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CHAPTER ONB
INTRODUCTION

Stetement of the problem. The purpose of this thesis

is (1) to discover and to present from history the origin
and development of religioﬁs drams in the Christian church;
{2) to discover the place of religlous drama in the Christian
church today and to present its values and method as &
teaching instrument in the 1ife and work of the Christian
chureh,

The need. Thers is a need of presenting historically
the plees of religious drama in the Christian church, ita
origin, develommesnt, decline and present day ravival, The
need of religious drames in the work of the ohurch has been
recognized since the beginning of this century among reli-
glous edueators, A large number of plays and pageants have
been written.l Protestant dencminations have established
special departments in order to give leadership training
courses in religious drama, These courses sre now being
presented in seminaries, univeraities, colleges, institutes,

training schools, conventions and cmps.z The church is now

1 overton, G. S., Drama In Rdueation, New York: The
Century Company, 1926, P. b.

2
Candler, Martha, Drama In Ral%gioua Service, New
York: The Century Company, 1522, PPe s 7.



undertaking the task of providinz a trained leadership in
the use of drama.? It has been estimated that there are
10,000 religlous drama groups and movements within or con-
nected with the church.* The guidance of these groups, their
training and the provision of sound religious materials pre-
sents a real challenge to the religious drsmas educator, The
need today is to wisely direct these youth in their Godegiven
instinct of play into a genuine devotional Christian ex-
pu'hnoo.s

Definitions of terms used, W. Carleton Wood in his
book, The Dramatic Method In Religious Education siates,

Educaticnal dramstics, whsther phrased as religious
or creative, has for its high aim the artistic portrayal
of 1ife as it really is, woven with Joy and grief,
achievements and disappointments, gains and losses, as-
pirations and disillusionments; and through this means,
of inspirinz both player and audience to face resolutely
1ife’s perﬁ;xgng problems and solve them in terms of
nobler living,

Profezsor Fred Kastman of the Chieago Theological
gives the following derinition of religzious drama;
In the bsginning it was somehow felt that a religious

drama must talk such about religion, and about Christ
and the church; it must use bidlical characters and to a

3 0"3“03, -0_2. Git'.g Ps bLhe

4 Candler, op. cit., Pp. xii.

5 Boyd, C.A., Worship In Dramms, Chlcago: The Judson
Press, 1924, pe. b

6 wood, W.C., The Dramatic Method In Relizious Edu-
cation, New York: The Abingdon Press, 1931, P. Se
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large extent biblicel stories, But in the course of the
years we have come to see that what makes a play rell-
glous 1s not the material it deals with but the total
effect of the play upon the audience, If a play sends
an audience away exalted in spirit, with a deeper sense
of feliowship with God and man, it has been religilous,
But 1f 1t does not have that effect, it is not relizious
although its characters are 91blieni and its story is
taken from the Bible itself,

The church may be defined as a distinct body of be~
lievers having as its function that of bringinz its membders
and the world to know Jesus Christ and His 1life and teachings,
Betts maintained thst this may be accomplished through the
curriculum which is capable of mupplying "the necessary
knowledge,. . o the right appeal to the motives which lie
izmbsdded in the emotions, and , . . the opportunities for

realizing of 1deals throuzh their expression in aotion'-s

Preview of the thesis, The problem will be intro-

duced in Chapter I by presenting the state of the Christian
church in the medlieval ages, the early develomment of reli-
gious drama snd s description and definition of the plays

presented within the church at that time, Chapter IIX will
give the development of the religious drama as the perfor-
mances moved outside of the cathedrals and the study of the

element of comedy and 1ts effect upon the religious drama,

7 Eastman, Fred, Drama In The Church, New York: The
Macemilian Compeny, 1947, Pe.

8 petts, 8. He, The Curriculum of Religious kKducation,
New York:; The ;bin@ox!x Preas, 192k, Pe 297« =EoRte



The morality play, Puritan influence, the decline and
struggle of the religious drama to the present day, will
constitute Chapter III, Chapter IV will give the place of
educationsl dremetica in the church, types used and defini-
tions, and the wvalues and methods in presenting religious
drama, A summary snd stated conclusion of the research will

constitute Chapter V.



Origin and Development Of The Medieval Religious Drama

Church background., The fall of the Roman Empire gave

rise to the Feudal Period. During this period there waz a
continual struggle for political domination between the
Feudal lords and the Popes, The Popes were usually the most
successful, However, it was hard for the church to ocompete

9 Domination of the Roman Chureh

10

against such strong forces,
was universal extending over the whole of Europe. "It
became the moat important institution of medleval times~, as
it touched tihe intricate concerns of every man and woman. It
provided a deep bond of unity among the pzople because of its
powsr not only as a church but alsc as a school, university,
hospital, and charitable inatltution.ll Every man was in
the church and was bound by 1ts religious ideals, The church
authorities were the only means of sslvation or of an c¢scape
from an eternity in torment., To g0 against the muthorities
meant excommunication which would involve severance from all
worship services, confesaion, communion, baptism, marriage

and burial rites, Frayer would be useless, This weapon had
a powerful hold upon the people and it was necessary to

9
Fuller, Edmund, A eant Of The Theatre, New York:;
Thomas Y. Crowell Company §9u, Pe 72 If.

10
Young, Earl, The Drama Of The Medieval Church,
volume II, Oxroz.'d: cl:lr'iffion Press, 1933, P. 118.

11
¥illett, ¥. B, and G. E, Bentley, The Art Of The
Drama, New York: I:\. Applston-Century Company, 1935, De 3he




maintain it in gpdep o preserve the church.1?

The mass was the same everywhere and had been for
generatlons. To the common people who could neither read
nor write,n the Latin liturgy had become a monctonous form
of worship, unintelligible and impersonal in its meaning.
Devout priests recoznizing this deficiency, diligently
sought means wheredy they might more effectively bring home
the central truths of the soriptures and stir within the
people a new enthusiasm for ths ohnrch.u’

Early medieval tropes. The first step towards their

aim of "fortifying the unlearned people in their faith,* was
to insert into the msss a song sung by aeveral chanters
impersonating Biblicsl characters, This wes in contrast to
the previous custom whereby one singer told the whole
story.ls Ant iphonal singing, which 1s sucgestive of drama-
tic dialognn,lf’ and pantomine aided the vested priests in
portraying the Biblical story more vividly to their congre-

12 puller, op. eit., Pe 72.
13 Young, op. cit., p. 118,

14 miller, N. Be, The Living Drama, New York: The
Century Company, 1924, Pe. L3

15 Cheney, Sheldon, The Theatre, New York: Longmens,
green and Company, 1945, p. 14le

16 ,, .
Eaton, W. Pe. The Drama In English, New York:
Charles Scrlbne{-a Sons, 1930, p. 12.
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gations.17 The officiating priest resd the narrative part
while those eassisting read, sanz and acted the other parts.ls
Dignitaries such as bishops or heads of monasteries do not
appear to have tsken part in the performance but presided
over the minor members of the clergy as they performed
according to thelir "major ordors".19 These tropes were at
rfirst hardly more than a few phrases of the Latin Bible text,
gradually developing into whole episodes or 1nc1dants.2°
They were a part of the mass itself originating in connection
with the Kaster celebration and were popularly known as
resurrection tropes.21 The speeches of the characters were
that of the Latin vulgate,zz unintelligible to the people
except for the 214 of the dramatic, This new element
greatly increased their interest in the services and also
presented the life of Christ more realistica113.23

8t. Ethelwold, A Bishop of Winchester during the

ninth century, drew up a docwment entitled, Concordia

17 cheney, op. cit., p. 14l.

18 gaton, op. 8it., De 1bs

19 Young, op. eit., p. 403.

20 cneney, op. cit., pp. 141 ff,

21 Oaley, C. M., Plays Of our Porefathers, New York:
puffield and Company, 1907, P.

22 Young, Op. ¢it., P. 404,

23 yicoll, Allardyce, The Development Of The Theatre,
New York: Harcourt, Brace and Eompany, E%S?, Pe .



Regularis. This document contains a valuable description
of ons of the most important and well known early tropes,

This Faster morning cersmonial 1is known as the Quem

Quaerites:2A

¥hile the third lesson 1s being chanted, let four
brethren vest themselves. Let one of these, vested in
an alb, sater as though to take part in the service, asnd
let him approach the sepulchrs without attracting atten~
tion, and sit there quietly with a palm in his hand.
While the third respond 1s chanted, let the remaining
tharee follow, and let them all, vested in copes, bear
ia their han&s thuribles with incens:, and stepping deli-
cately as those who seek something, approach the sspul-
chre, These things sre done in imitation of the angel
sitting in the monument, and women with spices coming to
anoint the body of Jesus. wWhen, therefore, he who sits
there beholds them approach him like folk lost and
sseking something, let him begin in a dulcet voice of
medium piteh to sing Quem gquaeritis, . . And when he has
sung it to the end, let the three rerly in unison ., . .
At the word of this bildding let those three turn to the
cholir and say, Alleluia! rssurrexit Dominus. This sz2id,
let the ons, still sitting there and as if recalling them,
say the anthem , , . And saying this, let him rise, and
1ift the vell, and show them the place bare of the cross,
but only the oloths laid there in whioh the cross was
wrapped, And when they have seen this let them set down
the thuribles which they bare in thst same sepulchre,
and take the eloth =nd hold it up in the face of the
clergy, and, as 1f toc demonstrate that the Lord has
risen, and ia no longer wrapped thersin, let them sing
the anthem, . . « and lay the cloth upon the altar,
When the anthem is done let the prior, sharing in their
gladneas at the triumph of our King, in that having
vanquished death he rose again, begin the hymn Te deum
laudamus. 5A5d this begun, 211 the bells chime out
togethor.z

This trope is significant in that it shows the advance

2k Euton. _9_2. 2}_‘&0. Pe 14

25 galey, %2. cit., pp. 17,18, Chambers, Mediaeval
stege, II, 15, 308, —



of the pantomine, interjeoted song, and dramstic dialogue
into the ecclesiastical ceremony.26 Here in the chancel of
the church at the foot of the altar religzious drama is
born.?? In time these tropes begame separated from the
regular service, being presented by themselves, and came to

be associated as an "accompanying dramatic ritual".zs

The growing elaboration of the dramatic ritual. It

is not possible to trace all the steps of the early be-
ginnings of relizious drama. However, we do know these dra-
matic incidents or episodes were widely imitated and spread

rapidly from one church to anothar.zg

FProm the tenth cen~
tury to the thirteenth was the most decided growth., As the
need was felt the drammtic form was anlarged.Bo The dla=-
logue parts were extended for dramatic effecta by the use

of liturgical pleces from the choir-books plus passages from
the Bible ani eventually verses were composed imaginatively.31

