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PREFACE

In this, paper I choose to study the writers* guilds and the 

authorship of Yuan drama from an historical approach to place the 

writers * guilds in the total scheme of guild and entertainment systems 

of the times« In doing this it is necessary to acquaint the reader 

with a general history of the writers *' guilds from reliable sources and 

discuss the concept of authorship and Yuan drama. The next major point 

is the relationship of shu-hui to drama; this entails investiga

tion of the interrelationships of authors and performers of drama. By 

depicting the relationship that developed among some of the performers 

and playwrights, one can illustrate the influence that these associa

tions had on Yuan drama. I would like to thank Stephen H. West for 

his assistance in translation and Hr. Liu for his guidance in the ac

quisition of sources for this study.
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ABSTRACT

The members of the Chinese vriters? guilds'.were thoserwho not 

only provided scripts for plays, but participated in the creation of a 

great many kinds-of entertainment. The first members of the writers’ 

guilds were actor-playwrights, but with the invasion of the Mongols and 

the disruption of the Imperial examination system, some men of letters 

became members of the writers’ guilds. The combination of artistic 

talents of the actor-playwrights and the scholar-playwrights directly 

affected the literary merit•of Yuan drama« Moreover, as an entertain

ment art based in competitive economics, the writers’ guilds were of 

primary importance to the drama of the Yuan period.

v



ORIGIN AND HISTORY OF 
THE SHU-HUI

It is regrettable that, "In ancient Chinese literature in 

general, there is little or no reference to the guilds. The interests 

of the writers was in officials and scholars, not in artisans or 

merchants."^ Because of this, scholars of our age have outlined what 

they consider plausible possibilities as to the origin and history of 

the guilds. For our purposes in the study of shu-hui, it suffices to 

consider the writers’ guild to be a professional guild, a guild that 

belonged to the class of commercial craft guilds that sold its services 

rather than a manufactured good.̂  It is possible that writers’ guilds 

started out as poetry and literary societies, in which case their prod

uct was not for sale, but rather for pleasure and mutual enjoyment. 

There are still several sources that can be drawn upon to construct a 

brief history of the writers’ guild. But these sources give only evi

dence of the existence of writers’ guilds and contain no real testimony 

on their growth and development.

Personnel", it lists six men and their specialties as members of a

Evidence, such as it is, can be found in the oldest source

the Wu-lin chiu-shih under the section on "Skilled

shu-hui. Evidence is also found in the tsa-chu plays themselves

Ijohn Stewart Burgess, The Guilds of Peking, (New York: 
Columbia University Press, 1928), p.68.

2lbid., p .16.

1
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in the biographies and bibliographies of the Lu-Kuei pu that

allude to tsa-chu authors who were members of writers’ guilds, and in

we read of the mercantile guilds of Hangchow, and the societies, asso

ciations, and groups that operated on all levels of society in the 

Southern Sung capital at that time. The surge in Chinese commerce and 

trade between major cities was due to travelling merchants who formed 

guilds in other regions to protect their own provincial and district 

associations.3 This was, no doubt, a response to petty annoyances that 

came in the form of taxes from hostile local governments. By protecting 

provincial associations the mercantile guilds served to promote the 

trade of their goods and the market of products they desired to 

acquire. Guilds are a late development in trade that involves a com

plicated relationship between the patron served, the guild-members, and 

the local government. Marco Polo visited China when this commercial 

situation was at its peak and duly impressed, he recorded there were 

as many as twelve different guilds in Hangchow, each guild being com

prised of 12,000 households.4

a music register, that cites 

references to ts'ai-jen ̂ yC, dramatists who were members of the guilds.

Shu-hui and Society

In the Tu-ch*eng chi-sheng 'and the Wu-lin chiu-shih

3Burgess, p.19.

. T. Williams, China, Yesterday and Today, (New York: 
Thomas Y. Crowell, 1923), p.187.



The Chinese terms used to indicate societies, associations, 

guilds, and trades in the above mentioned works are respectively, hui 

she |̂. , hang , and shang . But of course, it should be noted that 

a hard line cannot be followed in translation of these terms since knowl 

edge of the purpose of a particular group or association should precede 

any rendering of the term.

