A Note on Characters’ Self-descriptions

in the Traditional Chinese Drama

Mei-shw Hwang

Generally speaking, literature may include drama and there is literature
in drama. But there is, in a narrow sense, still a basic difference between
them, especially in terms of the way or method of communication. The
medium of literature is the verbal language and we approach it through
reading and listening. But a play presents itself to us through the so-called
theatrical language, such as the movement and speech of the actors, the
scenery, lighting, and sound on the stage. Though the term “drama” may
refer to both the written script and the production, it is generally agreed that
the primary purpose of creating a play is for the theatre, and plays that are
good only for reading but no good for the stage are called closet dramas and
are not true drama. Of course we cannot deny the fact that many successful
plays are good for both the reader and the audience. There are many more
people who have read play by famous playwrights like Kuan Han-ch’ing
(BRE ) , T ang Hsien-ts’u(5 8 75 ), Shakespeare, and Ibsen than people
who have seen them in theatre productions. So, if we are only talking about
reading, drama, like poetry and fiction, is a type or genre of literature. In
watching a play on stage, we still need to use our imagination. In other
words, drama may be approached both as literature and theatrical art. The
purpose of this paper is to examine a peculiar aspect of the classical Chinese
drama: the characters’ self-descriptions of their thoughts, feelings, action,
the physical surrounding, etc. Some examples from the script and the
production will be tackled, with a focus on the Peking Opera as it is still
the most popular living form of the traditional Chinese theatre. Occasional
references to Western drama may be used to illustrate my points, but this
paper is not intended to be a comparative study.

We all know that a play may consist of two parts: the dialogue and the
stage directions. It seems to me that the early playwrights used less stage

295



directions than the later ones. The reasons for this may be that the early
scripts were only used to help the actors with their lines, leaving the rest to
the director or the conventions. And no matter what may be the origin of
drama or theatre, the written script must appear later than the narrative
songs and ballads and the Speech-and-song literature ( % '§ 3 £ ) in China,
which is similar to the French chantefable. At least scholars agree that this
was the case in China, and a comparison between Tung’s Western Chamber
(# V5 8 £ = Situng- hsi-hsiang chu-kung-tiao ), the best extant example
of the Speech-and-song literature, ‘and the later plays of the Yian, Ming, and
Ch’ing dynasties based upon the same love story, may show the relationship
and influence between them, such as the similarities in verse and music
patterns, use of imagery, dramatic form, and the self-descriptions of the
characters. The following lines are from the plays all based upon the same
Western Chamber story. In order to show better the relationship and similari-
ties among these plays, the original lines are quoted below, with word-for-
word or phrase-for-phrase English approximation for the convenience of
those who do not read Chinese well. The scene describes Student Chang
waiting anxiously in his room for Ying-ying to come. The music patterns
will be ignored as we do not know the tunes now.

1.  From Tung’s Western Chamber:
- [prose narrative]

B % £ = &E # ®m ® %
that night/ jadesky dustless/ the Silver River pour out dew-drops/
(clean) (the Milky Way) (clearly revealed)

That night the jadelike sky was dustless, the Milky Way was clearly seen,

AZE & & & B q ZE Zz B

Moonlight carpet the ground/ further heighten the poet-boarder’s singing// *

the moonlight covered the ground, — all these further heightened the poet-
boarder’s emotion to sing (recite);

bia E k3 A % B OB & 2z =E
flower vapour intoxicate people/ as if o break Zen Buddhists’ tranquillity/

the fragrant vapour from the flowers was so intoxicating, as if it was to
break the tranquillitty of the Buddhists.

296



A B & ® ®#8 @ B X Lt 2 A % ~ =
human world long night calm and still / heavenly beauty come or not come//

The long night of this mundane world was calm and still, [and he was
wondering if] his heavenly beauty would come or not.