The context, staging, acting and the addition of characters

26 Ibid., p. 17.

27 joc.cit.
28 Nicoll, op. eit., p. 62,
29 mll@tt, 2_2. Oito. Pe 37v

30 Matthews, Brander, The Development Of The Drema,
New York: Charles Scribmer's Sons, 1924, De 110.

n Young, op. cit., p. 399.
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sprang from the resurrection trope, In this elongated form
and close association with the liturgy they ceased to be
tropes and beocawe known as liturgiesl drams32 or simply
religious drame, sacred or ecclesjastical drama, From this
“"offshoot . « . budded plays of the whole crucifixion, the
burisl, and the harrowing of hell, for the close of holy
week”,33 Soon the Christien Church had so arranged its
calendar that all the events of the life of Christ were
portrsyed within the year.ﬂ’ Thus, less snd less in the use
of the songz ani the further elaboration of versified speech,
the csremonial trope developed into scenes of the “great
drama of the Passion”, In the thirteenth century, we have
found in the records the complete Passion play which was
prezented in Slena and in 1220, & complete play of the
Rcsurractmn.” As the Easter play expanded into & Passion
play so0 the Christmas service expsnded into a Nativity play.
The natural progression of the church dramsties was to show
those events in the Seriptural history which led up to the
birth and death of Christ., 4 Creation play was cslled for

and next an Adam and Eve drama of the fall. Having pro-
gressed this far there was nothing to prevent the priests

32 puller, op. cit., Pe Th.
33 galey, op. c1t., p. 21.
34 matthews, op. cit., p. 119.
35 galey, op. cit., p. 22,
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from presenting all of the Biblical events of the 0ld and
New Testaments from the Creation to the Last Judgment, as

far as they could find place in the services of the chureh.36

Mystery and miracle plays, Close successors to the

sarly liturgical dramas were the mystery and miracle plays,
These terms have been used interchangeably by various

writers of the medieval drama. By mystery 1t is usually
meant "a cycle of the life and passion of Christ", For
example the play of the Nativity is referred to as a
Christmas mystery and the play of the Resurrection is re-
ferred to as an Easter mystery. The word was first derived
from the French, mysterium, meaning secret, pertaining to

the portrayal of the "incarnation and Redemption, the Secrets
of the Kingdom of God'.37 Fuller has given the unique origin
of the word mystery in his work, A Pageant Of The Theatre:

When the productions passed cut of the hands of the
priests and were taken over by the trademen's guilds
they were called *'mysteries,' from the Latin word,
ministerium; the old French word, mestcsé and the old
English, misterie, all meaning *trade.*®-

The term miracle was so named because of the miracu-

lous nature of the stories, Another term used is "saints®

36 gaton, op. cit., p. 20.

37 Base Karl, ¥iracle Plays and Sacred Dramas
] Al »
Boston: Houghton, ulftIIn and Company, 1880, D. 23e

38 puller, kdmund, op. cit., p. 77.
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playsv,39 that is, religious plays based on the lives of
saints 40 fThese two plays, mystery and miracle, are prac-
tically the same and there is very little difference in the
form and content,

The medieval writers major concern in their field of
religious education was to make the teaching of the plays
very plalin to the lgnorant congregation. Por this reason,
there is found much needless repetition, and "the expounding
of Christien doctrines in long . . . passages , . . which
sadly interrupt the action, . . to drive the moral homen,
They are far from being rich in literary value, Some of the
greatest evenis of the Bible are presented in a very realis-
tic and crude manner, However, in this way of presentation
they did succeed in making the medieval sudience realize the
humsnity of the Biblical characters and that was their main
objective, Their theory was sound as may readily be recog-
nized by their presentation of the Passion Play.“l

The amnual performmnces of the mystery dramas on the
day of the Corpus Christi festival had much to do with
bringing them to "fruition". This festival was held the
f4irst Thursday after Trinity Sunday, in accordance with a

39 Loc. eit.

40 Cheney, S., op. cit., p. l4h.

b1 Tatlock, S. P., and Robert G. Martin, ed., Repre-
sentative English Plays, New York: The Century Press, 1915,
Ps bo
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@ecree made by Urban IV in 1264 and ganctioned by the
Council] of Viemna. The plays had so expanded in context and
elaboration in staging that it was d1fficult to spread them
out over the ecclesiastical year, They were brought to-
gether into one body of cyclez and pressnted one after ano-
ther, so theat in ona 4ay from sunrise to sunset, the people
would see the complete scriptural account from Creation to
the Judgment, Sometimesa it tock two or more days ss thare
were many plays in one cyclc."’z

There are now four outstanding cycles raoginz over
& period from 1328 to the time of gueen }z:l#.za’hﬂ;k."3 They
are: the York, the Chester, the Townley (sometimes cslled
Wekefleld}, and the caventry,"‘* so named because of their
place of presentation. Each has ita own particular charsec-
teristics and all cover about the same ground in the Sorip~
tures, It is almost impossible to Infer that one men created
all the plays in a ¢ycle, The York cycle hes forty-elght
episodes and mey have bsen in the developing proceas for
years, therefore, the work of many peoplo,"s The Chester
eycles iz the oldest known of the four English eyecles,

b2 gaton, W, P., Drama In English, New York: Cherles
Scribners Soms, 1930, PP. 25,20,

43 Fuller, Op- cits., D» 78.

b4 miller, W. B., The Living Drama, New York: The
Century Company, 1924, p.

L5 ratioek, 8.P., and R. G. Martin, op. cit., P. 5.
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It is to be concluded that the mystery and mirascle
plays did concentrate the developed liturgical drama into a
cycle which gave the religious drams a greater sense of
unity at this time within the ctmrcl;.a"6 Chapter 1T will
deal more specifically with the mystery and miracle play

as it develops more elaborately outside of the church.

Early medieval Staging. At first there was no thought

of scenery as it was entirely unknown to medieval people,
They were seeking to portray that which was happening only
on the day they were celebrating. Even when incidents had
developed into sequences, it was the action itself which

was most Important to them.h7

The earliest properties used
were the sepulcher and crucifix, On Good Friday the cruci-
£4x was lajd in the sepulcher which was a box-like space
before the altar of the church and on Easter morning 1t was
raised from its grave in the midst of singing by the priests.
It was at first decreed that this elevating of the crucifix
should take place behind ¢losed doors because of its sacred
symbolism but in due time it came to be presented in publiec
and Christ came forth in a living I'ez'm.)’8 A8 the Easter
trope expanded into a Passion play, the acting was performed

46 gaton, op. cit., pp. 25,26,
L7 matthews, op. eit., p. 131.
48 Hese, op. cit., pp. 9, 10.
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in the open space in the center of the platform, Madleval
churches were not crowded with pews, as todey, but had a
wids free floor space for the eongregation.hg AS more space
was needed with the enlargement of the plays, the actors
tock advantage of this free space in setting uo thelr
stationa, As in the cycle of the Rativity, a manger was set
up near the alter and a short distance from this scene was

a throne for Heroﬂ.so

Each of these set places came to be
known as a station, or locality, the seting being performed
in front and between these seversl stations, As the content
of the eycles were further developed, more stations were used
and the acting would extend to the doors.sl There wers no
divisions into mots or scenes and stage properties were of
the simplest kind, The use of music often made a natural
stoppingz place otherwise the players stopped whenever they
choss to do 50.52 Churchmen traveling about left reports
of what they had seen and their suggestions were soon imi-
tateﬁ.” Some of these developments have been loosely re-
corded but it is eertain thet they moved slowly over a

period of several eenturies,

49 ys11ett and Bentley, op. cit., pe 36.
50 matthews, op. olt., P. 131.

1 cneney, op. oit., p. 1h2.
52 Kieoll, op. cit., P. 120.

53 millett and Bentley, op. cit., Pe 37,
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Acting in the religious dramas within the church, The

religious drsmes performances were at first regarded very
seriously by the actors as well as the congregation, Before
beginning a performsnce, it was the custom for the whols
troupe to kneel upon the stage and to sing the hymn, Veni
Creator Spiritus, in the latin or wenacular version, and %o
close the performence with a "pious counsel and an admoni-
tion" and to sing Te Deum. At times the whole congregation
would join in,k

spicturing to 1liiterate pecple was the first ailm
of the religious drema,” Acting in the medieval drama was
at firat ritualistic, but as the playe matured and expanded,
aocting became crudely realistlo.’3 All the players which
werc resguired for the performance came on the platform at
the same time, even the ass appearsd when required for a
soeriptural part. Esch actor was supposed to be invisible
unt i1 the proper time to present himself, Occasionally, the
action was going on at various parts of the platform at the
same tims, words being spoken in one place and the action
being oarried on in anathar.s‘é

A herald often introduced the play by a prologus of
the deseription of the amction when it was not sufficliently

54 Hase, op. oit., p. 28.
55 cheney, op. eit., Ps 1lbbe
56 Hase, op. cit., P« 2l.
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¢clear to the congregation. He would sometimes appear in the
dress of an angel or that of St., Augustine, a teacher in the
western church, It was his duty to "admonish the spectators
to silence",57

At first the costume of the players was the ordinary
priests gown and the dramstic effect was given by their
processing in and t.mt.58 later, the bearing of sacred
emblems by the priests and the use of “"golden crowns and
erusted robes® heightened the dramatic etfact.sg Realism
1s further increased when the angels wear winge and bear
candles, and when shepherds carry staffs and wear the or-
dinary dress of the dw.eo

In the beginning of the twelfth century, laymen snd
scholars were permitted to take part in the miracle and
mystery plays. They borrowed the priestly garments for
impersomtions, played the women's parts and were the first
to reguire fancy costuming. Common people found parts to
play such as the Israelites in the wilderness or the Jews
at the crucifizion and great numbers flocked to offer their

services, Sometimes the caste included helf the town where
the performance was being acted, while the other half of the

57 1vid., p. 22.
58 1b1a., p. 9.
59 1vid., p. 10.
60 Young, op. cit., ps. 402,



18
town locked on, %A solemn trumpet~call summoned all who
wished to join in the representation for the honour of Christ
or the good of thelr souls.” It was then necessary to sign
a paper in which they awore “"on pain of death or the fore
felture of their goodsr, that they would carefully study
their role and appear at the set time of pcrromnoe.él The
apeaking parts were extemperaneocus or transmitted orally from
one group of actors to another, The writers ani menagers of
the earlieat plays were monks unknown to us today. Authors
of the mystery and miracle plays are also unknown but it may
readily be concluded that they were churchmen,®2

