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This thesis~equivalent consists of two parts, a half-hour videotaped

television program and typescript material,

In the latter, drama is defined. Some of the reasons for the
disappearance of public dramatic activity from Western Europe are
presented. Consideration is given to the role of visual art and the

importance of symbolism and allegory during the Middle Ages.

Some indication is made of the influences of the Carolingian
renaissance on the liturgy. Tropes are defined and their development
outlined. Examination is made of the two positions held by scholars

on the origin and development of the Quem Quaeritis trope.

The script and Teachers' Notes for the television program, budget

estimates and the results of field evaluations are also included.

In the television program medieval art and architecture are used
to set the scene for the emergence of the tropes. Live actors
demonstrate the stages in the development of the Quem Quaeritis trope

—~

into the elaborate Visitatio Sepulchri.
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CHAPTER 1

FROM RITUAL TO DRAMA

Medieval drama is usually thought of in terms of the Mystery and Miracle
plays with little consideration being given to the liturgical drama from
which these plays déveloped. The emergence of liturgical drama from the
ritual of the Christian Church forms one of the interesting chapters in
the history of Vestern drama. Before considering how, in the Middle Ages,
drama developed from the Christian religious worship, it might be helpful

to consider what is drama.

Drama is an art in wvhich the artist conveys his message to the
audience, not by ﬁarrating or explaining, but by using people wbo pretend
that they are actually going through the events or emotions that the
artist is trying to convey., Although this can be done in dumb show -
mime -~ drama as it is normally understood, involves the use of dialogue.
For drama to exist certain elements must be present: dialogue, plot or
story line, Impersonation and at least two actors, one of whom can be real
and the other imagined. The dramatic situation is one of conflict. This
conflict could be between individuals or between individual and super-

natural.

Drama is created bv the staping of a play which is, "above all

else , a story presented in action in which the speakers or actors repre-
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sent the characters concerned."

Religious worship contains some of the elements of Arama but
is not itself drama. The worshippers may be in conflict situations,
torn between following the will of God or listeﬁing to the forces of
evil, The priests may employ dialogue among themselves and with God.
The events in the worship may seem to follow a plot. But this is
ritual, the prescribed order of performing a religious service. No one
is attempting to tell a story and the worshippers are being themselves.
They do not represent any one else. The essential element of drama is
impersonation.2 In the Middle Ages, during a part of the Christian re-
ligious worship, the leap was made from ritual to impersonation, the

test of true drama.

Although drama might have been produced in Egypt as early as
4000BC, it is to Greece that Western drama owes its origin.3 From its
beginning in Dionysian worship, drama grew into a highly polished art
form in ancient Gfeece. The surviving Greek plays written by Aeschylus,
Sophocles, Euripides and Aristophanes are sophisticated works of art.
Plays of this era are presented today, not just because they are the
oldest plays in the Western dramatic tradition, but rather because they

are perennial masterpieces,

In its rise to preeminence, the Roman Empire incorporated
many of the customs and practices of the people who fell under the con-
trol of this great empire. In this way Greek dramatic traditions found

their way to Rome,

Roman theatre was on the path to destruction long before the

fall of Rome. Roman Theatre which from the very outset was quite vulgar

,.A't' .



and trifling, deteriorated to the stage where it became downright brutal,-
foul and horrible.a The material used in performances was so obscene

that it envoked the wrath of the pagan emperor Marcus Aurelius (121-180AD),
even before the early Christians embarked on their campaign to eradicate
drama from the society.5 The theatre which Ambrose (341-397) and Augustine
(354-430) condemned was a degenerate circus .in vhich Christians often gave
their lives while providing the show.6 The fall of the Roman Impire brought
the Theatre crashing down. The great spectacles and shows of the Roman and
Byzantine eras pass into oblivion.7 The young Christian Church helped to
accomplish this feat. Early Christian leaders loathed the decadence and

the degradation of the Roman stage. When Christianity gained the necessary
political power it completed the destruction of the Roman Stage. Christian-
ity was assisted in its mission by a strange and unexpected ally - the
barbarian invaders. In their sacking and plundering of Rome these men had
destroyed the great theatres.8 With the places for performing gone, it
became relatively easy for the Church to succeed in forbidding dramatic
performances, But the Church was not content with only banning dramatic
performances. Actors were barred from membership in the Church unless they
had first renounced theilr profession. Persons who attended the theatre

were threatened with excommunication.

The Church was very successful in its suppression of public
dramatic performances. Between the sixth and the ninth centuries there
is no evidence of performances of even farces, mimes or pantomimes in
in Vestern Europe.lo During this period public dramatic activities were
limited to .ostracized bands of animal trainers, rope walkers, jugglers

and acrobats.ll But men sang songs, told tales, performed tricks, imitated



eagh other, traversed the world and its ways in various fashions. These °
men, however, did not preserve the éontinuity of the formal theatre of
ancient Rome or create the formal theatre of the Middle Ages; they.mere-
ly gave evidence in some of their exhibitions of the perpetuity of the
dramatic instinct.12 When Medieval drama materialized it was ''not a
reappearance, after centuries, of a dormant.classical tradition, but a

new birth."13

Drama remained a forgotten art all through the Dark Ages.
Soon, however, events which were to have a profound effect on the re-

birth of Western drama began taking shape.

Charles the Great of France, often referred to as Charlemagne,
(768-814) inaugurated the Carolingian renaissance - Western Europe's
first cultural revival. Charlemagne gathered to his court reputable
scholars from England, Ireland, Spain and Italy. These scholars led by
the Anglo-Saxon Alcuin, collected and copied almost forgotten manuscripts
handed down from classical Rome and patristic ages. They also improved
education and began to produce original works. These works included
spiritual comnentaries, poetry, theological tracts and histories. Through
his building program, Charlemagne encouraged and developed the plastic
arts. The influences generated by the cultural activitieé taking place
in the court of this French ruler, soon spread to the monastic and cathedral
schools where they led to the production of rich harvests of artistic and

literary_works.14

The Carolingian renaissance also had its effects on the Christ-
jan Church. Finer buildings were erected: there was a great increase in

all aspects of religious services: the priests wore more gorgeous vestnents:



more emphasis was placed on the training of choirs: more elaborate cere-

monies and pageantries developed.15

The liturgy itself was affected by the revival taking place
in Western Europe. Amalarius, Bishop of Metz (780-850), a prominent
figure in Charlemagne's court and a student of the liturgy, wrote inter-
pretations of the Mass. Amalarius felt that the Mass, in its physical
aspects and actions, somehow resembles events in the life of Christ. In
his works he suggested ways in which the Mass could be regarded as a
symbolic commemoration of the life of Christ, le believed that the section
of the Mass from the Introit through to the Gospel symbolizes the events
up to the entry of Christ into Jerusalem. The Introit symbolizes the fore-
telling, by the 0ld Testament propheté, of the coming of Christ; the Kyrie -
the voice of Zacharias and John the Baptist; the Gloria - the announcement
of the Nativity; the Collect - the visit Christ paid to the Temple at age
twelve; the Responsary depilcts the apostles who freely answered the call,
"Follow Me'; the Alleluia conveys the happiness the apostles felt as they
witnessed the miracles performed by Jesus. The section of the Mass from

the Offertory to the Pater Noster represents the Passion and burial. The

concluding section, the Pravers at the Fraction and the Commingling to

the Dismissal, symbolizes the re-uniting of Christ's body and spirit, the
Resurrection and Ascension.16 "The interpretation of the Mass as a mis-
cellany of symbols representing dramatically the 1ife of Christ was con-

tinued throughout the Middle Ages."17 For an outline of the tenth Century

Mass see page 78.

This new interpretation of the lMass provided the incentive for

dramatic representation to be added to the liturgy. For example, at the



Introit the thurifer who headed the procession carried the thurible, the
"body of Christ."” The candles borne by the acolytes symbolize learning
and the subdeacons, wisdom. "The deacons, subdeacons, and acolytes are,

n18 These

'the prophets, the wise men, and the scribes', respectively.
embellishments could be regarded as an elaboration of a tradition which

developed quite early in the historv of the.Christian-Church.

From the earliest days of Christianity the faithful used their
creative abilities to express many aspects of their religion in art form.
Some of their efforts are still preserved on the walls of the catacombs,

These artistic creations were limited to the visual arts.

The Mass itself contained within 1t manv of the ingredients
necessary for the development of another art form, Eves as the Church
used all its might and power to eradicate public dramatic presentations
and spectacle from the society, its own Mass not only contained many of

the elements of those forms, but the Church itself was encouraging the

development of spectacle within its walls.

By the beginning of the fourth century, Christianity, under
Constantine, became a lawful religion for the first time in its history.
Christians were no longer forced to meet secretly to worship but held
their services in public. Instead of meeting in each othér's homes
special buildings were constructed for holding services. These splendid
buildings encouraged the development of longer worship services, more
elaborate vestments and ceremony. Color and pageantry from the Roman
court found their way into the Christian services. Elements from the
emperor's court wvere embodied into the worship. These included the color

and pageantrv; more bowinp and kneeling taken from the ceremonials of the



imperial court: and a greater separation between the clergy and laity
akin to the separation between the emperor and citizenry.l9 Atithe
beginning of the service the clergy entered in a procession through
the church. The procession was led by members swinging thuribles and
holding candles. The chanting of Psalms accompanied the procession.

This was a true spectacle being supported by the church itself.

The drgmatic rivalry being given to tﬁe Roman spectacle by
the Church, was clearly recognized by Tertullian as early as the second
century. Tertullian went so far as to suggest to the Christians who
craved spectacula that they could find all the spectacle they wanted in
the services of the Church.20 And the Mass did indeed contain many of
the elements of those spectacula. The symbolic and emotional elements
in the services built to a climax in the consecration and the distribut-
ion of the sacred Host. With some active interplay going on between them,
a special group qf people, in gay or sombre attire depending on the season,
. performed the ceremonies to the dccompaniment of genuflecting and chanting.
The church singing was frequently antiphonal and in the reading of the
. Gospel voice chanées were often introduced to indicate different speakers.
The music and the decorations in the church shifted from gay and festive

to solemn and sad depending on the Mass that was being celebrated.

During the Middle Ages the language of the Church remained
fixed, as it did until quite recently, even though Latin was no longer
used or understood outside the business and education circle. Most of
the educated were members of the clergy. As Latin became more foreign
to the people, the Church was forced to use all means at its disposal to

instruct its members, and especially the new converts, in the doctrines



of their faith. The visual tradition which had long been established,

became more and more important as the medium of instruction and education.

During the Middle Ages,therefore, ''the imagery of their parish
church offered the only version of the scriptures which was always avail-

able to the 1aity,"21

Because of this, Church art and architecture were
consciously designed to express doctrinal matters and to represent symbol-
ically the abstract ideas found in the Bible stories. The symbolic and

alleporic messages contained within a work of art were more important than

the work of art itself,

The subjects of Medieval art were taken from that fund of know-
ledge, religion, to which the structure of Medieval existence gave a last-
ing familiarity. In the Medieval view this life was only a preparation
f;r eternity in which God and the Devil already exist and in which man's
soul would continue to exist. The temporal existence was regarded as a
short interlude prior to ultimate reality - eternity. This ecarthly realm
wvas flanked by the eternal realms of lleaven and Hell. Man's decisions
here on earth would dictate in which of these two areas he was going to
spend eternity.22 The power of Medieval art was harnessed to assist man
in making the kinds of decisions which would lead him to an eternity of

bliss,

The meanings of the images depicted in the art were instantly
clear. They needed no deciphering or decoding as is the case when people
of this century confront these representations. "Pictures dirccted bhoth
the senses and the mind of the observer, not to the passing spectacle of

the exterior world, but to knowledge that had evolved on a cultural level.



They were the sum of experience and tradition."z3

The function of the visual arts in the Middle Ages would be
better understood if they are considered in terms of tﬁe highway signs
in use today. Medieval man considered that he was passing through this
world on his way to eternity to be spent in either Heaven or Hell. The
visual represéntations were as signs along the way to give warning and
direction so that he might safely reacﬁ the blessed destination. To a
motorist travelling along a highway today the road signs are much more
than mere images. They communicate important information and they do so
instantly. The motorist reacts to their messages even before he is aware
that he is doing so. He reacts to a red 1lig-t. He interprets an arrow
pointing down a street as meaning that he must travel in that direction
only. He knows that a sign with a "P" with an "X" across it means that
he should not park in that area, If he disobeys the warnings he knows

that he might be punished.