& E::) £ 53 g = %
student Chang wait whole-heartedly// drum already third watch/

Student Chang did nothing but wait. The drum already beat the third watch,

g &£ - =
Ying-ying no single news//

but there was not a single word from Ying-ying.

[song]

B E FiR F E OB
lean fixedly on the door/ hand hold the chin//

He leaned fixedly on the door, with his hand holding his chin;

5] & #% i ® 3 =
sullenly like a foolish child/ sorrow brim the bosom// )

He was sullen and like a foolish child, sorrow filling all his heart.

I ] A B OE
cannot but go into the study.

He could not but go back into his study.
& | & =1 #
if the “fated enemy' break the date/

“If the destined lover broke the date,
1

S® Fo% B
tonight  so hard to kill//

how could I kill the night!”’ [He sighed.]

From the Yiian Western Chamber:
[song 1]

£ MR
stand on silent steps //

I stand on the silent steps.
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® B & & [ & 5
night deep/ fragrant vapour/ cross the golden space (temple)//

The night is deep and the fragrant vapour spreads across the temple.

solitary study/ smother the student-boarder//

The study is so solitary and gloomy that it smothers me, a student boarder.
[song 2]

A B (OF:S
colored clouds/ where //

The colored clouds are gone;

A ] m K & Al =
moon bright aswater/ flood towers and terraces //

The bright moonlight as clear as water is flooding all over the towers and
terraces;

& & i -

monks stay in/ contemplation rooms//

Buddhist monks have all retired to their closets for contemplation;

crows cry/ in the courtyard honey locusis//

The crows are crying in the honey locusts in the courtyard.

B F ¥ B A B B £ W
wind playing with (on) bamboo sound/ thought to be gold ornamenis
=
jingling//

It’s the sound from the wind playing with bamboo trees, and I thought
it was the jingling of gold ornamentis;

A % & ¥ 5 =2 x A R
moon moving flower shadows/ suspected to be the jade lady’s coming//

(it’s) the moon moving the shadows of the flowers, and I suspected that
it was my lady’s coming.

mind in suspense/ big eyes// in great anxiety/ mood//

My mind is in suspense and my eyes wide open;in great anxiety is my mood.

298




= o —“h & ' %
body and soul (heart) altogather/ no place to put (arrange)//

Both my body and soul cannot find any place to rest.

B &% #7 % & = Fig 5
simply like a foolish child/ lean fixedly on the door and wait//

I simply act like a foolish child and lean fixedly on the door and wait.

iyediy # ®” B & % X F
the more so/ the Blue Phoenix news far away/ the Yellow Dog sound
E: 3
obstreperous//
—_—

Yet the longer I wait, the less hopeful is the news from the Blue Phoenix
or the Yellow Dog.

[speech ]

2
PE—H+IR  B—RRF E o YRS o
I miss you twenty-four hours a day, and every minute, my lady.
How do you know my heart?

The lines of the same episode in the Ming and Ch’ing plays are very
much like those of the Yiian play quoted bove. Therefore English translation
will not be given.

3. From the Ming Western Chamber:

[song]
% £ ]
colored clouds/ open (disperse)
A B m K & # B
moon bright as water/ flood towers and terraces//
B ¥ s B R ERE & e
wind playing with (on) bamboo sound/ thought to be gold ornaments
=
jingling//
A B 7€ ¥ 5 = E A S

moon moving flower shadows/ suspected to be the jade lady’s coming//

b= K ¥ ox B 2 ® oz HiEE
mind steadfast/ two big eyes// in great anxiety/ that mood//
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& E i = & HEE T
lean fixedly on the door and wait/ simply like a foolish child//

. 3
# ® ' R & = e
the Blue Phoenix and Yellow Dog/ news and sound obstreperous//
(It is then followed by the same speech as that of the Yian play.)

4.  From the Ch’ing Western Chamber:
[song]
colored clouds/ open (disperse)//

A 8 K & i3 =
moon bright as water/ flood towers and terraces//

[speech]

BF > BBAERT o
Ah, there comes my lady.