Summary., In many respects the medjeval ages were not
80 dark as has been usually taught, For it wss through the
medieva)l church that the discovery of the valus of the dra-
matic element as a teaching instrument was first recognized,
It was then, out of the need of bringing the services close
to the ignorant common man that religious drams was born,
The first true dramms were obaervances of holy days and were
met with an unususlly warm response, Little ritusls, such
as the introit, lesson or paraphrase were the beginning of
the new growth of religious drama, The trope developed into
the liturglioal drama and from the liturgical drama to a series

61 Hase, OP» .E_%_t:t' p» 18,

62
Gardiner, H, C. teries® End, New Haven: Yale
University pPress, ]’.91.6, p: %%5. !
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of gacred drames, ‘These series formed into the great series
of the Hativity, the Ressurrection and the Passion, the
Ascension to the Second Coming of Christ, One harmonious
cycle developed, slowly and gradually and the mystery and
miracle pleys were the result. BHeyond this point, which
govered two or three centuries, the drams was unable to
progress, The themes and echaracters of the stories were
l;mited to the Seriptures and its language limited to the
Latin,

Phis new growth in religious drama was not confined
to England slone, but was more or less common to all of
Europe. It was without the boundaries of a nationality.
This study from this point and on through the theals, will
be confined to the historical research of religlous drama
as it developed in England,



CHAPTER II
RELIGIOUS DRAMA AND THE FLEMENT OF SECULARIZATION

The transition of the relizious drama from the church

Lo the church yard, wWith the development and elaboration of

the plays, the church proved o be too ammll, The playing
space had extenled from the front of the alter to the doors
and wastoverfliowing” to the aisles, Thus with the interest
of the people, the church was unable to hold them all, For
these reasons the relligious drams was moved from the chancel
of the church to0 the churchysrd wheres a larger playing space
end 2 good elevation were to be had,l Here the drama re-
mained for a long time religious. Soon, however, seculsr
elements crept in, the Latin language turned to the venacu-
lar, ani laymen actors and men of the comrmunity began to take
part until they finslly dominated them, The oft repeated
Biblical stories became too familiar losing thelr respect
and reverahce by the people, Bits of everyday life were
worked into the plays to entertain the crowis until the
responsibiliiy soon came to be connected with the community
rather than with the ehurch.?

1 Faller, E., A eant of the Theater, New York:
 d o anminnsaiamms ¥ .
Thomes Y. Crowsil Co., %, Pe 79

2 y13lett, F. B. and gerald Eodes Bentley, The ATt
% the Drama, New York: D. Appleton-Century Company, l1fice,
3

s Pe -
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The ecolesiastioal authorities bezan to gquestion this
method of relizious edusation because it was becoming too
great a force im the lives of the people. Criticisms became
80 prominent that the clergy quit managing and soting in the
dramss. How far the church alded in getting the drama out
of the church is not known. It took several eenturies as the
reaction of the church varied in various plsces and the pro-
cess of secularizatiocn has roughly been estimated as taking
Place from 1100 to 1300.3 the fourteenth century, then,
marked the decided change from cathedral to poreh and from

priestly domination to secular control.

Further developments in the mystery and miracle plays.
When this transition d1d take place the mysteries and mira-

gles were pressnted in the open alr, ZExpansion and elsbora=-
tion were sesmingly necessary in order to meet the require-
rments of the new performance, The platform was set up in
some prominent puvlic place, Seats for the dignitaries of
the church and ¢ity officlals were set up along the sides
while the ssntral ares was free for the eager crowd., The
surround ing houses were appropristely used as "private
boxes®™, The unusually long platform, estimated to be 150
feot long end fifty feel deep was 80 arranged a3 to be llned

with "atations" or "mansiona” at the back and a large free

3 Nicoll, Allardyes, The Develo t of the Theater,
New York: Harcourt, Brace a oApany, %37. Pe b3s
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Space for the acting in front.* Stretching from heaven on
the right to the mouth of hell on the left, the "mansionsr
were arrenged along the stage, Doors, walls, the altar,
columns, a throne, a golden gate and a tank of resl water
with a doat floating on it, were background settings for
scripture incidents. The actors moved from one station to
the other as the action was required, A mere wave of the
hand could dismiss centuries, The unity of time and place
geems to have meant little to the medieval mind, The Christ
child may be laid in the msnger in the morping and hung on
the cross 1in the evening, At 2 leter development the Passion
was presented in twenty-five series over a period of days.
"The first day saw the aeting of the story of Mary's parenis;
the fourth day, the birth of Jesus . . . the elghteenth, the
last supper, and the orchard scsne; and so on,”s

The most prominent represeantations on the platform
at that time were heaven and hell, The devil was to them a
very personal and real belng who 1s forever striving to
defeat the will of a personal god. Both of these charscters
were represented openly and boldly before the audience, god
on His high throne and the devil escaping from hell-mouth

b Matthews, Brander, The Development of the Drams,
New York: Charles Scribnerts Sons, Iﬁif, P~ 134 IT.

5 Hass, Karl, Miracle Plays and Sacred Dramas,
Boston: Houghton, ¥MifflIn and Compeny, 1880, Ds 2le
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6 Edmund Puller in his work, A

to work his evil among men,
Pageant Theatre, describes the most impressive and popular
of ull the stage creations, hell-mouth:

As big as a house loom up the jaws of a fearsome
dragon. They constantly open apd shut with a crunching
sound. Lurid rlames, fireworks, and Jets of steam shoot
forth from the jaws, Prom within issue screams of
apparent anguish and torment. Scenes kin to those of a
torture chanber ars revesled through other openings,
¥any red devila, armed with pitohforks, harry the un-
fortunate spirits or rush forth in various gulses to
tempt the virtue of the characters in the drama, or to
drag some do%ed soul strugglinz and screaming im;o the
fearful jJasws,

Other wonders were thundering and lightaing, seas of
real water with live fish, spring flowers, trees bearing
frult, real and ertificisl, the sappesrance of people from
simply nowhers and their disappearance, the chening of water
into wine end the multiplying of the five loaves and two
fishes, Here we meet for the first time deseriptions of the
mechanical spectacular effectg, "the secrets of heaven and
hell being 8o mystifying that the populace could take them
as miracles,"d

Most of the authors were compilers, sdding and sub-
tracting episodes as they desired, At times he rewrote what

he borrowed but there is nc individuslity nor harmony of

6 Cheney, Sheldon, The Theatre, New York; Longmans,
Green and Gﬂnf 1-9&5' Pe 165¢

7 Fuller, op. oit., pp. 68, 69.

8 Cheney, op. c¢it., p. 160.
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literary style. One type of literatures of the later medieval
ages is the group admonitions, Women, Peasting and the rela-
tionship between husbands and wives has becn the most popular
gsubject for these materisls and have given ws light as to the
typical end c¢olorful life of the times, From the play Koah,
we learn the position of the medlieval womans: "No man hath
more wealth than he that hath a good woman to his wife, and
no man hath more wor, than he that hath an evil wife, oursing,
ani jangling, ehiding and scolding, drunken, lecherous and
unsteadfast.*?

Beeause of the mass of uneducated people, they wers
unable to tell whether the material used in the presentations
were pursly Seriptural or whether they were from the apoery-
pha, canonical books or legends of the saints, These fur-
nished new materisl for the plays. Among the most notable
were The FPall of Lucifer end the Bleased Mary stories, The
Mary stories were adopted from the Fresnch plays to whom a
speclal feast day had been dedicated, She does not ususlly
speak but takes part in the pantomine action and is always
the center of mterost.m There developed at this time u
numbar of secular organizations or *literary fraternitiesn
throughout the towns and villages which produced and ocarried

9 Carey, Milllcent, op. cit., p. 6Z.

10 young, Karl, The Drams of ths Medieval Church, Vol.
II, Oxford at the Clarendon Press, 1933, D. 225e
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on these Mariolatry dramas, The Virgin came to be worshipped
Tether than the Christ, she begame "the most lovable of
mortala as quesn of dbeauty, as goddess-musician , . .=,
Tbese plays produce the "wonder” eslement., Satirs makes
itself most prominenteroften grossly S.rdeeantt.n The
sacred along with the element of wvulgarity seems to appesr
enjoyabls to the mind of the medieval audience. The
wondrous effects have little to do with the worshipful side
of the presentations as they are overstresaed., They have
retained some zlements of the earlier mystary and miracle
plays, but it ls resdlly recognilzed that the religious drama
has come to another transitionsl period.

The element of comedy. In the beginning of the

thirteenth century there emerged the festiwal of the Holy
Innocents. This .‘u.mlwﬂad choir boys and s seleocted leader,
known as the Little Bishop, Scholar's Bishop, or Boy Blshop,
It was his duty along with his =2ehild dignitaries® to perform
sll the services of the rltual.lz The Boy Bishop exchanged
places with the bishop, the canons, archdeacons etc., eX-
changed places with the eholr boys. The service was per-
formed in Latin and in the same manner as Tirst performed in
the church. Irreverent elements began to appeésr; the real

11 Gheney, op. cit., P. 16k

12 gone, W., Ancient Mysteries Described, London:
Willlam Hone, indg;tm %ﬁ??. Pe L3
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dignitaries were turned into candlesticks and other sltar
properties, the Boy Bishop blessed the congregation and
preached a aarxmn.n An elaborate supper followed, with a
parade up and down the streets and s dance e¢oncluding the
ceremonys It gave the people "an opportunity to behold the
rising generation in the trappings of maturity and dignity,
or in the performance of more or less amusing burraonery."m
This mock ceremony was the first appearance of the element
of comedy within the religiocus drams and marks a decisive
turaing polnt,

Another comedy element entering during the early part
of the thirteenth century was the ass, His earliest
appeerance seems to appear in the festival where the "flight
of the Virgin into Egypt was commemorated,® The most beauti-
ful girl in the city was chosen to represent the Virgin
¥ary. W%With a child ip her arms she was plsosd upon an z28s
and in a proceasion led through the streets and inteo the
c¢hurch. There in the ehancel the mass was parformed. The
creed, Gloria Patri and other parts of the service all ended
with vHin-ham, Hin-ham® imitating the braying of the ass,
The priest concluded the service by singing three brays and

the sudience braying in reply. Hymns were sung during the

13 gayley, Gharles mills, Plays of Our Forefathers,
New York: Duffield and Company, I s DPPs DD, 57«

1 Hone, 0p. oit., p. 166,
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service in praise of the aas.15

These performances were at first relisious in inten-
tion but scon begsme "boisterous and licentious travesties
of sacred rites.® These and similar exercises seem to indi~
cate attempts on the part of the leaders of the church to
substitute for the pagan spectacles some sort of thestrieal
entertalmment which would be in eccord with the Christian
spirit.}'ﬁ

On Rew Year's day the Peast of Fools, a mock ceremony
of the clergy, was aslebrated., Mock eecleslastios dressed
ridiculously and so entered the church to perform the
service with a erowd following. The Biahop or Pope of Fools
performed the service while other »ecclesisstics® san inde-
cent songs in the choir, ate rich puddings on the corner of
the sltar snd played dice upon it while the "priest” cele-
brated mass,l7?