To the Medieval man thé warnings contained in the symbolic re-
presentations were much more important since failure to heed their warn-
ings could result not in his receiving a ticket, but in the damnation of
his soul. An image of a knight holding a shield in one hand and a raised
sword in the other told him that he must be brave in all circumstances.
This was the symbolic representation for courage. The image of a man
falling from a horse, the symbolic representation of pride, was a warning
not to be proud since pride could lead to a terrible fall. The picture
of a woman sitting with a skull in her lap, the allegory of lust, conveved
its grim warning. And he knew what to expect if he got himself in the

position of the person featured in the representation of two hares ensnar-
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ing a sleeping hunter. These images conveyed their messages with great

emotional force to the simple unlettered Medieval man.

Elements stimulated by the Carolingian renaissance fostered
the development of another art form to aid in the instruction and direct-

ion of the Christians.

By the ninth century melismatic renditions occurred quite
frequently in the singing of the Georgian chants, The final "a" of the
Alleluia sung at the end of the Gradual of the Mass was emb#llished by a
series of musical notes. Members of the choir often found it difficult
to remember these sequelae. Around 860, a monk fled from Jumieges in
France to St. Gall in Switzerland. When he arrived at the abbey there,
the m;nksvfound that in the antiphonary of this newly arrived monk, there
were words attached to these sequelae. One of the monks at St. Gall,
Notker Balbulus, began to imitate this practice. These words that were
added to the pre5e$isting music at the end of the alleluia were called
sequences. "It is generally held today that sequence with words originated
in the eight or early ninth century in France, where their composition
owed more to religious emotion and the spirit of the age than to the need

for a mnemonic device."24

From sequences, the adding of words to existing music written
by a series of musical notations called neumae, the practice of troping

developed.

Instead of merely adding words to preexisting music, words and
nusic began to be written for use during the Mass. These musical poems
written to explain or to comment upon some liturgical text were calléd

tropes. The trope could also be described -as "a lyrical and musical
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embellishment of an established liturgical text.... The trope was a

commentary or explanation provided for the text."25

Tropes were embellishments, amplification or intercalation
in the official text, but they did not alter the identity of the text,
Although they were original creations - both words and music - the tropes
were not free and independent works. They were incapable of independent
existence, They depended on the liturgical text for which they were
written for significance and meaning.26 The tropes were often used at

the Introit to set the mood of the Mass of a particular feast.27’

From the time of their appearance in the ninth century until
the middle of the tenth century, the tropes were chanted by the choir.
Initially they were rendered like any other chant, but later they vere
sung in a more dramatic form. In order to simulate dialogue, the choir

would be divided into semi choruses. In this way the choir would deliver

a dialogue in song.

Troping closely resembles a game children play even to today.
Children sometimes divide themselves into two groups and play while sing-
ing a game song. The one that comes to mind is, "Se; the Robbers Passing
By" which is sung to the tune of "London Bridge is Falling Down'". Both
groups sing the first line:

\ See the robbers passing by, my fair lady.

One group then sings:

What did the robbers do to you, my fair lady?
The second group singé:

They stole my watch and broke my chain, my fair lady.

The first group replies:
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Down to prison they must go, my fair lady.
This little childhood game gives some indication of the manner in which
the tropes were performed, but it must be remembered that the tropes were

sung in Latin during the church service.

Many of the tropes were given this kind of dramatic treatment,
but only one is of special interest in the study of the development of

Medieval drama. This trope is now known as the Quem quaeritis trope.

The trope takes its name from the first two words of its opening line.
Quem quaeritis in sepulchro, - Whom scek ye in the sepulchre. Where and

how the Quem quaeritis trope originated is still not clearly known. Most

of the Medievalists subscribe to one of the following two theories.

The long established theory, sometimes referred to as the

'orthodox position', has the support of E. K. Chambers, The Medieval Stage,

and Karl Young, The Drama of the Medieval Church. These scholars hold that

the Quen quaeritis trope is an original composition written by Tutilo or

some other monk from the abbey at St. Gall in or around the vear 900, They
also hold that the trope was specially written tq precede the Introit of
the Mass on Easter Sundav, but was later expanded and transferred to the-
end of Faster Matins. They also suggest that the version of the OQuem
guaéritis found in the manuscripts at St. Gall, is the oldest version of

the trope.28

The orthodox position has been challenged bv some scholars

including 0. B, Hardison, Jr., Christian Rite and Christian Drama in the

Middle Ages., They conclude that the evidence available from the manuscrints

sugpests that the Quem quaeritis began, not as a trope, but as a ceremony

performed at Easter. This ceremony may have resembled the ninth-century
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Visitation of the Font and was used to instruct the neophytes as well as
to prepare for the Vipgil Mass. The ceremony could have been one of the
Easter candle ceremonies though not necessarily the one in which the
pasghal candle was blessed.29 Tﬁey credit Limopes in France rather than

St. Gall in Switzerland with the origin of the Quem quaeritis. The St. Gall

version of the trope 1is undoubtedly the simplest, but this version cannot

be dated earlier than 950. The Limoges version, however, can be dated

0

between 923 and 934.3 Hardison also contends that during the tenth

century there was no fixed place for the performance of the Quem quaeritis
trope. '"The WUinchester troper shows that one of its positions was in
association with the Easter vigil: and the Regularis shows that at least

one function of the piece was the instruction of the neophytes."31

What is quite clear, despite the arguments, is that during the

tenth century the Quem quaeritis was performed as a trope. A tenth century

manuscript from St. Gall provides evidence that this trope was performed

before the Introit of the Mass on Easter Sunday.32 The Quem Quaeritis

trope relates the encounter at the tomb, between the angel and the three

Marys, on that first Easter morning:

Quem quaeritis in sepulchro, O Christicole?
(Whom seek ve in the sepulchre O followers of Christ?)

Ihesum Nazarenum crucifixum, O caelicolae.
(Jesus of Nazareth who was crucified O heavenly beings)

Non est hic, surrexit secut pradicerat.Ite, nuntiate
quia surrexit de sepulchro,

(lle is not here, he has risen as he foretold. Go announce
that Christ has risen from the sepulchre.)33

Although the trope did contain dramatic potential 1t was, at

this time, performed only as part of a religious ritual and not as a drama.

The choir sang this trope as part of the service. The singers did not try
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in any way to represent or to impersonate the people who originally
uttered the words. TFor drama to exist the element of impersonation must be

there. VWhile the choir just sang the Quem quaeritis it remained a trope -

a musical embellishment of the Easter service. Gradually, the singers
began assuming roles and drama was reborn in Western Furope within the

~same Christian Church which had originally caused its death,

Until the later part of the tenth century the Quem quaecritis

trope remained attached to the Introit of the Mass said on Easter Sunday.
This position inhibited the development of the dramatic potential contain-
ed within the trope. The Introit of the Mass sets the mood for the entire
service. The Faster Mass, the most important in the Church calendar, could
not condone the kinds of interruptions that would be necessary for the

development of the Quem quacritis trope into a drama. So while it remained

in this position at the Introit, the OQuem quaeritis remained a trope. No

. . . 34
attempt at impersonation or dramatization was made.

During the latter part of the tenth century the Quem quaeritis

trope was transferred from the beginning of the Faster Sunday Mass to the

end of Faster Martins, one of the canonical hours.

St. Benedict had divided each day into periods for the purposes
of prayers. These pecriods followed the Roman division of the dav. These
periods were called Prime (6:00a.m.), Terce (9:00a.m.), Sext (12:00 noon),
Nones (3:00p.m.), and Vespers (6:00p.m.). The service held at nightfall
was Compline while nights spent in praver were known as Vigils., Vigils
wvere divided into two parts Matins and Lauds., Matins was further divided

into three nocturns or watches, at which times services were held. These
3!‘
services occurred at 9:00 p.m., midnight and 3:00 a.m. ° It was to the
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end of the third nocturn of Matins that the Quem quaeritis was trans-
ferred. This trope might have been drawn to this new position because

of the customs already established in connection with this service.

By the eight centurv a ceremony had developed during Holy Week
in which a cross was "Buried" after its Adoration on Good Fridav. The
cross vhich had previously been adored was taken and laid away beneath the
altar. A consecrated Host was sometimes buried along with the crucifix.

A ceremony was performed immediately preceding the beginning of the first
nocturn of Easter Matins, in which the "buried" cross would be restored

to its position on the altar.36

The third and final responsory of the third nocturn of Easter
Matins, related the story of the journey by the three Marys to the sepulchre
vhere they found the angel who told them that Christ had arisen. To make

Matins even more attractive to the Quem quaeritis trope, tradition origin-

ating during the Carolingian renaissance regarded the Te Deum sung at the
end of Matins as heralding the dawn. According to the Gospels the Three

Marys visited the sepulchre as the dawn was breaking on Easter morning.37

All these factors combined to make the conclusion of the final
responsory of Easter Matins, which preceded the singing of the Te Deum,

the ideal place for the performance of the Quem quaeritis trope. In this

position the trope was free to develop since its developmenc here could

in no way mar any of the sacred proceedings.

Now semi—d;amatic qualities were introduced into the rendition
of this trope. Two boys took positions on either sides of the altar and

sang the parts of the angel, while three brothers, standing in front of
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the altar sang the parts of the three Harys.38 Vith these additions the

Quem quaeritis trope moved from being a ritual to being a drama. Here

were members of the clergy, not simply performing ritual, but re-enacting
a scene from an event which had taken place during the formative period .
of their religion. They had brought acting and impersonating into the

presentation.

In thi; primitive drama the actors were all members of the
clergy; They were dressed in their clerical garments. They performed the
little drama around the altar vhich became the symbolic representation of
the tomb. 39 The actors did not speak their dialogue but delivered it in

song. But the Quem quaeritis was now a play which would be called

Visit;tio Sepulchri - The Visit to the Sepulchre.

An earlier attempt at producing plays should be mentioned but it
must be remembered that as far as is known this was an isolated event and

it had no influence on the development of Medieval drama.

Hrotsvitha, a nun from the Benedictine Grandersheim Abbey in
Saxony, got a hold of and read the works of Terence. Around 935 Hrotsvitha
began writing plays using the works of Terence as a model., But she suffered
from the misconceptions common to Medieval litterateurs. She was unaware
£hat plays were written for performance and delivery through dialogue. The
plays of Terence were thought to have been recited by one reader who might
have been accompanied by actors who made silent gesticulations. Tragedy
and comedy were regarded as two forms of narrative writing in which dialogue
wvas almost unnecessary. Fvidence of this misconception can be seen in the

title of Dante's work, The Divine Comedy.

P
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With these false impressions lirotsvitha wrote her plays which
dealt with traditional legends. Although she possessed a great gift for
characterization her plays were never acted and little read. In fact
her plays were unknown until the end of the fifteenth century vhen her

40
manuscripts were discovered.

The first record of Medieval drama, the first true dramg since
the destruction of the Roman theatre is to be found in the Regularis
‘Concordia. No trope whose presentation involved impersonation can be

dated earlicr than the Visitatio Sepulchri found in the Regularis Concordia,

while the tropes that can be dated earlier show no evidence of having been

given any dramatic performances.41

The Regularis Concordia was compiled by St. Ethelwold at Win-

chester between 965 and 975. This was St. Ithelwold's attempt to bring
uniformity to the liturgical observances of the Benedictine monks in the

monastries of England. The Visitatio Sepulchri recorded here is very

short but the stage directions are long and detailed.

While the third lesson is being read, four brethren shall vest,
one of whom, wearing an alb as though for some different purpose, shall
enter and go stealthily to the place of the'sepulchre" and sit there
quietly, holding a palm in his hand. Then, while the third respond is
being sung, the other three hrethren, vested in copes and holding thur-
ibles in their hands, shall enter in their turn and go to the nlace of
the '"sepulchre', step by step, as thouph searching for something. Now
these things are done in imitation of the angel seated on the tomb and
the women coming with perfumes to anoint the body of Jesus. Vhen,
therefore, he that is seated shall see these three draw nigh, wandering
about as it were and seeking something, he shall begin to sing softly
and sweetly,

Quem quaeritis in sepulchro, O Christicolae?
(Whom seek ye in the sepulchre 0 followers of Christ?)

As soon as he has sung right through, the three shall answver together,
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Thesum Nazarenum crucifixum, O coelicola.
(Jesus of Nazareth who was crucified O heavenly being)

Then he that is seated shall say

Non est hic, surrexit secut predixerat; ite, nuntiate
quia surrexit, dicentes.