[song]

EHERER - F o B
soitis/ wind playing with (on) bamboo sound/

R &5 E & 2 &
thought to be gold ornaments jingling//

A B ¥ia 127 BE b= E A xR
moon moving flower shadows/ suspected to be the jade lady’'s coming//

= BB 2 % B = B B BEE
mind steadfast/ two big eyes// in great anxiety/ that mood//

& E M =B = RER#E A%
lean fixedly on the door and wait/ siraply like a foolish child//

" ® B R & =1 =4

the Blue Phoenix and Yellow Dog/ news and sound obstreperous//

From the theatrical point of view, even if there is no scenery on stage,
it is not difficult to act out student Chang’s leaning on the door with his
chin on his hand. It is not necessary to use verbal language to “tell” the
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action in the form of singing, citation, or speech. Even his anxiety of waiting
can be portrayed through physical movements. Furthermore, such lines of
self-revelation are more like the description of a novelist or storyteller in
tone, rather than the speech from a character in a play. Such a character’s
self-descriptions of his feeling and action, as well as the more obviously
peculiar self-introduction of his name, background, etc., are in nature
different from the soliloquy and monologue—the thinking aloud in classical
Western plays, which are the voice of the character.

Another difference is that in the Western drama soliloquy and mono-
logue were no longer favoured by playwrights and audiences -at the rise of
neoclassism. But in Chinese drama, there are more self-descriptive elements
in the Peking Opera than in earlier plays of the Yiian, Ming and Ch’ing
periods. Why? We shall come to that later.

We all know that the classical Chinese theatre has never used repre-
sentational scenery. This has produced both affirmative and negative
influences. I have discussed them elsewhere’ and would like to men-
tion some of the points here very briefly. No matter what the various
external and internal causes were, which made the Chinese stage this
way and go through so little change, the continuous practice of using the
characters’ self-descriptions to inform the audience about themselves and
the scenery has, I believe, a negative influence in the development of stage
techniques and scenery. But it may have its positive value too because the
verbal language may sometimes arouse more vivid imagination than what is
seen on stage. For instance, the clouds, moon, and wind are not difficult to
be represented on a well-equipped modern stage, but the special mood or
effect suggested through such imageries like the “flood” of the bright moon-
light, the wind “playing with” bamboo trees, the analogy or association
between the flower shadows and the approaching of his lover Ying-ying
are hardly possible to be produced by physical representational scenery.
The method has long been loved by playwrights of the traditional style in
China, for reasons both good and bad. Here are two more examples from the
Peking Opera. Example 1 is from Pe-wang and His Lady ( 38 F BIE),
a description, by a character on stage, of a battle which is going on off
stage; example 2 is from Ssu-lang Visits His Mother ( P4 Bf #E £F ), a report
of a battle fought many years ago. (The English approximations only try to
suggest the general ideas.)
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Example 1:

FEEFEANTHE,/ REGREES LS./ RRBOFT . %o,

Look, Ii Tsoch’e has led Hsiang Yi into my batile formation./ My

generals are fighting bravely, each competing with the other for beiter

rewards after the batile./ So flerce is the batile that there run rivers of
. blood, and there fall bodies like landslide./. . .

Example 2:

HEFLRS. BB/ B2E OaRW. REEL/REE . BEE . ¥
BHEY, ARG . RS BTESS T

I remember the battle ai the beach, a batile of blocd./ So fierce was the
battle that there ran rivers of blood and bodies piled up to mountain
heighty/ so fierce was the battle that the generals of Yang family ran east
and westy so fierce was the battle that soldiers rolled off their horse-
backs./. ..