These were the principle mock festivals of the clerzy
and records have been found of them extending as late as
1645, The church protested but their popular aceeptance
and usage caused them to "hold their ground.” Though the

majority of the scenes were scripturel, scenes from the

15 gayley, op. 8it., DPe 42, 43.

16 pallinger, M. P., A Short History of the Drama,
New York: Henry Enlg and c;ﬁﬁany, !927, Pe 115,

17 yone, op. eit., pp. 158, 160 ff.
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Apocrypha orept in and together there is a strange mizture
of the saored as well as the "profane® Biblical elmnt.la
The devil was often presented in a very amusing manner,
With tall, horns and hoofs he went about his special business
of "fetohing souls” and wheeling them off in s wheel barrow
into hel1,1? mis devil 1s the favorite of all the religious
charagters, He is 2 wily fellow as may readily de seen in
this excerpt from the Yook, The Drams In English by Walter
Batons
Adam and Eve are now evidently either on the shursh
step or mores likely, the bare ground, betwesn FParadise
and hell mouth, and with hoe and spaae they pretend to
111 anl plant corn. wWeary with toll, they sit down to
rest, sazing lonzingly at Paradise and beating their
breasts, Then the Devil comes and plants *thorns and
thistles in thelir tillage.,* Seeing the thorns, they
bewail their lot still more, *beating their breasts and
thighs and betraylng grief by tiheir geature.* aAnd adem
beglne a lament. Again comes Satan, with assistant
devile, put Adam and Eve in chains, and drags them off
to hell, where the other devils grab them at the doors,
and then cause = great smoke to arise, and %eall to
each other with glee in their hell, and clash thai,so
pots and kettles, that they mey be heard without.t
We cannot, however, overemphasize the humorous ele-
ment in the pleys and exclude thelr more serious side, The
good and evil spirits were very real to the medieval au-

dience and the "selllies® of the devil may have arcused much

18 Hone, LoD clte, P 43,
19 Katthm, 220 3’."0’ Pe lng

20 gaton, welter P, The Drama In Enslish, New York:
Charles Scribner's Sons, 1930, Ds 21
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fear and uneasiness in the hearts of the peopls.

A1l the parts were taken by men and there were some
parts which always brought forth s laugh, such as, the devil,
Herod, Pllate ani Noah's wife., Noahts wife s a typlcal
rghrew® who refuses to leave her apinning wheel and goasiping
to enter intoc the ark, She is finally carried in, "atrug~
gling and kicking--she gives Noah a sound euff on the ear.»2l
Ia conelusion, there ig & spesch by Cod delivered to all on
the faithfulness of Wosh with a promise ef no more floods,
There is the sermon element here, despite the obvious "fun
and faree,” that is, instructing Noah and his wife in the
dangers of the shrewlsh tongue, Many of these burlesque
passages were taken from scenes of everyday 1ifs and were
designed for edifieation,??

A distinetion must be made then between the comedy
elements, Interded humor is to helghten the dresmatic effect
and give the element of surprise. Unconsclous humor may be
used Lo better explain the poimts of the Bible atory lna
more reallistic mnnar.23 The dramatist may choose to make
his production as nesrly like the life of the commoun people
of his day as possible, Hoah's ark built like the ships of

2} yiller, N. B., The living pDrame, New York: The
gentury Co., 1924, P 65.

22 Gardiner, H, C., Mystories® End, New Haven: Yale
University Press, 1946, p. he

23 c&r’y‘ -;0_2. eitt’ pt MQ
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medieval times is an @xzample of this, Some of the scenes
stand out in a sharper contrast in thelr ssered setting., In
the Wnkefield Second Shephord?®s play we have the following
examples; the shepherds offer the imfant Christ gifts of
berries, a bird and a temnis ban.u

As the mansgement of the plays fell into the hands
of the guilis they became more spectacular, Gradually the
Comic element replaced the serious sacred performances and
the main effort of the presmentations was to entertain at any
cost, Vulgar scenes erept in snd sscred passages were made
ridiculous, The drems of the middle ages reflects the times
in which it wes written, the tastes and interests of the
sudience for which it wes produced, It heas loat its primeary
aim, that of "fortifying the people in their religious
falth,”

The morality play. Brander Matihews in his study of
the morality play, defines it as "an attempt to dramatize s
sermon™ whereas the mystery play attempts to dramstize a
text‘zs The morality play was mainly a religious drama
tesching method to warn the people vby precept and example”,
The ocast was not of Biblical characters but of "allegorical

figures” which represented virtues and vices. ". . » thelr

2b yillett and Bentley, op. cite., Ps 95
25 yatthews, Brander, 0p. Cit., Pe 142.
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intent was mot to teach graphlically the Seriptures and the
basis of Christian faith but to teach ethical lessons, to
establish ideals of aomuat."26 An allegory 48 a figurative
desoription, that is, the real characters are presented
undsr the guise or form of sometiing else in order to zive
the resl characters more force ant &nterest.27 Some of the
traditionnl characters were, Virtue, Paith, Christian, god,
the Devil, Vice, Hope, stc, In almost every moraliiy the
vices change thelr names to such as Private Wealth, Human
genius, ete, Although such personified ideas had no powsy
over the hearts of men, the moral lesson was derived from
them in connection with a popular story or 1egenﬁ.28 70
the suthors who composed these moralities and to those who
witnessed them, God and the Devil were just as real as "a
roraing lion, walketh about, seecking whom he may devour.”
He had dut one Gesire and that was *"to herd his lgnorant
filock of listeners together on the straight and narrow path
to m\mm*ag

The morselity gave apeclel opportunity for *invention®

26 wackenzie, W. R., The English ¥oralities From
The Point oi’ View of All OFy, DOBLON 8nd LONAON: | c,m*m:

Tompany, 1914, Ps 20

27 Childs, Jessice, Bullding Charaeter Thr Drama-
tization, New York: Rowe, Peterson and COMpANY, s Pe XXiv,

28 Hnae, op. cit., P» 28,
29 1b1d., p. 185.
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and thils was ocne advance step towards secularization of the
religious drame. The earliest dramatic presentation of the
morality was the Lord's Prayer in 1390 and the first regular
morality im English is The castle of Peraerveranee,” It 1=
one of the bast in its class, while most of the moralities
bzooms *disfigured” (through attempts to appeal to the lower
elasa), This one bas kept consistent all the way through
in portraying the true charaecteristic of the morality--the
struggle of the souls3l A synopsis of The Castle of perger-
verance, taken from The English Mormlities From The Point Of

View Of Allegory by W. R, Mackenzle s given here;

¥an, trying to lead a clean and virtuous life, is
gonstantly tempted by the fashionsble vices of the day
and is hampored, as well, by the originsl sin in his
own nature, He succeeds for a time in overcoming temp=
tation, but when the devil puts felse and evil thoughts
in nis heards he becomes confused and unable to dis-
criminate between right andl wrong. Then he falls into
vicious ways and persists therein, refusing to avail
himgelf of God's mercy, which is extended to all men,
But eventually he comes to himself, Remorse for his
sins takes hold on him, and in despalr he meditates
sulclde. He is preserved, however, from this fate by a
realization that God*s merey is infinite, and is extended
even t0 the sianer who, in striet jJustice, should be
sentenced to eternnl punishment, With a grateful know-
ledge of his indebtedness to CGod he now resolves on a
1ire of piety for the future, and definitely rencunces
the sggs in which he has wasted so many years of his

i1ife.
There are comedy elements im the morality ss well

30 Gayley, 0P citsy Po 282.
31 Miller, op. cit., p. 70.
32 yackenzie, op. cit., Ps 69
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&3 the mystery and miracls plays, BRepresentatives of the
characters playing vice play "merry quips, gives, and prae-
tical jJokes." Vices are dest charaeterized by "earnal cone
versation and ungodly acts.,” The morality writers roadily
recognized that Vive did not always asppear =3 a horrible
monster but that he also was an amusing and companionable
fellow es well. The loftier the theme, the greater the
groteagus elm&h”

The negative side of the morslities was the monoto-
nous effeot recelved by the lack of gemuine charsoterizationds

33 mttbm' 22‘ &l' Pa u‘bl
e Hase, Op. cit., Ds 4%



The Gulld System

From the middle of the fourteenth century the govern-
ment of the citles and towns of England was changing into the
hands of the guilds, A guild was an organization of crafts-
men, or tradeamen.B > The goldsmith's guild included not only
the employees in the goldamith shops, but also the bankers
and Jewslers of the community. The gulld was under striet
authority from the elty govermment, Membership in the guild
meant payment of dues, regulated wages and hours for working
conditions, regulated conditions of manufacturing and the
levying of prices charged for their products. Vioclation teo
these regulations msant the payment of heavy fines or the
forfeiting of his business. The medieval guild system is
much like our trade unions today, however, the medleval
gullds were much more powerful and wealthy. The city offi-
elals were usually those who had risen to power within their
own particular guild., In this manner, then, they were overw
seers of every phase of city lire.36

These gulilds performed functions which were soeilal
and religious as well as commercial and political. They
provided for the aged, fatherless, and sick, ERach guild
would appear en masse at the church, make regular contri-

35 mller’ EBQ eits' Pe 77.
36 M1l1ett and Benmtley, op. cit., pp. 35, 6.
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butions to the service, and take part in the relizious fes-
tivais, 37 There wns much friendly rivalry amonz them, oach
considering his gulld as great an organization as the church.

The Corpus Christi day had been established by Tope

Urban IV a2 a special occasion for presenting the religious
Plays. YVarious records bear witness to the carrying out of
these orders, gayley in his book, Plays of Our Forefathers,
glves the following regulation:

The guilds ., . . *shall have their plays and pageants
ready henceforth on every Corpus Christi Day in fashion
and form according to the ancient customs of the town of
Beverlsy, to play in honour of the Body of Christ, undery 8
the pensity of 40 shillings for every oraft that fails.t3

The guilds, then, adopted this day as thelr holliday, and as-
sisted the chureh in the presentationz by & procession through

the tm.B 9 8t111, in snother way the gullds came to the

aid of the church by taking over the religlous drames whieh
had been growing in 4disepproval with the chureh amuthorities.
By this time the plays had developed into a serlies of twenty-
five to rifty plays with many sots. The gullds were soon
adding pegeantry to their productions, making thelr perfore

monces more wsumptious” than the church had ever before

aspired *w

37 gayley, op. oite, P. 102,

38 10e. ott.