(lle is not here. He has risen as he foretold. Go
announce that Ile has risen from the dead.)

At this command the three shall turn to the choir saving

Alleluia, resurrexit Dominue hodie, leo fortis,
Christus filius Dei, Dio gratias, decite eia!
(Alleluia, The Lord has risen. Today has risen the
brave lion, Christ, the Son of God.)

When this has been sung he that is seated, as though calling them back
shall say the antiphon

Venite et videte locum ubi positus erat Dominus.
Alleluia, alleluia. Cito euntes, dicite discipulis
quia surrexit Dominus, Alleluia, Alleluia.

(Come and behold the place where the Lord was laid,
Alieluia, Alleluia.)

And then, rising and lifting the veil, he shall show them the place void
of the Cross and with only the linen in which the Cross had been wrapped.
Seeing this the threce shall lay down their thuribles in the same _
"sepulchre'" and taking the linen, shall hold it up before the clergy; and
as though showing that the Lord was risen and was no longer wrapped in it,
they shall sing this antiphon:

Surrexit Dominus de sepulchro, qui pro nobis
pependit in ligno: Alleluia. '

(The Lord has risen from the sepulchre, who hung
for us on the tree, Alleluia.)

They shall then lav the linen on the altar.

Vhen the antiphon is finished the prior, rejoicing in the
triumph of our King in that he has conaquered death and was risen shall give
out the hymn Te Deum laudamus, and there upon the bells shall peal.42

This production resembled opera as it is performed today in which
the language is in most cases foreign to the audience, and the dialogue is

not recited but sung, In the performances of the Visitatio Sepulchri the

dialogue was sung in Latin which was, by this time, foreign to most of the

people in the audience.
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The play was performed around a sepulchre which was constructed
in the church. Instead of '"burying" the Cross beneath the altar on Good
Friday, the practice had developed of constructing "sepulchres' for this
purpose. These sepulchres were built in the ar;hed recesses of the nor£%
chancel wall. At first a table would be placed in this area and a tempo-
rary structure of wood, stone, books or curtains built on it. By the
fourteenth century permanent Easter sepulchres were constructed in this
area of the churéh. Some of these sepulchres were large enough for the
actors to actually enter.43 The tomb of a prominent person ﬁas sometimes

constructed in this area and used as the Easter Sepulchre.

From the beginning of the production of liturgical music dramas,
the conditions of performance demanded the convention of multiple staging.
It was necessary that places physically close together be accepted as being

quite far apart. There were two such places in the early productions of

the Visitatio Sepulchri. The choir stall, which represented the place
where the disciples were assembled in Jerusalem, was only the width of the
chancel away from the sepulchre which was situated on the north wall.44

Other acting areas were added as the play developed.

The play developed in a manner peculiar to the Middle Ages. No
one author wrote the liturgical music dramas. Like the building of a
Medieval cathedral which employed many architects and to whose work

succeeding generationé felt free to add whatever they chose, so the play

uas enlarged by the addition of separate units.as'

In the Visitatio Sepulchri the scene in which the three Marys

visit the\sepulchre is now referred to as the First Stage. By referring

to the Gospel narratives the anonymous authors found material which they

Iz
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used to construct other scenes.
\

The Second Stage featured Peter and John in their race to the
tomb to confirm the joyous news brought to them by the Marys. In this
scene there was often the instruction that John, the younger of the two
actors, should arrive at the sepulchre first and there wait until Peter

came and retrieved the "grave cloths",

In the Third Stage, also called the lortulanus Scene, ‘the risen

Christ appears as a speaking character. He converses in the garden with

4
Mary Magdalen.’6

Development also took place within the Three Stages. '"Soldiers"
vere left to guard the tomb. They sometimes stood guard from Good Friday
to Easter morning. Spice merchants were also introduced. The Marys would
first go to the merchants where they would haggle over the prices before
collecting their thuribles and making their way to the tomb. Instead of
going silently they would ask each other questions like, "Who would roll
away the stone for us?" Also introduced into some versions of this playv
were scenes which included Pilate, the angel of the flaming sword and
Thomas, Qho dcmandéd material proof before he would believe that Christ

47
had indeed ariscn.

While the stages of the Visitatio Sepulchri were developing

other liturgical dramas were being created. At least one other followed

the same developmental pattern as did the Quem quaeritis. A Christmas

drama began as a trope to the Introit of the Mass said on Christmas day
and was later transferred to Christmas lMatins. In form and structure

this trope was identical to the original Ouem quaeritis, with the

shepherds at the crib taking the place of the Maryvs at the tomb., The
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‘Quem quaeritis was undoubtedly used as the model for this creation.

Here is the text of this early Nativity play:

Quem quaeritis in praesepe, pastores, decite?
(Whom seek ye in the cradle, O shepherds, tell me?)

Salvatorem Christum Dominum, infantem pannis involutum...
(Christ the Lord and Savior, the infant wrapped in
swaddling clothes, as the angel has said.)

Adest hilc parvulus cum Maris matre sua,.. 48
(The babe is here with Mary, His mother...)

It was these developments which took place within the Church
that gave birth to Medieval drama. The tropes began as part of the re-
ligious ritual and later developed into an independent art form litur-
gical music~drama. The rebirth of drama during the Middle Ages closely
resembles the origin of drama in Greece. 1In both cases drama developed
out of religious ritual concerned with the death of some divinity.. In
Greece it was the ceremonies with the death aroﬁnd the tomb of some hero
or god during the festivals of Dionysus, while during the Middle Ages it
was the ceremonies held to commemorate the death, burial and resurrecfion

of Christ which gave rise to drama.

The prime purpose of Medieval art was didactic. Church art and
architecture were all attempts to make.an ocular translation of the Gospel
for the people who could not understand Latin, the language in which re-
ligious texts were writtem, Medieval drama also developed for a similar
purpose. Its development was not an attempt to produce entertainment for
the conéregation but, rather to find a more effective way of bringing the

important events in the gospel to the people.

"As 1s stated in the preface to the Concordia Regularis, the
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priests had instituted this custom of giving visual representations of

certain ceremonies in order to 'fortify unlearned people in their faith??"
"This form of medieval education should be of special interest to us today
for, by one of the surprising somersaults of history, the progress of

science now causes a large proportion of the pepulation to rely upon

picture-papers, the cinema and television, rather than on reading to pro-

vide mental stimulus."50
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CHAPTER 2

WHY TELEVISION

Although the material discussed in the preceeding chapter can be present-

ed to students in the form of a lecture, and although it is quite possible
to make the material available in print, the nature of the material would

suggest that delivery through another medium, would greatly enhance the

teaching and learning process.

It is important that the student of drama has some knowledge of
the history of this art so that he might better understand the present con—
ventions and traditions of the theatre. It is also hoped that the study
of this area would assist the student in his overall development. To
accompiish this the student must learn what Bruner calls "the structure of
the subject".51 To understand the structure 6f the subject is to be able
to see the relationship between the specifics of that subject and the
generalities of the wider world. As Bruner himself puts it, "To learn

52 It would seem that to

structure is to learn how things are related".
assist the student in understanding how the factors which influenced the
rebirth of drama in the liddle Ages are related to contemporary OCCUXYences,

a visual presentation of the material will be more helpful than a non-

visual one. The visual presentation should help the students to bridge

o
<



the cultural gap between the Middle Ages and the mid twentieth century.

During the Middle Ages ﬁéstern Furope relied heavily §n visual
methods to educate the masses. Church art and architecture were all
attempts at an ocular translation of the Gospels. Other visual aids were
also used.. Illustrations of the Gospel texts would be made in sequence
on rolls. These illustrations would be slowly revealed to the congre-
gation while the priest read the story.53 These primitive methods were
the ones the 1evé1 of technology then attained, made possible. After a
long period of almost exclusive reliance on print, technology has once
again made visual expressions important in education and in the dis-
semination of information. Establishing the fact that visual methods
played important parts in the process of education during the Middle Ages
just as they do today, would, it is hoped, form the foundation on which
the student would build relationships between the subject matter presented
and his own societv. It is with this in mind that television was chosen
as the medium thréugh which the information would be conveyed to the

students.

Television is not the only medium capable -of performing the
necessary functions. The features of television that are important in this
application are also common to film. However, because of availability,
lover direct production costs, shorter production time and the fact that
ho pedagodical advantage would be gained through the use of film, tele-
vision was chosen as the most appropriate medium. Arthur Lumsdaine has
pointed out that the difference between television and film "lie more in
the philosophy and practice of production than in any inherent differences

characteristic of the media. Aside from minor differences in grain or
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.resolution, the television lesson, kinescope recording, or videotape re-
cording differs primarily from the sound motion picture, at the present
time, in terms of screen size".54 Results gathered from at least five
independent research studies indicate that as iong as the students can Mi
see the material being presented, the size of the image on the screen |

has no effect on learning.SS

Research and practical applications have all demonstrated that
any subject area'can be taught successfully through television,56 but
adherence to tested procedures would greatly assist learning; Repeated
showings of the same material will result in more learning, but an in-
structor-directed follow-up session will result in even more learning
taking place.57 The closed circuit use of the program will allow the
instructor-directed follow-up session to take place. It will also give
the students who feel they require it, the opportunity to view the program

a second or even a third time.

Television's capacity to integrate different sources of audio
and visual material, would allow more material to be presented in the same
time period as that normally devoted to a lecture. This is not universally
true, but it holds true in this case, The students are being asked to
understand the use made of visual material in the Middle Ages. Showing
some of this visual material would be more effective than trying to
describe them in words. Students might be told that during the Middle
Ages visual representations of the then current concept of the last judg-
ment were made. The student might accept this but he has no idea of the
images used, how they were integrated, or whether they were paintings,

sculptures or carvings., Pictures could convey this information while a
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_narrator gave other pertinent information simultaneously. The integration
capacity of television also allows for the graphic representatibn of some
of the Medieval notions. A creature, half ass ;nd half fish, which the
Medieval mind could accept as living in the ocean, can be drawn and in-

tegrated into the television presentation.

Through television the material could be presented in meaning-
ful developmental steps. The Mass was very important to Medieval societies.
The church emplo&ed paintings, carvings, and sculptures to help the con-
gregation to understand the basic doctrines on their religion. From the
use of these still arts the church moved to the use of the animated art -

drama.

Because of the importance of the Mass to the area under consider-
ation, parts of an actual Mass will be taped. The factors which led to
the rebirth of drama will be illustrated through the use of still images.
The only motion in this section will be achieved through camera movements.
Commencing at the point in the presentation where drama emerged a change
will be made to the use of live action to illustrate the proceedings. The
camera will be basically still while the actors do most of the movements.
It is hoped that this method of presentation would assist the student in
his understanding of the subject. Through association it should be easy
for the student to remember that first the church used stills, paintings,
sculpture and carving and later drama, as instructional media during the
Middle Ages. The use of the live actors should also help the student to
appreciate that the primitive dramas were actually acted by members of
the clergy themsélves.

The use of both dramatic and expository presentations should
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not hinder learning. Research evidence has shown that in learning
situations both types of presentation are just as effective.58 The
justification of the use of the two methods in this single presentation
would be to reinforce the fact that an animated.art - drama, developed
in an area formallv devoted exclusively to painting, sculpture and

carving.

The question as to whether the students vould like this kind
of presentation ﬁight be quite justified. Research in the area leads
to the conclusion that liking the program presented on television is
not always correlated with learning from it. Favourable attitudes to-
wards a program are not always necessary for effective learning from,

it.sg’

The use of practices inherited from commercial television

have been rightly questioned by Roderick MacLean60 and Harry J. Skornia?l
MacLean was particularly critical of signature music and expressed the
opinion that this was unnecessary in educational television programs.
Signature music will be used in this program for specific reasons. The
opening music will be the Gregorian Chant Sanctus rendered in contemporary
style. About three minutes later Sanctus will again be presented but in
traditional fashion. It is hoped that this approach will underline the
fact that although changes have occurred within the Mass, the basijc tenet
remains unaltered. The Te-Deum which was the closing chant of matins,
the service of the canonical hours important in the rebirth of drama, will

be used to end the program. This will allow the chant to be included in

the program without any loss of time.

Throughout the presentation simplicity and directness will be

)
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62
the guiding factors since research findings indicate their desirability.