Such use of verbal language to make up for the shortcomings of the
physical stage was also found in classical Western drama. We all know that in
Greek tragedies, death and violence were always reportéd. That may be
because of the limitation of stage technique, or some conventions, or reli-
gious taboos, but it did offer good chances for the playwrights to exhibit
their poetic talent. The verbal descriptions may catch for the audience some-
thing that may disappear in a twinkling when it is performed. Here verbal
language has the function of lengthening and amplifying. Take for instance,
in Oedipus Rex Sophocles used more than a page to “report” the death of
the Queen and the King’s blinding himself. Euripides spent more than
seventy lines to describe the fight between Hippolytus and the sea monster.
And the death of the Queen in Antigone, though reported in only a few lines,
has the same effect. Here are the lines.

She stood by the altar, and her heart,

Welcomed the knife her hand guided,

And a great cry burst from her lips for Megareus dead,

And for Haimon dead, her sons; and her last breath

Was a cuvse for their father, the murderer of her sons.

And she fell, and the dark flowed in through her closing eyes.8
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True, most of the action here can be performed with little difficulty. But
the feeling and mood suggested through such words as “welcomed” and
“dark flowed in through her closing eyes” can hardly be achieved by concrete
body language. Take for another example Christopher Marlowe’s famous
lines about Helen:

Was this the face that launched a thousand ships
And burnt the topless towers of lium?

Sweet Helen, make me immortal with a kiss.
Her lips suck forth my soul: see where it flies!
Come Helen, come, give me my soul again.

Here will I dwell, for heaven is in these lips

And all is dross that is not Helen,”

Can any theatrical or even film techniques replace these lines with the same
richness?

There are lines of similar nature in the classical drama of China, and
some descriptions of scenery or action even contain the sound effect of
winds, rain, etc. But as I suggested above, the development of such
-descriptions in Western and Chinese classical drama differs. In the West, the
concept of verisimilitude of neoclassism and the insistence on scientific
objectiveness of naturalism and realism, along with application of new tech-
nology in theatre and the strong voice of theatre as an independent art, have
changed the art and practice of playwriting. Now very few playwrights
would use the verbal language to report an action or to provide scenery. The
most strange exception I have come across is Eugene O°Neill’s description of
the trees in Desire Under the Elms. He writes:

Two enormous elms are on each side of the house. They bend their
trailing branches down over the roof.” They appear to protect and at the
same time subdue. There is a sinister maternity in their aspect, a crushing,
jealous absorption. They have developed from their intimate contact
with the life of man in the house an appalling humaneness. They brood
oppressively over the house. They are like exhausted women resting their
sagging breasts and hands and hair on its roof, and when it rains their
tears trickle down monotonously and rot on the shingles.m

O’Neill is here too poetic to be a good playwright.
The classical Chinese theatre is different. With the exception of the
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few technically modernized new stages in Shanghai, this traditional theatre
remains a “poor theatre” in both the good and bad sense of the term. ™
Conditioned by the social and economic factors, functions of this theatre
have been largely limited to the celebrations of happy occasions like festivals
and the birthday of a god or man. This representationally bare stage forces
the playwright to continue to use songs to provide the scenery. This may not
be difficult to understand. But there is another phenomenon which I find
rather puzzling. That is, why are there still so many self-descriptions about
the life, action, and even appearance of a character? Why are there more of
such instances in the Peking Opera than in earlier plays? Take for instance
the scene of “The Execution” in Injustice to Tou-O ( B K% , a Yian
play), The Story of the Gold Lock ( & #23C , a Ming play) and Snow in
June (75 H = , a Peking Opera play), and the scene of “Visiting the Prison”
in the later two (the Yiian play does not have this scene). Here are the lines
of self-description with English approximation.

From Injustice to Tou-O:

(1) mBEsnrRe BANRERLEHER-
“Injustice!” I'm crying, which moves the earth and shakes the heaven.
Suddenly my drifting soul goes to Hell.

(2) > RESWRENE
Alas, but two lines of tears are dropping [from my eyes].

12
(3) BIEEMBHRENAR - ABEHRITERE -
The cangue (wooden collar) twists and turns me now right now lefi; the
crowd pushes me now bending forward now falling back.

