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Preface

This book, like our earlier Modern Chinese Poetry: An Annotated
Reader (Far Eastern Publications, 1973), is designed for those who have
had several years of Chinese but who still cannot read modern literary
works without considerable dictionary work. The book can be used as
supplementary reading in an advanced language course, or as a reader
for a course in modern Chinese literature. Since these are the ways in
which we plan to use the book, the needs of both approaches have con-
trolled the organization of the vocabulary.

For purposes of compiling the vocabularies, we have assumed that
the reader has completed the Yale textbooks Read Chinese I, 11, and I1I,
Newspaper Primer and Twenty Lectures on Chinese Culture, i.e., that he
knows about 1,300 Chinese characters and a far greater number of com-
pounds. None of the words introduced in these books is included in our
vocabulary listings unless the word is used in a new meaning. The basic
unit in the vocabulary listings is the word (regardless of the number of
characters comprising it). Characters which are new to the student are
introduced as vocabulary entries if they are so-called “free forms” and
in parentheses after the definition if they are so-called “bound forms.”
Each new word or expression is defined three times. On first occurrence
the word or expression is defined, in Chinese, if practical, and on the
second and third occurrence, the reader is referred to the first occurrence.
The romanization is underlined on third occurrence to indicate that the
term will not be listed again. After this point if the reader cannot
remember the meaning, he will have to consult a dictionary. Terms
and expressions which are peculiar to the Shanghai dialect of Mandarin
and those which come from Classical Chinese are identified by S or C
respectively at the end of the definition.

This particular play was chosen for a number of reasons. First,
the text of the play was rather short and therefore much more suitable
for class use than some of the much longer plays of the same period.
Second, the dialogue was relatively simple, and we felt it would require
little in the way of grammatical explanations in the notes. At the same
time the language of the play is rather colloqual and using as it does
idiomatic and dialectic expressions was preferable to a more literary
style. In addition, the inclusion of classical expressions gives the student
a feel for the degree to which some aspects of the classical language have
become part of colloquial speech. The setting of the play was also
rather interesting and provided an introduction to a number of objects
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quite unfamiliar to the Western reader. Finally, there is no translation
of this play presently available and the reader is thus forced to under-
stand the play without recourse to a trot.

We gratefully acknowledge the suggestions of friends and colleagues
and the assistance of Prof. Robert B. Crawford, Director of the Center
for Asian Studies, and the Center’s secretaries, Plum and Little Barbara.
We would also be remiss if we failed to acknowledge our debt to Prof.
Chin-chuan Cheng and his students who “tested” the material and pro-
vided us with their criticisms and suggestions. We earnestly solicit the
suggestions and criticism of readers.

Richard F. Chang

William L. MacDonald
University of Illinois
Urbana, Illinois 61801
August, 1973
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An Introduction to the Play

Sya Yan (E /1) whose real name is Shen Dwan-syan (7} %i5%) was
born in 1900 into the family of a landowner in Hangchow.l In 1919,
he graduated from the Chekiang Industrial School and the next year he
went to Japan to study electrical engineering. After graduating from
the Kyushu Engineering School in 1925 he returned to China where he
soon became involved in the Northern Expedition. After this time he
devoted himself to translation, writing and editorial work. During the
Sino-Japanese War he continued writing as well as translating and edit-
ing, moving about the country as the military situation required. At the
end of the War he returned to Shanghai, but was soon forced to flee the
country for Hongkong. In 1949 he returned to China and held a number
of cultural posts until his dismissal in 1965.

Sya Yan’s literary career began in the May Fourth Period when he
participated in the publication of a journal in Chekiang.2 It was not
until later in the twenties, however, that he began to devote himself to
writing full time. Much of his early work was translation: he is respon-
sible for some 15 volumes of translation done either alone or with others.
He began translating works by Japanese writers, but he also transiated
works by Gorky, Tolstoy, Gladkov and Alexandra Kollontay.

Sya Yan’s greatest contribution is in the area of drama — both on
the stage and on the screen. He was one of the sponsors of the League
of Left-Wing Writers and was active in its drama section. In addition,
he was one of the founders of the Shanghai Dramatic Society which was
dedicated to the dissemination of revolutionary ideas through travelling
dramatic groups. He was also the chief of the Communist Party’s film
team in the early 1930’s. From this early period he was active as a
scenarist and he continued to write for the screen well into the 1960’s.
Some of his films were adaptations of works by leading Chinese writers,
but many were original creations.

