality e ess 

but it is o developed. ssi s done a 

at deal th t of witnesses to the response 

,nost gratifying. ung ople who wo not 

re d spiritually any other way, were profoo....>1dly touched 

b.y the dramatic approach. sonality ssion and de-

velopment are both revealed in r experiences: 

1. Dewey, J.; ed in Overton: op. cit., p. 4 
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One girl is now do an standing piece 

work in the ve1nent in .~e C na, after play-

i of Isaiah 1.• '~ ...\..J. a play came to this ssionary 

ve t s te Lnony: 

"I ve had a erful experience tonighti I 
come om a Christian farn.ily arn a fo 
generation Christian •••• 4;zy grandmother, you. 
and others have longed for me to see God's call 
to Chri ian wort. Tonight is the st time 
I ever really answered God's call to me. AS 
I '~i1ras answering God r s call to Isaiah there in 
t play tonight, I was not irn..rni ta ting Isaiah, 
I was answering God•s call to .me. I forgot 
every thing else. J1.1st God and I were alone on 
the stage. From tonight I am in God's hands 
for whatever He vra.nts me to do. n 1 

.lu1other girl who havine; been part of the audience of 

t same play, and who had been drifting spiritually for 

ten years, told t missionary: 

"God has never been a real person to me till 
tonight. As I sat through that play I realized 
for the first time what :ny sainted preacher 
father and you. l1ave alyvays said to n1e. I 
know now that God can be a real presence, nearer 
than breathing. I a,n going out fro~ this night 
on to find in a deeper way. 11 2 " 

In one play the director had placed in the part of 

the rich yocmg ruler a boy ViJho needed to play the part. 

He played it so vividly that many young people ere were 

into a deeper re ionship to ist. m that 

day on .J:HWple noticed the t:cansfornation t lad himself. 

1. : S.J,Jiri tctalizing Jhiwsse Youth 'l:hro 
.Liramat ics, Chinese .;;~ec or r, 1 6 

2. . ' 



had + + re " "' or: nr wan to t y Ll 

;"Xl6 t t~,r to in this p • 
~- :/:) L 

0 J. 1.. 

that I can never t sa::ne again. orn t 
1 

I've s to Jesus t." 

A. sma child was in one ~lay the son of a se 

ary • At home later, n his her reao ed the 

success of the play, s ssin.s co umes lights, he 

broke in: "But Daddy, you have forgotten t most im-

p thing: If we in the play do shovv the sp 

of Jesus, t se who see it not arn to love Him. 

I'hr the times of quiet prayer which came nat 

t 
2 

d t of t this ehi ailed 

t t • ter, t 

,pe eno 1 s • 

ent thin r::1an 's o 1 sire 

to act, t copy, to ere e, a to live in i<nagination t 

li that is ed hL1 by the bo s of 

ity. 'I: his ic is e ssed r ly at 

di staces in li ..t.l.t fi it is scarcely per-

ceptible, b as it matu.res, it becomes a p force 

t de vel of rsona li ty. is a ru-

in t 
., 

d te~-:tc r's s :naking t .L h vi 
3 

re on to life. 

1. Ibid., p. 357 
2. Ibi&., p. 358 
3. Cf. tts and horne: op. cit., p. 232 

' 
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of 

ers of this to act 

rs 

ies .p t1S ~ 

t 

a.evel 

this 

has been 
ch or1e 

play is not truly er the 

still in the pres i 

can 

vious that e values are 

ed., an ad t at st 

edtw i value 11 fo in t formal, pri ed 

play, er is analyzed, as is tracec1 t o 

t vel of t pl a Llall~l ~ived by .L 
t. 

" 
a or every SOillE3 of +· .... f)Cl+ ant cisions • 1,. ,.~J..,o v 

~nust - people between t s of een 

t • In a well- S6J:l t a:ns",ver to a par-

tic o.1ay be ~lined. es 

: nAs r t relative e ional va 

of t types i c Date rial, \.'e f 

1. :0 sA.: dorship 
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ves 

ts, t 

s of its 

tre 
s 

f::.t• 
'-'• 

ions, 
(,0 "'! , i"t' 

"" C:..J... .J.,J 

d plays 

st 

• 

ve been 
th skill, 

t 

Anot c r develop:ne is that of 

reased re ons ilities which come th ty. 

or says: 

"But even str r and more clear is the challense 
peo.J."'le, 
of the 

of t real nee to the teacher of yo 
especially t se their teens, because 
increased capabilities ch ve 
come h t ars, t r possibilities of 
into t ability to a 
real to il s • 

of the e o:;? nara er e 

tion can be rated, since as a person 
. .,. 

power to enter apprec ive/y into another 1 s possesses t 

3 

persona ty, can bH be able to lp him. ''Persor1al apprec-

iation, and the poy,rer to enter into the lives of others, 

says one hor, nAnd to realize they el and react 

to s uat is an ele of e;r ance in the 

of character that religio!ls ed!lcation seeks to fo er. !! 

1. Ferris, A.B.; op. cit., .P.P• 36,37 
2. Betts, G.H. and 2vi.O. Hawthorne: hlethod in r.reaching 

Religion, 1925, p. 362 
3. Boyd, C.A.: op. cit., p. 4 
4. Overton, G.S.: op. cit., p. x 

4 
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D. Summary and Conclusion 

In scuss the basic ors in evange sm, evan-

gelism itself was fined and its significance analyz • 

The specific appeal of the evangeli ic ;nes to t 

c se people was then discussed. It was found that 

that message meets their needs in an adequate way. 

In the discussion of the effect of evan6elism upon 

personality, several underlying elements were discovered. 

rn 
J. 

iJle SS 

ional ele fo to be outst 

of evangelism is one which concerns the 

as the 

ape 

feelings in humankind. The personality when trLlly effect-

ed evangelism, is challenged to face a new li • This 

new li was found to transform the individual, and to 

lead into a new world of thought and a ion -- life 

with a po.rpose. In this new life that new self w.as found 

to velop and toward the likeness of Christ, and 

thus live more abundantly, so as to be com/ a personality 

better j ed to life. 

T effeoti veness of t ic method YJas t 

ovm. re again, it 1Nas found that tb.e appeal o:f 

was ver: • The effect of Chri ian u.pon per-

sonality vvas discovered to be one which was base1i u.pon 

ions, appealing to the deepest and finest in man. 
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Personality was found to profoundly ed by 

ch was cax>e f1~lly chosen. The dramat-ic inct vvas 

fo to be the drive to the expression of personality. 