39 petlook, J.8. and R.G. Martin, Representative
English Plays, New York: The Century Press, 1915, p. 3

40 yyjjett and Bentley, op. oit., ps 38.
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Each gulld wes responsible for his own productions,
entirely financing and staging his own particular play.
They were gemulnely comunity aotivities, each man comtri-
buting to this production ssccording to his skill. The
bakers and butchers would emact the Last Supper, the wWedding
Foast at Cans, and the Feedinz of the Five Thoussnd, The
fishermen would enact and supply the products for the Mira-
culous Draught of Fishes; the gulld of the shipbullders and
asamen would pressnt the play of Nosh and the m;"‘l the
tinners and plasterers would enset and present the dramm of
God ereating the hwavens and the earth; and the cooks and
ionkeepers enacted the play of the "Harrowins of Hell" bew
cause they wers in the habit of teking things out of the
rire.*? he guilds took pride in presenting their plays,
not only from the relizlous viewpoint, but alsc for the
opportunity it gave to sdvertise their work,

The guild pageant, In order Lhat a large number of
people nmight sce thelr plays, the stage was put on wheels,
These "movable platforma® were cslled pasgeants, derived from
the word pagys mesning wagon stage.’3 The word pageant st
first meant soaffold, *the scens sated upon it.” Later, as

b1 paiter, op. oit., p. 78.
42 l(illa:ht, Op. @1'&;, Pe 38,

43 curtis, 8, w., The Dramatic Instinet In Rdueation
Boston: Houghton MAfrlin UoEmwy, T90G1, e 106, —
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the procession developed, the word beeams comnscted with
the other parts of the procession as well as the impersona=-
tions, They were iwo stories in height, the lower story
being used for the dressing-room and the upper story being
used for the staege, Temporary stands were sometimes built
for the erowds which gaihered. # oThe performance started
very early in the morning. One record of the York perfor-
mances in 1415 states ithat the plays should begin batween
four and five ot*elock in the morning, One writer asays:

To a medieval town the performance of a myatery was
derea all the shops to be elossd; ani Forbade all noisy
work. The streeta were empty, the houses locked up, aend
none bat solitery armed watchmen, specially engaged for
the occaslion, were sesn about residences, All were
gathered in tne pablic aquamt?e

The plasyers had proocessions samd played in every

street, beginning rirst at the abbey gates, from there to the
ehurch, and then before the mayor*s house, ani so on through
the strests until every street had a pageant :layins at the
same time, When the first pagesnt ended, word was carried
40 the other pageanis that they zight move up. They were
divided into as many pageanis as there wersz companies or
gu%vké

In some produstions, two wagons appeared together,

b Gﬂ’lﬂ, 9_31 Of.to, Pe 101,
&5 wieoll, op. clte, pe 130,
g Gayley, op. eit., p. 100,
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and when more space was needed, the actors spread out on
the surroundiing ground, 28 was noted in one reeord of staging,
"« « o Herod shall rage on the pagym (wagon) and also on
the grmmé.*”? Larger audlences could see the pageant
better as the pagesnt stopped in several places., The best
places wers, of course, before the windows of those who gave
moat liberally to the performances. To see the performance
for a whole day, the people packed into one place and re-
mained until they had watohed every pley from the "pall of
Lucifer %o Doomsdesy." In Chester, a performance such as

this took three &m.w

In the country, the wagons lined
up in one place and gave theiy performences while the
audience moved from station to station as the Blblical

stories developed aucceasively.

Scenery, costumes and finaneing. Each gulld was
responsible for the staging and financing of his production.

The large expemses were usually pald by some nobleman,
rpublic spirited benefasctor,” citizen or the guild alone,

A collection would be itsken at the time of the presentation.
A tax had to be paid by esch pageant, called pageant silver,
+0 the pageant master,*?

47 pulier, op. olt., Pe 7.
48 pillett and Bentley, op. cite, Do 3.
49 mi1ler, op. eit., pe 136.



The sudlences on these *gala occasions® were not
only the eraftsmen’s family snd psople of the surrounding
territory but kings and noblemen as well, "Lords mnd ladies
assiated sometimes with money, scmetimes with the loan of
pointed hose and silken gowne and other propertiea.*so Eaeh
gulld was in competition with the others to make his pro-
duetion the most impressive and elaborate. Costuming ran
into guite an extensive Aisplay snd thers were certain
patterns of dress which wsere characteristic throughout all
the Corpus Christi plays, God ususlly wore a white coat and
had his face gullded, Herod, earrying an eladborate scepler
is represented in helmet and painted mesk, dressed in a blue
satin gown, The devil, carries a club, dresses in black
leather, and wearas s mask, In the Chester cycle he wears
marehangelic" feathers, but they are "all ragger and rent."5l
The wagons apd costumes were kept up and elsborated from

year Lo year,

guild actors. The Corpus Christi plays required
hundreds of aetors and many hours of reshearsal and work,
They were the ordinary humble peasants, and tradesmen "with
an absolute lsck of aelf-consciousness, with conviction end

often with grace.*sa W, P, Eston zives the Tollowing

50 Gayley, op. Cite,; P 113.

51 1p1a., p. 207.
52 cheney, op. cit., . 168.



L0
interesting account of the guild actor in his book, The
Drama In English:

The actors were pald for their services, but they
were in no sense professionals. They were true ama-
teurs; sarpenters, butchers, goldsmiths 364 days in the
year, and actors by--and for--the grace of God on the
365th day. One actor received three shillings, four-
pence, for playing God; another got fourpence for hanging
Judas, and a like emount for crowing like a cook. Two
*worms of conscience' divided sixteen pence, agﬂ Noah
got a shilling, but his wife only eightpence,?

The actors and stage hands were paid for their
services but there was a fine for a bad performance, dis-
turbances or for the forgetting of lines,’* The plays had
extended to such length that some actors had to learn 2,500
lines. They were written in long verse which had to be
spoken in a distinct manner in order to be heard and under-
stood by the people. Rivalry wes keen between the gullds
because of the close association. The play was to them,
van expression of devotion as well as an opportunity for
artistic creation. They undoubtedly worked hard and faith-
fully to make their . . . dramas as effective as they

could."55

Authors., After 1311, when the collective mystery

and miracle plays were changed into the hands of the gullds,

53 Raton, op. cit., p. 21.
b Miller, op. cit., p. 136.
55 Eaton, op. eit., p. 27.
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they were called, Corpus Christl plays. The authors are for
the most part unknown, but it is concluded that they were
collaborators through the centuries., It has been suggested
that they were the clergy, town clerks, schocl temchers,
college professors and students, poets or even the asctors
thamaelvesas6 From the fourtesnth century to the sixteenth
century these plays wers widely extended because of records
which have been found in many of the towns.>?!

Summary. This secularization came primarily becuuse
of the circumstances of produetion., This change of locality
and the use of the venscular made the decisive turning point
of the secularization of the religious drams., The crude,
elaborate realism of the outdoor asetting gave guite =
different mood unconsciously. The humorous element and the
sacrilegious cslebrations entered into the one time sacred
ceremonies, The use of the canonical books, apoeryphs,
Virgin Mary storles and the legends of the saints, played a
large part in the secularization of the religious drama,

The special opportunity for invention in charaeterization of
the morality presented an open door for secularization. The
guild undertook in sponsorinz the plays, but in time they

bacame t00 elaborate and burdensome for the guild and the de-

cline of the religious dreme was well on its way.

%w‘ 22- eitc, p‘ 93.
57 cn‘m. OP. eit., Pe 1650



CHAPTER TIX
THE DECLINE OF THE RELIGIOUS DRAMA

In almost all the towns in England, it wss the guilds
who bore the cost of the production of the dramss. ‘They also
had their own plays and pageants for their own private festi-
vals and as has been noted, many a miracle play was performed
in honor of their patron saint. The pageants grew more ex-
pensive and burdensome year by year and gradually lost their
2lustre" and faded out of existence, There wers few perfor-
mances after 1600} The most important result of all these
performances was thet it developed a love for the sescular
drame and sheped it into a better literary form. There were
no theaters, professional companies nor playwriters during
the opening of the sixteenth century, but at the close a
atriking contrast had taken place, Wm., Shakespeare was at
the height of his career, professional theaters, and actors
and playwriters were successfully making their livipg by the
drems alone. Printing hed also developsd during this period,
making a way for a larger amount of the dramas to be printed.?

A8 the secular themes continued to develop, the

chureh turned again to its original opinion., The intrusion

1 Gurdiner, H., C. steries' End, New Haven: Yale
University Press, 1046 pog0e—— '

2 Eaton, W. P. The Drama In EBnglish, New York: Charles
Seribner’s Sons, 1930,  p. 30.
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of women actors into the secular drams was strictly against
the belief of the church. Actors were called “common players,
masterless men and evil disposed® which seemed even less in
kesping with christianity.z Actors were rejected from taking
the sacraments on their death beds unless they solemnly
promised they would take up their old profession upon their
recovery, Thoae dyinz without rscovery were known as
suicldes amd in this manner they were excluded from the
ehurch. Although the church could not draw any definite
laws from the Seriptures against the dramatic performances,
they formed a long list of moral arguments to defend their
cause, The church was seekins means to protect the souls
of men and from this point on there were many controversial

issues razised ."