Within the whole scheme of the Ytian entertainment industry, 

the writers' guilds were just one among many, just as they were a 

single part of Hangchow’s immense guild system. Feng Yuan-chun says,

"At this time, in Hangchow, Yungchia, Tatu and other places had what 

were called writers' guilds. Each of the writers’ guild had a special 

name, like Chiu-shan shu-hui J.;“jt ̂  , Wu-lin shu-hui

and o t h e r s . The writers’ guild was an organization of men with sim

ilar interests in drama and making a livelihood. Moreover, it is my 

opinion that historically the writers' guilds operated on two levels.

One was its direct line to the play production by providing scripts, and 

two was its cooperation with the playhouse, actors, and any other orga

nization that aided in the presentation of the drama.

Activities of the Shu-hui 

The Lu-Kuei pu gives examples of numerous scholar-officials who 

held positions at many different levels and wrote drama. Because they 

held positions, they are labelled distinctively in the history of 

Chinese drama. Sun K ’ai-ti says, "According to Chung Ssu-ch'eng's

5Feng Yuan-chim l/ujS , Ku-chii shuo-hui ̂
(Peking: Tso-chia ch'u-pan she ^  > 1956), p.58.



Lu-Kuei pu, he called those [who wrote drama] with a position, 

ming-kung %î L/ and those without positions, ts 'ai-.jen Both

of these classes of men are presumed to have belonged to writers’ guilds 

Whether or not the ming-kung, "notables" wrote for enjoyment, or if 

they actively pursued monetary profit is not known. The point is that 

some officials also had the time and personal freedom to participate 

in the entertainment market.

Yoshikawa briefly deals with the term ts’ai-jen by prefacing 

his presentation with the comment, "...it was not a common term."7 

What he does do is to explain the term- ts’ai-jen within a broad context. 

As explained by Yoshikawa, the term ts’ai-jen indicated those men who 

wrote tsa-chu, a northern style of drama; hsi-wen , a southern styl

of drama; and y i n - y u conundrum. Yin-yu was performed as a stage 

art, and most often involved a play on words in riddle form. Ts’ai-jen 

were also men who supported the chiao-fang ̂ 5 ^  artists. In the 

Yung-lo ta-tien it has a hsi-wen entitled, Hu an-men tzu-ti

ts’o li-shen "gT ^  ^  ’ t̂ iat in t̂ ie first chapter mentions,

"newly created by the ts’ai-jen of Old Hangchow."& Also there is evi

dence for the ts * ai-j en’s writing of yin-yu in the miscellaneous

ao&Sun K ’ ai-ti , Yeh-shih-yiian ku-chin tsa-chG k
^  ^  % , (Shanghai: Shang-tsa shih pan-she J:

, 1953), p.394.

^KojirS Yoshikawa ̂ ^1 , Cheng Ch ’ing-mao tr. ,
Yuan tsa-chu yen-chiu , (Taipei: I-wen shu-chu ̂
gjfy , I960), p.73.

%sieh Chin compiler, Yao Kuang-hsiaodWliJ^ compiler,
Yung-lo ta-tien , (Peking: Chung-hua shu-chu ̂  ̂  »
1960), Case 15, v.144, p.514.



recordings of Ching-chai ku-chin hua ^  ̂  %%■ by an early Yuan

scholar, Li Chih . His work records there was a p 'ai-yu, (actor)

Liu Tzu-ts’aif^l who collected and kept the affairs of the

ts'ai-jen's yin-yu in numerous tens of chapters.^

The research done by Feng Yuan-chun on ts 'ai-.jen is based on 

her interpretation of the term through her work with the 

T'ai-ho cheng-yin p Tu. Her studies lead her to conclude that the term 

ts ’ai-.jen is a name given to those who, "In Sung and Yuan times com

posed plays..." and "Ts'ai-jen probably indicated those who wrote 

scripts."10 The specific phrase from the above mentioned work, 

"T'ien-hsia ts'ai-jen fei-i," —  , (There are more than

one [kind of] ts’ai-jen in the world), influenced her to consider the 

"collective" sense of the term and she states, "Moreover, looking again 

at the segment of chu-kung-tiao ^e^jthat precedes the actual play 

in Chang Hsieh chuang-yuan,^ "fei , we know that, on the basis of

listing the script, that ts'ai-jen may also be completely versed in 

other skills."11

%iao Ch’uan-sun^SiJr;-^ compiler, Ou-hsiang ling-shih 
(Taipei: Kuang-wen shu-chu ^  ^  , 1969), v.6, ch.l.

lOFeng, p.38.