No attempt at humor will be introduced since from available evidence
humor does not contribute to learning from educational television.63
However, rest pauses, at which time illustrative music will be playing,
" will be introduced "since it seems quite clear that rest pauses will

improve learning particularly when the program is relatively long."64

Search and investigation with the assistance of Mary McLaughlin,
Film Librarian, York University, Toronto, and Dorothy Macpherson,
Executive Director, Canadian Centre for Films on Art, Ottawa, failed to
uncover evidence that this area in question has ever been given film or

television treatment. The film From Every Shires Ende, 38 minutes color,

written by Naomi Diamond and produced by Mary Kirby, employs basically
the same technique conceived for the first section of this program, :They
tried, quite successfully, to present background material of Cﬁaucér's
England, the journey the pilgrims took to Canterbury, some of the hardships
they encountered on the journey and some idea of tﬂe pilgrims themselvés.

For illustrations they turned mainly to Medieval manuscripts.

Ken McK;y, Supervisor of College and Adult Programming, Ontario
Educational Communication Authority, Taronto, said that organization re-~
frains from getting into this kind of program because of the cost involved.
The conservative budget estimate which appears on page 84 will illustrate

this point.




CHAPTER 3

QU™ QUALRITIS - FINAL 3SCRIPT

MODERN MASS MUSIC:~ SANCTUS, ELECTRIC PRUNES, MASS IN

F MITeR,
{EY OPENING CREDITS REPRISE 6275, SIDE 2 CUT 1.

VOICE OVER:

The Mass basically unchanged since the
sixth century. It is quite difficult to
imagine that this religious ritual playved
an important part in the development of

drama as we know it in the Western world.

CRUCIFIX Like the central theme of Christian worship,
Western drama experienced a birth... a

death... and a resurrection.

DIONYSUS The birth of Western drama took place in
Greece during the festivals in honour of
the god Dionysus. These festivals featured

CEORAL DANCES
choral dances accompanied by ecstatic hymns

called dithyrambs, Together they gave

MASKS OF COMEDY AND birth to Greek drama
TRAGEDY



GREFK THFEATRICAL
PERTFORMANCE

ROMAN SPECTACLE

LIONS EATING CHRISTIANS

BAREARIAN INVADIRS

ANIMAL TRAINERS
JUGGLERS

ACROBATS

CHURCH EXTERIOR
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Western drama reached one of its highest

pinacles in the Greek theatre.e.eieeeeeses

... but Rome preferred spectacle to drama.‘?

By the time of Ambrose and Augustine, Roman
theatre had degenerated into a circus
liable to make martyrs of Christians. When
Christianity gained the‘necessary political
strength it accomplished the destruction

of the Roman stage. To this end Christian-
ity was assisted by a strange ally........
the barbarian invaders. These men had
plundered and sacked the imperial-cities.
While doing so they had also destroyed the

great theatres.

HUSIC BC-RECORDED MUSIC OF 6 CENTURIES VOL.1

VOICE OVER:

From the sixth to the ninth centuries the
intolerance of Christianity kept public
dramatic activity limited to ostracized
bands of animal trainers, jugglers and
acrobats. By a supreme ironic twist the
resurrection of drama occurred within the
most sacred pléce of its former bitterest

enemy. The rebirth of drama took place




ANCTIENT MASS

CONCECRATION OF HOST
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within the Christian Church itself.

MUSIC - PREFACE AND SANCTUS, HISTORY OF
MUSIC IN SOUND, (VOL. II) RCA 1MA015 SIDE 1
EST. HOLD CO BG FOR

VOICE OVER:

Almost from its inception Christian worship
contained many of the elements of spectacle
it despised in the Roman theatre. The
priests" vestments, church music and decor-
ations shifted from solemn to festive accord-
ing to the season. Voice changes to in-
dicate change of speakers wére frequently
introduced into the reading of the gospel
narrative. Singing was antiphonal. The
ceremony was performed b§ a select group

before a chanting genuflecting congregation.

The events in the mass itself built to a
climax in the consecration and distribution
of the Sac;ed Host. As early.as the second
century Tertullian recognized the dramatic
potential contained within the Mass. He
suggested that the early Christians could
find all the spectacle they desired in the

cercrmonies of the Church.,

MUSIC CUT




MEDIEVAL VILLAGE WITH CHURCH
IN THY MIDDLE

HMEDIEVAL CI'URCH SHOWING
TMPTY NAVE

MAN WITH REAR PERFORMING
IN NAVE

MEDIEVAL PRILSTS

During the Dark Ages the Christian Church
provided Lurope with almost all of its

dramatic activity.

Before the thirteenth century churches
contained neither benches nor pews.
People assembled in the church for many
activities. Sometimes they congregated
for religious worship.

MUSIC BG - RECORDER MUSIC OF 6 CENTURIES
VoL, 1

VOICE OVER:

At other times the parishoners gathered
for dancing and entertainment. Visiting
acrobats or a guest with a dancing bear
all performed in the church. Some priests
found the nave a convenient place to do
their brewing or to store their corn. The
Medieval church -~ the educational,
cultural, political, entertainment and re-
ligious centre of the community -~ somewhat

like a modern community centre.

MUSIC OUT
The priest was everything to his congre-

cation., Te alone was backed by the hier-

archy up to the Godhead, The church held



CROSS SECTION OF MEDIEVAL
SOCIETY

PEASANTS HAVING LEVENING
MEAL

RICN FEAST
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extreme domination over men's morals and
actions. The liind of domination practiced:
by the Puritans during the sixteenth and
seventeenth cenéuries vas a direcct in-
heritance from the Middle Ages.

MUSIC BG - RECORDER MUSIC OF 6 CENTURIES
VOL. 1

VOICE OVER:

Medieval societvy was not just a mass of
peasants and farmers., There were also
nobles, skilled tradesmen and professionals.
But the poor greatly outnumbered the rich.
Regardless of station all men had important
parts to play in the society and in the
divine plan. Men's lives and responsibil-
ities might be different but they were all
interrelated. Decause it dominated the
society, the Church had the responsibility
of supplying the spiritual and physical
needs of all its members., All men had re-
sponsibilities both to God and to their
fellovmen. If both these responsibilities
vere not fulfilled it could mean eternal
damnation for the soul. The pcor must be
taught to be content with his lot and wait

for his reward in heaven. The rich to be

o



DEVILS CLAIMING THE SOUL
OF DIVES

PRIEST IN STUDY WITH
BOOKS

MEMBERS OF THE CLERGY
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gencrous and charitable and so store up

greater treasures.

MUSIC - NUNC DE MITIS AND PROTECTOR NOSTER,
HISTORY OF MUSIC IN SOUND VOL. IT SIDE 1

CUT 10 AXD 11. EST GO BG FOR

Man must be taught to be constantly
reminded of his responsibilities since
the forces of evil constantly try to

ensnare man's soul,
VOICE OVFR:

Medieval society illiterate and super-
stitious. Very few persons could either
read or write., Illiteracy was not the
exclusive domain of the poor. ELven the
rich and the nobles were in similar
plight. All religious books were written
in Latin by this time a foreign language
to Western Europe. Even members of the
educated elite - the clergy - left much
to be desired. One.priest.confronted
with in diebus illis - translation, in
those days -~ thought it meant 'in the day
of Busillis'. lle was quite perplexed
since he had never heard of RBusillis.
Another priest translatine 'piscis assus' -

broiled fish - told his fellows it meant

SV



ASS TISE

CHURCH INTERIOR

PAIRTINGS FROM THE
CATACOMBS

ROMANCES QUE ARCHITECTURE
AND ART

SYTQL REPRESENTATIONS

35.

'ass fish'., The concept of an ass fish

was quite acceptable since according to
Medieval notion the ocean world was in

everyway a counterpart of our own.

Visual means pla&ed an important part in
instructing man of his duties and respons-—
ibilities to &od. The tradition of visual
representation dating back to the cata-
comhs, hefore the language of the church

became foreign to the conpregation.

Now with the service of the church in
Latin a greater neced to appeal to the eve
was created. Church art and architecture,
all attempts at an ocular translation of

thé Latin gospels for the unlettered people.

The function of the visual arts was there-
fore quite different from what it is today.
All the resources of Medieval art stressed
moral contrasts -~ sin and redemption -

good and evil. The subjects drawn from
religion, a verv familiar fund of knowledge.
The meaning of the visual representations
vas always instantlv clear -~ no deciphering
necessarv. Pictures directed the mind and

the senscs to knowledee which the culture



ALLEGORIC RIPRESENTATIONS

THE WEIGHING OF SOULS

LAST JUDGMENT TYMPANUM

MEDIEVAL ART

CHARLEMAGNE

ART AND ARCIITECTURE OF
TUE CAROLINGIAR
PERIOD
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had evolved. The imagses were more than
just descriptive. Some were symbolic
others allegoric and Medieval man saw the
world in symbolié and allegoric terms. |
Visual representations reminded man that

at the end of this life each soul would

be wveighed., A blessed state awaited the
righteous but the damned faced a hideous
plipht. Constant reminders of.the reality
of hecaven and hell depicted in vivid colour.
Whenever he entered his parish church he
was confronted by the great ghastly picture
of the Last Judgment staring down in
pitiless realism - powerful influences on

the simple man.

The accent on visual representation became
more and more important as man's religion

harnessed and channeled his creative forces.
MUSIC OUT

The Carolingian renaissance inaugurated by
Charlemagne profoundly affected Vestern
Furope. The Carolingian renailssance

motivated Furope's first cultural revival,

The results of the Carolinglan renaissance -

finer and wmore attractive buildings. The



SCENES FROM THE LIFE OF
CHRIST
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Carolingian renaissance stimulated greater
concern for the visual arts, poetrv and
history, and caused a reneval of interest
in classical Rome. A rich harvest of

artistic and literary works was produced.

This renaissance also affected the Christ-
ian religion causing increased splendour
in every aspect of the service.

PUSIC BG - ALLEUIA: DOMINE IMN VIRTUE. RIST.
Cr ISIC I SO SIDE L1 CUT 13

VOICE OVER:

The liturgy began to bhe intgrpreted as a
symbolic commemoration of the life of
Christ. This new interpretation coupled
with the increased awareness of the arts
provided a special incentive to dramatic
representation and lyrical adornment of
the liturgyv.

MUSIC SEGUAY, SANCTI SPIRITUS ASSIT NOBIS
GRATIA - HISTORY OF MUSIC IN SOUND, VOL.II

SIDE 2 CUTS 1 & 2

VOICE OVER

Musical poems were introduced to explain
or to comment upon the penuine liturgical

texts. These lyrical and musical embellish-




CHOIR IN STALLS

MEDIFEVAL MASS

THREE MARYS AND ANGEL AT
THE TOMB

38.

ments of ecstablished liturgical texts wvere
called "tropes'. Tropes musical additions
to explain or comment on the authorized
liturgy or to set.the mood for the Mass

of a particular feast.

Choirs chanted the tropes. The choirs
sometimes divided into semi-choruses to
simulate dialogue. The practice of troping
gave birth to an independent art form,
liturgical music drama. Many of the tropes
contained dramatic potential but only one
moved towards impersonation, the test of

true drama.

A tenth century manuscript from St. Gall
in Sﬁitzerland provides evidence of a trope
being sung antiphonally before the Introit
of the Mass for Easter Sunday. This trope

referred to as the "Quem quaeritis trope."

The Quem quaeritis trope tells the story
of the visit by the three Marys to the
sepulchre on the first Faster morning.
The trope begins with the question of the
angel, "Quem quaeritis in sepulchro."

Tthom seck ve in the sepulchre?’
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CHOIR IN STALL In its earliest form the Ouem quaeritis

trope was sung by the choir

MUSIC - QULM OUAERITIS, LIVFE

XQICE OVER

Whom seek ye in the sepulchre, 0 followers
of Christ?

Jesus of Nazareth, who was crucified, 0O

heavenly one.

He is not here. lle has risen as he fore-
told. Go, announce that Christ has risen
from the sepulchre,

MUSIC—-RESURREXI, GREGORIAN CHANT, ARCHIVES
PRODUCTION 1407 SIDE 1 CUT 1

VOICE OVER:

The chanting of the Introit "Resurrexi"

followed,

This simple trope was the first step to-

wards the rebirth of Western drama.