The Puriten influence, Willism Shakespeare, genius

of the age, wrote secular dramas,--"he sounded every depth
but one of the human heart, =nd reproduced in permsnent form
what he found there." He never touches religion only in a
general way., In the midst of this new growth of secular
drama the Puritans who then ruled Parliament began to condemn
the "spectacles®, They considered that Christians should not

3 Cheney, Sheldon, The Theatre, New York: Longmans,
green and Company, 1945, pP. 269,

&
Hase, Karl, Miracls Plays and Sacred Dramas, Boston:
Houghton, Witf1in end Gompany, 1880 pp. 177, 178,
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take God's time for worldly amusements, that he should have
no plessure in such "vain delights.” His pleasures must lie
in attending the house of the Lord and in prayer and serip-
ture reading. KEvery player who continued to act, despite
the decrse which had been mmde by them, was to be whipped by

the hangman and every one caught watching the "spectaclev
was to be fined five shiliings. Crimes for which the drama
was now accused of by the Puritans in printed materials and
sermons were: "emptying the churches, perpetuating pagan
customs, distorting truth, showing forth profane, seditious
and bawdy atories, ., . . causing God to visit the plague on
Loandon, leading youths into 1dleness and extravagance,

etc. . »" In Sheldon Cheney’'s book, The Theatre, Stephen
Gosson, a Puritan of 1582, haa written the general opinion
of the drama at that time:

The bsholding of troubles and miserable laughters
that are in Tragedies, drive us to immoderate sorrow,
heaviness, womanish weepins and mourning, whereby we
bscome lovers Of dumps, and lamentation, both enemies to
fortitude, Comedies so tickle our senses with a plea-
santer vein, that they make us lovers of lsughter, and
pleasure, without aay mean, both foes to temperance.
what schooling 1s this? Sometime you shall see nothing
but the adventures of an amorous knight, passing from
country to country for the love of his iady, encoun=-
tering many a terrible monster made of brown paper . . .
When the soul of your pleys 1s either mere tribles, or
Italian _bawdery, or woolng of gentlewomen, what are we

taught?
In 1632, Williem Prynne, & zealous Puritan wrote an

~

5 ch‘n‘y, _020 Qit.. P 2890



&5
eleven hunired page book against the irmoralities of the

Secular theater, however, he soon hsd to make "amenda" for
this work. King James was fond of the drama which was
Teadily seen because of the large sums he spent for dramatic
entertainment at court., He attended in person the perfor-
mances and gave special attention and gifts to the companies
and actora. The Queen and her ladies were practicing on a
Play by walter Montmgu., The Queen was to act a part for
Ther recreation and the excercise of her English.” The crux
of the difficulty was that Prynne's book was published a day
before the gueen's performance. His book contained the
following challenge: *“Dares then any Christien woman be so
more whorisly impudent as to act, to apeak publicly on the
stage (perhaps in men's apperel and cut hair) in the presence
of seemly men and wonsn?*é He further concluded that they
were "notorious whores.” Prynne was brought into the court
of High Commission for this aet and was condemned to life
imprisonment, plus a fine, a brand on his cheeks and his
ears ocut ofr.7

The Court gauve the theatsr a certain standing by
attendance of its noblemen. Thie was proteetion to iLhem
as well as an inspiration to the dramatists, Howsever, if

the drama seemed in any way to evoke an issue of criticism,

6 :
Albright, K. M., Dramstic rublications In Eugland,
New York: D. C. Heath and Company, I927, vp. 20, 21.

7 Cheney, op. oit., p. 290,
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they were not tolerated. Later all issues became political.a

A little later the outstanding remarks from the
Quakers and the revival sermons of the Methodists were pre-
3ented on the stage for the "delectation of the worldly-
minded™, Luther was asked for his opinion of these dramstic
presentations., He stated, "Christians need not entirely shun
comedies because occasionally cosrse expressions and knavish
deeds are found in them, es for this cause some might even
refuse to read the Bible." During 1525, he invited Spalatin
to his home whers a comedy was to bs presented by trained
studsnts, He further stated that these presentations and
the memory of what they represented were impressed upon the
boys' minds and that their trust in Christ was strengthened,
He even went so far as to ssy that the books of Judith and
Tobit may have been original dramas which had graduslly been
econverted into prose rorm?

Drama continued in this same controversisl way until
1642 when the Puritan law closed all the London theaters.
However, the drams continued in the universities as an
educational instrument in both latin and English, The Puri-
tans succesded in keeping the theaters closed for eighteen

10
years, thus making an end of drams production of this type.

8 1o0e. eit,
9 Hase, op. cit., p. 188,

10 y111ett, .B, and Bentley, G.E., The Art of the
prama, New York: D. Appleton-Century Company, 1935, Pe L2e
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During this time actors were whipped and painting, sculp-
turing, and festivals were forbidden, The relizlous works
of ¥ilton, who was a devoted Puritan, wove a thread of propa=~
ganda between the Restoration and the Renaissamo.ll Again
after eightesn years productions began again, There had bdeen
semi~private performances of plays but most of the Zlizabe-
than playhouses had been destroyed, the old drama companies
had broken up and many of the actors had died. 4s a result
of elghteen ysars under Puritan rule, the drams of the
Restoration (1660-1700} writes for a new type of audiencs.
Theaters are seldom rilled now, dus to the character of the
Plays written for the Restorstion thester, They were written
for and about the courtiers and so attracted only the
"fashionable wits and thelr parasites» R

The Puritan influence in America, The proceedure in

the motivation of the dramas into America is not definitely
known. The Puriten influence, however, with its spirit of
opposition 1s widely felt in the seventeenth and eighteenth
centuries. One author states that the first play presented
in america was in ®illismsburg, virginia by the Hallam
Company from England, Here, the Elizabethan drama group was
highly received., From Virginis they traveled to Boston where

1 ¥iller, N. B., The Liv Drema, N¥ew York: The
century Company, 1924, D. T 3 »

12 Baton, op. cit., p. 61,
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their reception was quite frigid., Sewall (known in connec-
tion with Witcheraft) led a crusade against their dramstic
Presentations. The clergy and civil authorities became in-
Volved over the issue and as a result a law was passed which
authorized the theaters to open. The statute, however,
forbade the Saturday night or Supday performances. This
was the beginning of the matinee in America. The Hallam
company then went to Fhiladelphis, where they again met with
confliction. The Quakers carried a petition to the governor
regquest ing him to stop these public performsnces, On the
other side were ths supporters of the drama petitioning the
governor for these performances., The final outcome wes
permission for the dramas . . . "if nothing immoral or in-
degent was pmantad;,"13

The controversies over the drametic presentations
continued. ‘he mysterious burning of the Southwark Theater
in Pennsylvanis in 1821 ceused many pecple to balieve it was
an expression of God*s displeasure, AS a consequence a bill
was presented to the State legislature to forbid the further
erection of playhouses, Oeneral Anthony, leader of the
crusade, made his plea thst the "playhouses be stricken out
{nasmuch as the stage was universslly recognized as an

efficient engine for the improvement of momls.ﬂu’

13 Overton, G. S., Drema In Education, New York: The
century Co., 1926, pp. 39, 40. .

1k Ibid,, DD ‘tlg L2,
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Civil end religzious suthorities will always continue
to be concerned. Clergy and laymen are no longer one in
their opposition to the stage, The usunl position of the
clergy today is that they openly denounce the secular drama
as an enterteimment but heartily support it as =n educationsl
methed in the religious education field,

The revival of religious drema, The oldest and most
impressive of all the mysteries was the Passion of Christ,

It took 2 more dsfinite form im the fourteenth eentury and
has continued to be performed down throush the eanturiea.15
In this Passion the medieval church hsd the greatest dramatie
subjest of the ages, that of the life, death and resurrection
of Christ,

Ever since thes seventeéenth century, the 1ittle town
of (Oberammergau hss had its traditional Passion play. It
has been sald that it originsted because of a plague which
was sweeping the land and threutened the little town.16 A
solemn vow was made to perform the Passion Play once every

17 Later ysars

ten years if the dreasded plague was wiihheld.
have caused its Irregular performance because of wars, etc.

Some contend that it had its start ss early as the twelfth

15 micoll, A., The Drama of the Theater, New York:
Harcourt, Brace ;Bﬁ 5051}&87; 1937, p- 136,

16 ys1yer, ops cit., p. 66,
17 gaton, op. cit., Pe 37.
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century mystery cycle of the Passion., This is debatable,
however. The place of the originsl presentation was the
church or the churchyard, but in 1830 the performance was
transferred to the Passion Platz, This is = large theater
built especlally for the performance in order to hold the
erowds which come from the world eround, The peasants have
been technically trained through the years, Several yeers
before the performance of the Passjon & school called the
Sehool of the Cross was held, At these times the scenes from
the 01d and Kew Testament were portrayed, The sctors selected
for the Passion Flay have at first acted dramas of the secu-
lar nature in the old sghool house in order to prepare them-

18 The total number of

selves for their greater performance,
asctors sald to be cast in the pley is around four hundred
end rifty to five hundred, A performsr may characterize the
sape charactsr more than once or change Lo as many other
gharacters as he 1is capable of interpreting. The peasants
of (Oberammergau are little effuoted by the popularity of
their work. They have had absolute faith in themselves in
that they can produce reslisticslly the historieal eveants in
the Pession of Christ. =aAnclent faith seems at home in that
pure air under the shadow of the peaceful hills.”lg

Othsr performances of the rassion Play have been

18 &BO. OPe cito’ Pe 88.
19 10c. cit.
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attempted in other places such as in Tyrol, Brixlegg and at

Batzen in Germany but with not the amount of success as the

Qberamergau Passion Play.zo

The American Passion Play has been produced in Holly-
wood, California. Also we find today that the churches are
using more and more in some form the medieval mystery and
miracle pleys in an adapted form, A celebration of the
Netivity has been an annual event at Pomfret, Connecticut.
The Drama lLeague of Colorado Springs, Colorado has very
effectively produced the Christmss mystery. The Freiburg
Passion FPley has been brought to Americe and preduced here.21
A group of the Oherammergau players have settled in South
Dakota amd are presenting the Passion Play as it was per-
formed in Burope. Tradition has played 2 large part for the
Fassnocht family who has played the leading roles, Everyman,
a medieval morality play, has besn the most recent revival.
Many ehurches, schools and clubs have produced it success-
fully. Though we do not care to think of 1t in such terms,
the play, Green Pastures 1is a typical medieval mystery play

of the purest kind, only in terms of the smerican negro.
Religious drams is far from being dead today. All

over the world and in our own country we are seeing the

20 LOG. Gi'bo

21 Fuller, Edmund, A eant of the Theatre, New York:
ghomas Y. Crowell Co., 1941, P. —_——
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survival and revival of ih se sneient mystery, miracie and
Borality plays along with cur nes ddustatins of them.