Hlbid., p.39. Chu-kung-tiao is a prosimetric form, an alter
nation of prose and verse. It should be noted that the verse in 
chu-kung-tiao slows the pace and allows for expansion of plot and char
acterization. Chang Hsieh chuang-yuan is the earliest of the three 
preserved plays known to be written by playwrights of the writers' 
guilds in Hangchow. It is composed of a chu-kung-tiao, in dialogue and 
song, and a main body of dramatic text.



Therefore, it is generally accepted the men who comprised the 

guilds had a broad range of specialties. Sun K'ai-ti states that be

cause of the playwrights, "...those on stage, constantly had new plays 

e m e r g i n g . These "new" plays were not always new in the sense that 

they had never been seen before, but as Feng reminds her readers, "Of 

the plays they composed the types were different, the [play’s] names 

were often used however they p l e a s e d . "1^ By this she meant that often 

titles of plays were kept the same, or only slightly altered, whereas 

the body of the play was reworked into many types of drama. This 

reworking and adapting did not limit itself to keeping the title 

the same, and changing the body, but in a reverse process we find a 

title was changed, but the body of the play remains fairly the same.

Feng lists several types of drama that the playwrights of 

that time were composing: tsa-chG, ch ’uan-ch’ , y u a n - p e n ^  ,

and nan-hsi ifl/fet.. The ts ’ai-jen, the "talented ones;" the ming-kung, 

the "notables;" and other not so literate members of the writers’ 

guilds all embarked on other skills. We have seen this in the pre

viously mentioned collection of yin-yu of the ts’ai-jen. We also know 

that playwrights such as Pai P ’u ̂  "fsEL , (Pai Jen-fu ) , wrote

tz ’ u for we have his work, T ’ien-lai chi • Moreover, most of

the skilled writers also wrote san-ch’u Feng writes:

The scripts of this time were mostly supplied by the writers’ 
guilds, but that which the writers’ guilds wrote was often not 
limited to drama. In chapter six of the Wu-lin chiu-shih.

12sun, p.393. 

13peng, p.18.



page 18, in the 'Various Actors and Skilled Personnelf sec
tion it says, "Of the skilled personnel of the writers' 
guild there was Li Hsiang-ya , Li Ta kuan-j en ̂  Jz*
'1’/w , Yeh Keng^ , Chou Chu-ch'uang £§ ,
P ' ing-chuang Chou Erh-lang-^* \oj ^  > and Chai Nien
Erh-lang ~  Moreover, under Li Hsiang-ya it
cites saying, "Tso-chuan chueh-lun,"^  "To write
chuan beyond compar^." Under Li Ta kuan-j en it cites 
saying, "T ' an-tzu" ^  %?} ; under P ' ing-chiang Chou Erh-lang 
it cites saying, "Hu-sun"̂ fê  . "To write chuan beyond 
compare," is an easy sentence to understand, moreover, in 
the Lu-Kuei pu, under Hu Cheng-chu it says, "Li Hsiang-ya's 
chuan caused everyone to know [of it]." This really aids 
in [our] understanding. But with the "T 'an" of "T 'an-tzu," 
I do not know if it isn't a wrong character for "hun"^yT 
The two characters, "Hu-sun" are almost impossible to ex
plain, perhaps it was the skill of teaching animals to 
walk. In the Wu-lin chiu-shih, chapter six, page 30, if 
it is similar to "chiao-hsiung"$&-.$!' , "to teach a bear," 
then there could have been the training of a m o n k e y .14

14Feng, p.38. Chuan is a type of song that rose to popu
larity in the Southern Sung.