It was that by t character educ ion of t 

d c be vel oped, indi vi s 

co arn to face pe spi t-

ually. 

Since as a vehicle of c cation has in it 

the e nts ap_proach ;otentiality of individual 

velopment, which suit the dynamic of evangelism, it was 

concluded t refore, that drama was a :nost suitable means 

of evangelism in China. 
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CHAPTER IV 

PRINCIPL8S OJ? :'HE USJ!.: ,.;JiD I 1Ll.ODLTJTION 

O:Bl CHRIST IAN :DRA;.,J:A. IN CriillA. 

t 
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IV. PH.IHGIPL0S OF USE .tUD l?H.ODUCTIOI'J 
OF CHRISTIAN DH.AMA IN CHINA 

A. Int ion 

With the values inherent in drama in mind, there 

follows urally the practical utility of these values 

th special references to e lism in China. The 

principles rlying t use of U istian drama will 

st be scussed, then will follow a c derat lon of 

the essential e nts to be pt in product-

ion of Christian drama China. ?ossible adaptations of 

c a ele s Ln Chinese drama to C i ian 

be considered e. s ions 11 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. Renee there will 

be included a bibliography for further reyrence and addit-

ional stions. 

Among the sources most frequently used will be: 

.J.\lLartha Candler, and Phyllis Alexander and Omar Goslin whose 

work o:n the dramatic quality of worship is t res of 

experience. The latter have cornpi d a co ection of 

Worship services us drama, vJhich have been ven in 

Riversi Ctmrch, N.Y.; Fred Eastman, noted authority on 
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reli ou.s drama, and instru.ctor of drama. i.n Chicago; Betts 

and and Overton, previou.sly ioned a hors 

sources on technical t oretical al re 

~o the mechanics of .. ing a play; , rnis on-

ary China., VJhose expe ence using drama among the 

youth has proved to be successful. 
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B. of a ian 

As as is the so of possibi ties r 

et t ose of e 8'1 

mited so e. S1nce t ose t s 

st concerns e t nse f consider 

here is only t 0 i vi or ship. 

ch f im.1 of t 0 has B.lvvays 211 to no:.u:'-

ish t a rat ions of -·nan. It 

o ded a ere \tor-

ship of G cl de r of His .:L'erson. 

· .. or ship en man r s highest e 

arned to ~ivify this e e 1108 

s nch means as pi t u.re , c 

e in the I'Ch 

as 
2 

tensely worshipful e erience. 

In .!. face t0 a r• ction "' \.. '--' J.. 

se ces ,.-,-,, ole : "'.fhe l.i + 
' • ~ t, 

, re tlCed to a e:mrcize s o :r" e ion 

a sermon a:c·e so narrow that we are i 

l. Cf. Charters, ssia a.: s 

2. 
1936, .P• 28 

r, ~.:artha: ir1 J ... ""el 
19 , pp. 1 

',' ~~;::! ~'" ,_,, ~~ ,~',' 

it E::lore 

.ions c·:F.' wor-

ed to 

ine t-

the 8 , 
ou.s Se rvio e, 
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1 
re llion against such star ion diet.n Yliss 

r s this ment, and speaks t nevl si on 

of t lJl.Baning t 

of dra1na. for worship: 

"I~ ow t chtlrch 
t s one step 
its ovm transce 

tual, lit 
..li!Iagically, it is 
pent- social sp 

ic s, suddenly 
a bea vi ss 

of mod.ern 3 

new vision 
ilizing the 
ses in acting ser21on, 

holiday services. 
ilized that t 

es of t 
released, take on a , 
of a.l)peal which even the 

si 
blossoms anew, 

scarcely 
fioance of Christ-

tely esh, 
·Hirac ro Corne' 

' • 
let us worship 
It is a wor­
h and si:neer 

t ver is touche • n 

• 1:'0 ck sc bes worship as a necessary function of the 

human soul. It is t e 

o:ners self by somethine; lo 

rience qf being lifted o 
3 

ier than one's self. 

In.China "worship" (in the non-Ghri ian sense) is 

a ceremony. Either 

or be idols in te 

of isance. 

fore ancestral shr)~es ,. 

s, the 

en sa 

c;ere Jony 
4 

• .L 
J.S L 

se 

cerns an ividual, and here is litt co 

t 

only one 

om con-

e 7rorshi.:p 

except t ie s. e the le conception of 

1. 

2. 
3. 
4. 

Ale 

!"1 
\.1 

'""'""' v.L • 

r, P.O., and 0. Goslin: 
1930, face p. ix 

r: op. cit., p. xiii 
Alexander and slin: o.:p. 

Ante, p. 5 

Worship 1.ihrough 

cit., p. ix 



corporate llowship in worship is new to the Chinese, 

come as a ural o h of the Christian li • 

ver, since this original Chinese i a shipn is 

ce t related to .1. ic !'18 thod i.. 

or te of developing the cone tion is 1 • 

eover since the art of worship is al to the 

Christian faith, not only the o er generation, also 

the youth should enjoy it and learn to appreciate its 
l 

signi canoe. re drama can used effectively. 

It is fitting then to use ma as a technique to 

aid in the vel of a sense of worship in t 

people. As one author has p it: 

nDramatic expression is now, as it has always 
been, a great servant of worship· •••• Drama 
lends itself naturally and significantly to 
the technique of worship which is needed to­
day. It appeals ±m primarily to the feelings 
and the senses, by its use of light and. color. 
The imagination is captured by the study of 
human experience which is cmfolded. ya sense 
of worship is gained by t participation of 
the actor and the com.munion of' the worshipper 
through the drama that is ,;;Jortrayed •••• Thus 
t drama offers to tbe church today a new and 

') e hod.n ..., 

Chinese 

:n 
J. VJOrship b.o in it :.1ore t t idea of 

quiet c 

imply 

1. Cf. 
2. ale 

en God and man. It naturally 

of com::1unal re ionship be en God 

I.K.: Dramatic Services of rship,l925,p. 
slin: op. cit., pp xix-xx 
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and ma:r1, 0 t development of that relationship. 