From The Story of the Gold Lock:

(1) %1 FHF
Alas, woe is me (how bitter I am).

(2) sBBBE—BWEL-
Today, {I) have taken a bowl of rice with me.

(3) BTHRORT  HRIBLETBEH-
Hearing your voice makes me suddenly heart broken.

4) meE ARR-
Just a look all my insides are broken.

(8) mEEBY-
Hearing your words (I feel) so miserable and sad.
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(6)

(7)

W IS RRBGIRBER o MRy o

(I am) scared—so scared that my souls are’ dispersed and gone, my voice
sobbing, (I)prostrate myself to the ground and cry to heaven —so loudly and
yet to no end.

BEERNEEE
With my head buried in hands, I cry so sadly that I cannot utter a single

word.

(The following is from the Execution scene.)

(8)

9

(10)

WEE SR REBRBGEE -
“Injustice!” I'm crying, which moves the.earth and shakes the heaven.
I have both heaven and earth to complain!

WHRANBFBEL - ROHE - BEEH o
Suddenly (it) makes my insides broken. Feeling my heart, I find only
needles but no thread there.

ERBEF B
Shaking and trembling, I cannot budge an inch.

From Snow in June:

(1)

(2)

(3)

4

(5)

(6)

BRARURBREEL BEERREREERK.---

T.RERMBTREEME.
Hearing my name called, I knit my brows with sorrow. Iam so scared that

I shake and tremble with fear and cannot find any place to hide. . . . Alas!
she is angry. Ihave so much to say but do not know how.

RESRERLE . THEHSKTE | FHREBRT,
Hearing your word I feel so angry that I grind my teeth and I will teach you
a lesson with my whip.

WIRERR— A WIS, Robmp o — B2 KR,
I cry and cry, crying Mother Warden; I call and call, calling Warden Your
Ladyship.

KESTHRRUONE . E—BBRm,----
Before I speak, my tears are like rain. I salute you, Warden, Your

Ladyship. . ..

B EH RS .
It makes me, an old woman, so painful that my heart is broken.

—OKGERBERERE.
My breath is choked ; my throat tight.
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(7) B—SwER=318y.
Hearing the word, my three souls are 5o scared that they go drifting.

(8) REBERFAHM L5,
Mother-inlaw and daughter cry so (bitterly) that (our) blood is upsushing.

_ (The following is from the Execution scene.)

(%) @F . SHELRRT.
Don'’t say I am scared;it may scare the guardians of Buddhist temnples.

(10) B L FEEERHE. PRERNBIEETHE.
Around the scafford, every face is wet with tears. They all say that I, Tou-O,
die a miserable death.

(11) BRERBIRE KR ABEDE .
Visiting my little Tou-O, I gather all my courage and toward the scaffold go.

(12) REHE LH#HA&.
I only see my daughter-indaw bound there with ropes.

(18) - mgge
..lutteracry...

(14) EELEBER=ZHATE.
On the scaffold I am (so tightly) bound that my three souls are (frightened
and) gone.

15) maEE  rAmze_z

You and I, mother-iniaw and daughter, have to kneel down to thank heaven
above.

