The Wen and Wu Enactment
of a Taiwanese Opera Troupe

Patricia Haseltine

In Taiwan, local opera continues to be enjoyed primarily by a folk
audience. One troupe which has been able to maintain a high standard of
performance for many years is the Ming-kuang Wang-chia San Chieh-mei
Tuan (BRYtF 5 = #h#kE ) which infuses their traditional artistry with
current significance. Investigation' of this troupe’s performance through
interviews, recording, and filming from the spring of 1976 to the summer
of 1977 shows that under the direction of Wang Ting ( F TE ), the troupe’s
founder, and Ch’en Ts’ung-ming (B §EFF), and with the skills of Wang
Ting’s three daughters, this troupe seeks to balance two traditional qualities
termed wen ( 3 ) and wu ( I ). The process by which they represent
these qualities of cultural or literary refinement and military or physical
prowess deserves special attention from the point of view of folklore. As
with most current folkloristic studies, this discussion of the Wang troupe’s
art demonstrates that folklore — oral literature — is ot anonymously created,
but is the product of particularly talented persons within the local or folk
tradition, just as written literature may be created by authors within a literary
tradition.

In traditional Chinese society, literacy and skill in martial arts were two
somewhat rare qualities which, when acquired, brought an individual and
his family social prestige and power. The terms for these two qualities were
wen and wu. Wen, basically meaning literary or cultural refinement, was
used in contexts indicating the type of abilities which followed a classical
education, including the ability to write poetry, to paint, and to be an official
for the imperial governiment. The implications were that a person possessing
this quality was literate and probably had participated in the governmental
civil service examination. Through etymological analysis, Chow Tse-tsung
shows that literary men themselves associated the word with the Tao ( 3& )
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and thought that “wen might enable one to ‘gain’ the world.”? Wu, meaning
martial or military, usually indicated training in the arts of attack and
defense, including the ability to use weapons and engage in boxing and
acrobatic skills. In imperial China there were examinations to test wu, as
well. A farmer’s family, therefore, who had children trained in either one
of these arts could send them to the examinations. If the candidates were
successful, the family assured its place as leaders in the village and provided
itself with a vital link to non-local Chinese society. Actors, however, were
forbidden by imperial decree to engage in the examinations even if they had
become literate and educated.

Acquisition of literacy and participation in the army or martial pursuits
remain important bridges connecting the local and non-ocal in Chinese
society today. Actors still are not highly literate, nor are they warriors, but
they may refine themselves in song (poetry) and in acrobatics (martial dance)
to present cultural achievements within the plays. For the Wang Ting troupe,
in particular, the very terms wen and wu have become metonymic symbols
for artistic competence. Achieving competence in singing and acrobatics,
receiving and performing the arts transmitted to them, is symbolic of refine-
ment in the literary and military arts. The enactment of these qualities
occurs within a folk religious and moral context where supplication for
prosperity, emoluments, and longevity or Fu, Lu, Shou (W& . e 2)
is ritualized. A good performance is a symbolic mediator between the present
realities of the temple audience and the legendary past which is viewed by
the people as highly cultivated and where the literate and militarily powerful
became prosperous leaders assured of immortality as heroes of Chinese non-
local culture.

As in other Chinese traditional opera forms, the dramatic repertoire
of this Taiwanese opera troupe’s plays can largely be divided into wen and wu
categories or civil or romantic plays and military plays. In the first category
are romances in which there is a happy or tragic love relationship.
Although heroes of such plays are relatively poor and of delicate constitu-
tion, they have either taken or are preparing for the imperial examination
and the story of their success has a ts&i-fzu chiajen ( F FHEEN) theme.
Wen plays contain many love songs and much dialogue, but little fighting.
Battles are to be found in the plays categorized as military and include
plays whose main characters gain their fame through military prowess demon-
strated in warlike encounters with the wicked opposition.
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For its temple-side performances, the Wang Ting troupe has developed
the following system of organizing their repertoire: plays with martial
themes and fighting are presented in the afternoon to an audience composed
mainly of older men. In the evening when women, young and old, gather to
appreciate the opulence of the costuming enhanced by lighting, the themes
turn to romantic attachments of the heroes and thus give the wen roles
more exposure. So wen in the evening and wu in the afternoon has become
a traditional repertoire division which helps determine the selection of
the play to be performed in a particular place.

- However, this performance division overlooks the fact that on another
level wen and wu are combined and balanced in practically all of the plays
presented by the Wang Ting troupe. Submerged to the major theme, there
may be scenes of both qualities in one play. In some wen plays, scenes of
battle occur and, vice versa, romantic scenes may occur in predominately
military plays. Further, when both types of characters appear on the stage
in the same scene, a hierarchical arrangement in accordance with the customs
of the imperial courts is necessary. As the manager explains, from ancient
times on, the stage has been divided following the principle that wen is in
the East and wu is in the West. Since the emperor or king holds court up-
stage-center, or in the North, the civil and military officials appear at either
side in the following hierarchical placement:

When the emperor or king comes out to hold court, we absolutely must
follow the rule of civil on the East, military on the West. The civil officials
are greater. It is said, “A stroke of the brush can bring peace to the whole
earth.” Only in war do you use the military generals. To govern the
earth you need civil officials. The brush is even sharper than the sword.

Thus serving the emperor are men who possess both qualities and on the stage
their positioning is balanced to the left and right of his august personage.
The Wang Ting troupe not only follows this traditional staging, but, as shown
by the words of the manager, has a rationale for doing so today.

Likewise, in instrumentation, a division into civil or romance and
military is expressed in the position of the instruments on the stage: the
percussion or wu instruments are placed at stage-right, on the West. These
idiophones and. membranophones regulate movement.  Although they
dominate during fight scenes or scenes of chase, during romantic songs they
merely keep a beat. Sometimes they are completely silent. The Wang Ting
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troupe uses the following wu instruments: a large gong, a set of smaller
gongs, cymbals, clapper bells, 2 pien-ku ( fj2&% ), and a pan ( #7 ). Used
less frequently are the mu-yu (K4 ), and the szu-pao (yu ). To this
combination -of Chinese instruments which have come from both local and
nondocal sources, Western snare and bass drums are sometimes added, es-
pecially to accentuate fight scenes. The troupe’s wen instruments are found
at stageleft, on the East. These aerophones and chordophones accompany
+he introductory yin-tzu ( 8] ), romantic arias in love scenes, laments etc.
The bowed stringed instruments of this troupe include the ching-hu ( 587 )
and the hu-ch’in (#8E ). Plucked stringed instruments include the san-
nsien (=% ) and the erh-hsien ( 5% ). The yieh-ch'in (B ), amore
local instrument, or the p’i-p z (¥ & ) may also be used. The playing of the
bamboo pipe or tung-hsizo ( J #%) is said to be more common in southern
musical forms. One of the important instruments for court scenes is the
sona (43" ). It may be noted that some of these instruments like the
ching-hu have been derived from the Peking Opera and luan-tan (=)
traditions, whereas others such as the yiieh-chin are popular instruments
to the local tradition. Western instruments which have more recently entered
the wen section are the saxophone and the trumpet. In accordance with the
binary opposition implicit in the wen and wu division of instrumentation,
Wang Ting states that he can play both kinds of instruments, both the “blown
and the beaten” (WK¥T ). By means of this division, the troupe can suc-
cessfully bring instruments from many outside sources within its own or-
ganizational code. Wen and wu serves as a principle of incorporation as the
troupe and its local audience face the cultural changes implicit in exposure
to the musics of the non-ocal society. It is perhaps in this way that the
opera remains a viable folk art even today.