Hence t se two es ial ele s in worship wi be con-

sidered, for worship of God is und t dynami o p o vve r 

of evangelism. 

a. Drama to sent a Challenge to 
istian })eci on 

T ose of le s in evangelistic work, using 

the ic method is to prese a play so vivid in its 

reality, so true in its pres ation, so reasonable in s 

logic, so full of the me of sa lon, that those 

seeing it will be deeply challe d to turn their 

sins accept the only ~ay of fe. ~his after all is 

at the heart of G • Then social action 
1 

is d by this st vvill follo·w nat • 

s principal s can be co ed. e ffe i vely 

only by a iox1 tl1at is a e. th a reasonab 

e of the vall1.es 
, .. 

draina, the production 

prese ed in a way Yvith an sphere that is 

familiar to the Chinese, thus g_uickly gain the inter-

est confidence of the audience. 

It hardly need to be said that even h a r.aaster-

fu.l perfect production, unless the Spirit of God is 

t in and thr t ca t re can 

1. th soc e sis ve t ir i 
ance in Christian wo , especiall~y i:n China,and 

are exc d here only 'be cause of the G.elimi t ion of 
the s ject. 
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use in it, for it will not accomplish its ose and 

t re be classed as ente ainment. Only with 

the p rayal of t rn ... tr .. ro the Spirit of Truth 

can indivi ls .be led into a edge of the Tr h. 

As an example of drama can be used successfully 

as a challenge to Chri ian cision is an event that to 

place Ti , China one ter. hile discussing 

t 

t 

possibilities a cast, one lad volunteered to play 

part of Peter, because he lf denied his :;::. • 

The result nas si fi • The part was played so well, 

t play became a real cha to each person pre-

se • One rl who be fore en antagonistic to Christ-

ianity came from t back of the room and openly confessed 

Christ as her personal Savior. (Scwh an act is the .rnore 

outstanding in China becat:tse by doing it she, HJ.ost 
1 

ce. n ) 

If this dramatic technique vv-ere .';lOre highly de-

, d d h d · · + t l:: · c•"" · ve~ope , an. ~voa er 111 1~s ou reac1 111 ~1na, ~ 

s s naturally prop iona ly e • A east, 

presenting a power play of this ot types, travel-

+ ... c x~y to vil "" (as eta gove1~Il-" " .... 

onsored oups Q ,.... _pro-

'"" edly tra v 

+ ·,Iaj ""' t t=; c' ve re r~e-" .J.. ;;;> 

s. 48 '"" c~ ~'>-' concl s: 

·1. ss El st 
sin, "'hina 
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t ..i.l' 

neans of 

exc of 

to ea ir s 

i t s i~3 

is done t 

acters a t 

i ss, 

G 011e ctive by 

tered aro 3i le. t 

one of t chief of eva 

....... dapt 

1. Spi t 
'lat1cs, 

J_ .j.. 
.:L c Gro>rith 

+ 1 • 
v ... l 

i 1 i -.1 a 

a C: oislo.u b it is 

vid 

to ri t ve.s :L 

ion '-;f is 

h 

tb. se ee11-

::sJnality is 

of 
tian. 

ace 

se .:: 

i 

J ina 

) 

• 

Q .... 

,;. 6 
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b d t c t _, fJ 1 • 

11 ans of pressnti 

iva. t to s + 

no t 

c 

1. lie t ~T 

s 

t 5. or1 . ' 1.L 

th t t • 

2. igio C•.)J:lC ion. s cone ion 

e sti s of 1: se 

• arl OXl 

t t is a ci l.i 

•••• t ttnre ve 

s never e as 4 • 

s 0J 
1 

b t e evil t 

t .ne 

G i s: 

a 
ear 
CLll-

t 
of a 

1. ar , L.C.: T V ine se , 1930, .P• 29 



The 

v se. 

s 
s 

fl .; 
... ..t .• L c 

0 ve a 

pictured 

d e 

t 

t ir si 

ural 

is -l- ally L. 

b + 
" 

1. r<c.:., 
""''"'' 

e D.sness s 

t 

t ' . J...l G i 

i c1 The 

i 

• it is 

t have a co::1c ion of 

tive cone ion of t evil. l: 

t idea of evil rits 

so. se o cone ions, 

en 

cance is f ly 

is t i of 

r~=:t.rl i· ~ •V 
.... 
L 

1 sa~r1c • 

trans d into t 

eousness and evil, 

C O~l1~1UJ1al 

is an 

·c)-'""1 ~r~ 
". \./ ..l~ 

V6 

c 

n 

is 

7 



1 d th st ia:n hl.:p, can evel d 

t e. 

a. ce is f h i""'t se as it is v 

in t (In a tr s 

to re r 's s s' by t 

ffi + u.re ) lf- i 0 ce t "' • 

so al in ving, ar~e not ien to t 

c se, never been e • rific is a 

term well to one V!b h can J-. i<"1 • 

• (, 1Jtnne se 

r ing of L spel of t rne (, 

Sacrifioe. 

.:piety, as on re~arks canoe 

t race, is true also of plays: 11As ve arwestral 

t ion is c io t Chinese rs e, hinc 

that has s ved the te of' the a s is, of necessity 
1 

+ y sornet not lightly to be .piis a.. n 
"' J 
Not only reverence r anci t ion, s, 

e rs, those in a hority, is involved in £1 .?ie • 

This trait can be transfo i a a Ghri ian canoe ion 

of reverence and s' b God. 

c. ity is her conception h is e 

ative of dramas. • r says t ~>e belie b'e 

on 1 L. C • : o p • cit -. p • xv i i 
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on -- that all have the 

belonging to any one re-

1 li r 

hiel1 11 0 ei r one, they 

e·x1 d ' 
h so 

hope is all as a ce a 

C!J.ri ian il this 

sire h t surety of in eternal ch can 

be diately on ace anoe of Jesus C 

Saviour. 

3. The actor is an indlvid arti on t 

of 0 
' 

into a 

a of 

s that an actor of rst can by 

s and rec ion, convert t 

1110 en, a et t 

ver scene the 
') 
hJ 

co 

as 

ans 

empty 

es. 

!'-:1 t .L. 1ho is one e~:ne. or 

J.. sc me J.. 
1.. '- s resses ss, 

own personality i his p of t r character. 

In transferring t of i to rel ous drartla, the 

or expresses his own personality only in so far as it 

is one h the character which he is av to por-

tray. to t ence, com.r::10.n to C se plays 

• 

1. Cf. hold: l~ew vrl , 33, ro tion 
2. Cf. G.K.: op. cit., Pacific Affairs, Dec. 1930, 

p. 437 
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ural be E1linina ted. from Chri ian plays. 

cry are nat to the G se. 

