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"So that the Fault lies not in the Audience

desiring Absurdities, but in those who know not

how to give ‘em anything else.™

-Cervantes

Whenever dreama is mutilated by the loss of its public
dimension, and becomes an instrument for the amusement of
private persons, that loss reflects a crisis in public
conscience. For drama, from its religiocus origins and at
its s?rangest, has been the “unlegislaped" conscience of
man. JIts dialogue with the man of native or aeqﬁired
"nobility" had stimulated and preserved a humanism which
integrated the religious, the political and the esthetic
aspects of his life: If a man were to lose his religious
conscience, he w@ﬁld also lose his political .conscience.
Po repeat the axiom that the freedom of man is &till in-
séparably béund with his acceptance of such a Christo-
humanist heritage is hardly necessary. And whenever
theater has transmitted this cultural heritage to literate
and to non~literate man, it has been valid and vital
theater.

But what happens to a drama whose modern audiences
"recognize not c¢lassical or normative epochs, looking on
itself as a new life superior to all previous forms and

irreducible to them. . . . The most 'cultured' people
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today are suffering from incredible ignorance of history.
. « «a retrogression towards barbarism. . .of the man

wl what Socratic

who has no past or who has forgotten it.
dialogue can drama hold with an audience whosge gods are
Inxuria and Pragmatism? Enowing nothing of the slternative
values which footed respect and opportunity for the indiv-
idual, Mass Man is ridden by an Incubus more insidious and
persistent than any medieval Vice--an overweening Delusion
that, knowing nothing, he, the Modern Man knows all; that
he is not deluded, that he has the perception to see the
truth that there is no truth. In view of, or in reaction
to the evident and proliferating tragedies still being
birthed of Ira and Avaritia and Superbia, Man rationalizes
away any responsibility and dances away in:the train of
Gula and Accidia.. The consequent Despair or Malaise or
Blindness recoils upon the materisl self, is reflected in
the self-pitying theater of the Absurd. ¥Not understanding
that his dissatisfactions derive from within, not knéwing
his own capacity t¢ be more than a producer and user of
things, untaught as to alternative values and moral choices,
he escapes to the secure bondage of "huge political and \

social collectives", or to an anarchical, licentious

>l“0rtéga y Gasset, Revolt of the Masses (New York, 1932),
pp. 31, 66. ’
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"freedom"., "TPhe trend toward mechanical materialism is
continually balanced by the trend toward escape-at-any-
price from the very conditions which are the product of
narrow materialism. . .“2 “As man celebrates venality as
the only reality, Delusion frees him of conflict, will or
responsibility except to busy self-gratification and to
the System. One amorphous cell of conformity a-go-go,
Modern Man denies the Christian-Platonic ethic of a
contemplative and self-determinate entity.

Thomas Merton uses Camus' study of revolt to show how
this kind of satanic and activist nihilism has in fact
entered into the very essence of all the modern power
struetures that are now in conflict: +the "free" Modern
Man "now lives and works in order to stockpile the weapons
that will destroy him, in an effort to serve a Power struct-
ure which he worships as an end in itself and which makes
his life more and more meaningless and absurd. . . gﬁvery—
where. . .we find the same contradictions and disorder--all
symptomatic of one truth: Our seenmingly Well—ordere&
society is a nihilist c¢ity of pandemonium, built on hybrls

and destined for cataclysm. n3

2 John Howard Lawson, Theory and Technique of Playwriting

(New York, 1960), p. 99.

5 "Can We Survive Nihilism," Saturday Review, April 15,
1967, pp. 18-19.
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There is a need for theater again to expose the de-
lusion of the Emporer's clothes.

In an age when other communications media, including
the schools, are increasingly subsidized by and subservient
to & commercialism with a vested interest in selling éon—
cupiscience, there is a need for the theater to teach men
where to search "the infinite delight . « . that which
shines and is beyond corruption"; and to find wholeness
by "placing in flesh and matter the lezast of values, for
these are the things which hold death and must pass awayc"q
If the Christo-humanistic ethic is necessary to the SUTViv~
al of the autonomous individual, then theater is peculiarly
and uniguely suited to the communication of that literature
in which, according to Arthur Miller, it can be emotionally
proved that without moral vision the people must truly
p@fi&ﬁw”g As man becomes increasingly non-verbal andtun—ﬂ
imaginative, it is the theater that can make perceptual the
significance of the "I" that the poet sings. "It can teach
the human heart, through its sympathies and antipathiesy
the knowledge of itself; in proportion to the possession

of which knowledge, every human being is wise, just, sincere,

# williem Saroyan, preface to Time of Your Life.

‘"The Role of P.E.N.", Saturday Review, June 4, 1966 .