In opera, instrumental music supports the dramatization of the roles
in enacted stories. Musical styles® help define and differentiate roles and
situations. For example, pei-kuan ( {4 ) music is often played in associa-
tion with roles representing the literate old patriarchs and officials, while
the folksongs are used for the plaintive expression of wandering heroes and
the laments of maidens. Western music usually expresses romantic and
impassioned sexual attraction. In this way music is largely role specific and
communicates the dramatization of story through an aural channel to the
audience.

Visual signs also help convey the story o the audience. Through
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mutually distinct roles or patterns, the drama may reaffirm for the
audience the myriad social, personal and situational identities which
distinguish human beings from one another and make them the stuff of
legends transmitted from one generation of actors to another. As with
Chinese opera in general, the means available to the actors of the Ming-
kuang troupe for distinguishing one traditional role from another are both
material and kinesic: material signs include headpieces which vary in form
and intensity of decor, beards which vary in color and form, robes or cos-
tumes which vary in color, design, and form, shoes which vary in height
and form, long white water sleeves ( 7K % ) which extend beyond the hand
and vary in their use in arm and hand gesturing, fans distinguished in size,
intensity of decoration, and manner of use, face painting distinguished
by colors or combinations of colors and special symbolic designs, and objects
such -as weapons or tables associated with each character type, varying in
size and shape. The actors and actresses choose among the available materials
those which best represent the role they are performing on a particular day.
Since the variations in the signs mark the social positions and qualities of the
role and the degree of accomplishment in social refinements, they help
distinguish wen and wu qualities and the relative competence in these social
ideals. Actions are also role-defining. The kinesic means of differentiating
roles include kinds of basic movements, such as walking, kinds of fighting
with or without weapons, deference movements, such as bowing — performed
in interaction with other roles — and gesturing when singing and introducing
oneself. It is these signs, many of them borrowed from what is now known
as the Peking Opera tradition, which help define the roles and thus reinforce
the code of wen and wu present within each play. In largely improvisational
theater, such codes and categories aid in costume selection and delivery for
which little time is available for planning. They are the rules or guidelines
for using the tools of the acting craft.

Training and Acquisition of Wen and Wy

The training of the actors and actresses of troupes interviewed today is
and is not folkloric. Most established troupes consist of a core family of
performers. The children of actors and actresses play around the stage during
the templeside performances. In this way, they grow up acquiring the
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stylized movements attached to separate roles and other skills connected
with the performance of drama. Some actors become part of the family
troupe by marriage, and orphans and children from poor families may join
such family troupes even though their own families had no performing
tradition. Though some Taiwanese dialect plays have been written down and
some scripts have passed down to the troupes, actors leam plays by oral
transmission. Nothing teaches dramatic interaction, moreover, but actual
experience in performing. Such a transmission is indeed folkloric according
to standard definitions of the field. _

However, this primarily folk transmission in Talwanese opera must
be qualified. An older man in the troupe may be specially designated as a
“teacher” or “master” { fii4l ). He instructs young actors and actresses in
special skills, such as the techniques of improvisation and singing. Ever
interested in refining their skills, many performers have also been taught
basics of acrobatic movement by actors from Foochow Opera or from Peking
Opera. In such situations, actors and actresses become consciously aware
of acquiring competence. Thus, even though the transmission of skills
takes place primarily through experience and learning in performance, since
it involves specific professional training it has not remained purely local
and folk.

In accounts of their lives, the actors themselves distinguish the more
natural acquisition of Taiwanese folksong from the painstaking training in
music and movement which they view as coming from the greater Chinese
operatic tradition. In the past this tradition was encountered in urban
centers whose contact with Peking Opera performance was greater than
in the countryside.’ Today this tradition is facing the local troupes in
the Peking Opera. Wang Ting, the director and manager of the Ming-kuang
troupe, is a man now in his sixties. His life reflects the balanced artistry of
his troupe. As a young man during the Japanese occupation of Taiwan,
Wang Ting who already sang and played local music joined a Southern Music
Society ( B & ), the First Music Society of Chiad. By the time he was
twenty he had acquired enough skill to begin to perform with a Ch i-chiao
(£f ) troupe® in his hometown. He said he first learned wen or romantic
plays, and then he began to learn wu or martial plays. Eight or nine years
before the restoration of Taiwan to China, he started a troupe of his own.
He says, “because the old pecple wanted it,” he began to leamn to play
pei-kuan music. For him, this entailed learning the melodies and their ac-
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_companiment from the Minnan lugn-t‘an operas. Performing in the former
style was much easier, but with hard and painstaking work, he was able to
adapt and is now proud of his accomplishment. As a result of his expertise,
Mr. Wang’s troupe was successful in the indoor theaters and in government
sponsored contests organized in recent years. He says he has been to every
place in Taiwan, “small and large,” and mentions having performed in Singa-
pore for wealthy overseas Taiwanese or Minnan families. Although his
functions are mostly those of a traditional troupe storyteller-manager, who
decides where the troupe will perform, chooses the play, reviews the story
in scenario form before each performance and assigns roles to the actors,
he is also called tao-yen (E ) or ‘““director” by members of the troupe
who have had contact with movie and television media.