One author in s~e of aicry says: 

eo.. 
o f h il:nan nat ur e , 
in 

se actors s s carry 
rem~, cealing frankly ·w.t th 

sit ., to ca ure t 
n 1 

trait so h deve 1 .{.. se s ' 
L..c \, v bv 

Cl 

iJeans by used in 
,, 

1 «,- ~!... 

HI.St be \J • .l. " ed, 

ver, ed so as not to let it becotne an her 

· the.n a means. 

actor es not necessarily learn his part by 

art, is to vise. Occasionally, however, 

there ar rhyming c ts cb havs a depth of mean-

in t These are repeated accurately. This idea 

might well adapted to Chri ian - b h for the 

of le the parts, for 

co be conveyed to the audience, in a fora which is 

easily remembered. 

4. c as has is at center of the 

of t Chinese pea e. fhe Ch se play is acted to 

thr • c is fundamental -- it is the ession 

1. Arlington, L.C.: op. cit., r uction, p. 
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of :,1fin1 's ions. Some of t te c s c vme 

0 of man's e st e e:nces. (For e ' el's 

then an essenti to Christ 

a ss man's ions. Very lit 

Chri Chinese music s been co~posed, b 

s hi oric can a ed. to i 

ia11 use, can be play as a se ate 

parts t ay. aut fro e ence: 

ions f ics ausic are llSt:.a 1 

3 ly to 
1 

ensi + v of t 

If t y are to t 0 f the C h 

can be used effe ively cause of ir • 

key 

a. 

of 

('1 
v 

olism and S 

al elements in 

to their inte 

Co 0 c 

can play 

• 

also in 

se and t 

ficance co i 

1. 

stion ve b en i one d. as 

J"'f se v ion is the 

- ..J... 
a~.1.on. 

of ee a in ues 

a ere i 

only in co 

eno , t co 

e of traditional i 

(\ 
.'.:oJ.,e Y • 
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An e:.,'{a of t is ve 

t1S 

t 

t 

i 
·'-

a c 

t 

b 

B 

6. 

t 

a lor 

can b 

liar 

b. 

ted oe 

+. . 
~lon lS 

canoe. 

d llS 

Significance in
1 

~Lnne se .urarna -

e l1ore ne 

0 s 

s 
2 

in Chri ia:r.1 

a Chri ian 

Signif 
Christian 

ss s r 
sincer 

r t 

s. 

t J e 

stio:n 

s, tbe 

,""'f 
J 

se 

r~tb r, 

re 

ol of 

lotns o~Jver so familiar to the :3 st s is Llsed, 

ove it, out of it, t Cross. T'J a 

this is st si fie ant. I 

are 'ble ed se J so 

are exclu..si ve. 

i e 

dy is to t io:r1s. .Jrana., esse ia-

1 e ional, have t a co to 

1. on: • c ., pp 3,9,19,41 
2. Ante, p. 40 



1 s tion. st ian drame. t dy 

is never ct • 

Co :1edy is, s of 

f j t i 0118 t 0 u.s in 

t Ori si writes 

ligiOLl.S is be L1.se ensive • ns ve 

t st c a i ty. 8 e vil chi 

de in ssion schools se 

;nost e • l.J 0 ter seriou.s 
2 

t t me, t t je er. l'\' So ) never t 0;), 

'" ovi v c apti t e of ion 

es + r' er. (t1 

'·· '"' ... is remar re last e.::1-

te.nce bove ion is~lays a typical G se 

t ch s ved se Y\OI'Ship 

des ed e ct. As soon as the jester 

is just one of the chara ers in the play els 

in the mood) is int ed, no 

fu.l, broadening spirit rience, b merely an amLJ..s-

ing ente 

of drama., b 

t y ;Y' 
.J.,.L.\.. 

t p ose of t 

1. Ante, p. 
2. ~iis r, 

• Of co se, r is aL essential part 

improvi ion jesting be and 

hand), they are distracti de 

hri ian play. One ,nissi onary 

Charl te V: For All of fe, 
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e:xpe ence t 

scov red t 

t ors to 

to be 

field of 

so ion of this 

0 
.p (i 
J. v ian 

it can successfully,has en 

t re s .:produced. T s a ty 

ion will be an asset to a Chinese 

is in 
·"~ a di pos ion. It co 

a 0 the canst ion of plays.. 

e is usaally a prologue in a Ob.inese 

• Arlington says: 11 The .:prol of a Cbinese 

play today which rly was actually acted a , is a 

wish m. t eight i:mnortals for the vity pros-
l 

perity of t a ience. n In )Hl-style r{ 

v ne se C:trama, 

as has been said, t au.dience u.s t 

of t p In (1 

• v there fo~~, a 
:t 

or r ion Y! of er, as 

urally wo e 0 so~:o.ething of t drama 

t 0 set. I!e.:pet ion 21ight be mentioned , as 

a means of s and as a er, for the se 

.:pe e are te le r tit ion is not b to them. 

l. Arlington, op. cit., p. xxxi 
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B. Realism versas Conventipn. Convention is recognized 

as be t s of the old-style It is t e 

me what is -- a highly stylize • 

It is the ele against ch moderns in C rev 

because it el es isrn. 

Chinese Chri ian can a d t 0 c 
1 

ion-

al only in t 1 . _l of t 

reali ia (as is ~o 

is re and /"l ianity \J 

es roy c ion, 

in 

e • 

sl of 

above discussion. 

in China) cause life 

t real viay of .ui • 

b tf.t + OV6 uses, " 
to onv a 0 _., OSE' 

t ay we 
2 

ed to Chri drama. Resi ance may be turned 

o resi ance to evil, 

applied to t h 

t Christian li • 

i constr ion may be 

velopment of personality in 
. ., 
J 

D. Essential Elements in Pro ion 

:)se of religious drama tlsed in 0 

s ed. To aoco li 

f i vely t 

are essential: 

1. 
2. 

Intra 
Ante, p. 