DISTRIBUTION OF HOST Vhile it remained attached to the Introit
of the Easter Mass, the Quen quaeritis
remained as a trope - a musical embellish-~
ment of the service. Its development was

inhibited for the central rite of the Church
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could not be interrupted. for side issues.
Yo attempt at impersonation was ﬁade.
TUREL OF THE POSITIONS T'OR Durina the tenth century the Cuenm
PRAVING

quacritis trope becare the closing event

of Easter Sundaylﬂatins on morning pravers.
The trope was performed inmediately pre-
ceding the singing of the Te Deum. In this
new position the trope could develop into

a drama without interrupting the sacred

proceedings.

CHURCH SHOWING ALTAR Semi dramatic qualities were introduced.
TOP IN BOYS

Two boys standing on the sides of the altar

POP IN BROTHERS sang the parts of the angel. Three brothers
took positions in front of the altar and
sang the parts of the Marys. 1In this
rendition the altar represented the tomb.
The singers impersonated the angel and the
Marys. This move to impersonation made
the trope a very primitive drama. With
development plays would emerge.

THE MARYS AND THE ANGEL The little drama preceded the singing of

AT TIIE TOMB

the Te Deum. Tradition dating from the
Carolingian period rcgarded the Te Deum

sung at the end of Matins as marking the

transition between night and day. Accord-



ALTAR SHOUING CRUCIFIX

MEDILVAL ALTAR

FASTER SEPULCHRES
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ing to the gospels it was at daybreal
that the three Marys paid their historic

visit to the sepulchre.

The development of the dramatic potentiai'
of the Quem quaeritis was encouraged by

a symbolic resurrection ceremony firmly
established in connection with Easter
matins. This ceremony originally con-
sisted of taking the crucifix-after its
veneration on Good Friday, laying it

avay beneath the altar, and ralsing it
again on Faster morning. A Sacred llost
was sometimes buried along with the

Crucifix.

The ritual grew in magnificence. The
hollowed place beneath the altar became
less appropriate for the purpose.
Temporary sepulchres were constructed of.
wood and placed on a table along the north
wall of the chancel. Later permanent
sepulchres were constructed within the
arched recesses of the north chancel wall.
The Easter sepulchre became the permanent
sct for the Quem quaeritis which wvas now
performed as a musical drama calied

"yisitatio Sepulchri” - The Visit to the
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Scepulchre,

*USIC OUT

SEPULCHRE The first record of Medieval drama, the
first true drama since the fall of Rome,
is found in the'Regularis Concordia com-
piled by St. Ethelwold in England during

SET
the tenth century., The text contains

thesc snecific directions to the per-

formers,

Thile the third and final lesson of
Matins is being chanted, one brother
ENTER ANGEL holding a palm leaf should enter as if
to take part in the service. Let him
approach the sepulchre unnoticed and
there sit quietly. During the singing
ENTER MARYS of the final responsory three other
brothers holding thuribles with incense
in their hands should slowly approach the
sepulchre as though searching for some-
AYNGEL thing. This is done in imitation of the
MARYS angel seated at the tomb and the women
coming with spices to anoint the body of
Jesus. then the one seated sces the other
three wvandering about as thouch scarching

ANCTL & MARYS for sorethiing let him begin to sing:



ANGEL AND MARYS

MARYS

THURIDLE

AlIGEL & MARYS

CHARTRES CATHEDRAL

ANGEL & MMARYS

43,

MUSTIC - VISITATIO SIPULCHRI - LIVE

In this production all the actors were
clergymen. The parts of women being
plaved by men, This practice of men
plaving the role of women persisted and

reached its peali in the Flizabcthan drama.

Stage props - articles used in divine
worship. The costumes - priests vest-

ments.

The play developed in a manner pcculiar
to the Middle Ages. Medieval cathedrals
were built piecemeal. Construction con-
tinued over long periods. Different
architects were employed and each
generation added something to the cathe-
dral. The edifice was never finished.

It could always be embroidered.

In a similar manner the Visitatio Sepulchri
grew‘by the addition of différent units,
The development of the Quen quaeritis trope
into a drama depicting the visit of the
three Marvs to the sepulchre comprises the

First Stage.

The Second Stage features Peter and John



FIIER JOIN
EETER PLTER

SOLDIERS

MERCHANTS

SOLDIERS GETTING SLEEPY

SET
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in a race to the tomb to confirm that

Chirist had indecd arisen.

Two clerical actors, one old and the
other voung, raced the lenpth of the
church. Peter carried a svmbolic Lev,

while Joln held a palnm leaf,

The 5hird Stage - the lortulanus Scene,
was added during the twelfth century.
This scene featured the risen Christ as
a speal:ing character conversing with

Marv lagdalen.

Other parts were also added - soldiers
guarding the tomb, and alcomic scene in
which merchants sold spices to the three
Marys.

This Medieval practice of adding units
to existing plays eventually led to the

creation of elaborate dramas.

From the outset of its development the
condition of its performance dictated

the convention of the multiple stage.

Places close together had to be accepted




MERCUANTS
SOLDITRS LIE DOWN

ANCILL ENTERS

CRUCITIX
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as being far apart: the spice merchants

in Jérusalem - the soldiers at the tomb.

The success of the dramatization of the
Faster story led to other bhiblical events

receiving similar treatment. The Nativity -

MUSIC RC ~ VISITATIO SEPULCHRI LIVE

Adam and Eve - the Wise and Foolish Virgins -

Daniel and the lions.

MUSIC UP

The primary purpose of Medieval liturgical
drama was to show man the path to redemption.
It did so by teaching through the eye and
the ear. It developed as a practical
solution to the problem of bringing

religion to an unlettered populace unable

to understand Latin, the language of the
Church. The ocular translation of the
Gospels‘which began in the plastic arts -
painting and sculpture - reached its climax

in the drama.

llestern drama was born in Greece during
tiie cerenmonics held in honour of the rod

Dionvsus., After its death during the
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Dark Ages, drama was reborn out of the
rituals nerformed during l'olv Ueek in
honor of the death, burial and resurrect-

ion of Christ.

MUSTC TE Dyt
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CHAPTER 4

TRACHER' S MNOTLS

PROGRAM TITLE :  OUEM OUAERITIS (Vhom Seek Ye?).
PROGRAM LENGTI @ 29 minutes 27 seconds

GRADE LEVFL Senior High School, C.LE.G.E.P., University and Adult,

SUBJECT AREA Drama, English Art and Religion.

ORJECTIVES

The program aims to:

1. . Trace the development of the Medieval drama from its
beginning in ritual to the point where it could be
identified as an independent art form.

2 To show how the Medieval socicty.used the visual arts
as the medium for instruction and education.

3. To prcvside greater understanding of the Medieval society.

4 To provide the necessarv background to a greater under-

standing of the developrent and the iwmportance of the

Yiracle and !‘vstery plavs,




5. To use the resources of television to assist students
to bridree the cultural ~ap between modern nnd.medieval
sensibility.

6. To motivate students into using the visual arts to

express their ideas, emotions and feelings.

UTILIZATION:

The program should be vieved prior to a consideration of the
Miracle and rystery plays. Students should have already covered the or-
igin and development of drama in Greece and Rome. XNon-Roman Catholic
students would need some prelininarv study of the early history of the
Church, its dominant place in medieval life, its basic dogmas and rituais.
It would be very helpful if non-Roman Catholic students attended the

celebration of the Mass prior to viewing the program.

SUMMARY :

The program opens with highlights of a modern Mass to
illustrate the dramatic potential contained within this ritual. A brief
statement is then made about the origin of Western drama in Greece and
of its decay at the hands of the early Christians after the death of the

Roman stage.

The position of the Church in the Medieval society, the
importance of the priests, the literacy rate, the importance of visual
representations in the education process, some of the ways medieval man
viewed the world and é cross section of medieval society are all illus-

trated through the use of medieval art and architecture.
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The art and architecture of the Carolingian period illustrate
the results of JFurope's first cultural renaissance. The ewmphasis is on

the effects that this revival had on the Christian religious worship.

Tropes are defined., The stages of the development of the

Quen quaeritis trone into a primitive liturgical drama are illustrated.

Finally, live actors recnact the First Stage of the Visitatio

— e .

Sepulchri. Other actors illustrate the development of the Second and

Third Stages.

Gregorian Chant is used to illustrate the development of

religious music from nlain song to the tropes. Two renditions of Sanctus,

one rodern the other CGregorian, are included for a comparison of the

difference in renditions. Some seccular music is also included.
SUGGESTIONS FOR FOLLOW UP:

1. Discuss the difference between ritual and drama.

2, Discuss the recasons for religious ritual providing the
incentive for both the birth and rebhirth of Western drama.

3. Compare and contrast the Greek and liturgical dramas.

4, Illustrate troping by using any of the children game-sonns
in vhich one group asks a question in song and énothcr group
answers in kind.

5. Discuss the features of the Miracle and Mvstery plays which

had their origins in liturgical music drama: multiple stage,

the exclusive use of male actors, religious subject of the
rlays, the lengthening of the plays by the additicn of nev

units,
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11,
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Discuss the significance and importance of allecorv and
svniolism,

Discuss the resnonsibility of the artist both in the “fedicval
society and our own,

Discuss the importance of the arts in the education svstem

of the 'iddle Ages and our own education svstem.

Stage an Inglish version of the Nuert quaeritis. Serint and

detailed stage directions can be found on pare

Using the Cospels' narratives as source material, prepare a
scrirt for the comic scene in vhich the Three Marys bought
their spice frem the merchants. Stage this sﬁene.

Drav or discuss the images that might be included in a
symbolic picture of a scene from the after-life as conceiyed
by believers in the Middle Ages. Draw or discuss the images
that might be included in a poster for use today, illustrating
symbolically the dangers to health of smoking, the harmful
effects of excessive use of drugs, the dangers of pollution,
honesty in high places, peace and love,

Examine television programs, featurc film; and stage plavs to

ascertain to what extent they attempt to preserve and to perpet-

uate existing cultural values,



51,

CIIAPTER 5

FIFLD LVALUATION

The program was tested on three groups, two Grade 13 classes and a swmall
group of university students involved in a television production project.
The groups did not receive any special preparation prior to viewing the
program. This was done to obtain feedback on the areas which needed

special emphasis in the Teacher's Guide.

The first Grade 13 class was comprised of students who had been
introduced to the development of drama in earlier grades. At the time of

testing they were in the middle of an English Course.

The Second Grade 13 class was be;ter equipped. The class was
studying drama. They had only recently completed the study of Medieval

drama.

The university group has a definite interest in drama. They were
involved in the production of a program designed to improve their skills
in the areas of research and writing for television and film, and tele~-

vision and film production,

The questionnaire administered was based on one used by the Ontario




Fducation Conmunication Authority for the testing of some of its television
programs. The original questionnaire had only recently been used by OLCA
to test the first in a series of programs designed as the medium of in-
struction for a first year university credit course. Flements in the
programs have been changed as a result of the feedback gained from the

questionnaire.

Question 1.

In your opinion what did this program intend to communicate?

What was its message?

Groun 1.

The birth of modern art, theatre, drama.

Modern theatre originated in Greece but was reborn during the
Middle ages.

The growth of drama during the liiddle Ages.

Western drama in the Middle Ages, Its birth, death and resurrect-
ion.

The life of the Medieval Catholics.

The Church served a purpose other than communicating religion.
1t was resnonsible for the emergence of drama.

The growth of drama through the Catholic Church.

The development of dramz through the Church and in particular
through the Mass.

The development of drama during the Medieval period. Drama
depended a log on the church.

The Church started the formation of drama. The development of

drama throughout the aces.
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The origin of lMedieval art historv as ohserved mainly through
the Roman Ca;holic ifass.

The development in the rebirth of Yestern drama through the
Roman Catholic Church service.

The origin of plays.

The idea of drama originating with religion.

The origin of drama. Drama originated through the Church -
relicion was the basic way of life for the people.

Hov drama began in Medieval davs through the Church.

Drama originated with the Church.

The growth of drama in the Medieval days.

To show how drama bhegan and how it developed through the Church.

The progress of drama through the ages and its involvement with
the Church.

llow drama began and how it developed during the Medieval days.

The development of Greek drama from the early years. It showed
that the Church affected this development.

The development of Medieval drama. It tried to show that it was

related to the Church Mass.

Group 2:

A view of drama during the Medieval era which clarifies a link in
the development of modern drama.

Yedieval drama

The effects of relipion on drama

The cffect of religion on drama.,

The origins of drama and its development through the services of
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the Catholic Church,

Religion played a great part in drama. Drama has a iong history.
It has gone throuszh many changes and many battles.

It told us the origin of drama and triéd to say how it has pro;.
gressed from the time of ancilent Greece.