AUTHORSHIP AND THE WRITERS' GUILDS

The social origins and status that these authors of YQan 

drama occupied were as various as the dramas they created. Feng 

states, "Their standing in society were extremely diversified; among 

them besides the literati were generals...officials...merchants...phy

sicians . . . and quite a few actors. Such a wide representation of

occupational interests outside of actual theatrical writing leads one 

to conclude that all of the men who wrote tsa-chu enhanced the Yuan 

drama by adding diverse themes and settings, and that they reflected 

current folk interests, not unlike our television soap operas of today.

Collaboration and Revision

Furthermore, when discussing the nature of authorship of 

drama a distinction must be made between single and collaborative au

thorship, and between the creation and revision of dramatic texts.

Only brief mention is made of collaboration in the Lu-Kuei pu. The 

term used by Chung Ssu-ch'eng for collaboration is h o - n i e n , "to 

join in and p l u c k . "16 Perhaps, this illustrates the best part of each 

playwrights work was "plucked" and put into the drama.

I will deal with two constituents of collaboration, work 

allotment on the part of the playwrights, and a collaboration between

ISpeng, p.16.

16Chung Ssu-ch’engl^-^At. compiler, Lu-Kuei pu ,
(Peking: Chung-hua shu-chu ch'u-pan ^  "sf 1959) , p.136.

8



performer and playwright. In the T*a±-ho cheng-yin p'u there are 

specific references to allotment of specific acts of one drama to spe

cific writers. For instance, the reference to Ma Chih-yuan’s ^  

writing of the first and second act in the play, Huang-liang meng 

afT ̂  ̂  , with the third act by Hua Li-lang ̂  , and the fourth

by Hung-tzu Li-erh is just one of the examples. ̂  However,

the greatest number of plays were done by single authors, either known 

or anonymous. It is Liu Wu-chi’s supposition that, "...the predom

inance of anonymous plays in the Yuan repertoire shows that the Yuan

drama was indeed the work of the common people, whose names were not

even recorded in contemporary writings. In my opinion, the high 

number of anonymous plays is closely tied to the necessity of constant 

revision of performing texts of the drama. Drama, as a performance, 

was never stable because it had to constantly meet the demands of the 

playwrights, the actors and audience, and because it was a marketable 

commodity that had to profit to survive. It only seems logical that 

during the process of revision, not only would it be possible that whole 

acts be altered or replaced, but that the names of the original author 

or authors, would also be periodically dropped, replaced, or lost.

The concept of revision as discussed in this paper does not 

imply that all drama was revised, but that there is evidence, such as

17chu ChTuanJ^f^ compiler, T'ai-ho cheng-yin p 'u 
& &&T, (Peking: Chung-hua shu-chu ch’u-pan ^ 1959),
p.136.

ISLiu Vlu-chl-^f "The Common Man as a Dominant Theme in
Yuan Drama," Tsing-hua hsueh-pao j|j (August, 1969) , p.92.
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in the Lu-Kuei pu, that revision occurred in both classes of authorship: 

collaborative and single, a fact substantiated by the large number of 

plays with the same titles in the Lu-Kuei pu.

There are two kinds of revision in Than drama. Actors may 

have revised the songs prior to staging to insure the lead actor that 

his best talents would shine. Another kind of revision would be the 

rearrangement of the performing text and of the staging techniques, to 

accord with different times, places of production, and of course, 

audiences. All of these are necessarily intertwined for, as Liu Wu-chi 

comments, "... on one hand, the [playwrights] were in close contact with 

the acting profession, to which they supplied plays; on the other, they 

knew well the tastes and sentiments, the likes and dislikes of the 

audience for whom they w r o t e . "19 Such a consideration on the part of 

the actors and playwrights for their audience is directly connected 

with the problems of economic survival in a competitive World, and the 

need to succeed economically and professionally would surely outweigh 

strict loyalty to an original script.

In the early Yuan there was a change in the types of men who 

were members of the shu-hui. Perhaps, because of economic necessity, 

some literati were forced to enter the commercial market and thus 

joined the ranks of professional writers, most probably actor-playwrights. 