Section C 
18 

this p ose, and use ·:; 

are ce re ments 

b en 

ch 
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1. The Element 

be essentially an which portrays life, 

ings must comprise art itself. Thetr re-

latio£1 to is a three fold one, that of the ector, 

t ca;::.t and the ence. 

a Director 

The director bears the same relation to his oast 
1 

as a conductor to his orchestra. Skill is nee d in con-

ducting rehearsals if they are to achieve their pose•· 

Their ac vement depends upon the le be 

calm, .fair, inpartial in his attitude to·,~rard 

all t players. :J:he fru.its of dramatization are lost 

u.,.YJ.le ss the le r enters vrholeheal'"'tedly into the activity 

e the task, ~assessed with tact and enthusiasm, 

tnspiriug hiu his players c dence in theGlsel vas and 

in 

be 

t 

, _._. 
2. 

the 

an 

• 

.L ..t. 

pa,rt they 

literary 

z 

s a c 

Ove on, 
s, G.H. 

are 
2 

to take. 

lity 

T rec)i}r 

social aptit 

J.ust have 

b also 

ius th -"'. e xe c 11 i..l ve technical 

a .P e r so 11 Yill o i s d e v o t e d t o (} o {I 

eu-t r be a 

. . 

li • one aLl t 

ster, t 

~::-::rLcatio:rl, lC:: 
: tho in 
369 

ist 

, ;. lE,B 
T e 8. r; ltiitg 

s 
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r re than er the d 
1 

ster. 

e c task of the e or consists in V-

a vivid conception of their roles t t 

t mselves. 1106 .~1att er. 

t 

-.. 
011 :f t ss to t 

service is intended to 
erience of 

icipate 
i 

0 e 

ta :.c 

ai~dience. 

The re or :11us t s rvi.se c ing, scenery, 

cast , as vvell as rehearse the p.:j..a.ys. J:f course, 

fore t director begins, he 111ust have the aial. clearly 

.in • Specifi ly, it is to capture -p!:1e d.ramatic ,. 

and direct it into li processes. Naturally, 

there no ··J J. e in re ligiou.s d.ram.a for for artrs 

, but as ~ilr·s. Overt on says, 1'It "-:1o.st not be handi-

capped by having the techniQue so poor that the production 

~ 

J... 

2. 
:3. 

Cf. 
Cf. 
Ibid. 

Candler: op. cit., pp. 5-8 
Al r a.."ld. Goslin: o_p. cit., p. xx.i 
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is offensive. .A.rt for art's sake does have a 1ne ssage. 

On. J. her hand a sent ion cannot be of l. 

.... ll 
educational , nor of at s_piri t value. In 

brief, everything is a success or a failure as the dir-
2 

e or succeeds or ils. 

b. The Cast 

As has been stressed, the cast should be a corporate 

group with a real s_piri t of prayerfu.l purpose uni tins them. 

ch individt:tal should feel hiL1self a part of the "body, 

using his talent to glorify the purpose of the play rather 

his ovm personality. One ;r1eans of realizing this 

end is for the names of the actors not to appear on the 
3 

program. .A.lso the cast should be trained tirelessly 

to learn their parts, and not allowed to improvise. 

Of r:najor importance it is that the actor u.nder-

stands his role. ~,racready has expressed }~'lis well: 

player's _part is to fathom the depths of character, to 

trace its lat ives, to feel s f quiverings 

of e ions, to comprehend. the t 

er the words, to possess one's self 
4 

th 

actual :nind of the individual Glind. n Actors ;·,1ust be 

1. 
9 ._... 
,.,. 
De 

4. 

op. cit., p. 14 
op. cit., p. 42 
and Goslin: op. cit., p. xxi 
~uoted Overton: op. cit., p. 159 
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led to el the t ses, t lose 

t ity, er, b h in 

c this 

tic 

e t of individual par-

ss after a of experience 

actors Cl.1ina, says that ni th their ural 

ic ility they are b to act. If the church 

s not d.irect this talent, the future of dramatics 
2 

t chLtrch ·will be a grave que ion. 

c. The .il.udience 

In religious drama, the audience plays a major 

In China the audience are accu.sto.med to the old-style 

theater, therefore are c;a.pt to behave the same at a. 

religious drama. They be educated to the quiet of. 

worship, and that cannot be done suddenly. ...viiss Adams 

• 

has found that once the cast is trained, they become like . 

leaven among the ence, for the same c&fst is not ctsed 

e • She a s: rr.a eood plan is to choose di:fferont 

yo people time experience 

of through drama, and they can 

e t ence. This is diffic • • • • • If ver, 

vve are in the fi ld ous dra:natics for s_piri tual 

va 

res 

, .... 
2. 
3-. 

s, YJe can afford to give anything for 

0. li .... 3 

Cf. Ibid., PP• 169-170 
op. cit; , p.. 356 

Ibid •. 

sake 
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2. The terial ment 

'I'he m.a ri e n:lent in t pr ion of the Chri 

ian play is part of the rnac hinery \7htch s it possible 

for the human be to operate. ~Iaturally the rnost im-

portant material element is the script. 

a.. The Script 

11T ,pla;~~', says one au.thori ty on drama, nconsist s 
l 

of a great oris~s rrorked throL~h a series of c ses.n 

In a Chri play, the at crisis is a sib.1ation in 

which an individual is faced v.rith the co£npelling demanas 

of JesLi.S Christ on his life, recognizes the 
' 

and accepts it by repenting of his sins and v his li , 
or re c it to c r.tr i • Tl1e .c ses have bear-

ing 011 t s + me. " 

The ot of a good play sho d be a strue;gle -- one 

tal.: en from fe, -- one which expresses genu.ine passion, 
y 

yearnings, hies, and vital human emotions. The plot 

will be veloped by the play of these emotions. The 

characters rnust be the medhua expressinc; these e cfloti ons,and 

they c and velop thr the play. 

(1) Select the ?lay 

f criterio~ of sele ian 

ns in China is its ability t.J mat s set 

ovee al in the 

1. , J.B., ~-.o. Beaty: Intro tio:n to Drama, 
1932, p. 3 
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Chinese because of the lack of the dave of 

the • ious s 

t rna was ado _pte d by t c en 

came o its ovm and ~~zyst e s be in(; t.:tnm:.i ted to 

ern t t re 
1 

ten 1 SO-C rel tous s. 

si i)les f se ction one a h 

rel ous ics s s: 

1. ..,;aterials t ic possibi i s, 

plausable a ion, 

2. be s ted cont 

to t ities of t 

players. 

3. .JJ..a.terials ;assess )Ositive .noral and re-

lig ious valrte, nrine a vvho sorae contri btJ.t ion 

to t character 

4. ~te ~ust be selected according to the 

types o.f ic act i v1 ty o \7hich they are to 

zed , s cti t e d t ·J "'- r:1ands 

h they are t :) used on the one h~na, a 
2 

t cal and social needs on t 

..... 1~.ese zed ter:-:ts of acoe;tab1 ty a:nd B.P.Qeal. 