Wang Ting has three daughters who act with the troupe, and his troupe
is popular with temple audiences mainly because of their skills. From the
time they were ten years old and had finished primary school, their father
would teach them to sing the seven-word phrase songs, the basic improvisa-
tory techniques, and the standard songs involved in performing the plays in
his repertoire. Instruction began early every moming at about seven o’clock.
In the afternoons and evening the girls would accompany the troupe wherever
it went and watch and pla;. Gradually they were given minor roles. The
oldest, Wang Hsiu-yueh ( £ 3 5 ) began at fifteen years to play the wicked
young male roles and later took on the hero roles. Although her father
taught her the basics of singing, she says she picked up the rest on her
own. The term she uses for this self-teaching activity is hun-hui (18 &).
A close equivalent, I suggest, could be the term bricolage employed by
Lévi-Strauss to describe the way a traditional craftsman works by trial and
error mixing and matching in his creation activity.” Miss Wang and other
actors and actresses of Taiwanese opera achieve true competence when in
the performance they have full control over the play. She explains this
ability as follows:

You have been performing for three hours, and the “director” has already
told you all the scenes, but it turns out after you've gone through all of
them, that the play’s too short; then you have to think of more to add,
to say more and to say it more slowly. The movement also has to slow
down. You have to find out where you can add some songs and what
kind of songs. If, on the other hand, the play is becoming toc long,
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you have to cut it short by saying just what’s important to the story and
not singing so many songs.

Ch’en Ts’ung-ming, who has recently taken over Wang Ting’s duties of giving
the scenario and has assisted in the direction of script-bound television
performances, is aware of the relative creative freedom of the actors in
traditional local opera. He says it is important to let the people act the
play instead of the play contrcl the people. Thus actresses, such as Wang
Hsiu-yueh excell in the art of improvisatory acting.

Miss Wang subsumes her skills under the categories of wen and wy,
namely with respect to the leaming of roles. Although on the temple-side
theater circuit, an actress must be able to play both wen and wu roles, during
the indoor theater period, when she received her early training, a person
could specialize in either type of character. Miss Wang grew up playing the
hsizo-sheng or the wen young man’s role. Such role stylizations may reflect
trends in popular entertainment. She was trained at a time when the tradi-
tional love story of Liang Shan-po yii Chu Ying-t'ai ( L A EHR) in
movie and play form swept the island and Chinese communities throughout
Asia. The lovers in this story became symbols of tragic love. In the story
which comes from folk tradition a female dresses as 2 male in order to get
an education and falls in love with a classmate. In the national language
movie versions, the classmate {male) was played by the Amoy actress Ling-p'o
(3% ) who became phenomenally popular. Ling-p’o’s portrayal is still
today considered a model for others who attempt the role on the outdoor
stage. It may be suggested that a modern audience of women recognizing
the injustice of arranged marriage and knowing that now women can get an
education without a disguise arouses an increased sense of pathos for the
Iovers in the old story. In the wake of this story’s influence and popularity,
Wang Hsiu-yueh developed into the romantic or wen role which represents
the classical concept of a refined gentleman of the historical and idealized
past. Successfully representing such a wen scholar, in itself, may confirm
the actress’ attainment of refinement.

In most films today, not the romantic scholar, but the kung-fu ( ZhX )
fighter is very popular. Wang Hsiu-yueh’s younger sisters accordingly often
act roles more closely associated with the heroes of such action movies.
In the troupe, Wang Ch’iulien (F Fk$# ), the second sister, now plays the
young hero roles and is most adept at martial dance. Having learned the basic
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techniques, she has since developed a style of sword fight and dance of her
own. The greater part of the afternoon wu performances contain her
acrobatics. Both she and her younger sister Wang Ch’iu-chu (EFkHR) are
praised for their performances of the strong and recalcitrant mythological
child heroes of Chinese folk Buddhist and Taoist legend.

But now under their father’s guidance and with his principle of balanc-
ing wen and wu, besides excelling in acrobatics, the younger sisters also
sing very well. Members of the audience claim that “no-one can sing the
old seven-word songs like the Wang sisters.” The girls assign the characters in
the hero role among themselves so that the most sophisticated romantic
characters are played by the oldest and most experienced sister, while the
heroes in the more acrobatic roles are played by the younger sisters. Per-
forming together often as wer and wu brothers in the troupe’s versions of
traditional plays, together they form the balance of these qualities.

Among actresses of another generation, equal abilities in both qualities
were at a premium. The life and career of Lin Ch’ien-chin ( T & )°
show how significant the attainment of wen and wu abilities was in the past.
The adoption of a girl for future marriage to a son was somewhat widely
practised in Taiwan. One alternative to giving a child in adoption to another
family was giving it to an opera troupe.” Lin Ch’ien-chin was given to one
of her father’s friends, an actor of Foochow Opera who taught her both
singing and acrobatics. After three years she passed the apprenticeship
period and began to be paid for performing. She had in effect become a
professional. She had learned the language used in Foochow Opera and the
style of delivery found in Peking Opera. But because she was Taiwanese,
she performed the songs of Taiwanese Opera when she began acting with a
troupe. She says that, in contrast to other actresses, she was versatile in
many role types. When the managing director could not find anyone else,
she changed from playing the female tan ( A ) roles to those of the Asizo-
sheng (/[NA2). She preferred the wen or romantic plays, but was also able
to act the wu-sheng (§{;4E ). Her success story, as she relates it, seems,
like that of Wang Ting, to culminate in being asked to go all the way to
Singapore. When the English began capturing Japanese nationals (which
Taiwanese were forced to be) she escaped to Amoy, and finally got a boat
back to Taiwan. Singing what she calls the music of the “Seven Districts
and the Five Districts”!® brought her renown over a wide geographical area.
Her acquired skills took her out of the specifically local performance milieu
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and exposed her to ihe non-ocal professional or semi-professional theater of
Southeast Asia.

Although most female roles are wen roles in which the actress plays
a chaste, demure young maiden, a wife, or a mother, there is also a female
counterpart to the male wu roles in the wu-fan (F B ) or fighting maiden.
Several girls in the Wang Ting troupe may play this role type, but it is usually
played by Yang Ch’iu-yteh ( ##k B ), who still considers herself an appren-
tice after five years of acting with the troupe. In the course of time she has
trained herself especially for this role by leaming the techniques of paring
off and fighting with another person in the same way as those playing the
hero roles learn them. She never plays the male hero roles as the Wang
sisters have specialized in those, but she may play female roles of the wen
type, and has learned the songs proper to female characters of this type.

The acquisition of male roles by males is also seen as the obtaining of
certain qualities pertaining to wen or wu. Wang Ting used to play the ko-
sheng (ZH ) roles, but now has given this role type to a younger man. As
he has grown older he has also relinquished many of his duties of arranging
the scenes of plays etc. to Ch’en Ts’ung-ming. Mr. Ch'en, a generation
younger, began acting at a very young age with the Ch'i-tsai ( -£4F ) troupe
of his father. That troupe, made up of seven young actors, used nan-kKuan
music and the children learned traditional Minnan songs. Headed by Mr.
Ch’en’s father and uncle, the troupe was based in the village of Tamsui in
northern Taiwan. Although this kind of drama was “handed down from
his ancestors,” at Mr. Ch’en’s birth the Taiwanese Opera was also coming into
being. Therefore, he grew up singing its songs. In order to improve his
acrobatic abilities he was sent to a special teacher of martial acrobatics.
After he left the teacher, who was very strict with him, he would have to go
home and teach his older and younger brothers the skills he had learned.
This way, with one person taking the formal instruction, all the others in
his father’s troupe could better themselves. By the time he was sixteen
years old he was performing the duties of scene arranger. During the indoor
theater period in Taipei he performed regularly in acrobatic roles. When
Taiwanese Opera movies were made, he instructed other actors and actresses
and more recently he has served as a television actor.