Sya Yan’s first major play appeared in the mid-1930’s This work,
Sai Jin-hwa (E4£1E) is a patriotic treatment of the courestan-friend of
General Waldersee, the commander of the Allied Forces that put down
the Boxer Rebellion in 1900. Another of Sya’s pre-war plays, The Tale
of Chyou Jin (¥k3&{%) also deals with a woman, but this time a Chinese
suffragette, journalist and revolutionary of the turn of the century. While
both of these plays emphasize patriotic themes, expecially anti-imperial-
ism, those plays written during the War years do so even more. His
one-act plays in particular were mainly propaganda pieces to arouse
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the people. His major war-time dramas all deal with the Sino-Japanese
War: City of Sorrow (fkIgkic) treats life of writers in Japanese-occupied
Shanghai, Fascist Bacteria (i pGHr#E ) deals with a Japanese-trained
Chinese dector who abandons research for hospital work, and Psycho-
logical Defense (,:pf) portrays the activities of teachers in Japanese-
occupied areas. Other plays from this period similarly deal with the
problem of the War and the Japanese occupation. Sya Yan’s last major
play, The Test, (Z4E%) was written in 1953 and, curiously enough, is the
only one of his plays available in English translation.3

Under the Eaves of Shanghai is one of Sya’s pre-war plays, and
though the War had not yet begun its imminence is suggested here and
there in the play. The play deals with one day in the lives of the
residents of a house in Shanghai in the Spring of 1937. The house is
actually rented by Lin Jr-cheng who lives on the main floor and rents
out the other rooms. Lin’s wife Yang Tsai-yu and her daughter Bau-jen
live with Lin. Lin is a factory worker, but he apparently has a certain
amount of responsibility at the factory for he is called on in a crisis and
his job has turned him into a pessimist and a cynic. His wife is really
not his wifc at all, but the wife of his best friend, Kwang Fu, who has
been in prison for almost ten years. After Kwang was imprisoned, Lin
took in Yang and her daughter to keep them from destitution. In the
interim, Lin has developed a strong affection for Yang and Bau-jen.
At the end of Act I, Kwang Fu returns and Lin tries to explain what
he did and take all responsibility on himself.

One of the other families in the house is Hwang Jya-mei and his
wife Gwei-fen and their baby Mimi. Hwang is an intellectual who is
unemployed and also appears to be suffering from consumption. As if
it were not enough that Hwang is tormented by unemployment and ill-
ness, he is now playing host to his father who is visiting. Old Hwang
is a simple countryman but he has worked hard to get his son an educa-
tion and is very proud of him. The son, on the other hand, is miserable
because he feels he is a failure and has been unfilial. Gwei-fen’s attempts
to comfort him only intensify his despair. '

The kitchen room is rented by Jau Jeng-yu and his wife and two
children. Jau is a teacher and a very easy-going, optimistic, idealistic
type. Quite the reverse of Lin. Jau is the perennial teacher and cannot
help but treat other people as though they were children to be taught.
In fact, he almost seems to prefer the company of children. As an in-
tellectual, he does his best to keep up with the news and throughout
the play he is either reading a newspaper or quoting from one. Jau’s
wife is a hard-headed practical woman who abuses her husband for his
idealism and patience. She is a realist, and a rather impatient one at that.

The second-floor room is rented by Shr Syau-bau, a girl in her
iwenties with no visible means of support. Her boyfriend Johnny is a
sailor who is presently away at sea. In the meantime Syau-bau is courted
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and abused by a young man who is something of a hood. The attic
room is rented by Li Ling-bei who makes his living selling newspapers.
When Li is on stage he is usually singing snatches from an opera and
quite often he is drunk.

While these characters all share the same housc they each have
their individual problems. Lin has been living with his best friend’s
wife for ten years and now that his best friend has reappeared, he must
decide what to do. Yang and her daughter have been living with Lin
for all these years so she has some obligation to him, but after all, Kwang
is really her husband. Kwang, for his part, must decide whether to assert
his rights as Yang’s husband, or to leave her to Lin and disappear again.

The issues faced by Hwang are different in nature, but no less
crucial to his moral and psychological state. He has been put through
school by his father but is unable to find work. To spare himself em-
barrassment and at the same time to keep from disappointing his father,
he pretends to have a teaching job. The economic and psychological
costs of young Hwang’s facade must be shared by his wife Gwei-fen.
Her attempts to share his burden and reassure him only increase his
torment.

The only group which does not seem to be involved in anything
more than the struggle to survive is the Jau family. Jau seems to re-
present the ordinary man — the one who manages to muddle through
without any great crises. At the same time, the family serves as a
chorus, relaying information and providing a commentary on the general
statc of affairs.

The play throws light on the situation among the lower economic
groups in China on the eye of the war with Japan. The depression
brought on by the sense of helplessness is intensified by the rain which
starts and stops so suddenly that it must in some sense reflect the general
unpredictability of events. In spite of the bleak outlook on the political
and economic future, the play emphasizes the need of all people to
maintain their human dignity and honor.