1 1"'1 .;:> Goold, l "f'!' : n .-, 
~ _.el ems ~,~o ....... v J~. l1. ..... -.1 __ .... ' 

ion 
2. Of. Je s OJ;. cl -1- i/. 356 , . • ' 
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co se 31'blical tPr 1 to the ci-t 

ch o work are ideal. ~e 

on of t t 

be ten ou..t t 
1 

a.ssociation.n s 

ti e i.r1 t 

s is re ssed to 

h it conveys. 

ho:r 

tful experience chose plays of 31 blical content, h 

t characters of t e s s to lp in 

In t 11is by us d ~'il&L terial ar1d her~ o1v11 

scripts, s vlfas able to influe:~lCe t lives of many of 
2 

r associ es t s an liv • 

( 2) a .Play 

Often it is diffic t to soever a play that 

pr se to t sired e ffee apo.n t cast aud 

• 

nal 

ence. 

There are occasions v;hen s.n appropriate play is not a vail-

ic c • 

s 

;:;:ti ons, s of 

se ction, rlEtrnely, ace~ ta.bili ty and. appeal apply 

of a play. 

' .P• 19 
op. 
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al i ves povve~r t 

control of a ion re • ere 

is a fe t 

F. r s t 

appe r 

t re are tvvo 
1 

nee. orge 

ials of ion 

ti re, a h 0 serves t essence of 
2 

is c • on r e ience: 

nrf a is trul'r c, a 
well defined conflict en human ae 
i ; the t revealed in ion, not 
in sermoni ; the Iaost important events of t 
play will take place on t stage; the characters 
in the play will det t outcoxne witb.out 
the intervention of external forces. To accomplish 
these s t play be of go dra.m.atic stru(;t_ 

fied by a basic i a -- the me --and 
ter delineation, the c ers 

ives. 11 3 

There are t e e ments in drama: action, speech, 

and singing. Action natt.l.:rally involves conflict and e:.notion .. 

One authority speaking of dialogue says: "Dialogue sho 
4 

be vivid, intere i natural, and colore~ .,.. th e;.o.otion. n 

The functions of dial are these: 

1. Cf. ker; ed in 1 and :aeaty: op. cit., p .. 4 
2. Ibid., p. 3 
3. 0 vert on: o p • cit • , p. 3 2 
4. Hubbel and Beaty: op. cit •• p. 15 
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(2) To explain its si ficance 

(3) To c cate to the e facts it otherwise wo 

know 

(4) To arouse e ion in t 

( 1:; ' v} To reveal character 

audience 

1 
( 6) A thing beauty in itself. (In Christian dram.a in 

be i and ::1e and this forn1 easily 

retained. ) 

There be i bet·we en .j. sett "' 

+ pl j_: e ional level s be + same "' • ~ 

t play as there must be a reserve of stre 
2 

flOWer a climax. use of msic aids the 

ebb and flo·w of e ion, and is of :nost impJ ance in 

a play ::1.11 China. 

In general the 
. .. 

s in writing a p[ay are those 

of vv-.citing a story, that is there must be an inciting 

moment n at ·which sotnething happens setting all the action 

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

the orderly succession of events which lead up to t 

clirilax or t point of the 1Nhole play, then the clima::r.: 
3 

itself. The exposition sho be clear for some are 

1. 
2. 
3. 

Cf. Hubbel and 
Cf. Ove on: op. 
Cf. Ibid. 

aty: op. cit., p. 4 
t., p. 168 

h 
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d, and some are in China the ence feels 

t 

1 

t 

to 

• 

er 
1 

• 

Christian 

simple, 

aro 

8 

t play. In t 

tie h :lust ied in 

en 0'\VJ:l t ies d 

t to ace 

, m1d spirit of t play, which in 

ess ials. . +' J.es, .. no 

hi orically ace e, appropriate, 

the be available quality. the talent availab 

should be used. Dr. Guthrie d 

pulpit that if t c h s of the 

e 

i s of t ople, it 
2 

iful 

effe ive se e. 

.&. s sti ons for ?ro ion 

1. Te cal S ions 

a. Color 

In the scussi:m of symbolism, color has already 
3 

been one d. 

calming e ct, 

1. 
2. 
3. 

Cf. Hubbel 
Cf. r: 
Ante • .P• 49 

The tone of cool colors have a 

le warm colors are more 

Beaty: op. cit., p. 4 
op. cit., p. 84, 

ruding 

st ly 
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exciting. It must be r ered that in any scene, too 

much e ty of color is vJea.ring, and in settings 

costumes of 1 
1 

reserved.-

b. Costumes 

scenes especia.lly,oolors sho more 

Eor Bible characters, a simple slip ion is 

excellent 

lonian 

ooat of 

can be used with an Egyptian sash, a :Jaby-

, a shepherd's skin, or a striped st 

nary stinian. Designs may be painted 
2 

or printed on the erial as des d. The :He or 

s of a piece of plain or striped goods, 

ubled back sewed up on the sides leaving room for 

the arm ho • n a slit for t nem:k be c 0 

This is t fo ion. T-'-
.I. I.. :nay be worn th eeves or 

3 
fringe depending upmn its ose. a a.in adapt ions 

ght 11 be 

reversed, 

,., 
v• 

1. 

Jj'or 

s 

2. For· 
3. 

t 

e 

stJ.cl1 as t 41. -,• __.. 1' d 
0~1nese ~nwep 1ne o 

worn as a s • 

...__. 
t a.t11 CLl ~:oses 

,, 
' IJ 

less t e see 

+ depth 11 d. one " 

• cit., p. 
ail see Benton: op. cit., p. 95 

as ained from pictures by T at, 
se of the Oberam'1ert3aLl Passion Play. 

• 

f 
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·"' the h of t s of si lity is J_ • 

:nost .L 
L a e 

no sea,. ts se s • 

+ :f OL1.r 
.!.. i a a • k vatio11 .• over t ·i <:::! \, i. i. _..,. 