The tone of these lines of self-description of action, feeling, or thought is:
mostly not that of a character in a play. As we may see, in most cases if the
personal pronouns are changed from the first person (often understood)
to the third, they will sound more natural in terms of dramatic situation.
Even lines (10),(12),and (15) in Snow in June are not quite appropriate for
a dramatic character to speak. Line (15) may seem all right while reading.
But 1 still feel that it sounds a little too calm and too obligatory. Atsucha
moment, an old woman would more likely say, “Dear daughter, let’s kneel
down and thank Heaven above,” or something of the kind. I do not mean
that characters cannot tefl the audience what they feel, but that such lines
as quoted above are too direct, too straightly superficial, and unnatural in
such dramatic situations. Tou-O may of course complain about the injustice
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done to her, she may show her fear, she may cry bitterly. But the question
is: Are such verbal expressions the most natural, believable, and effective
means of showing a character’s emotion and/or action on stage: Is it not
better to let the audience (and readers as well) decide whether or not her
crying can move the earth and shake the heaven, instead of telling us so
directly? Obviously, such lines resulted from copying the stories from story-
tellers, who had not much imagination and the art of showing their
characters. They are still lines of storytelling, not yet dramatized. In other
words, the classical Chinese drama, especially the Peking Opera, has never
been completely independent from the narrative literature, which were usual-
ly not written by men of letters and were therefore often lacking in depth
and beauty. It is perhaps because of the same reason that characterization
is usually weak in classical Chinese drama. It goes without saying that
successful characterization depends greatly on the portraying of the inner
feeling and emotion. Superficial descriptions can hardly produce touching
and forceful work. In this connection, the Peking Opera is inferior to the
Yiian, Ming, and Ch’ing drama. Now, let us come to some more obvious
examples. If you have read or seen Peking operas, you may find that when-
ever a character feels sad or pain, he will tell you directly he is in pain or he
is crying bitterly. Here are a few examples with literal English translation.

B BT IR IR K .
I missed you so much that my heart was broken and two lines of tears were
like rain.
KBRS OLFE .
Before I speak, my heart feels so miserable.
(from F 3 % [Yii-t ang-ch ‘un))

BHELXRFASRITHE .
(I) Princess Metal Mirror, before (I) speak (my) face is all wet with tears.
REERETEH .
With floodlike tears, I am crying while riding out of the Yen-man Pass.
(from (4 g /2] Ssu-lang Visits His Mother])

THEZEHREBE .
I could not help shedding tears like flood.

{from — 1% = [ The Snow-white Jade Sculpture))
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faithfulness by flirting with her.

EEI A EE IR G,
(I) Wong Pao-ch’uan, sitting in the shabby cave-house, with tears dropping
like two broken strings of beads.

FEMRARBERAOTE .
Man and wife are crying so (sadly) that (our) tears are like rain,

RFEMARBHBEAER .
Man and wife are crying so (bitterly) that (our) hearts are broken with

pain.
BREAREE - - BRBRREREH .
(I), Mother is crying for daughter’s miserable life (so touchingly) that

heaven and earth are shaking. . . (I}, daughter is crying for mother’s (pain
because of me, so sadly) that two lines of tears are like raining.

RBLLBEIREWME.
(I), Lady Tai-chan, sitting on (my) horse-back, with (my) face all wet with
tears.
{trom f1 574§ [The Red-mane Steed ])

There are other lines, often sung by a character, which explain only
the physical action a character is performing, as if he is talking about the
action of a third person. In a modem play, most of these may belong proper-
ly to stage directions. The following four lines from Wu-chiz Po (name of a
place) is a good example of this kind. A couple named Hsiich Pingkuei
and Wong Paoch’uan have been separated for eighteen years not long after
the wedding. Hsiieh comes home. First he wants to find out if Paoch™uan
is faithful to him. So he pretends that he is his friend and tries to test her
She is frightened and runs to her cave-

house. He follows closely. While doing this, they sing:
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{Wong]  mm Emy EH,

In front Wong Pao-ch'uan runs,
[Hsich] SEBRMEETFR.

Right behind Hsueh Ping-kuei follows;
[Wong]  EBZERIEMH.

Into the cave (I) close the door,
[Hsieh] WX xmEsnm 16

[And] shut (her) husband outside.