Now in his middle years, Mr. Ch’en acts the clown part, the part of the
hua-lien ( 3% §%), and the mythological characters like Sun Wu-k’'ung ( 3 &
7z ) for the Wang troupe. He selects the plays the troupe will act, assigns
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roles, and gives the scenarios before the performances. He has a genius
for devising stories for the evening plays which bring tears in the audience.
In other words, as a folk playwright, he is able to make the traditional roles
into plays which communicate with modern audiences. When he is not on-
stage in a role, he plays wen instruments: he accompanies the folksongs and
the local Taiwanese Opera songs on the san-hsien, but he also sometimes
plays the hu-ch’in. .The clowns he represents are less accomplished in both
wen and wu than the heroes or the old patriarchs. While trying to acquire
these social ideals, his clowns remain foils to characters presented as highly
skilled. But, as may be noted by observation of Mr. Ch’en’s versatility
and success, this estimation is deceptive as far as enactment is concerned..
- Actually the clown actor’s verbal skills show him to be quick and witty;
and the clown actor must be skilled in order to show lack of skill in acrobatic
arts. While on-stage the role of the clown is ridiculed, backstage the clown
actor is most highly respected according to well-known tradition. Other
actors have designated positions, but he may sit anywhere he likes. The other
actors become respected people as they enact their roles; he, on the other
hand, is only highly respected hackstage. A T’ang emperor is said to have
played the role of the clown; actors say respect for the clown derives from
that legendary occurrence.

Besides the wen and wu division, Ch’en Ts’ung-ming makes another
differentiation in his classification of clowns: the wen-chih ( 3 &) is a man
who “is very blunt, very honest and loyal, but when he speaks is too frank,”
and the pai-ch’ih (5 £% ) is basically a simpleton. As soon as the simpleton
goes on the stage the goal is to make the audience think this person is very
lovable and interesting. Thus Mr. Ch’en, an intelligent director and skilled
performer, enacts a simpleton. In the entire system of contrasts in the
opera even a fool can, paradoxically, convey moral ideals. He is a negative
reinforcement for the model of achievement illustrated in the Wang sisters’
enactment of successful heroes of wen and wu.

So, as performers, adding to their knowledge of Taiwanese folksong
and traditional Minnan opera, continually train themselves to sing new songs
— some from the Peking Opera repertoire, some from popular sources — and
to play wen roles, they see themselves as gaining competence in wen. As they
become more and more skilled in acrobatics of the stage, they gain compet-
ence in performing stylized fighting or wu. Even the borrowings from other
traditions are reworked and incorporated by the troupe so as to express
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the local relationship to the sought after world of prosperity, social advance-
ment, and longevity that was attained by successful ancestors who were
cultivated in literary and martial arts.

The Linear Enactment of Wen and Wu

The roles enacted within the plays by the performers demonstrate how
the wen and wu opposition is articulated in the linear form of a story. The
dialectic underlies the linear progression of events in the hero’s life. That
the hero ages is evident in the succession of roles he encounters. He proceeds
from his parents, to his tutors or immortal helpers, to his opponents, to his
new status. Three phases — Childhood, Acquisition of Powers or Rebirth,
and Proof in Battle — are represented in many plays from the troupe’s re-
pertoire. This basic initiation theme is in fact a structural pattern upon which
other more specific themes, such as a filial son saving his mother, can be
constructed. Although in some plays the entire sequence is enacted, in
others, only a few episodes from the individual hero’s life are presented.
The director-storyteller can condense the entire life history of the hero or
he may choose to elaberate on particularly exciting episodes for a particular
performance. FEither as a condensation of the entire historical legend of a
Chinese cultural hero’s life or an elaboration of some events, the play given
at one performance is cnly a part of the whole legend preserved in folk
tradition. Further, it is one troupe’s version of that legend, a version which
fits the available performers on that day and their particular artistic skills
and capabilities. In this way the play is both traditional and modem at the
same time.

Since in the Taiwanese Opera the hsigo-sheng or the wu-sheng are often
dramatized as persons in a process of becoming, they contrast with the
lao-sheng or literate old patriarch who is unchanging throughout the play
and whose behavior is properly temperate. As the play progresses the
young man acquires skills and powers he did not originally possess. Played by
a female actress, one of the Wang sisters, the young male hero’s process of
change can be reinforced. The change in sex supports the rise in position of
the young man. An apprentice actress stated, “the hsigzo-sheng is merely a
young lao-sheng.” If the leo-sheng is a cultural ideal of refinement, the
hsiao-sheng is the ideal about to be.

438



‘Some folklore and psychological studies have been marked by a con-
centration on the role of the hero in myth, historical legend, and folktale.
To Max Muiller,* the hero was to be identified with the sun. To him, folk-
tales were derived from Vedic scriptures. Conceptions of Aryan gods first
developed in a “mythopoeic age” when the sun was the most important
deity. All other natural conceptions were metaphors for the sun and its
course: that is, the day and night, spring and winter, year and time, and life
and eternity were all solar conceptions. Time and devolution accounted
for fragmentary tales found in later ages. Finally, the original natural and
religious significance of the myths was lost. Scholars of Chinese drama
cannot deny that the sun is a symbol of the “sovereign upon earth,” that
is, the emperor, but symbolization and metaphor are not a decay of language
as Miiller thought; they are ever-present qualities of language and thought.
The power of the sun is an essence or quality for which the hero is fighting.
He does not wear the standard emperor’s yellow robe until he becomes
another role, that of the king. In a play of the rise of the first Sung emperor
Chao K’uang-yvin, Wang Ch’iudien changes into a yellow satin suit she made
herself as the hero takes the kingship.

In contrast to the interpretation that the hero’s rise is a solar symbol,
Lord Raglan'®> contended that the fortunes of the hero in narrative were
ritual in nature and were thus imitations of royal ritual. Many of the stories
enacted by the Wang Ting troupe contain a pattern similar to that outlined
by Raglan for the typical lives of traditional heroes. This pattern implies
a specific ritual by which men became kings in early societies. Like Raglan,
the psychologist Otto Rank™ drew attention to the similarity of pattern in
traditional stories about heroes. But Rank gave a psychological basis to the
wide spread occurrence of this pattern. He made analogies between myths
and dreams and explained that the child’s phantasy of rejection by his parents
is shown in tales in which the hero is cast out by his father. The king with
whom the hero contends is in fact the hero’s father who is both despised
and venerated. Driven by an ego which exalts itself, the creator of myth
and legend is like the dreamer and the psychotic who have delusions of
grandeur.