The history, or one part of it, of the origin of drama.

Medieval drama.

lov drama started as a Church social,

The religious effects during the Middle Ages on the dcvelopment
of primitive drama.

llow drama originated and to show the art of the Middle Ages.

. To show how drama is related to religion and how plavs and drama

evolved from it.

How drama was revived through religion.

Origins of drama.

The Birth, death and resurrection of drama.

The old means of performing plays.

The origin of drama. How the Christians influenced drama. Medie-

val art,
GROUP 3,

Development of drama out of.Medieval liturgy or more exactly the
Quem quaeritis trope.

That the rituals and customs of the church played a great part in
the development of Vestern drama. The development of drama in respect to
the Church,

The development of drama - its origins in the Church.
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A brief history of the evolution of drama in the church,

Intention 1s to show the development of religious rites and

symbols into

beginnings of drama - to show original purposes -~ communi-

cating religious myths, ethics to large uneducated audience.

Question 2

Was

the program successful in communicating its message? Did

it fulfil its intent?

Yes No Uncertain
Group 1 14 5 4
Group 2 13 2 4
Group 3 _ 5 - -

Question 3

What, if anything did you particularly like about the program?

Groqn_l

The

sound track was good and so was the explanation of the

development of drama conveyed to the general public,

The

music.

I enjoved the music.

The

The

The

The

The

intro seemed

The

background music and the art.
music and the art forms,
use of actors

priests performing The Visit to the Sepulchre.

music at the beginning seemed particularly suitable. The
necessary for anyone not Roman Catholic.

beginning was good and so was the Medieval background music.

Nothing.
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tlaste of class time.

The nusical aspect of the nrogram., The various scenes were
good too.

The whole thing.

Music was effective, Explained Latin,

The music particularly at the bepinning,

There was a noticeable progression from the beginning of drama
through the different periods.

The technicel aspects, The filming and sound recording. Very
well done.

I enjoved the music, a few scenes vhen the students were acting.

The music at the introduction; The music during the program and
the speaker's voice had a good comhined effect.

The music and art forms were effective.

Group 2:

The music sounded Medieval which brought out the mood of the time.
The variety of camera shots vere also quite good.

The art work.

It was educational.

Variety in the f£ilming.

Good concise narrative on the develcopment of drama.

It gave us some historical facts.

" The wav the Greck drama was explained. It held my interest.
The usc of the actors on stage to show how the one drama evolved

through several changes,
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Vell directed, good art vork,

T didn't 1ilte it, but the content vas good.

The prorram vas well exccuted. It conveved its basic message
and was entertainine as vell as informative,

The way in vhich it ves filmed, The narrator was very clear in
his grealting,

The camera vorls aﬂd.SOﬁC of the §cenes.

’ell produced. Content was excellent,

Creelt and Roman cra.

The Sinring in the program vas excellent,

The Churches, how thev operated in the old davs,

The background history and costumes were good.

Group 3
Program was very relaxing to watch., Background singing was very
appropriate.

The pacing of the program was fairly good, that is to say, it did
not drag enough for a state of unconsciousness to settle in. The visuals
alvays secemed to explain the poilnt, or maybe just clarify the point, that

the audio was making.

Pictures of priests hoeing and with crosses in ceremonv excellent:

both highly artistic and informative. Other slides were effective and well

chosen, The Latin singing was translated as it progressed in part one; I
found this enjovable and educational. Cutting in the middle of the film
improves immeasurablv . from the heginning.

The staced nlav was particularly enjovable. It was a change fronm

the stills, It was very infornative,



Ahi]ity to get sense of action from the slides. The introduction

and development were good.

Vhat if anything did you particularly dislike about the program?

Group 1:

The stressing of the Church activity,

The ending was too long and parts of it were pure repitition i.e.
Quen quaeritis.

Tt was too long and the latin songs seemed to be repeated.

The men singing in the program and many of the illustrations
wvere too phony loolking,

The pictures of the art forms.

The narrator did not express the comments well., His voice did
not seem well controlled.

It tended to deal too much with the developmént of the church.
Less detail with the progression of the church, but more emphasis on the
progression relevant to drama would seem more comsistent with the aim of
the program.

It was bhoring. Too much dialogue, could be the narrator's voice.
Too much emphasis on church and not on other factors.

It was boring.

The play portraved by vour fellow classmates was somewhat weak.

v_Black and white television.
The religzious baclking.

The voice of the narrator. I'e spoke too fast and at times the

music vas louder than his voice.



The cold sones.
Too lone., Didn't understand some parts,
The ending was too lons and dull,

I was not particularly interested in the topic and therefore

did not care for the progran.

made the

Croun 2:

stand.

room for

I did not lile the entire tonic and this is rossibly wvhy it
vhole nrocram borino,

The length,

The sincing of the actors vas too drawn out.

Yuch of the church was not necessary especially the Easter play.

.

The lanzuapge and vords seemed to be too hard for me to under-

It got a hit boring in some spots.

The amount of camera zooms and the length of the live acting.
The latin segments too long.

The songs should have been cut in half so that there would be
more information.
There was too much singing, it was getting boring.

The language used was hard to understand most of the time

The vav it was brought to us was boring, too scientific, like

were trving to make us memorize rather than learn. It was too long.

The over emphasis on dramatic art wvork.
It oot lorin~, mavle because it was too long.
Scexmed a little long.

It was boring.

vou
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Things could have been more real life.

The guvs singing reminded me of the choir, because I dislile
anvthine I can't understand, because I don't ltnov its meanine,

It has verv little meaning to me, I hiave very little hnovledae
of its content.

The sinrine in latin. A little dis 0.17,, just to show vhat it is

lile but it weont on and on and on.

Grous 3:

Perhaps too many shots of church facade—sculpture with camera
dollvine kack - dis it pessihle to be more compact?

The scene in vhich the students performed looked rather amateur-
ish, T could hear a voice in the background, director, I presume, that
becane slichtly annoving after a while,

The announcer was rather poor in his nronunciation and at times
he also tended to swallow his words at the end of scntences. There was
a rather jerky zoom work and cutting at the beginning of the film.

Too much information and the continuous use of stills became
rather tedious. The picture seemed to be rather shaky and the continuity
rather choppyv. '

At some points audio pauses too long, the silence-didn't seem
quite right., It stopped too suddenly., Sometimes the audio drifted off
tonic.

Question 5:

No vou think the amount of information conveved was:

\

Croup 1 Group 2 Group 3

Too nuch 3 7 1

About right 16 10 4
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Too snall 4 2 -

Question 6:

Plcase describe vour gercral impressions of the presentation
Txr?

or format of this prosram, by placine an 'X' in the appropriate box be-

tween the vord pairs, depending on how vou feel about vhat you just sau.

Groun 1 Group 2 Group 3 Total
Uorthwhile vatching 1n 2 1 -
a - 3 1
8 2 7 2 11
7 5 3 2 10
G 5 1 - 6
5 - 3 - 3
4 3 1 - 4
3 1 - - 1
2 - - - -
Not worthwhile watch- 1 5 - - 5
ing
Average ' 5.2 7.3 7.8
Entertaining 10 - - ~ -
9 - - - -
8 2 2 1 5
7 1 3 1 5
6 4 3 1 8
5 3 2 1 6
4 3 1 - 4
3 1 1 1 3
2 3 5 - 3
ot cntertniﬁing 1 6 2 - a
Average 3.9 4.4 5.9
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Group 1 Group 2 Group 3 Total

Hi.gfh educational value 1n 1 4 1 6
0 3 5 - .8
8 3 1 1
3 3 3
6 2 2' - 4
5 7 2 - 9
4 2 2 - 4
3 1 - - 1
2 1 - - 1
Low educational value 1 1 - - 1
Average 6.5 7.6 7.8
Ixeciting 10 1 . - - 1
9 - - - -
8 - 1 1 2
7 1 - 1 2
6 4 3 2 9
5 6 3 - 9
4 3 3 1 7
3 3 3 - 6
2 1 - - 1
Dull 1 4 5 -
Average 4.7 4,3 6.2
Mature 10 6 . 8 - 14
9 6 6 1 13
8 5 2 2 9
7 2 1 2 5
6 1 1 - 2
- 5 1 - - 1
4 1 - - 1
3 - 1 - 1
2 - - - -
Childish 1 1 - - 1
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Average 3.0 8.9 7.8
Groun 1 Croup 2 Croup 3 Total

Brilliant 10 - ‘ - ‘ - -

9 - i - 1

8 3 3 1 7

7 2 8 2 12

6 1 4 2 7

5 8 1 - 9

4 5 2 - 7

3 1 - - 1

2 1 - - 1

fediocre 1 2 - - 2
Average 4,9 6.6 6.1
Effective 10 1 - -

9 - 2 3 5

7 1 13

1 1 6

6 4 7 - 11

5 1 - - 1

4 1 > - 1

3 1 2 - 3

1 - - 1

Ineffective 1 5 - - 5
Average 5.3 6.8 - 8.5

Question 7:

Vhat would you like to see changed? low could this program be

-

improved,
Groun 1:
I would lite to scc other developments of this era.

The procren should be in color. In this way we could sec more
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detall in the church and the apparel of the clergy.

Should be done in colour so that vou could see the art work
better.

Should be in:colour because the art work was superh. It was
also too long.

The usc of different illustrations. Cet a different narrator
with a nuch decerer voice. This would keep the audience more interested
in the show., The scene with the men was meaningless.

More portrayal by actors would be a great improvement as it
vould increase the effectiveness, A new narrator is needed,

By esetting a new narrator. The film was quite comprehensive, but
it ended much too abruptlv givineg the impression that there 1s a sequel. A
lot of studio noise and inaccurate switching.

More examples of drama. Show how drama influenced rather than
how it was influenced.

Made more interesting. 1llore life and action and less dialogue.

The film appeared to be somewhat rushed in its presentation to
the vicwcrs.l The guv who sat off in front of the three Marys did not mouth
the words in unisbn to the music. le appeared distracted, nervous and
fidgetv. The content was olkay. ‘

Much shorter. The same information could be conveved in less
time.

The religion in it was crap.

- Bv ugsing different examples
Too lone. Colour would be better.
Sheula be in colour,

Less material covered and a little change out eof the continuous
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mediocrity of the movie.

Colour vould improve visual cffects and make it more interesting.
I felt it should have been shorter.

It would have been hetter in colour. FEspecially if the churches
had stained glass vindows and ornaments, It would really be eve catching.

hDon't drav out the sincine vhidle the ﬁctors shov the forns of

drama. The latin is not understandahla and boring.

Groun 2:

I thinkk that if some of the singing in latin were cut out it

would be better., A little singing in the sliit would he letter., It got a
1ittleuﬁoring at that part, otherwise it was quite gocd. Maybe a little
Fnglish rather than all latin. This might make it more interesting and
understandable.

A wider view of the times. It is OK for the people studving
this particular field. For somebody with very little knovledge it would
be useless.

More action somehow because in some spots it becomes a bit slow,
however, it is still quite informative. .

Translate the latin to English for most students do not under-
stand latin. The program was rather dull especially the resurrection of
drama.

Stress the effects on drama today by giving examples of drama
today.

It got boring because I think it was too long. I personally
did not know anvihing about the worde used in the church or any rituals
performed in 2 mass, therefore this is one reason vhy T thin® it was

borineg to me.
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Perhaps a more detailed explanation of the representations of
the priests durins the niracle plays; I'feel that the film was very well
done based on an interesting thesis and verv educational. However; I
also felt that the usage of dramatic art work backing up the narrative
was somewhat over cmphasized. I felt that a cross section of all forms
of art would give an idea of the peasant and his attitude, to whom these
clerical plavs were directed.

Shortened — including the singing. Fasier language. Excellent
filming, cood collection of art and buildings.

Go into comedv. Talk about early playwrights. Cut a little
of the sincing. It was overemnhasized. This is excellent material for
a theatre arts course. :

Less singing, more talking.

More connection to drama less religion.

T don't think there should be so much singing. It makes the
£ilm dull. Otherwise the film would bhe very good.

If the program is discussed in class and some of the points
clarified and commented upon, the £ilm would be quite beneficial. Dut if
it is only seen a#d not discussed the students wont be able to get as
much out of it.

Croup 3%

More use of film, i.e. motion, and a general editing of the
narrative. Too much information.

) The students' scene should be made to look more realistic.
nidn't think the live action was well done.