1 
to h 

'--'· 

;;1 ,o·~ 

8 t .i. ...J • 

rear \vas a sil~: "" 
.... or ., . t. r 1.Li6 a::1 u L .L "' 

entranc on .L an e t on the of t l,. 

a ranee r Dtars was on 

t o. Ce ia-l a red 
2 

on t t st • t ern of 

1 ..1-
l,. s 

of t LlS d •"1 :ne v 

st drama. ls s lestial be 

ar on t • prove ss sing 

to a f'"i 
'.J se e:nce. 

d. Light • 

J sts .!. a11 s sho L ......... 

ts t bette .:.10 ; t , ... 

lights are necess be e 

i ver • is as ef etivo 

ssive as s 

can be 

1. : ~~ --P cit v ~-. . • , • 
() ., ,.f.') c. . C: ~r·~;t ~Ja. 1 a .:t.f 9 (:..., . ... ..Le ...... . ' 

~J 

' • 
f'7 Cf. 

,..,. . .P ii o. ....-os • • 
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says t 

is ,;;:;lay 

set t c s) '3. 

e er-
1 

ior s. done e ively 

1:1 a scro s nst a plain ) se 

screens be s t • 

An exoe J s r1sive e ot 

is set to es a hill, 

(or t ea be (l.SBd ot \ s J. A 

e less is used h c bo 

-Ov.ts o:r t roof-tops of Jerus set 

d be t drop. ......ightine; 

s to signify t of (Jay) an e ct-

ive si • 

in sett 

i t s ive. 

r s i o:::l is he llS colored 

a in r!i t !1 softly co 1 .. ed. 

as a One or h one or ::.wre 

t se c 0 ~f' A 
"" or vio 

t rest o+> .L t sc can be care of tt 

1. Cf. Gander: op. clt., p. 64 
2. Ibid., .P• 66 
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cost. S! sil t t of a J:ocl: ox~ 

tree e t v.re, a 

f li 

i .L 

I.' 
1 

s it • le or1e 

use + \., 

are d d ones ch clo re 

as C 

These are 

• 

For a tra 

Screens 

China by a 

cal co 

and space . 

1, d and c ton poplin. 

ensi ve b. e for a 

play, screen or panels are practical. 

s s. 

s l , 

.l....i-

mo rn players. 

6 ages 

re ous 

cl h are used 

h ntrances 

these 

satisfactory in usin~ them for a "0 ba eire n 
2. 

of plays. ;3 an easi.t;Y ·nade and 

used in China. 

f.. Workroom 

To have a room set apart in which to ep the mater-

ials and sets is eal. I.f t yo opl and s 

who form t cast sn eontni ee are resp:Jnsi ble for 

1. 

2. 

Stevenson, 
.Plays; 

Cf. Candler: 

s. Yorke - prod.ucer of 1-:i:ollywo 
~uoted Candler: op. cit., p. 67 

• c • ' 1J. 69 

Passion 
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ua.lly ma..1ce some 

urally they will 

ion. If pos 

co wnes are de 

pictures by T 

a 

of all, t 

the properties and 

er 

• 

erest 

boxes 

ound this 

for costu..me inspi.ra-

roo:n sho be 

a. place 

spiritual 

re t cast and. director can come to t 

ion. at least one picture such as 

for 

Sol 's of Christ s be in the room to give 

2. .Dramatic Se:rvices Plays 

following services and plays are the re of 

mach thought 

wor s 

s r.LC cess ful 

vror ship. 

a. Tl1is 

ces. They ve 

prod the 

ary mirac 

a large church in Hew Yor,k 0 

in the of clraraatic 

all en t d, fo 

rit of rue reverence 

play was use effectively in 

for the Easter evening 

·service. It can be adapted to the facilities of a c ch 

China., co used on a stage too. 

l. Cf. Ibid., pp 41-58 
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the 
of one 

t 

s 

t 

that 
are 

ensues. 
revealed. three 

t y and sur~1on 
The Crucifixion 

This is fa ow­
'ny Redeemer Liveth from fhe 

This is an intense drama, carries deep spiritual si 

• 

b. Tableau is another of d.rama which can be used effe 

ively t h ve lopm.ent, a real war-

ship experience. aking the e 

h nusic one aut says: nl'io word is spo 

thr the e only t be li v~t.ng at 

, al rnore ~· ne d. A 
§ 2 

spirit of ense, c e, possesses t spect or." 

is one a spectator than, but a part 

t spirit of the tableau. 

c. A worship se e revealing the ,aeaning of love il 

d aro t liar play of () Tol oy: Where ve 

is ctod 8 Also. 

1. Cf. r: c it • , p p • 6- 7 
2. Ibid., .P• 16 
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faith, 
is love. 

(By 

t 

(By E. rl. 

s of 
come as so 

love, 

To1stoy 1 s _;;;lay: 

er 

s, 

poor, 
love, 

t great-

Love 

of - T 

can 

• It.sets'"" t 

a de c against <:o.erely 

a moral or s e itiou.s religion. 

ct. 

c 

. . 

llowing is a se ce conce lie;ht 

of t Cross: 

~iGht of t ld we 
e 11 - i: u.ne - Salve 

IIy:1m: 
(By J·ohn 
_pJ:ocesses 
se s 

bearinc=.; 

Seeing 
1 

ta1ce t 
es. 

the 

e 

xne: Ine is by Jesus. 

t. B:; &ry 
be 

is overjoyed, b1.1t he 
er meaning to the act. 
is a co ly asset, for 
cross f.::Jl.~. 

City 

s on 
See 

st. 

~5.00. ssion 
vi. l1 Str{eet, 
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t }.i'ollov·le 
,i not 

anzas of 
s n) 

se r o l:Lves 

e. 

is 

give 

ss t face of need 

to 

us that 
f Jeslls C 

yo u.. e p y ou.. ; 
u.pon you and 

0 

u..p enance 
e. 

O:t1e on 

. ...uora 
eious unto 

yo 

be t).SOd JJ a cast 

) Lyman: steJ~ s 

Converse, Florence: Ihe 2 seed~ 

1. Alexander slin: O). cit., .P.P• 167-199 

ou; 

i 
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f. s b en 8 e is a 

bo of • cters 

asily b T\ 
J:' h c t ce er f 

es h h e '" u s of in them: 

Isaiah's , or t of 

j si 

ance t c touch som.eone's ""ve ss; 

ence 0 into faith; Amos 

-1-u h appe • 

I Yl + .... " re are also co ss 

c ers appeals: ephen 

t influenc 

ot rs to come istians; T 'NO 

the family an a pop s je China; 

rae met {'! 
v came a di re person. 

g. Another source is life of 

t se t elves. A convincing co be cen-

tered ar a Chinese man \vho become disillusioned, 

less. A Taoi fri ies to help him with his 

ic philOSO.J?hY rstitions, b the rna.n 

fi t too ic. His c ian 

offers lofty moral ideals living, t se finds 

impossible, for has no inrmte sire to scipline him-
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self th no or ose in • His B fri 

offers Nirvana if will erly rec110V6 a 

s d; he 

t Christian 

a practical osophy Yli a .P ose. 