This kind of description or explanation should exist only in narrative litera-
ture. Some people argue that when the actors move and sing at the same
time, there is more fun on the stage. True, but the actors can sing something .
else—something to show their inner feeling or emotion in the form of
thinking-aloud. Besides, before the characters exit in the foregoing scene,
they have already clearly informed the audience that she is going back home
and he is following her to the cave-house. So, when they re-enter one after
the other, they could sing something like this:

[Wong] EERRLEE-
I am so scared that the short distance to my cave-house be-
comes so long.
[Hstieh] MTHNLARE o
1 am very sorry to-have frightened my Paoch’uan.
[Wong] (Now she has got inside her house and locks herself behind the
door. She feels better and sings.)
BHEEHASIEE -
RIEEXREEA-
Pray what this man said is not true, and
My husband will soon return safe and sound.
[Hsueh] (He stops outside the door, looking at the house. Silence.
He sighs and then sings.)
EERREENS
HERE RS-
The cave-house looks as familiar as it used to be,
But the ups and downs in the world who could have foreseen!).
(He speaks)
W = REFE RELEF!
San-chieh (meaning the third sister, the way he used to call
her as a term of respect and intimacy), it’s me, Ping-kuei,
your husband.

Would lines 11ke this not make the scene even more mterestmg and logical
and portray the situation and characters better?

Now, let us come to the second question: Why are there more self-
descriptions in the Peking Opera than in the earlier plays? Some scholars
say that the Peking Opera received great influence from the K'un-chii (8 gi).
But it is only partially true in terms of acting technique. To me, the only
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logical explanation of this phenomenon is that the Peking Opera developed
directly and independently from narrative literature and folk songs and dance,
not a descendant of the Ming drama and the K'un-ch%i. Its origin might have
existed earlier than the birth of the Yian drama. As it is characteristic of
most folk literature, before men of letters began to lend a helping hand to the
theatre, plays were likely handed down from one age to another orally. This
might still be the case in the Sung dynasty. That is perhaps why we have not
found a single copy of the Sung drama though we have the record of nearly
one thousand play titles of the period. (Some scholars believe that part of
them are song and dance titles. But if there were written scripts, at least
some fragments should have come down to us.)

Some scholars maintain that the Speech-and-song literature like Tung’s
Western Chamber was the bridge between the early narrative literature and
the Yiian drama. But I think that is only partially true. The Speech-and-song
literature must have had great influence on the later drama in terms of line
patterns and music patterns. But drama may have existed before the appear-
ance of the Speech-and-song literature, or co-existed with it. I think that if
we can trace the origin of the Peking Opera, we shall have a better under-
standing of the growth of the classical Chinese theatre, and why the Yian
drama appeared so suddenly, yet in such a unified well-made four-act form.

Notes

1, EBEBETERBE(AL: ABEDEE, 1970), p. 194. Two lines read different in
another version (BMIHEH (440 #FARE > 1977] pp. 153-54):" AME
& " becomes “ ARim%ZE"” (2 mice, clear night) and “#EHK AW 7 becomes
“ MBEH " (If [she] again breaks the date). Li-li Ch'en’s translation of the
whole passage reads: :

That evening,
The jade edifice of heaven was spotlessly clean;
The stars of the Milky Way glistened like dew-drops.
Glorious moonlight covered the ground,
Quietly heightening a poet’s ecstasy ;
Heady flower scent permeanted the air,
Insidiously undermining a Zen monk’s calm.
Everything on earth was utterly silent.
The Beauty of heaven, would she come?
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Chang allowed nothing to interfere with his vigil. The third watch was sounded;
yet no news of Ying-ying.

(Hsien-lii-tiao mode)
Flower-Viewing Time
His chin upon his hand Chang waited and waited by the door.
Disappointed that no one came.
Willynilly, he returned to his study.
‘If my Jove doesn’t show up
How can I survive the night ?’

(Master Tung'’s Western Chamber Romance [Cambridge Uni-
versity Press, 19761, pp. 145-46) '

2. EE® - A+l (A% BENER ,1970), LEM,p. 68. S. I. Hsiung’s
translation of the passage reads:
He sings:
‘I stand on the silent steps.
The night is far advanced and a fragrant vapour is spread
throughout this golden space.
Solitary is the library,
And sad unto death is the student.