Bummary. As the seeular eiement continued to de~
velop, the church turned sgsin to its originsl opinion,
The drema was banned for eighteen years during the Puritan
rule. 7The result was a new draga, HMsny controversies
arcse as the drama vas introduced into America, Puritans,
Quakers, clergy and other oygd'sors sought meuns of keep-
ing the drama subdued, 9Two cocrses of the drama branched
out of these controversial issues, the secular and the
rellgious, Since this last century there has been a re-
vival of the Passion Play and adaeptations of the mystery,
mirscie and morality plays. Today, religicus drama is
coming into a2 new fisld ell its own,



CHAPTER IV
THE PLACE OF RELIGIOUS DRAMA IN THE CHURCH

The aim of using drams in the service, is to make it
as nearly perfect in producing a spirit of devotion and
worshlp as possible. In order to produce this, all must be
well plamned., Every actor is to "hide" himself in his
charneterization and realize he is beinz used as s tool in
God's hands, The performence is not to be that of an amateur
affair, neither is it to be a show or an opportunity for
professional actors to exhibit themselvesz as “artistsv, The
sudience and the participants in the drama must feel that
the presentation is a form of worship., ®hen this polnt of
view 1s kept in mind during the process of production, there
ean be no questions as to its cutoome, Elements of dramatio
sctivity such ss, facial expression with body gestures and
movements, costumes and a simple setting readily glve foroce
to the lesson that is belng taught through the drams., In
this manner the drama may be a powerful reinforcement to the
religious servics,

It muzt be a place where the devotional spirit coheres
with the presentation, It must be a large place of power
and prominence, a place where vin some way . . » Lhe message
of the drama will reach and thrill the largest possible

aumber of uershippors."l

1 Debenham, A. H., Religious Drama, London: Mowbray
and Commny, 1936. P 12.
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The theater versus the church. Charlss A, Boyd in

his book Worship In Drama, says of the dramastic instinct:
This 1s e God-implanted instinet and since it, like
other instincts, demands opportunities for expression
and since it is the church's business and its supreme
opportunity to minister to the whole of 1life, it
naturally follows that there must needs be a place for
dramatizetion in the church,

Becauss of the popular and close association of drama
with the theater todsy, it is the natural ressoning that
drama has no place in the chureh. Our study of the medieval
drame hms revealed to us that the dramz of the Biblieal
stories were first portrayed in the chsneel of the churche
Therefore, the production of a relizious drama is a natural
part of the work of the church today,

The key note of religious drame is its sincerity.
The action of a drama must come from motives that sre deep
and true., The theater is permeated with superflciaslity, as
there is continual striving for effsct in presentation and
staging. Religlous drama is naturaslly effective for it is
the result of a true emotion. The theater is concerned with
the nechnigues of a production. Often in the themter, the
lower instincts of human nature such as sex, are porirsyed
in a distorted manner. In religious drama, the taechniques
are subordinsted to the scting and to the materiel which

gust be made understandable, In attempts to portray life

2 Boyd, Charles A., Worship In Drama, Philadelphia:
The Judson Press, 1924, p. b,
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as it really is: "woven with joy, and grief, achievements

and disappointments, gains and losses, aspiration and disilliu-
sionments; and through this means of inspiring both player
and audience to face resolutely life's perplexing pvoblems."3

In the professional field of drams the mmin objective
is to entertain and make money. 1If the play does not appeal
to the general crowd which sttends ths theater, the producer
will not consider it for production. In the educational
drametics, the mein objective is to benefit the participants
and then the audienee;h

The correct use of terms in the production of a reli-
glous drams will help in establishing the right atmosphere
for the religious production. It is better to use the words
wpresenting of drama", "perticipants”, and "platform®, rather
than the words "putting on a play", “cast", or "stage®,
Carefulness is the keynote in order to avold criticism and
also in helping to create the atmosphere in the religious
drama, If it is spoken of as a "show" the psychological
efrect will be imprinted on the minds of the participants,
It is necessary that the setting of the drama be one that
denotes simplicity and retains the worshipf#l appearance of
the chﬁQ&h sanctuary., Curtains and footlights give a thea-~

trical look to the presentation and should be avoided as

3 Ebhrensperger, Harold, Conscience On Stage, Nash-
ville: Abingdon-Cokesbury Press, I19L0, p. 28.

4 Boyd, op. cit., p. 10.



mich as possible.5

Educational dramatiocs. The church has been slow, but

18 now recognizing the potentislities of using drame as an
educational method in the guidance and training of youth,
Educational dramaties are still in the experimeuntal stage
and the increased interest in these last few years, has
helped it to form principles more specificelly., Some authors
bave put the stress upon the audience as being the most
necessary consideration, Others use the drama in order to
attract the people to the chureh service, lesying the stress
on the publicity as being the most importsnt consideration,
This view i3 true, but it s the least of all the valuvs
Tor educational dramatics, Those who teach children with
the creative method sauy that the participant is the oaly

necessary consideration. Anita B. Ferris states in her work,

Following the Dramstic Instinct:

Educational drammtics does not attempt to train actors,
it develops humen belingas. It demsls, not with a ?talsnt,*
but with a universally asctive instinct; it practices the
player in living, not in the technigue of an art; 1t
summons him to activitles as a man, not to commercial,
industrisl, or art obligations. It makes of him a
eitizen, training toward universal brotherhood; it does
not specialize him as a crafismun or use him to holg
along the success of an experiment in entertaining.

The slement of play which brings about am illusion is

5 Boyd, 9_2. _?_i_-'go, Pe 9

6 wood, W. C., The Dramatic Metnod In Rel%gious Edu-
cation, New York: The Abingdon Press, 1931, Ppb. s 197
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clasaified as dramstic. This not only includes physical

activities but mentel snd spiritual activities as well and
these in turn, involve {mitetion and imagination. This play
element i1s rezdily recosnized as an important factor in edu-
cation, It is an important function of every phase of life.
If thwarted, it will seek to find satisfaection in either
wholesome or unwholesome ways regardless of the outcome,
Curtis defines it as "a push of the 820 « o o & demand for
the expression of the parsonality."7 The greatsr the mono-
tony in the everyday routine, the greater the demsnd for e
change, Drama stimulates every phase of life and leaves

an indelibles imprint on the mind forming habits in thought
as well as action. The theater is alert to meet this need,
in that its productions satisfy youth in their craving for
curlosity and love for excitement. Pegeantry And Dramatlics

An Rellgious kducation by W, V, Meredith, stresses the im-

portance of the proper guldance of the dramatic impulse;

When we being to study the sclf, we reslize the impor-
tant place the dramatic 1mpulse assumes in determining
future relationships and eonduct., It is the impelling
force stimulating and aupporting numberless activities,
physical and spiritusl, whether or not we are conscious
of the fact. Ir many respects, we are puppets on the
stage of life, pulied by the strings of environment,
limited only by nstural make-up. Being such, the true
educator is he who tskes from the hands of chance the
strings, end directs sction so thet there will be per-
sonal development and tragedies. This can be most
sucecessfully sccomplished through spplied educational

7 curtis, Elnors Wnitman, The Dramatic Instinct in
Education, New %brk: Houghton MifTIIn Company, 191L, De 196.
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dramntics.a

The play spirit is one of the basic characteristics
of educationsl dramatics. It is a natural method of teachine
for the whole attention of the person performing is lost in
his impersonation. The result is that he receives the ad-
vantage of the experience without going through the dangers
which the same experiencs would bring in real lire,

How may we test the method of dramatizstion as an
effective teaching instrument? Only by the influence or
reaction of the participants., The inner being will uncon-
sclously take on the change, growth or development and will
scon be showing itself 4in some outward form.

The values of educstional dramaties mighi be suwmmed
up as: bringing new and high ideals into the minds of the
participants, setting the imagination free, awakening the
aesthetic nature of the particlpants and helping the parti-

cipants to freely express themselves in their own personality.

Types of reiigiocus drama, It is no easy task to

classify religlous drama. Those seeming to come under one
head are found on closer investigation to belong to still
another category. Fred Esstman has placed the religious
drsma into five categories: the prepared play, the drama-
tized Bible story, the pageant, the visualization and the

8 ics in
Meredith, William U. seantry and Dramat in
4 ! PR ABTheL R FFess 991 p.53.

Religious ucation, New York:
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liturgical drame. 1In their presentation, they must always

be adapted to meet the needs and the scope of work in the
individual church.9

The prepared plL Y+ This type offers the best oppor-
tunity for using a large graded group together, It 13 a

well comstructed "gomposition acted out by actors on a stage
at a certain time and presenting a human problem which is
amplified and finally satisfactorily solved by the three
elements of the drama, action, charscterization, and dia-

logue,”1® grows, in his book, Playlng For Profit, gives the

purpose of a good play:

& play should be represented visuslly, should command
attention, arouse interest, and evoke sympathy; it should
be a complete subject in itself, with all psrts belonging;
it should concentrate its sction omn or have the action
develop from the fortunes of ons character primarily;
its story should show that characters involved in oppoaing
gircumstances sxercising his will to be rid of them,
carrying the play to the outcome of this struggle sither
favorable or unfavorable ge the character, but always
constructive in its end,t

This plan may well be applied to a play with Biblical
eharacters or one with a modern setting, The term “"direci»
ususlly means taking & story from the Bible or its original
place and interpreting it in the form of a play with imper-
sonations performed on a platform in the setiing and words

9 Eastman, Fred and Louls Wilson, Drama In The Chureh,
New York: Semuel Fremeh, 1933, p. 27.

10 Wooﬁ, OP- ‘e_iso.o. Pe 112.
11 poya, Op. cit., Pe 7he
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closest to the Scriptures. The term "indirect® is a play

in which the characters are sither abstractions or types, or
persons outside the Sorintures in which the moral lesson is
inculeated by anmlogy or parallelism.lz

The plece of performance falls into two ¢lasses, those
given in the church chancel and those produced in a hall,
There 1s a difference in opimion among religious drama
authors, some feelinz that the religious play should be given
in the church and nowhere else., There is no doubt, that some
Plays ares nore suitable for the chancel and vice versa,
Debenham contends that plays with small casts and of a per-
sonel intimsted nature »in which the action and the dialogue
are more important than the mystical, poetical or artistiec
sffect,” should be prescnted in a hall, On tgg other hand
plays with large casts including angels, chorﬁ;es, chorle
speaking cholirs or, in general, that which lends itself to
big productions are best suited for the sanctuary, Nany

plays, however, are sulteble to both chancel and hall.13

Dramatizing the Bible story. This type of dramatie-

zation 1s used very effectively as a teaching method for the
ehildren's division of the church. It may be defined as the
nimpromptu dramatization" of the childs interpretation of

the teachers presentation, The child can only imitate that

12 pebenham, op. cit., p. 12
13 10e. cit,
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which has impressed him the most. The ohild will develop his
thinking in terms of motivation, memory, snd detalled obser-
vation. Self-consciousness is often an unsurpassable barrier
between the child and his social life. Such a one may be a
€004 thinker and usually is a good listener, He is con~-
stantly seceking an outlet for nis smotions, At a certain
a8ge this oraving for expression may find its outlet in a
dream world of his own, The right teacher will seek to
gulde this natural tendency. Dramatization used in this way
will serve as a very helpful teaching method up through the
Junior sge level. E. E. Milier, in The Dramatization of

Biblical Stories points out the method of proceedure:

{1) Tell the story, emphasizing the essential parts,

(2) Let the children divide the story into pictures
or scenes,

(3} Let volunteers from among the children act out one
scene as they think it should be done, using
thelr own words,

(4) Develop eriticism by the other children with
suggestions for improvement,

{5) Let volunteers from among the children aet out
one seene as they think it should be done, using
their own words,

(6) Let each of the other scenes bs worked out in the
same manner,

(7) See that every child has the chance to try out
many parts.

{(8) Play the story through many times, Change it
often according to eritioclsm, until the children
recognize the result as a product of their best
effort.

{9) with the help of the children changs the words
into Biblical form.