He s need to d on own 

ion o:n t redom of 1 b that 

in C ve es all 

li 1 of v·es y. 

d t ons cone t 

of 1~ese t rson of ist on the st en 

a voi or is used, or t conve on es 

that i j left scene, conveying the idea 

of His ate presence. In China re syrnbolism 

plays a pre ro , such representations and 

other similar ones a better way of portraying 

the person of Christ than actually ing hLn as 

a charact r. 

liography for ing pro ~ng plays: 

Archer, Viilliam: 1912, Small, ~1Iaynard 

Ba r, George .P.: 
, :8oston. 
chni 

fflin 
man, How to 

. a pamphlet dist 
leer Co;1pan,:,r, Boston. 

' New 
lie;iou.s 

ed by er 
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. . 

Co :lJ:'anJ, 
a o f C o s t w11e s 
Chatto 

in Little 
Co 

C onclo.s ion 

In CUSSJ.ij.g t principles of the use of 0 i ian 

·.~-l.c. Vl8.S fo that as a tecl1ni worship, drama 

be used t pur pose of pre:s;enti a challenge 

istian cision, that is pres ing the v~ay 

so vividly as to viduals to st. ii.s a tech-

nique of vvorship, was also fo to be illost effe ive 

in spi t u.al growth. 3 u:nle it is well pro-

ed be as e cti VB • 

In to Christian indigenous to China, 

t c teristics J.Yl the native art were s ed 

witil at ions to Cl1ri drama. essential e 

on were t "'' ""' ed. tmd 1naterial 

e s in produ,ction were discussed ing t cl.i~-

s 

re c t or , cast enc as vve11 as the scri ope ies. 
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re fo owed ne s ions s 

Ghri ian China. s ions ed 

t colors use s t 

t play. 

scu.ssed. a r 

re r ion the 

ed. on. S e t se rections re of 

t s st a ual tee i c 

ions, a b i 

lons. 

t 8 t t 

China ose ne; 

t is t c o.f G 

+ Hi a of worship are the elerne s of decision 

h. plays, if e ively ven, can 

v to a p ce of C st ecision 

er t t 

ions are 

the l; h t se ses of t 

is 

t.h i 

e l.(~ • Lo tat 

cone s pe ~ . 



-11 

t s 1 d by a 

re S8 ly a 

rneans t c no to G • 

1. ~;~iser: op. • , .P• 30 
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V. SUMM.A.t"?.Y AND CONCLUSION 

Throughout this study there has run one Cl.orninant 

theme--the imperative of evangelism, and the importance of 

a means which can adequately 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 ideas, and because the elements 

in drama so closely coincided with those in evangelism. In 

the preparation for this study it was discovered that the 

material dealing with Christian drama in China is distinctly 

limited. It was also discovered that there was no material 

on the specific subject of this study. 

To appreciate drama more rn.lly 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 

dr~ua originated in tr~ innate religious instinct of man-­

in the fonn of ceremonial rites and earl!~ dances. Through 

the dynasties in China, drama followed a rather irregular 

course. It ·was found that throughout that course whenever 

the quality of drama becmne poor or degraded, it was cast 

out of the courts of emperors, and not t:mtil drama regained 

its moral standard again was it allowed to return to society. 

Thus the draua which remains today has a high moral content. 

Iviodern drruua in China vvas found to be a reaction against the 

highly stylized convention which characterized the old-style 
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nms ic -drama • Modern drama in Chir~ concerns contemporary 

problems of living. 

The next step was to discover the inherent 

characteri sties in Chinese drarna which could be adapted 

used in Chinese Christian drama in order to n~ke it more 

appealing and also more readily understood by the audience. 

The factars contributing to Chinese were found to be 

a vivid imagination so characteristic of the Chinese, the 

three religions common to the Chinese, and the Western 

influence which has pe d so nmch of China's life. The 

types traits of drama were then discussed as vv-el.l as the 

actor, the use of music, of syrabolism and suggestion, 

the relation of drama to literature. The conclusion was 

ends 

upon conve:n.tion for its existence. It is an art the 

people, lled vd th the expression of the C1J.lture the 

race. 
l 

establishing dr?.:rr'a t:s a mean.s of e lism 

China, a clear under of terms 'Jilas by a dis-

cuss ion of the effects of evangelism and that of the 

method. It was scovered in this process that bo 

and evangelism have univers6l peal; that tb.ey are com-

posed of ·the same dominant ele:rnent--e:ruotion; that they 

both effect the human sonali ty in bri it to e. realiza-

tion of living truths; and that they both are potential 
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means of the expression developru:.mt of perso:w.l y. 

Hence it vtas clear that is a nost suitable tool 

by the t. task of e vangel ism l1t be 

accomplished. 

order to use this potent force of evangel 

drama in China, it was found that by adapting certain 

characte sties the Chinese drruJ.J.a, Chinese Christi.an 

v\Ould become more indigenous. But it we s clear that 

'Wi tl1out an adequate knowledge of the use of drama and the 

:principles its production, the drama tic method was apt 

to fail.· In discussing the use of Christiru1 , one 

fact remained clear, that dra:ma may be used as a technique 

of worship. It was shovm then, that ~;o rship contains tv>10 

elements--that of the challenge to become a follower of 

Jesus Christ, and that of nourishing spiri tt+a.l life and 

growth. Drarua was shovm to be adec1uate to inspire end 

fulfil these two functions. It was stressed that to obtain , .. 
the maximum effect, the essential elements of production 

of Christian drama in China must be understood and used. 

Suggestions were then given for technical procedure, 

dramatic worship services, and a bibliography of additiorJal 

material was added. 

It was with a sense of the possihili·Gie s of tr...e 

use of the dramatic method in China of' which leaders were 

not taking advantage that this study vms undertaken. 



Considering the fe.ct that the use of drama as a means of 

evangelism in China has in it such a wide appeal, and has 

such challenging potentialities, it is hoped that more 

leaders who have the ability will develop the indigenous 

art, and give to it the high purpose for which it was 

Divinely destined. 
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