Camera not held steadily at beeinnine — lost focus a few tines

too, €.0. On Cross. nepetition of srord "constantlv' too close torether -
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redundant. ‘'In dichus illus' shnuld not be broken in half on screen.
Charleragne, quem quacritis, dicentes, Dionvsus - mispronounced; Voice
harsh, announcer-like, might have been better if a deeper voice had been
used - lends ‘fedieval tvype atmosphbere. Pricsts singing while pictures
of nuns sinming vere shoun were inappropriate. ‘ﬁeeded exnlanation re
Introit, ratins.... Iirs not in svnc wvith live perforrmers. Should he
more still slides at beginnine - too much reritition of fast zooming in
and out. Pcrhnps'a jittle more time snent on slides of complicated or

worn carvinges.

twaluations of the rropram were made by 'r. P, F. lixon,
Fngelish: Teacher, Crastview Centennial Summer School: Mr. J. Freedman,
Assistant licad, Enelish, Bathurst ileights Figh School.: Mr. D. S. llercer,
Lecturer, Music and Fine Arts, Vork University: and 'iss. . McLaughlin,
Film Librarian, Yorlk University, formerly Film Librarian, National

Filn Doard, ilew Yorl Office. They rated the program on a zero to ten

scale in six categories. The score in the first category is multiplied

by a factor of five.
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- The feedback from the viewers has indicated that some.changes
might improve the effectiveness of the program. Because of this, alter-
ations would be made if this production were again to bé attempted. The
same basic developmental structure would be used since in the vast major-

ity of cases it was thought to have been very effective.

A few lines in the script would, however be removed or altered.
The line "The extreme domination practiced by the Puritans during the
sixteenth centuries was a direct irheritance from the '"Middle Apes", would
te removed since it is irrelevant to the central theme. In the sentence,
"The poor must be taught to be contented with his lot," the word "his"
would be changed to'their". Also the more acceptable pronunciation of

"Charlemagne,"” "Carolingian', and "antiphonally" would be used.

Although a significant percentage of the students and two out
of three of the teachers who saw the program felt that too much'information
was included, none of the areas covered in the program would be omitted.
Teachers should first preview the program before using it in the classroom.
They could then direct the students to the areas of the program to which
special attention should be paid. Also, the program ;as not designed for

public broadcast but for inhouse use. In this situation the student should

be able to view the program a number of times if need be.

Although the lack of references to the sources of the visuals
was applauded, and the positive value of the omission of direct explanation
of the visuals wés noted, there is at least one occasion when the omission
of the latter wvas a definite mistake. Symi:olism and allegory were very
important in the MMiddle Ages. The significance and meaning of these visual

representations are not irmmediately clear to viewers today. At least one
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of the svmbolic and one of the allegoric representations shown should
have been deciphered. This deciphering need not be done in detail but it

should have been done to give the student some insight into the meanings

P

of these representations.

One of the aims of the program is to introduce the student to
some of the artwork of the Middle Ages. To do this more effectively, the
visuals should be displayed for a longer period of time. To accomplish
this, all the artwork from the Cothic period would bte omitted except where
they are absolutely necessary. This would allow more screen time for the

art works of the earlier periods.

. The pace of the first part of the program would be decreased if
the visuals were displayed for a longer period of time. This reduction
in pace of the first part would be more in keeping with the pace of the

1ive section. The result would be a more uniform pacing of ;he'enﬁire

program.

The live section itself, came in for both praise and criticism.
It became clear from the feedback that some alteration of this section is

needed.

One option available is the removal of the entire live section
aﬁd to replace it with relevant artvorks. TFor example, paintings and
sculptures of the Marvs at the tomb'could be displaved while the Visitatio
Sepulchre is being explained. PThis wvould not eliminate the problem of
micing and 1i0 synchronization, but also keep the entire progran in one
stvle. Animation or some of the art worlk of the period could be used to

{1lustrate the stages of development of the drama. This approach would

also eliminate the necessity of tuilding a set, renting costumes and
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employing actors.

The other option is to retain the live section but make it more
effective. To accomplish this the acting area would be enlarged. This
'would allow for better placing of the characters. The actors themselves
would learn and sing the latin 1ines. This would remove the annoving
lack of 1lip synchronization which nov exists in the live section of the

program.

The appearance of Christ would remain basically the same. le
would pop in but his size would be similar to that of the other characters.

One of the Marys would turn to him and acknowledge his appearance.

The pace of the entire section would be increased by the use of
quicker cutting and the inclusion of more cut-away shots. More liberty

would be taken. The action would be less stylized and more animated. The

S

performers would react to the words they sing. While the angel sings, 'Non
est hic..." he would display the bare altar cloths lying in the sepulchre.
The Marys would be sorrowful when they sing ''iesum Nazarenum crucifixum..."”,

but would react joyfully on the 1ine, "Alleluiz, resurrexi dominum..".

Instead of using the closest .approximation to Medieval priests'
vestments, authentic representations of the Medieval alb and cope would be

made. More emphasis would be placed on authenticity in costuming.

1f the live section-~could receive the type of treatment outlined
it would be more effective. This section is desirable since it gives life
to an otherwise dead program. The use of actors also underline the fact
that these simple dramas were enacted by the clergy during the services.

The live section also underlires the fact that the program is dealing wvith
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the rebirth of drama and not just a display of the plastic arts. FKowever,

if the scene cannot be done well it is better not done at all.
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CHAPTER 6.

PRODUCTION INFORMATION

requirements:

Studio

Rear screen

Marconi Mark V Cameras, one with close-up lens attachment

Black backdrop

Super 8 telecine chain - Eumig Mark S-709 projector with
modification for synchronization

Ampex VR1200 video tape recorder

Ampex VR1200 "Special Compact' video tape recorder

Audio tape recorders

Turntables

Announce booth

Kodak Carousel slide projector with an £3.5 5" lens

Projection table

Bolex 160 N;crozoom Super 8 camera

Minolta Autopak-8D6 Super 8 camera with close-up lens attachments
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1 Tripod

Set:
Interior of Medieval Church with Easter Sepulchre

2 Benches

Costumes:

12 Medieval Priests' vestments

Properties:

1 Thurible
1 Key

'2 Palm Leaves

The program was assembled in two main sections. The first.
eighteen and a half minutes where the visuals are mainly stills, and the

second eleven minutes mainly comprised of live studio action.

The film for the opening scene was shot at the Chapel at Loyoia
College using a Minolta Autopak-8D6 Super 8 camera. The film stock was

Tri-X,

The photographs, which comprised most of the visual material for
this section, were copied from books directly on to super 8 film., The
shooting vas done at Sir George Williams University using a Minolta Auto-
pak-8D6 camera with close-up lens attachments. The camera along with the
accessorles vere borroved from *fcCill University. The close~up attachments
were not those for the camera provided. They, therefore had to be attached

by using masking tape, This created difficulty in focussing vhen working

P
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within three inches from the page.

Retales were done at York University using a Dolex 160 facrozoom

camera.

Neither camera had the facility for in-camera fades or dissolves
to be done. As far as possible the pictures were copied in the order
that they were going to appear in the rrogram to keep the number of splices

needed to a minimum.
The film was edited at York University and at my home,

Vhen the film was successfully edited, the graphics, supers and
opening credits were made. These, along with the film, were transferred

to two inch video tape.

Some of the studio facilities were needed to effect this transfer.
They were two Marconi Mark V cameras, one with close-up lens attaéhmént,
the Ampex PV1200 "Special Compact" video tape recorde% with.Editor, two
graphics stands and the Production control area. The personnel needed to
assist in the transfer were one camera operator, who set up the shots on

both cameras, and one VIR operator.

After the visuals for the first section had been transferred to
video tape, the music needed was timed and recorded on aud;o tape. The
music was then fed to the announcer on headset, who read the commentary
while viewing a playback of the video tape. MNo assistance was needed for
this operation.

Wwith the music and commentary on separate audio tapes, it was time
to marry them to the visuals on video tape. The assistance of the audio

and VIR operators vas needed for this tasl:. UVhen this was done the first
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part of the propram was complete.

The set had to be constructed before the second section could be
attempted. A slide of the altar of a small med{eval church was projecteﬂ;
on a rear screen, This formed the back of the set. Six flats (4' x 10')1
were each covered with sheets of cardboard., These were then used to con—l
struct the two slides of the church, three flats for each side. The
graphic artist designed the set and assisted in 1ts construction, con-
structed and painéed the Faster Sepulchre and indicated what golour paint

should be used and how it should be applied to achieve the desired effect.

After the construction of the set, a date was set for the product-
ion of the second section, the closing eleven minutes. A full crew and

actors were needed for the production of this section.

Costumes were obtained free from the Poculi Ludique Societas on
the condition that they be cleaned before being returned to the Societas.
The palm leaves were made from construction paper and the key cut from ply

wood,

In order that the slide on the rear screen might show up as clearly

as possible, the set was lit at twenty-five footcandles.

The second section was recorded on a separate tape and iater edited

onto the first section.

The taping of the section was accomplished in a relatively short
period of time. Between nine and ten fifteen, the actors were shown what

was required of them and the camera operators had a rehearsal. From ten

thirty until eleven thirty the singers recorded their pilece while the actors

got into costumes. Technical adjustments were made during this period.

.-‘\‘.
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Vhen the production started, an attempt was made to feed the pre-
recorded commentary down to the floor and have the actors talie the;r cues
from the narration. Dy one o'clock it became quite evident that the
actors vere unable to work to the pre-rccorded commentary. Lunch was
taken, At one fortv-five the cast and crew reassembled. The announcer was
put into the booth and the section was recorded live onto tape. Bv two
forty-five two tgkes were recorded. These were later edited to form the

final version.

Fxtraneous audio, the director's instructions, leaked onto the
video tape during the taping of the live section. This hapnened because
the announcer wanted to hear the director at all times and aslked that his
intercom te left open. The microphone bicked up the director's voice being

received by the announcer through his headset.

In parts of the first section there arec momentary jiggles of the
picture. These occur at the places where the splices in the film went
through the projector gate. The jiggle could have been avoided if the

budget allowed for a release print of the film,

All film was shot to be projected at twenty four frames per second.
This is the normal speed demanded by the Super 3 projector. modified for

synchronization.

The completed program is an edited master. It is stored on a
Scotch 400 series video tape. It is a hish band mono recording. The
master is housed in Yorl University's Video Tape Library. Reliable copies

of the propram can bte made in anv of the one-inch formats.
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AN OUTLINE OF THE MASS 99

I The Preparation

Introit*
Kyrie cleison
Gloria in excelsis
Collect, or Prayer®
Epistle*
Cradual#*
Alleluia or Tract®
Sequence®
Gospel®
Creed
IT The Oblation
Offertory*
Pravers at the Offering of Dread and Vine
Prayers at the General Censing
Psalm XXV
Prayer of Oblation
Prayer of Acceptance
Secret®
IIT The Consecration
Preface®
Sanctus
The Canon
a. Pravers preceding the Consecration
b. The Consecration

c. Prayers following the Consecration

<o



IV The Communion

Pater Noster

Pravers at the Fraction and the Commingling
Agnus Dei

Kiss of Peace

Pravers at the Communion of the Celebrant
Ablution .
Comrunion®

Postcommunion:

V The Disnissal

Ite, nissa est

*Indicates sections variable in their texts from day to day

in accordance with the nature of the feast.

79.
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GLOSSARY
Acolyte - a person outside the priesthood, usually a young
boy, vhose duty it is to light and carry the candles
at Mass and to assist the officiafing priest.
Antiphon - a musical resronse usually made by one side of the
choir to the other in a chant; alternate singing
or chanting.
Catacomb ~ a subterranean cemetery consisting of galleries or
passages with side recesses for tombs.
Celebrant - the officiating priest at the celebration of the Mass.
Dithvramb ~ a kind of lvrical poetry or choric hymn in honour
of Dionysus, usually sung by revelers to a flute
accompaniment,
Genuflect ~  to bend the knee, as in worship.

the ancient chant melody of the Catholic church service.

Gregorian Chant

Introit - a Psalm sung by the choir as the priesf approaches
the altar to celebrate the Mass.

Liturgy A -~  the public rites and services of the Christian Church
especially as found in ceremonials, missals, rituals.

Mass - the sequence of prayers and ceremonies constituting
the commemorative sacrifice of the Body and Blood of

Christ under the appearances of bread and wine.

Matins - a solemn choral service usually sung between midnight
and dawm.

Melismatic - the singing of one syllable to a number of notes.