Does such a delusion apply to the enactors of such legends in Taiwanese
Opera? If so, it would run counter to the basic Chinese moral tenet of filial
piety which directs and motivates action§ of the hero in the plays of the
opera troupes. First of all, as Max Lithi has noted in relation to the
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Marchen,'* heroes do not usually initiate their own extreme actions; instead,
things happen to them which cause them to act. Their struggles against
others are direct results of accidental or unusual situations causing their
extreme behavior. They cannot help but rectify the original wrong, the
prohibition imposed upon them. Hence, although psychologists such as
Rank may claim that an emphasis on filial piety implies the opposite, sub-
limated unfiliality, that which is subconscious is not accepted as a real pos-
sibility by the society and in the plays unfilial behavior is in explicit opposi-
tion to filial behavior. Further, that the founders of dynasties are anarchic
assassins cannot always be proven, and since most historical legends are
about cultural heroes, the people have not pictured their heroes as disloyal,
unfilial assassins. In the plays of the Wang Ting troupe the filial heroes are
deserving of their rewards. Finally, while aging, the son must naturally
assume the role of a father, acquire the qualities that the father possesses.
This is “becoming a man” ( il A ). As he ages, his acquisition of wen or wu
skilis is an explicit rationale for his success.

In many of the plays performed by the Wang Ting troupe, the same
function sequences outlined by the folktale scholar Vladimir Propp™ and
his followers appear: the characters usually have the same relationships of
doncr, helper, king, marriageable daughter, etc., to one another. Also, the
structural formula of “lack and lack liquidated” found by Alan Dundes in
the mythological tales of the American Indian'® is at all times present. How-
ever, in the drama performed in Taiwan, it is precisely the character types
and “heir required action, contingent upon their traditional roles, that deter-
mines sow they will interact with one another. Their action is aimed toward
a specific end, a goal in part determined by their role. In this, their com-
posite symbolic features, including those signifying status in life, age-group
and sex determine their action possibilities and theéir mode of conflict.
The filial piety of the young hero determines his actions to save his mother.
It is in the identification of such motivations or symbolic actions that the
link with accepted moral tenets of the andience is found. Therefore, at
least in the plays of the Wang Ting troupe, motivations for actions are not
“the most inconstant and unstable elements,” as Propp claimed.

In Taiwanese Opera, depending upon whether they are wen or wu
heroes, the visually perceived signs of the role show a chivalrous warrior or
a refined lover in a state of restless change. In order to establish a balance,
the two qualities are arranged so as to include brothers, one wen and one wu,
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who both achieve higher status. Thus there is a duplication of protagonists,
the result of which is a balanced left-right symmetrical staging in relation to
a mother, a father, or a king who stands or sits stage-center.

Such a balance is found in the troupe’s staging of Pi-shan Chiu Mu
(B2 (% F}) during the Ch’ing Ming festival days at a small temple near
Pei-tou. This play is the troupe’s version of Pao Lienteng (B 38 )which
also has Peking Opera versions and was made into a movie. This story which
bears thematic similarities to the Mulien ( B £ ) religious legend shows a
boy saving his mother who is being punished by her father, the Jade Emperor,
for having a liaison with the scholar Liu Wen-chang. Liu and his second
wife are bringing up the child of the goddess with a child of their own. The -
Wang Ting troupe’s version begins as the father contemplates his children’s
education, so there is ample opportunity for the display of literate lao-sheng
qualities. He wants his two children, one born of the goddess, the other bomn
of a mortal wife to have a good education and takes them to a teacher to
have them learn how to read and write. But while they are studying, the
children get into a fight with another student, a wicked official’s son, and
end up killing the boy by accident. The father out of duty must then
sacrifice one of his sons to the wicked official. But with the help of the
Immortal Li T"ieh-kuai ( Z=¢5#5) both boys are given the power to go on to
more exploits. One brother goes off to marry the daughter of the king with
a medicine which will cure the queen’s illness, and the other brother, having
acquired many transformations, saves his mother who has been imprisoned
in the mountain.

In another play Yian- ( B &), devised by Ch’en Ts’ung-ming, there
are also two brothers who are contrasted. Together they are taught both
wen and wu arts by their father who is disguised as their tutor. When not
teaching them, he is a beggar, having been injured by his brother-in-law
as he was taking the imperial examination. His sons are later successful
in the examinations, one of them becoming a wen chuang-yian ( 3 R 3T),
the other becoming a wu chuang-yuan ( k30 ). Unknowingly they accuse
their mother of unchastity and treat their father badly. The play is not so
much a story of their worldly success as of their inner maturation as they
learn to show proper respect to their more lowly placed parents.

The Wang sisters who play these two brothers have attempted to
clearly differentiate them in the material and kinesic code of the drama and
to present the terms of an opposition in their personalities and attitudes.
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The older brother is the scholaily one. He is made to appear supercilious,
dull-witted and given to excesses: after being given his high position by the
king, he sports a big fan and strides across the stage in a beautiful golden
patterned robe. His head is held high. When the boys meet problems con-
cerning their parents’ identity, he acts as if he already knew all the answers
while the younger brother is more sensitive and wears less flamboyant robes.
In interaction the younger brother is more physical: as he sees their mother
with the beggar, not knowing that the beggar is in fact his father, he accuses
his mother of unchastity and violently pushes her to the floor. Later he
recognizes his fault and is penitent. Whereas the younger brother learns of
the father’s identity directly from the mother and the pathos of discovery is
expressed in intensity of movement, the older brother behaves differently.
When he discovers that the beggar he has just maligned and forced to bow
before him is actually his own father, he faints, slumped down in his official
chair. His younger brother gives him a pill to revive him. Thus, though
essentially the brothers are going through a parallel development of discovery
and recognition befitting the young man role, their manner of interaction
differentiates them. The wen and wu disjunction between them produces
scenes of interaction in which their unequal knowledge of the truth is re-
soived. In the end, mutual understanding and brotherly devotion are thus
dynamically evoked by the actress’ performance.

However, in most plays by the Wang Ting troupe, the mastery of
wen and wu, the means of change, is not something that can be easily ob-
tained by .the heroes themselves. Even though the old master or teacher who
helps the heroes out of insurmountable difficulties appears in a great number
of plays in Chinese drama, his role is only a secondary and functional one, so
few sources see this role as important enough to mention. However, instru-
mentally to the plot development, it is paramount. This “donor” type, to
use the term of Vladimir Propp, is an integral part of the cast. In Taiwanese
Opera as performed by the Wang Ting troupe, the role of the Immortal or
teacher reinforces the code of wen and wu whereby both actors and members
of the society may change for the better. The role type itself may be a
symbol of the acquisition of skills. The dialectic in such scenes is representa-
tive of disbelief and wonder of the supernatural. Acquiring means of change
is 2 moment of wonder, humour, and magic.