This "joining of ranks" resulted in a broadening of backgrounds in

19Liu, p.97.
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shu-hui membership, a trend that took place gradually during the end of 

the Southern Sung and the beginning of the Yuan. There is no docu

mentation specifically describing this amalgamation, but it can be 

guessed at with some certainty that the new professional writers, lite

rati with exceptional literary skill, replaced some of their prede

cessors with ease.

This amalgamation resulted in intimate contact between the 

literati and the actor-playwright, and established a reciprocal ar

tistic relationship between the two classes of men. This reciprocal 

relationship was manifested in the actual production of drama, where 

the literati wrote new and exciting plays for the actors, and contact 

between the two initiated an interjection of local folk matter into 

higher literary expression.

The Chinese like to believe that the Mongols were too barbaric 

to appreciate the finer things of their culture and that drama had to 

be correspondingly crude if the barbarians appreciated it. This is a 

conception that is difficult to entertain in light of the fact that 

drama was brought to a very high stage of development in the 

market-quarters, not at court, for it is stated and restated that during 

the Yuan, drama did not develop, so to speak, but "flourished."

Although my paper has made the commitment to an amalgamation 

of authorship in Ytiatt drama, there is opposing thought. Yoshikawa 

points out the problem lies in three things: that the Yuan Shih 7Ca "j£L. 

makes no mention of these scholar-playwrights, that there are no
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or chih^te,("stone memorials”) for these men that have survived 

to this day, and finally, none of the geneolbgies that the Ch'ing 

scholars did on the Yuan Shih mentions affairs of these men, causing 

some to still consider all the authors of tsa-chu to be "a lowly lot» 

and moreover, lack u p b r i n g i n g . "20 Hence, some consider there were no 

men with cultivation that wrote drama. They base their stand on the 

fact that the speech and topics of the tsa-chu are crude and vulgar.

For the greater part of tsa-chu that is true, since the majority of 

the plays involve themes from the market-quarters.

Yoshikawa is of the opinion that there is some validity to 

the above argument. He cites two common errors that are generally seen 

in the plays: one is incorrect citation of the Standard Histories, and 

two is incorrect periodization of references from the Standard His

tories and Anthologies.21 He feels perhaps this is concrete evidence 

that the authors had small, but incomplete knowledge of the Standard 

Histories and Literatures. But this assumption of an "incomplete knowl

edge" surrounds a large part of China's fictional literature.

C. T. Hsia in his article, "The Military Romance; A Genre of Chinese 

Fiction," stresses that the authors might not have been as ignorant of 

the Standard Histories as they were loyal to "the dictates of the 

g e n r e . "22 Moreover, the many titles of the skits in Yuan-pen ming-mu

20Yoshikawa, p.75.
21lbid.

22c. T. Hsia, "The Military Romance: A Genre of Chinese Fiction," 
Cyril Birch ed., Studies in Chinese Literary Genres, (Berkeley: Univer
sity of California Press, 1974) , p .343.
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U  $  also show that such incorrect citation was a commonly used

comic motif. However, Yoshikawa admits if the author’s use of the 

incorrect periods and wrong citations were not in jest, for some comical 

effect, then we must accept this as evidence that the authors were from 

popular levels of society.

Coming full circle, back to our original contention that there

was an amalgamation in Yuan drama authorship, Yoshikawa defends this

by stating that the above argument does not encompass the whole truth

regarding authorship of tsa-chu. His line of argument follows as thus:

In the preface it was said drama originally suited the needs 
of the common people, and moreover, was born of them; it is 
for this reason, [that we say] in the very beginning, the 
roots [of drama] issued forth from the hands of the common 
people. This situation down to the time of tsa-chti, proba
bly still continued to exist. In the first chapter of the 
Lu-Kuei pu there records altogether eleven works from Chao 
Ching-fu3B% ̂ L ^ a n d  four other ch ’ ang-yu-j&^F> (actors) .
Actors in China were people of low class; even though actors 
in the Yuan...received unusual honor from the court...
Moreover, it is possible that because they belonged to the 
low class of people, even with their talent they themselves 
were caused to be without a way to obtain a comparatively 
high upbringing. The works of actors certainly does not 
stop with the eleven works we see in the Lu-Kuei pu. Kano 
Kimiyama considers the anonymous works of the Yban-ch’u 
hsuan, for the greater part, to be written by actors. When 
we look at the works [in the Yuan-ch’u hsuan] it is true 
that all the compositions appear to be rustic and vulgar, 
and [therefore] are considered to have issued forth from 
the hands of uncultivated authors. Hence, [it can be said] 
that the actors wrote on the same level as [their] abil
ities. However, besides those ch’ang-yu of low position, 
there were cultivated men and it was possible they joined 
together to create tsa-chu.23