Where are the clouds with their varied colours which will
bring me good news?
The light of the moon, like a flood, covers the pavilion and
the terraces.
The priests repose in their cells.
The crows cry in the trees of the courtyard.
The sound of the wind in the bamboos
Makes me think that it is the jingling of her gold ornaments.
As the shadows of the flowers move in the moonlight,
i think it is the Fair Lady approaching.
My mind is in suspense, my gaze is fixed,
And my loving heart is full of agitation.
I can find no repose either for body or mind.
In this time of stress I lean on the door, waiting.
But not a word of news arrives either by the Blue Phoenix
or the Yellow Dog. . . .
(The Romance of the Western Chamber [Columbia University
Press, 1968], pp. 167—70)

3. 7‘<+ﬁf§3’ﬁiﬁﬁ’ p.76.

B® BER (BRI EF R 1967), 11, p. 236.
5. Seemy FERE BLAT (A BAXEEAT > 1980), pp. 1216, 32-34,

112-117; wERE ( &4 gt 5, 1981), pp. 1-14, 214—-220.
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HHAF BEAZ (B £XFH1974),p.98.

BEARZ p.116.

Sophocles, Antigone, English iranslated by Dudley Fitts and Robert Fitzgerald,
in Greek Plays in Modern Translation, ed. Dudley Fitts (New York: The Dial
Press, 1955), p. 498. For the descriptions about King Oedipus and Hippolytus,
see pp. 286—89, 377-78.

Christopher Marlowe, The Tragical History of Doctor Faustus, in The Genius of
the Early English Theatre, ed. Sylvan Barnet, Morton Berman, and William Burto
(New York: The New American Library, 1962), p. 154.

Eugene ONeill, Desire Under the Elms in Nine Plays by Eugene O'Neill (New
York: The Modern Library, 1932), p. 135.

See n. 5 above.

HERE > THR (A1 EXHERE1970), pp. 1509-10.

wE% I, pp. 3447,

B X% ,pp.451-55.

®EAZ2 ,pp. 45, 58,121, 212, 569, 570, 571, 575, 579.

B®#E K2 , p. 534. There is some minor difference in wording for these four
lines. For instance, the second line may read * #HHREETE" (See & e
BE AR [ B SRBRSERBEMREERZAGET, 1969-1972], VII,
p. 545.)



Comment

Daniel Yang:

Self-descriptive passages in drama are not alien to other Asian dramas
such as Japanese Kabuki or Noh plays, especially Noh plays. In India this
kind of phenomenon is also found. It is a very special and common pheno-
menon in Asian drama. In Western drama we have such similar examples
in Shakespeare’s plays. In Shakespeare’s Taming of the Shrew, there is a
mad wedding scene that has long descriptive passages. I think one possible
reason for the playwright doing so was to shorten the play so that he did not
have to create another scene. The German writer Brecht uses the same tech-
nique as in any Yuan or Ch’ing drama. The Good Woman of Szchuan is a
good example. Peter Shaffer, a contemporary dramatist, has the same spirit
by making actors speak long passages directly to the audience. Eugene
O°Neill is a wonderful illustration—a poet and playwright. Bernard Shaw
often got carried away with himself with a couple of pages of stage directions.
And Tennessee Williams also attempted to do the same. We can find
examples in his play Streetcar named Desire and The Glass Menagerie.

And thus why does Peking Opera have more self-descriptive passages
than Yiian or Ch’ing drama? I suppose there are two explanations for such
a phenomenon. First, Yian drama has only four acts. Self-descriptive
passages take place at the beginning of a scene or an act. So there is not
much opportunity for chief characters tc tell the audience who (or what)
he is. But Ch’ing drama usually has over a dozen scenes. Second, Peking
operas were often written by poor, hackneyed writers, inferior playwrights.
They usually borrowed ready-made conventions. We cannot see much creati-
vity in them.
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