tolerant and kind.“6

ft is the theater as "instrument of passion" that can
excise and expose the fallibility and gulilibility of all
men, in larger-than-life "{ypes™, upoan the boards, that
Yerabs the theater goer by the heart and brain and shakes,
batters or bruises him inbto some new and prefersbly unset-
tling self—kﬂowledge.“7 Working on the empirically-proved
formula that "What we feel is stronger than what we know",
many modern playwrights are using medieval dramaturgy to
reject superficiality thst sees life half and questions
nothing. They are writing drama of depth-morality that is
not and that never has been a gentle teacher, echoing as it
does, John Masefield's demand for violence in drama: "The
heart of life can only be laid bare in the agony aand exalt-
ation of dreadful acts . . . The vision of agony, of spir-
itual contes®%, pushed beyond the limits of dying personal-
ity, is exalting and cleansing.“g

Whether or not he wishes to accomplish such a tonic
"rite" for the community, the’playwright is using medieval

expressionistic techniques (Brechtian though they may be

Percy Shelley, preface to The Cenci.

7 Director Peter Brook, quoted in "Sanity from an
Asylum," Leook, February 22, 1966.

as quoted in Lawson, p. 122.
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called)! In asserting that man must use his will, the
playwright~propagandist is following the didactic pattern
of all great drama. To engage a collectivized audi@née
which sees no need for either cleansing or exaltation, no
penalty for letting the ids go free, no reward for integ-
rity or for using the will, the playwright must assault
them with heavy emotional charges sent through as many
geenses as possible, and with lmmediacy of presentational
devices.

Whether this formula for anti-realistic "archetypal
masque"g is becoming popular because of technique or be-
cause of the hard-hitving accusations of hypocrisy and
"sell~out" would be difficult to assess. "How can we tell
the dancer from the dance?" The shape and action of the
play depends upon the idea of the playwright.

It was a year ago that popular and critical success
of seven of the top ten shows on Broadway seemed auspiec-
ious for the growth of a commercial theater of sensibility
and morality; the seven plays from Burope swept like a
freshening wind into the 1965-1966 seasanlc, and whether

the emergence of abstract and didactic theater indicated

9 Northrop Frye, Anatomy of Criticism (Princeton, 1957),
p. 290, S

10 Henry Héwes, "Bests of the 1965-1966 Theater,"

Saturday Review, June 11, 1966, p. 35.
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a rejection of realism on the part of the playwright, or
boredonr with irrelevant minutiae on the part of the aud-
ience, the mink-clad ladies applauded. It was not the fault
of those audiences that the following season, 1966f19§7,
did not venture anything of aspiration or taste; Mr.‘ﬁéwes

of Saturday Review sums up: "The negative aspects of the

past theater season are depressingly obvious. . . . HNone
of the new musicals 1s as impressive as last season's
Man of La Mancha. . . . The only serious plays available
are the product of subsidized repertory companies « + .
this season's output of serious American drama reached a
new low. Only six such plays reached Er@adway."ll Time's
theater c¢ritic, Ted Kalem, in 1962 had blamed not the play-
wrights and not the asudience, for % . . . shoddy aims, low
aspirations. Producers seem to be listening to an inner
voice that says, 'Don't dare, don't try, don'st risk,-dom’t
reach!' Among leading producers, the peak of am@&eity is
to find a hit that has been running for two years in Lon-
don and cart it back to the U. §.71°
However, although producers are timid, and under-rate,

under~value the audience, Walter Kerr, now drama-critic of

11 Henry Hewes, "Bests of the 1966-1967 Theater®,

Saturday Review, June 10, 1967.

12 "Letter from the Publisher", Pime, March 9, 1962.



The New York Times, would proclaim "A Pox on Bhocks"

8
13

The readiness of the American audience to escape material-

ist realism for the moral-metaphysical "thesis” drama is

being tested in rapidly increasing numbers of community

and repertory theaters in colleges; the university theaters

which in some states are state-subsidized are bringing

drama to small communities and to some secondary schools.

14

1%

14

dJanvary 15, 1967.

"Broadway Postsecript", Saturday Review, February 5,

1966, by Heary Hewes explains one of these experiments:

"On the campus of the University of Indians what may
be a workable formula for the creating of state-
supported theater is being tested. The distinguished
head of the University's theater department; Richard -
Moody, has launched a professional company to perform
here and to visit other colleges throughout the
state. The box-office prices are kept low (a $#2 top)
and the reguired subsidy to provide annual fellow-
ships for the actors comes from within the university
and thus indirectly from the sitate. Its current re-
vival of Sheridan's The Rivals compares very favor-
ably with the National Repertory Theatre preduction
of the same play, now touring American cities, and
is evidence that a popular state theater can be
developed in this manner.”

The University of Montana Dramsa Department takes
a good play on state tour each sesson, giving stu-
dents reduced prices.