At the end of his argument he states that among the authors in chap

ter one of the Lu-Kuei pu, "...there are some that not only appear to

23Yoshikawa, p.76.



be from noble ranks» but moreover, they were' richly brought Up,"24 He

continues:

That which is referred to in China as shih-ta-fu dr indi
cate ^hose men who have the capabilities to compose literature, 
f u ^ s  and poetry; at that time, the early period of Yuan 
drama, in chapter one of Lu-Kuei pu, those authors who belonged 
to the scholarly class and had the capabilities to write ortho
dox literature and poetry, and moreover, [they] resided in the 
upper layer of society.25

What should be stressed at this point is that the amalgamation in

authorship was not, by all means, a complete one.

- • Performer - Playwright Relationships

It is one thing to acknowledge the intimacy of contact between 

the literati and the actor-playwright, but it is quite another to 

point out a direct line of affect that one might have had on the other. 

However, it can be stated the friendship between the men of letters 

and the actors was the basis of their participation in the guilds, 

and from there they depended on the economics of the thriving tsa-chu 

to maintain their guild’s name, their personal fame, and their 

monetary solvency.

At this point it is fitting to present Sun K'ai-ti’s views 

on the importance of this intimacy among the playwrights and the per

formers . Sun, in his research on writers' guilds, states the reason 

for the growth of intimacy between two very different classes, the men 

of letters and the performers, was due to the politics of the time.

24yoshikawa, p.76.
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To summarize his view, he feels a great number of educated men could 

not attain to office because of the abolition of the Imperial exam

ination system, thereby creating leisure time they chose to spend in 

patronizing the theater districts. He depicts the relationship as,

"The men of letters were the ones fond of ch'u , ’songs’ and col

laborated closely with the performers, composing songs for t h e m ." 2 6  

He also states the intimacy of these two groups was, "...causing those 

on stage to constantly have new plays. And as the appearance of new 

plays on stage grew greater, there were those that drew even greater 

pleasure."27 He continues saying that the playwrights, "...abided by 

the successes of the performers together with the needs of the 

p l a y h o u s e . "28 Feng also sees that, "There was a great relationship 

between their plays and the actor’s success and failure on stage."29 

In the play, Lan Ts’ai-ho, the second act, there is a description of 

this relationship:

...if you meet the time [of a performance] face-to-face with 
the stage tents, how can [you] make them up so the staging 
is successful? Rely on the powdered noses while in a pit, 
five or seven in a row, rely on the kind officials of the 
writers’ guild to seek good skill. It is the true gentleman's 
duty to establish the Way of life. Why worry about the 
future.30

2 6 s u n ,  p . 3 9 4 .

27ibid., p . 3 9 3 .

28ibid.

29peng, p.22.

30Liu K 'e-huany^utIE- ed. , Yuan-ch’u hsuan wai-pien 
(Taipei: Chung-hua shu-chu ^  ̂  * 1 9 6 7 ), p. 9 7 4
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Another point of view with regard to the relationship between the per

former and the playwright from the Huan-men tzu-ti ts 'o li-shen is,

(MoĴ - speaks) Call no one else, but the guy that writes the 
script. (Shengdt. sings) (Ma-1 a n g aria) I am capable 
of adding on even more, my pen as though it were the wind, 
true characters can be copied from the script, and what1s 
more I even press in upon the writers’ guilds of the Imperial 
City.31