The scene in which a teacher sits with two students at each side is very
common in many of the plays of the troupe. Dramatically it is an opportuni-
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ty for humour, as well as a display of the artifacts of literacy, such as the
desk, the brushes, paper, ink slab, and ink. The conversation consists mainly
of the children misunderstanding the Confucian master’s instructions and
making less than dignified puns on the words he is teaching them to write.
The interchange between himself and the dimwitted students is intermittent-
1y punctuated by his hitting them on the head with rolled paper, even though
at times the children feel close enough to him to hang on his long sleeves.
However, this kind of instruction in wen is slow and painstaking and often
ineffective. In such cases a Lo-han (& )" may substitute with his magic
to promote the causes of the young heroes.

In P’i-shan Chiu Mu when the education of the teacher fails (the boys
fight when he leaves the room for a moment and the son of a wicked official
is killed), Li T’ieh-kuai comes to their aid. This popular saint from Chinese
folklore, the crippled god of healing, walks with a crooked stick for a crutch.
The performer of this role with the troupe, the same man who acts the
teacher role above, presents the character in a humourous manner. In con-
trast to the neat and dignified appearance of the lao-sheng, his appearance
signifies the asocial, transcendental qualities of the Taoist hermit. In his
hand he carries a goard which contains a magic life-restoring potion. His
donor function is thus explicit. The kinesic code of this character is in
accordance with his casual dress. In unkempt clothing, he moves in a relaxed
and unceremonious manner. While talking to. the audience, introducing
himself, or discussing the problems of his disciples, he puts one foot up on
the footlight box and gesticulates freely, waving the goard in his hand around
and around and shaking his head up and down and from side to side. Rather
than sitting squarely upon the chair like the dignified lao-sheng, he bends
his leg and puts one foot on the chair he is sitting on, then rests his chin on
his knee. While waiting for his disciple, he rests in standing position wrapping
his crippled lsg around his crutch. Such actions in consonance with the
material signs help form an extreme contrast to the ritualistic, dignified,
behavior of mortals.

In interactive dialogue with the young men who are to acquire abilities
or skills from him, there is prankish misunderstanding and punning. In
Pi-shan Chiu Mu, each of the two brothers meets the Immortal who provides
them with the means to continue their lives and their adventures. The

dialogue below illustrates how the interaction rests on humourous misunder-
standing and wonder at the supernatural.
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(The Immortal enters as the boy is lying on the stage.)

Immortal:

Boy:
Immortal:
Boy:
Immortal:
Boy:

Immortal:

Boy:

Immortal:

Boy:
Immortal:

Boy:
Immortal:

Boy:

Immortal:
Boy:
Immortal:
Boy:

Immortal:

Boy:

Immortal:

Boy:

Immortal:

Boy:
Immortal:
Boy:

Immortal:

Ch'iu-mei has just been beaten to death by the wicked official
and left by the side of theroad. I'mina hurry to go save him.
Ch’iu-mei, Ch’iu-mei, wake up, wake up!

Who are you?

I'm not aman. I'm an immortal, the wandering cripple.

I'm not dead?

Right, you're not dead.

How come I'm not dead. If they find out, then they’ll go to
my home and then I'll have to go die again.

Of course you can’t go back. If you go back and the evil
minister finds out, you'll certainly have to die. I have a little
bag of medicine to give you. You go to Peking —

I'm not sick!

Listen, when did I tell you to swallow the medicine? Listen
carefully! You go to Peking and see the Emperor.

What's an emperor?What’s the emperor like?

The Emperor is a man. The Emperor’s wife has taken ill.
You go take this bag of medicine to her. Give it to her to
take, and she’ll be all right. And after that you can be a
“Fu-ma” ( B#& ).

What's a “Fu-ma”?

A “Fu-ma” is an emperor’s daughter’s husband, the husband
of the emperor’s daughter.

I don’t know what you're talking about. I don’t understand
you.

A “Fu-ma” is just the emperor’s son-in-law. You understand?
Oh, that!

Can you do it?

No, No, Ne. In what direciion do I go? I don’t even know
the way. If I don’t do it right, I'll just get lost.

Don't worry. I'll give you a gentle breeze to’/carry you there.
Here [gives him the medicine bag]. Don’t lose it} )
What if I get hungry? I don’t have any money on me to buy
things to eat.

Open your mouth. Open up!

No, no, no. I don’t want your fungus. What if you poison
me?

Oh, my!

How come you wart to poison me?

¥'m an immortal, how could I poison you?

You won'’t?

Eh, come now! I am an immortal from heaven. Do you
understand?



Boy: A “hsien”? [There is a pun here: the word may mean both
immortal and fungus ( il 4§ ).]
Immortal: It’s not the “hsien’” you get from not taking a bath!

Boy: You've got fungus [like ringworm] all over you.

Immortal: No, it’s not, it’s not that “hsien.” An immortal from heaven,
that’s all.

Boy: Oh!

Immortal: Stand still! [Gives him the magic food.] Now, you won’t
get hungry.

Boy: I won’t get hungry?

Immortal: Uh-huh. You won’t get hungry. Now I'll give you a light
breeze 1o carry you to Peking.

Boy: Wow, that’s a laugh. Where is the gentle breeze? I'm so big
and tall, if the wind’s not just right, I'll fall down and drop
dead.

Immortal:  You won’t, you won’t. Stand still. Close your eyes. Don't
open them. If you open your eyes while you are on the way,
when you are flying, youw’ll. be caught by a spirit. I you close
your eyes, then you won’t. Alltight?

Boy: If I close my eyes, then I won’t be caught?
Immortal: Right. Close your eyes!! Close your eyes!!
Boy: Oh, oh. [He is afraid.}]

Immortal: Close your eyes. Don'’t peek.

Boy: I can’t peek?

Immortal: Uh-huh. Hee, hee. [Giggles]

Boy: I'll be scared.

Immortal: No you won’t. No you won't be afraid. You won’t. You
won'’t be afraid.

Boy: Iwon’t, Iwon’t?

Immortal: Uh-huh. You won't take fright, you won’t take fright!

Boy: Won't be afraid. ... [He spins off stage as if blown by the
wind.]