Nave - the bodv of the Church form the inner door to the

choir or chancel.
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Quem quaeritis - the Easter Introit trope of the Middle Ages derived
from the Gospels account of the visit to Christ's
tomb by the thrée Marys.

Sacred Host -  the wafer or bread after consecration

Sequence -~ an amplification of the Alleluia developed during

the Middle Ages.

Te Deum - an ancient and celebrated Christian hymn of unknovn author-
ship. It forms part of the daily matins of the Roman

Catholic breviary.

Thurible - a censer; a covered incense burner swung on chains
during a religious service,

Thurifer ~ the person who carries the incense burner during a
religious service,

Trope - a phrase, sentence or clause, with which the sung parts
of the Mass were paraphrased in the Middle Ages.

Veneration -  to pay homage to by an act of worship.’
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CREDITS

Opening Credits

Quem Quaeritis,

Ulritten and produced by Fred Thornhill.

Advisors, Douglass Durns Clarke, Professor of Fine Arts,

Sir George Williams Universitv,

and, T.S. Allan, Special Lecturer, Sir George VWilliams University.
Consultant, Father William Browne, Assoclate Professor of Theology,

Lovola College.

Closing Credits

Quem Quaeritis,
Digector : + Fred Thornhill.

Narrator, David A, Homer.

Script Assistant, Gloria Mc Phie.

Switcher, Ken Kline,

Camera, Paul Leyton, Mike O'Gorman, David Stringer.
Floor Director, Steve Smith.

VTR, W11f Giovanella, David Stringer,

Set, llarriet Millstone,

Technical Producer, Frank Gadjemski.

Lighting, David Stringer.

Film and Graphics, Fred Thornhill,

Costumes Courtesy Poculi Ludique Socletas, Wardrobe mistress,
Martha ary Keffer.
Produced through the facilities of York University Television.

For Sir Georpe %illiams University.
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only
only
rolls
only
only
roll
pints
pint
pint
pint
only
only
sheets
only
only
rolls
sheets
rolls
rolls
rolls
roll
only
Bottle
only
only

PRODUCTION BUDGET

two inch Video tape
One inch Video tape
Audio tape

Slides

Graphic Cards
Corrugated cardboard
Black Paint

Ped Paint

Brovn Paint

Orange Paint
Costumes

Thurible

Letraset
Photographs
Photoflood Lamps
Masking Tape
Letraset

Super 8 Plus X film
Super 8 Tri X Film
super 8 Film processing
Auaio Tape
Batteries

Film Cement
Costumes cleaning
I.V.C. Video Tape

Taxi Fares

Miscellaneous

TOTAL: -

No

Charge
Charge
Charge
Charge
Charge
Charge
Charge
Charge
Charge
Charge
Charge
Charge
Charge
Charge
Charge
Charge
7.09

55.19

9.08

29.96

5.61
1.14
1.10

24,00
45.00

4.40

5.00

187.57

83.



DESCRIPTION

Producer/Director
Writer/Researcher
Consultants

Unit Manager

TOTAL:~

FILM CREW

Cameraman
Gaffer
Asst. Cameraman

TOTAL:-

VIR CREW

Lighting Director
Lighting Tech,
Floor Director
Crew Chief
Stagehands
Cameramen

VIR Operator
Telecine Operator
Videoman
Audioman

Boomman

Switcher

TOTAL : -
Studio Rental
Rehearsal Hall

Camera Equipment

TOTAL:~

PEPRFORMERS

Actors Principal
Announcer/VO
Support

Singers

TOTAL:-

PROFESSIONAL PRODUCTION BUDGET

UNIT

=t et et b et e ) ) P =t et s [ ol L S

=

[ NN B i )

RATE

open
open
open
$150.0C/vk.

$60/day
75/day
56/day

$56/day
44 /day
44/day
44 /day
38/day
48/day
48/day
48/day
52/day
48/day
48/day
48/day

2000
100/day
Package

100/each
100
80/each
100/each

ESTIMATE

$0400.00
0600.00
1300.00
0150.00

2050.00

0060.00
0075.00
0056.00

0191.00

0056.00
0044 ,00
0044.00
0044.00
0114.00

0144.00
0048, 00

0048.00
0052.00
0048.00
0048.00
0048.00

0758.00

2000.00
0200.00
0100.00

2300.00

0400.00
0100.00
0560300
0600.00

- 1660,00
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2450.00
Q

0191.00

0758.00

2300.00

1660,00



PROCESSING

B&W

Work Print
Ansver Print
Relecase Print
Fades
Dissolves

TOTAL:~

FILM EDITING

Film Fditor
MNeg. Cutter

TOTAL:~

STOCK B & W FILM

B & U Film
Tditing Supplies
2" Video Tape

TOTAL: -

SET
Design/Constr. .

COSTUMES & PROPS

Costumes
Props

TOTAL:-

ARTUORK -

' Graphics
Super Cards

TOTAL:--

ANIMVATION

Stand
Pix

TOTAL:-

600
600
110
110

R

24

1no

.035/ft,
L045/fF¢t.
075/f¢t,
065/f¢t.,
2/ecach
4 /each

10/hr,
7/hr.

12/each
Package

10/hr.
6/each

35/hr.
12/each

§0021,00
0027,00
C00R. 25
0008.15
0002.00
0008,00

0074.40

$§0100.00
0056.00

015¢.00

0024.00
0020.00
0160.00

0204.00

1000.00

0132.00
0050.00

0182.00

0080,00
0144.00

0224.00

2200,00
1200,00

.4000,00

a5,

0074.40

0156.00

0204.00

1000.00

0182.00

0224,00

£000,00



RIGHTS

Recording Rights
Pix Broadcast

TOTAL:~

10/each

TOTAL:

0500.00 .

1000,00

" 1500,00

86.

- 1500.00

- 14699.40
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SOURCES OF VISUALS

Bieber, Margarete, The Nistorv of the Greelk and Roman Theater. MNew Jersey:
Princeton University Press, 1961,

Bonnard, André.

Creek Civilization, trans, Lyton Sells. London:

George Allen and Unwin Ltd., 1962,

Bottineau, Yves.

Notre-Dame de Paris and the Sainte-Chapelle. Great

Britian: Rand McNally and Co. Ltd., 1965, ;; LR

Davis, J. G. The Larly Christian Church. New York: Holt, Reinhart

and Winston,

Davidson, Marshal

1965,

1 B. ed. The llorizon llistorv of Christianity. New York:

American leritage Publishing Co. Inc., 1964,

Decker, lans. Romanesque Art in Ttaly. New York: Harry B, Abrams Inc.,

1959.

Evans, Joan, ed.

The Flowering of the Middle Ages. New York: McGraw-

Hill Book Co., 1966,

Fermantle, Anne and Editors of TimerLife Books. Age of Faith., New York:
Time Inc., 1965.

Gantner, Joseph and Marcel Pob&. Romanesque Art in France. London:
Thames and Hudson, 1956,

Hughes, Robert.
1968,

Heaven and llell in Western Art. New York: Stein and Day,

Kolker, Norman, ed. The Horizon Book of the Middle Ages. MNew York:
American Heritage Publishing Co. Inc., 1968.

Lassus, Jean, The Farly Christian and Byzantine World. New York:

McGraw-Hill

Book Co., 1967.

Rice, David Talbot. From Pre-Historv to Thirteenth Centurv. T.ondon:

Thames and 1!

ludson, 1967.

Rice, David Talbot, ed. The Dark Ages. London: Thames and Hudson, 1965.

Salvini, Roberto.

Medieval Sculpture. Connecticut: New York Graphic

Society, 1969.

Souchal, Francois. Art in the Farly Middle Ages. New York:
llarry N. Abrams Inc., 1968,

Stoddard, V. S.

Monasterv and Cathedral in France. Connecticut:

Wesleyan University Press. 1954,

Thorndike, Joseph and Joseph Kastner, ed. Life's Picture Historv of I'estern Man,
New York: Time Inc., 1951.

Young, Karl.  The Drama of the Medieval Church, 2 vols. Oxford:

The Clarendon Press, 1933
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FOOTNOTES

1O.B. lardison, Jr. Christian Rite and Christian Drama in the

Middle Ages (Paltimore, 1965), p. 23. Karl Young, The Drama of the Medieval
Church, vol. 1, (0Oxford, 1933), pp. 79-80.

50-52.

2Young, r. 80.

3Oscar Brockett, The Theatre An Introduction (New York, 1964) ,

4Katt;arine Bates, The English Relipious Drama (New York, 1909),

SNew Catholic FEncvclopaedia, 1967, IV, p. 1040.

6Rohert Speaight, Christian Theatre (New York, 1963), p. 9.

7Donald Stewart, The Development of Dramatic Art (New York, 1960)

8Groves Dictionary of Music and Musicians, 1954, V, p. 318.

o
Bates, p. 3.

10Grace Frank, Medieval French Drama (Oxford, 1954), pp. 2-3.

11Stuart, p. 151

12Frank, p. 5.

13. M. Kinghorn, Medieval Drama (London, 1968), p. 22.

1z‘l‘!ew Catholic Encyclopaedia, 1967, III, p. 499.

15Croves Dictionary of Music and Musicians, V, p. 318.

16Young, pp. 81-85, Hardison, p. 45.

17Young, p. 33.
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18Uardison, p. 49.

lghichard Spielmann, History of Christian Vorship- (New York, 1966),
pp. 38-42,

2OFrank, p. 18.

1!ary Anderson, The Imagery of Dritish Churches (London, 1955),
p. 10,

22
Prockett, p. 101.

o

“3Encvclogaedia of orld Art, 1968, XIII, p. 183,

2hprank, pp. 19-20.

25New Catholic Encyclopaedia, 1967, IV, p. 1040.

26114d., VIII, p. 315. .

271p1a., 1V, p. 1040.

28Young, pp. 202-206. Hardison, p. 180, E. K. Chambers, The Medieval
Stage vol. II, p. 228,

29Hardison, pp. 198-199

31pia., p. 182. Frank, p. 21.
31Hardison, p. 198.

321bid., p. 190. Arnold Williams, Drama of Medieval England (Michigan,
1961), p. 8.

33Frank, p. 20. Young, p. 21,

4 s s -
Croves Dictionary of Musilc and Musicians, V, p. 319.

35Ilardin Craig, Fnglish Relipious Drama of the Middle Apes (Oxford,
1955), p.-217. Uilliams, pp. 8-9.

36Xew Catholic Encyclopaedia, 1967, IV, p. 1040. Hardison, pp.
170-171. Frarnk, pp. 22-23.

37Groves Dictionarv of usic and “usicians, 1254, V, p. 319.

38
Joseph Adams, Chief Shakespearean Dramas, (Massachusetts, 1924),




90.

33roues Dictionarv of Music and Musicians, 1954, vV, p. 319.

40Young, pp. 3-6. John Gassner, Masters of the Drama (New York, 1954),
p. 140,

41Craig, p. 33. Williams, p. 10. Groves Dictionary of Music and Musicians,
1954, v, p. 321. . o

2
A"Uardison, pp. 193-194, VWilliams, pp. 10-11,

43Grovcs Dictionary of Music and Musicians, 1954, V, p. 323. Anderson,
p. 48. Dnates, pp. 9~%. Gassnrer, p. 141,

44Craig, p. 115

45Stuart, p. 158.

4
’6Craig, p. 32,

47;bid.z p. 32. Groves Dictionary of Music and Musicians, 1954,

v, p. 320.

48Hardison, p. 179. Frank, p. 31. Kinghorn, p. 29.

49Stuart, p. 159.

50Anderson, P. S.

51Jerome Bruner, The Process of Education (New York, 1963), pp. 6-8.

]

321pid., p. 7.

53Bates, p. 7.

54Robert Glaser, Training and Research in Education (New York,
1965), p. 253. -

55Godwin Chu and Wilbur Schramm, Learning From Television:
tThat the Research Says (Vashington, 1967), p. 23,

SGHenry Cassirer, Television Teaching Todav (Paris, 1960), pp. 29-30.

57Chu and Schramm, pp. 33-35.

Ibid., pp. 30-31

o
5'Ibid., p. 67.
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6ORoderick MacLean, Television in Education (London, 1968), p. 4.

61liarry Skornia, "What \le Know From New Media Research", NAER Journal,
(March--April, 1966), pp. 30-33.

®21p1a., p. 30.

63Chu and Schramm, p. 28.
Y
"*Chu and Schramm, pp. 31-32.

65Young, p. 17.
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