It is this concentration of effort among the two classes of 

men, through competition between the writers' guilds and their artis

tic reciprocation, that attributes to what Sun feels caused, "...the 

Yuan drama to flourish in one generation. For that reason [we] say 

the rise of development of Ytian drama is completely due to the strength 

of the writers’ g u i l d s . "32

Conclusion

I have endeavored to present the most facts of the history of 

shu-hui. Several collectanea, bibliographic and biographic texts, and 

the tsa-chu plays themselves furnished the material required. I 

attempted to study the writers' guild as a whole, taking into account 

the economics and the literary history; the documentation itself served 

as a basis. I did not try to interpret the material until after I ob

tained a clear view of the works as a whole. When at that point, I 

speculated and thus opened for serious consideration, such matters as 

the two levels of operation of the shu-hui: in play production by pro

viding scripts, and in cooperation with all organization, such as

3lHsieh Chin, Yung-lo ta-tien, p.519. 

32sun, p.394.



playhouses, in the presentation of the drama. Moreover, it was my 

opinion that the connection between the high number of anonymous plays 

and the necessity of constant revision was because of its market

ability, economics being the very nature of Yuan drama. The change 

in types of membership in the shu-hui, although there is no docu

mentation, is nonetheless a real manifestation largely due to the 

interaction of many factors at that time: economic, political and 

social. I cautiously approached the interrelationships of the performer 

and the playwright drawing my interpretations from the tsa-chu plays.

And lastly, I surmised that the whole of the Chinese literary tradition 

was utilized by the dramatists, members of the shu-hui, and was in

corporated into all forms of entertainment. No matter what type of 

drama was used, the playwrights sometimes drew on the past reservoir of 

historical tales, poetry, supernatural tales, and biographies, then 

linking it with contemporary folk interest combined to form an inex

haustible supply of material. When molded by the playwrights into 

different types of dramatic presentation, the result was a continuum of 

entertainment from the writers' guilds to the public. This flow, from 

the playwrights to the public, was also a basis for competition between 

the guilds. Competition between the writers T guilds was based on 

composing new plays and revising old ones in the unending battle of 

vying for profits and competing for fame. Taken in this way, my 

interpretations and the facts are in close relation to one another, and 

the conclusions reinforce each other. At present it only remains to 

systematically arrange the facts observed in this course of study.



The Tu-ch'eng chl-sheng Is a composite of general life in 

Hangchow in the Southern Sung, It gives examples of the many societies 

associations, guilds, and trades that formed.the immense commercial 

and recreational systems of Hangchow, The Lu-Kuei pu gives invaluable 

bibliographic and biographic information, most importantly on 

scholar-officials who held positions and wrote drama. Moreover, it 

differentiates the two terms for dramatists: ts Vai-jen and ming-kung. 

Feng Yuan-chun having done the majority of research on ts'ai-j en con

siders the "collective" sense of the term to be of great significance, 

and hence, has influenced general opinion that these men had a broad 

range of specialties. This is particularly reinforced by the "Various 

Actors and Skilled Personnel" section in the Wu-lin chiu-shih where 

it cites examples of six men of varying talents as members of a shu-huj 

In the Lu-Kuei pu collaboration is referred to as ho-nien, "to join 

in and pluck." In the T 1ai-ho cheng-yin p ?u it lists' collaborative 

efforts, assigned by acts, to several plays. Furthermore, the large 

number of plays with the same titles listed in the Lu-Kuei pu substan

tiates that revision occurred in both single and collaborative 

authorship.

The evidence for the relationship between the performer and 

the playwright is found primarily in two sources, the tsa-chh,

Han Chung-lj tut'o Lan Ts'ai-ho; and the hsj-wen, Huan-men tzu-ti ts'o 

li-shen. These works testify to the relationship of the shu-hui's 

scripts to the actors success and failure on stage, to the competition
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between the writers * guilds, and to the whole Schemes of the shu-hui 

playwrights and the heeds of the playhouse and its performers.

As I stated previously, in this conclusion, the facts and my 

interpretations reinforce each other. Through commercial‘development 

of writers’ guilds and in turn the participation of scholar-playwrights 

in the guilds, it can be said with certainty that the Impact of the 

writers1 guilds on Yuan society manifested itself in the growth of 

drama, both in literary merit and script volume production.
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