This improvised dialogue between the Immortal and the young boy
shows how humour is often derived from the misunderstanding of mortals
and immortals or gods. The boy cannot understand or believe the Immortal’s
powers. Aside from the possible “negative legend”'® implications of this
humourous depiction of the supernatural in interaction with the mortal
world, there is a dramatic function. The scene would be short and un-
interesting were there no disjunction at the beginning. (This is a quality of
dramatic enactment of narrative, since in folktales the heroes are usually
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just given magic objects by such immortal beings.) It is the nature of
interaction that, from a disjunctive relationship, two characters come into a
conflict and go through a resolution of some sort. Here the boy does not
comprehend what the Immortal is doing for him. He argues, puns on the
very existence of the Immortal, and then complies, swept away by the magic
wind. Belief in the powers of the supernatural is, in this instance, arrived at
through disbelief.

A similar dialogue and interaction takes place later on in this play
where Li T’ieh-kuai saves the good official’s other son, the one who is to
save his immortal mother. After reviving this boy, he takes him to his
mountain cave retreat. There the boy is reborn, given many transformations
by eating magic beans, and presented with a magic weapon. Like his brother,
he is at first reluctant to follow the Immortal’s advice and somewhat fearful.
He doesn’t follow the instructions of his master 1o eat only a specified
number of beans and eats too many. As he returns to show his master the
effect of the beans, there is a significant alteration in the movements of both
characters. The actress playing the child phase at this point is replaced by
another actress to play the second phase. White cotton clothing is replaced by
a black satin suit. The face is now painted in a multi-colored complex design
representing the character’s abilities to transform himself. At first the
Immortal is sitting with his leg up in the chair and his head resting on his
knee. It seems he would be surprised at nothing. But as the boy demon-
strates by acrobatics all the transformations he has acquired by eating too
many of the beans, the master is astonished. He jumps up with both feet
and hops back with the crutch waving in the air. A moment later as the boy
kneels and bows before him, recognizing him as the master, he hides his
amazement. He acknowledges the boy’s respect with a quick up-and-down
movement of his head and a self-satisfied smile. In action and interaction,
the Immortal distinguishes himself from the ceremony of the hierarchical
world. And yet, it is through interaction with him that the hero rises in both
the hierarchical world and his dealings with the supernatural world as it
imposes itself upon him and his life.

Paralleling the rise of the hero in many plays is the incongruent rise
of the clown; a pattern of acquisition of abilities also furthers the clown’s
progress in life. In civil or wen roles the clown may be a court menial,
obsequious and fawning, while in military roles he may be a tricksterish
companion at arms for the hero. In the Wang Ting troupe’s version of Chao
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K’uang-yin tsou Kuan-hsi ( #[E K. 7EEB7 ), the ‘clown is an illiterate oil
seller who gives up his business to accompany the founder of the Sung
Dynasty in his exploits. In contrast with the hero’s magnificent weapons,
the clown’s weapons are a peach branch stick which he had formerly used
to carry oil and his capability of shocking his opponents by dropping his
pants. Even the clown’s progress receives a motivation spurred on by su-
pematural means. In folk legend prophecies are often given by birds. In the
enacted legend of Chao K’uang-yin, such a bird appears on the stage repre-
sented by an actress draped in a white cloth. It comes to the oil seller and
" speaks to him as he is finishing his bath. As a common-sense realist, the
clown at first cannot believe that a bird is really talking to him. Finally
accepting the fact that the bird is addressing him personaily by name, he
begins to argue with its unusual logic. The bird tells him that if he goes to
help a traveller on the road ahead, he will become a famous man. The clown
waves his arms and points to himself, explaining that an illiterate oil seller
with no parents cannot possibly become a great official. Finally the bird
convinces him and the clown ties his towél back around his neck, picks up
his stick and starts on his way. The humorous argument between the man
and a supernatural being is similar to the one which took place between the
young hero and the Immortal at the moment when magic means of success
are imparted. The clown’s powers are mere tricks, not gifts from the su-
pernatural world, but he must be made aware of his destiny by the super-
natural donor. In contrast to the hero he lacks true dignity and draws atten-
tion to human weaknesses, realistically and topically tempering the extreme
didactic and idealistically elevated seriousness of the historical legend.

Conclusion

Local drama as performed by the Wang Ting troupe is, then, a display
of change and the means of change within the social system whether it be
individual refinement or social melioration. In Taiwan today where basic
education is widely. available to all, it is still the qualities tested in the old
imperial examinations which actors say they acquire: both wen and wu.
Just as great leaders combine both qualities, the best actors and actresses
strive to combine both properties. But the performers of opera do not write
and they do not fight. While many symbols of the literati, such as letters,
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a desk, and writing brush are found on the stage, the actors train themselves
in poetic song and improvized dialogue. While there are symbols of weapons
used on the stage, the actors are trained to use them acrobatically. Each skill
serves as a metonymic representation. It is a part of the roles on the stage
and a part of the actors’ real social achievement, their training and skill as
actors of war and romance.

In the enactment of wen and wu by the Wang sisters and the other
members of the troupe, there are many contrasts. Women play the parts of
young scholars and fighters who interact with their contrasts in age (lao-
sheng) and dignity (clown). Immortals with supernatural abilities get in-
volved in worldly affairs. Roles, costumes, and songs of the local tradition
interact with roles, costumes, and songs signifying the non-local Chinese
tradition. The stories enacted, many of them local versions of widely distri-
buted tales told throughout the “‘ancestor country,” tell of past successes,
canonizations or enfeoffments in the frame of historical legend, but their
motifs continue to appeal to modern folk audiences. The enactors of tradi-
tional legend are mediators who bring the past into the living present. Thus is
the tradition actively borne by the people of today who, though they may
revise it, pay it the tribute of credence.

In the ritual which the Wang troupe uses, enacting gods or saints to
honor other gods whose birthdays are being celebrated, one benediction
recurs: Wen Wu Shuang Hui (30, %€ ) meaning “Let one be accom-
plished in both civil and military arts.” Wang Ting says that this is a saying
the patrons at the temples want to hear. It also, although he did not spe-
cifically say it, informs the balanced artistry of his troupe’s performances,
his family’s life art.

Notes

1.. This article is based on sections of the au.thor’s_Ph.D. dissertation ‘“Folk Enact-
ment in Taiwanese Opera’ submitted to the Indiana University Folkiore Depart-
ment in September, 1978, The author wishes to thank Wang Ting ( £15 ) and
his family and Ch’en Ts’ung-ming ( B{285) for their generosity and kindness in
granting her the privilege of interviewing and filming the troupe. She is also
especially grateful to Chang Yu-yuan (4KEBR ), Lin Hsiv-hua (#F %), Liv
Hsiao-mei ( Zi/\#§), and Lin Teng<chan ( #kZ#) for composing fieldwork
teams which undertook to record, film, intérview, and take pictures of the Wang
troupe. Ms. Chang, Ms. Lin and others, including Hsieh Hui-chen ( 2§ ) and
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For their painstaking work, I am very thankful.