Notes:

1. This biographical sketch is essentially a summary of the entry cn Shen in
Howard Boorman, ed., Biographical Dictionary of Republican China (New
York, 1970), Vol. 3, pp. 109-110.

N. T. Fedorenko, Kitayskaya Literatura (Moscow, 1956), p. 409.
The Test: A Play in Five Acts, tr. Ying Yu, (Peking, 1956).
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Stage Setting Explained

This house is a typical example of a middle-class housing project
built in Shanghai during the thirties. There is no space between the
houses, but there is a common lane (lungténg) which leads to the street,
thus the name lane-house (lungtang-fangdz).

Most houses of this type have a small front courtyard (tyanjing)
where people can plant some flowers and many also have a back court-
yard for washing and drying clothes (hou Tyan-Jing). All the houses
have two stories with a big unpartitioned room on each story. The room
downstairs (k¢ ting jyan) is to be used as a parlor and dining room and
the room upstairs as a bedroom. The tingdZjyan, a small room off the
landing, is the maid’s room. The kitchen is quite large, especially if the
house has no back courtyard. A part of the kitchen, the dzaupijyan, is
the cook’s quarters. Nearby is often a ping-tai, a sort of porch. During
the thirties, because of the increase in population in the city, houses like
this were partitioned and sublet to several families. Even the attic (Ge-
Lou), which was not tall enough to stand up in, was rented as a sleeping
place.



£ 7 %




W =

N O

—

e

[SS N ]

e

AW
BRE
%
i
LIPS
£
HRH
TR

P
eSS
e/ NER
R %
JINK
PN
i I 557
i 4 P

ol
ff

witydn

mit

rénwi

Ydng Tsaiyit
cht

Kwangfi
chydnfi
Bdaujéen

nyii

Hwdng Jyaméi

lingdzjyan

fangkeé
Gweéiféen
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chingfa
Jau Jenyii

dzaupijyan

Asyang

Anydu

SHANGHAI WUYANSYA

eaves

curtain, act (of a play)
ERETIA

(A%)

PN

(A% ERE)
RRTHSerE (R 2 2IR)
(A%

R

(A%

room off the landing (5> F-:
rest-house) [S]

HAIAR FHIA
(A%
(A%
AU EAE BRI T

(nickname for a young person
who is from Tientsin)

a married woman’s lover

(A%

MG AE—RRET » 25
i FEER AR (7 : kitchen-
range; J: close to)
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Lilingbéi

gélou
hwanjyouhwojé

baufandzwo

hwaji
uingyi
chingswo

hwdngméishijyé

yirjyan

SHANGHA] WUYANSYA

(Name of a Chinese opera about
a Sung Dynasty general who
was surrounded by the enemy
at a place called Lilingpei. He
sent his son back for relief
troops which did not arrive.
The music and lyrics of the
opera are very sad. Here the
term is used for a person who
always sings a song from the
opera. Li Ling was a general
of the Han Dynasty who sur-
rendered to the Hsiung Nu
after his defeat. Following his
death he was buried there and
a tombstone (b&i) was erected.

attic
junkman

(restaurant which contracts to
supply meals at a fixed price.
The food may be delivered.)
[S]

HEREEE » S FET/EMA

one and the same

b: 1157

[FFAEZE]E » REETH
» AR E AR K R
MR o ( W3E§: time, sea-
son )

—Xi# [C]
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syijyan

lungtdng fdngdz

héngdwanmyan
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wdngjyan
rénwit

jveje
dzaupijyan
dzldishwéilling

shweiménting
chichéng

shweéidou

shangfang
tingdzjyan
shausya
makoutyé
chingsyé
yipi
tdumi

taulwo

jéngjya

nyaubit

SHANGHAI WUYANSYA

HERN

BT i » S B
T o BFHEEFRREAEH
o i5H [ T PEEE—
BT DI T o
4% lane ) [S]

cross section

fiZ5 [C]

ER

(H 23)

eSS HE—BUR

(K 2.19)

water faucet (FE or 5E5H : faucet)

m

concrete, cement (transliteration)

(8]

to build (such as a wall) with
bricks and cement

a cement basin with a drain at
the bottom built under an out-
door faucet (see illus. p. 263)

L8a (S

(R 2.11)

TH—ER [C]

sheet iron [S]

to incline [C}]

an awning [C]

e ( #3: to wash in a sieve)

PENXF RIS ( #: a bamboo bas-
ket; see illus. p. 263)

a rack used to steam food (see
illus. p. 263)

diaper
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