{10)Let the group assign d-rinigo parts to dbe learned
for the final performance,

14 gestman, op. cit., P. 29.
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Pageant. The pageant encourages group teamwork, "the
Sense of responaibility, group spirit, enthusiasm, and ambi-
tion, traits of attention, concentration, and punctuality."
These are exsellent in religious discipline and training.

The play is primarily concerned with charseters,
whereas the pageant is combined primarily with ldeas. It
is a serles of single relsted events, usually portraying some
phase of history, or development of some institution or a
social movement. Eaoh ons of these events is climatic in
itaelf. The pagesnt will be more massive and spectacular and
use more oharacters, It is ususlly the combination of both
eolor and sound, making it very effective, In the program
of the church, the pageant may be used 1o celebrate some
anniversary or special holiday. The pageant should have a
elean cut theme which iz carried through by each episode
developing and enriching it. Esther ¥willard Bates states
thet *the wealth of all forms of art should contribute to
it, and that such forms be “synchronous and interrelated
whenever such combinations serve to enrich the content with-
out confusing or clogging it.” The masque, festival, pro-

cessional are developed from the pagaant.15

The Liturgicsl drama. The first chapter of this
study has shown the origin of liturgical drama. The ternm

15 wood , Op. ci-t., Pe 125,
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used today means practically the same as it did in the
nedieval ages; however it is now written and produced wolely
for the chaneel of the church. Pantomine, tableau, anti-
Phonal singing, instrumental musle, symbols, simple lighting
and 1ittle secenery are the general cheracteristies which
enhance the presentation of the liturglcal drama, (The play
may also fall into this catsgory.) Many mystery and miracle
plays have been revised and fitiingly adopted for presentation
in the chancel., Of all the types of relizious drama this
type has the greatest possibilities of promoting the devo-

tional atmoaphersilé

visuslization. The chief charscteristic of this

classification of plays 3is information, Temperance, mission,
safoty movement or propaganda plays of other branches of
religious or social movements are some of the topliecs used.
Usually this kind of material is very unartistically handled
and does not have much depth or religious appeal with the
audience, Occasionally one will £ind a cleverly composed
drema of this type, which may be very appropriate and ser-

viceable.}?

Surveys. Fred Fastman, professor in the Chicago
Theolozical Seminary made a recent survey of the 276 churches

16 Eastman and Wilson, Op. cit., P. 27
17 Idbid., Ps 3be
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in Chicago using drama in their church program. The study
revealed that 216 were produeing religious plays and out of
those 216 churches, 647 pageants and dramas wers produced in
one year,

Another survey was made in 364 churches of sixteen
states of the middle west. These results ars tabulated in
his book, Drams In The Church.

In answer to the guestion, 'For what purpose does the
church produce dramas?' 290 replies checked the words,
*Por the inspiration of the audiencet; 110 checked the
words, 'For the education of the players': 66 checked
the words, *To raise money': while 2L checked, *Por
entertainment and other purposes,' - Religlious dreamas
wers further considsred of {wo kinds: biblical and non-
biblilecel, A third category called non-religious dramas
was added so that the clessifieation could be complete,
Orf the 94,7 plays produced the churches reporting them
clessified 318 as 'biblical,’ 425 ss *non-biblical but
religious,* and 125 as *nonwreliglous,' The remalning
79 were not classified, #hen wers the plays given?
Most of them were presented at the 3undsay evening worship
service; some at the young psorle’s mesting, and a few
at the meetlngzs of the Ladles* Ald, men's cludb, and other
gatherings. Among the special days on the church calen-
der, Christmes drew the largest percentage, Easter next,
and Children's Day, third. But only 40 per cent of
all the plays were produced on speciaml occaslions; the
rest in connection with regular services of the church,
Apparently most of this dramatic production has been done
without special equipment, Tor only 30 per cent of the
¢churches reported that they had s permanent stage, cur-
tains, und lights, and only 18 per cent morelieportaé
that they hed these as temporary facilitles.

The above figures reveal that the churches are recog-
nizing the importance of the religious drama as an educational

{nstrument, It wes found that much of the materisl used is

18 spresent Stmte of Relizious Drama in the United
States®, F. Eastman, christian Century, 58:286-7, February
26, 1941,
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0 v \ nce
f poor guelity, inadequate equipment or given under guida
»

of one inadequately trained for the directing of religilous
drama,



CHAPTER ¥
SUMMARY ABD CORCILUSIONS

Summary. For six hundred Years from the beginuing
of the dremstic ineldent in the ninth century tc the pro-
cession of The Corpus Christi plays in the fifteenth
century, the drama in England hus been religicus. It has
been found that the drametic presentations were used as
sn educational method in order to texch the common, un-
educusted people the Seripturcs. Disowned by the church
beczuse of the secular elements which had distorted the
Presentat.im, the drems was transferred first into the
hands of the laymen and then into the bands of the gullds
snd community. During the Elizabethan period, the rell-
gicus drams completely lost its significance, and & nev
seculsr drama took its place. The Puritan rule of eighteen
years succeeded in supressing almost altogether. The most
productive and importsnt period in the history of the drums
came to an abrupt close. A new drama was the consequsnce,
Its reception in America was f{irst ox;-poséd because of the
Puriten influsnce; however, through many controversial
issues, it finslly came into its owa.

Today, the drama is divided into two courses, the
religious drams of the ehurch and the secular drama of the
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theater. 1In the medievs] plays this conclusion csnnot be
drawn, for the sacred gl-é.ys in thelr later devslopment often
tontained foreicel and irreverent situations, while the so-
called secular plays cerried with them the degree of
sermoniring,

Conclusion. The attempt hes been made to show

that out of the need of bringing the services and Scriptures
close to the peoile in the medieval ages, the religious
drama slowly arose. Today, religious drame has once again
been czlled to the serviee of the church as a mesns of
tecching spiritusl truths., It hes been foumd that churches
are using drems extensively and that there 1s grest value
received from it not only as & tesching instrument but also
&s filiing the need sesthetically and emotionally in the
lives of the young pecple, Religicus drams must be a
part of the educational responsibility of the church
provided thst the grogr&n is centered in the right ains.

In consideration of the knowledge galned through this

study of history, bamely, the place of dramx in the Chris-
tian chureh, it has been found that it is not a place of
entertainment, but &s an educustional function. Given, them,
an opportunity to function in rellgl.us education, it should

hauve & range for expression in class instruction, depart-

mental and church worship.



BIBLIOGRAPHY



A, BOCES
84

Albright, E. M., Dramatic Publication I ant 2L 04
« M. n land 1580-1640.
New York: D. ©. Heath =nd Eompany,"‘.[‘}g;. LL2 po.

Betts, George H., The Curriculum Of Religious Education
New York: The m,"mﬁﬂf-—m

Boyd, C. A., Worship In Drama. Fhiladelphia: The Judson
Press, 197he THs ppo—rs

Chambers, F. K., The Medieval Stage, Vol. I, Oxford: The
Clarendon Press, 1903. 302 DP»

Cheney, Sheldon, The Theatre. London: Longmans, Green and
Compeny, 1945. 558 DP.

Childs, Jessica, Building Character Thro% Dramatizetion.
¥New York: Row Teon end Company, . 375 PPe

¢urtis, Elnora W., The Dramstic Instinct In Education.
Boston: Houghton Miff1in Compeny, 191k. 243 PPe

Debenham, A, H., Hel%ious Drama. London: MWowbray and
Company, 1935. PPe

Esstmen, Fred and Louis wilson, Drama In The Church, New
York: Ssmuel French, 1933. 177 ppP.

Eeton, Walter Frichard, The Drams In 1ish, New York:
Charles Scribner's Sons, 1930. PPe

Ehrensperger, Harold, Conscience On Stage, Nashville: Abing-
don-Cokesbury Press (n.d.). 227 PP.

erris, Anite B. Follow The Dremeatic Instinct. New York:
d )ﬂ;slonary ¥ducetlon MWovement of U. 5. A. 8hd Caneda,

1922,
Fuller, Edmund, A mﬁnt _011' The Theatre. New York: Thomas

Y. Crowell CO., PP,
gerdiner, S. Je, steries' End, New Haven: Yale University
press, 1946. PP

geley, C. M., Plays Of our Forefathers, New York: Duffield
and Company, 7. 349 DPe

h New York:
1dswortby, Edwin A. Plmin Thoughts On ¥orsnip. :
GOt illett, Clark Coéﬁiﬁit‘x§35%s“13a Pre




70

Hase, Karl, Miracle Plays and Sacred Dramas., Boston:
floughton, WIZT1in and Company, 1880. 273 op.

Hone, Willlam, Anclent Mysteries Described, London: udgat
R111, 1823. 300 pr. ' L *

Erows, Arthur E,, Pla iting For rrofit, ndon:
Gf‘asn and CQW e London: lLongmans,

Nieoll, Allerdyce, The Development Of The Theater, New York:
Harcourt, Brace and (o., gg?‘?. 253 pp.

Mackenzie, W. R., The Enzlish Moralities From the Point of
View of Allegory., Boston: Ginn and C0., 191he 278 DPPe

Matthews, Brander, The Development of the Drama, HNew York:
Charles Scribne¥¥s Bons, 55 2k e 51 pp.

Meredith, W. V., Pageantry and Dramatics In Relizious Educa=-
971’.‘15‘51‘2‘ Pe

ticn. Rew York: Tnes Abingdon Press, PDe
Werrill, John and Fleming, Martha, Play ¥al and Plays.
New'Yotk: The Macmill:m COmpar'xy. §%3 o 9 PP.

¥Miller, N. B., The Living Drame, New York: The Century Com-~
peny, 1924, 437 Dps

¥illett, F. B. and Gerald Eades Bentley, The Art Of The Drama.
HWew York: D. Appleton-Century Comyvany, incCe 1935 <53 DPe

Overton, Grace Sloan, Drama In EKducation. New York: The
Century Company, 1926, 289 DP.

Tatlock, 8. P. and R. B, Martin, Representative Enzlish
Plays. New York: The Century rress, 1916. B38 Db.

Wood, W. C., The Dramatic Methcod In Religious Education.
New York: The Abingdon rress, 1931. 34k PPe

Young, Xarl, The Drama Of The Medieval Church. Oxford:
Clarendon Press, 1933. 011 PPe

B, PAMPHLETS
Browne, E. Martin, B%innings In Drama. London: H. F. ¥W.
peone and 3ons, Ltd.

And eant For Use In The Church. Presbyterian
Dramﬁoa?ﬁ o% Eﬁ?Is%ian Educat lon, 1940. 56 PPe




C. PERIODICAL ARTICLES

Eestman, F.,, "Present State Of Religious Drama In The United
States,” Christisn Century, 58:286~7, Fsbruary 26, 1941,




	Book title
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 
	Page 