Chow Tse-tsung, “Ancient Chinese Views on Literature, the Tao, and Their Re-
lationship,” Chinese Literature 1 (January, 1979), 3-29. Also see Chow’s study
of the etymological changes in the meaning of the word shih ( 5% ) and its
possible association with ritual in ‘“The Early History of the Chinese Word Shih
(Poetry),” Wen-lin: Studies in the Chinese Humanities (Madison: Univ. of
Wisconsin, 1968}, pp. 151-209.

The term luan-t'an (ﬁ[jﬁ ), hiterally “‘playing any song at random,” was first
used in the Ch'ing Dynasty to distinguish between the refined K’'un Ch'u ( E#f )
and opera which combined styles of music from many areas into its performance.
The styles were named after places or instruments and included primarily the
Erh-huang ( —% ), the Ching Ch’iang ( ZHE), the ch’in Ch'iang ( ZEJE ), the
Yi-yang Ch'iang ( B3HE ), the Pang-tzu Ch'iang ( BiFE ), and the Lo-lo Ch’iang
(FE#EHE ), among others. One local luan-t’an found in Taiwan is said to have
come from Chang-chou (j&Z4l] ). Other groups brought a luan-t’an in Hakka
dialect with Cantonese tunes, and later, actors from the Foochow urban opera
contributed to Taiwanese opera musical styles. Significant to the survival of this
pei-kuan ( j;% ) music in Taiwan are the amateur music societies. For a study of
tzu-ti-hsi ( F358 ) see Lin Ch'’ing-liang ( #k{#{y ), “Taiwan tzu-ti-hsi chih yen-
chiu” ( 4@ FHEB2HE ), Master’s thesis, Chungkuo Wen-hua Hstieh-yiian,
1978. A history of Taiwanese Opera and other local dramatic forms which
exist or have existed in Taiwan is found in Lii Su-shang ( 855 ), Taiwan tien-
ying hsi-chii shih ( BB EEH ), (Taipei: Yin-hua ch'u-pan she, 1961).
In a study of local dramas of the Ming and Ch’ing, Colin Mackerras notes that
only in dialect and music style did these dramas differ; that stories, acting. tech-
niques, costumes, and the rare use of scenery was “similar or identical” through-
out China. Colin Mackerras, “The Growth of the Chinesé Regional Drama in the
Ming and Ch’ing,” Journal of Oriental Studies 9 (January, 1971), 58-91.

For a general study of the music in Taiwanese Ko-tsai-hsi ( #fF#& ), see Chang
Hsiian-wen ( 3R8% 37 ), “Ko-tsai-hsi to yin-yieh yen-chiu” ( Si{FBMISRHHE ),
Master’s thesis, Chung-kuo Wen-hua Hstieh-yiian, 1973.

The distribution patterns of local opera are both social and geographical. See
Lung-chang Young, “The Dynamics of Popular Culture: Regional Theatres in
Kiang-su,” Journal of Popular Culture VII:1 (Summer, 1973), 51-67. The
development and mutual influences of local drama on the mainland is traced by
Ou-yang Yii-ch'ien (%8 %), Chung-kuo hsi-ch’li yen-chiu tze-liao ch’u-chi
(bR S T 22 % B4 4 )(Hong Kong: Hsi-chii i-shu she, 1954).

The Ch’i-chiac ( L& ) troupe tradition is said to have come from Ch'iian-chou
( &M ) in Fukien to Taiwan. It used nan-kuan music and in accordance with
its name had seven roles.

Claude Lévi-Strauss, “The Science of the Concrete,” The Savage Mind (Chicago:

449



10.

11.

12.
13.

14.

15.

16.

17.

18.

450

Univ. of Chicago Press, 1966), pp. 1-33.

Interviews with Lin Ch'ienchin ( /AT 4 ) were kindly assisted by her son Lin
Ming-fu ( #kKB57% ). I am indebted to them and to Huang Shwu-chun (& )
for her transcription.

In her study of Ko-tsai-hsi, Shih Shu-ch'ing ( fEE ¥ ) offers suggestions concern-
ing the reasons for the atiraction of young girls and beoys to the travelling troupes.
See her “Taiwan Ko-tsai-hsi yen-chiu” ( & W /FEIH% ), Churg-shan hsitieh-
shu wen-hua chi-k’an 18:11 (1976), 479-533.

Of these Districts, Miss Lin mentioned Ch'uan-chou ( 4 ), Shih-wei ( Fi ),
Hai-ch’eng ( ¥5% ), Wen<hou ( {8/l ), and Shih-t'ang Pu ( GyEE ). Other
places she was unable to identify. She says the music she sang came from these
areas.

Max Muiller, Chips from a German Workshop (London, 1867-1875) and The
Science of Language (London, 1871).

Lord Raglan, The Hero (Londeon, 1936).

Otto Rank, Der Mythos von der Geburt des Helden (Leipzig: Franz Deuticke,
1509).

Max Lithi, Das Volksmérchen als Dichtung: Asthetik und Anthropologie
(Disseldorf: E. Diederichs, 1975). )
Vladimir Propp, Morphology of the Folitale, trans. Laurence Scoit (Austin:
Univ. of Texas Press, 1968).

Alan Dundes, “The Morphology of North American Indian Folktales,” Diss..
Indiana University, 1962. Dundes’ reduction of Propp’s structural analysis of
the folktale to the “lack — lack liquidated” form is also relevant to the suggestion
put forward here that wen and wu are ‘‘acquired.” )

The Lo-hans appear not only in the plays of the troupe, but also in the ritual
enactments preceding each day’s performance. Wang Ting says that hsien ( ] )
being lower in rank than shen ( 7# ) are enacted to honor the temple gods on
their birthdays or on other special days of celebration at the temples. Compare a
recent study by Ch'en Ling-ling ( [H#%% ), “Pa-hsfen tsai Yuan Ming tsa-chii
han Taiwan pan-hsien-hsi chung te chuang-k’uang,” { AZETHEH TS EHML
B Yk ), Master’s thesis, Chung-kuo Wen-hua Hsiieh-yiien, 1978.

Linda Dégh and Andrew Vazsonyi, The Dialectics of the Legend, Indiana Univ.
Folkiore Institute: Folklore Preprint Series 1:6 (December, 1973). In this study
it is suggested that where there is debate concerning belief, one is probably in the

. presence of an active legend even though real belief is usually hard to determine.

Legends may appear in three forms: the positive legend in which there is no
doubt, the negative legend in which there is some doubt and humour, and the
anti-legend which tries to give a scientific or rational explanation to an occur-
rence in order to eradicate belief in the supernatural.