The Community Players of Blue Barth, Minnesota (pop-
ulation 4,500), organized in 1964 by the Paulist
Players of the Catholic Church, presented "Cup of
Trembling" by Elizabeth Berryhill to overflow houses
for three nights. Minneapolis Tribune reported
(April 9, 1967) that this group was "one of many
such groups throughout the Upper Midwest." ,
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Twelve repertory theaters of national reputation are stag-

ing top~rate drams; Bhakespeare, HMoliere, Gogol, Jonson,

Furipides, Sophocles, Miller, SBhaw, Chekov, Giraudoux,; and

Ano&ilh.lb Ilast season's listing of national reperteory in

the same magazine listed four theaters showing Johan

Strindberg's Dance of Death.

My thesis is that Bveryman in the near-post-Christian

world can use a drama which strips him of his pretensions,

forces him to an honesty aboubt his self-deception and van-

ity and complicity with evil; that necessary to this re-

newed funection of the thester is a more universal sudlence

than now existg in the United Btates.

16

If one makes conmparison to audiences in Europe, one

finds larger, more conglomerate audiences receptive to bold

15

16

"Summer Repertory Schedule, 1967", Baturday Review,
June %, 1967. ‘ ' '

Robert Bolt in the preface to A Man For All Seasons
in The New Theater of Europe (Delta, 1962), p. 43,
"Whatever he might have been, this Common Man, he -
was certainly not in the theatre . . . He was not in
the stalls + . . But in the laughter thie chnarascter
drew down from the gallery, that laughter which is
the most heartening sound our Theatre knows, I
thought I heard once or twice a rueful note of
recognition.® Lillian Hellman, in an informal inter-~
view at Yale University, Hadley Hall, April, 1966,
shared concern about ". . . this most . . . grave and
distressing" problem of Broadway theater for the com-
mon man: unless it is hedonistic, it is not "popular®
with the cash crowds, and the reduced-price geallery
seats are either not taken or not available. o
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and serioug guestions; playwrighés, encouraged by the

audiences, by the patronage of state and private endow-

ments in Englend, Franae. Rusgia and Germany, indict the

very values upon which commercial theater feeds.

17 One

17

Riehard Gilman, in ®"Theatre: Kinky, Arrogent and
Prankly Megnificent®, Esquire, July, 1966, says
that the appearance of Bertolt Erecht's Berliner
Fneemble in London in 1956 reainded the Theatre
Workshop of "splendors of cohesive group perform~
ing, able to snimate texts with unerring skill

and ebsolute control. Beyond that, it convinced
some Englishmen of the negsssity for a publicly
endowed and publicly valued thestrical institution.
Theze Englishmen determinsed to bresk . . .+ the
responsiveness of the theatre to no insistences
beyond comrercisl ones. In addition to the Royal
Court, two such institutions did come into belng,
subsidized by publie funds . « » the Royel Shakese
peare Company « . « became the chief promulgator
of new styles of directing and performance, in-
fluenced by the theories of Antonin Artaud . . .
who had demanded that theatre be an unrelenting
assanlt upon the senses of the spectabers. 'The
andience was to be sublectad to shoek as often ag
possible and to surprises the rest of the time.'®
The second institution, "the National Theatre
opened its doors in 1963 as the successor to the
moribund 01¢é Vie. Under the dirsction of Laurence
Olivier « « + and with Kenneth Tynan as literary
director, the National Theatre has produced o
remerkable range of drama, in varying styles, from
21l periods + » . 2% well as Buropesn classies and
contemporary works by Arden and Shaffer.t

The Thestre HNationsle Populsire of France had a
vigorous Avignon season in the summer 1963, when,
for four successive nights, the writer saw Jean
Vilarts troupe command the rapt attention of 3,000
young and Tairly young people; in the mornings,
many hindreds of young people thronged the opene
eir lectures on the playwrizhts, their plays, their
pleces in past and current thought-«from Mollére to
Giraudoux, Anouilh and Robert Bolt.
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might argue that this "manifestation" is but the ven-
erated though dying European tradition of theater as cul-
ture, or one nmigzht attribute the more interected sudiences
to a more literate and humanistic education. But 1t 1s
more to the point to realize that these IHuropean play-
wrights are using methods of didactic expresslionism not
Just 28 & resction to nineteenth century “reallsmv, but
in order to register more strongly a2 drsma of social or
metaphysical &mport.lg

Ig 1t the type of educetion that makes the difference
tetween the sudiences of Furope and America? Probably not,
and probably not z matter that could be legislated to a
parity . « « But the playwright as maker must attend to the

tabula rase of the low-brow, too. This the medieval

17 (continued)
Robert Corrigan, New Theatre of Hurope (New York,
1962), p. 10, draws the tentative conclusion that
veommunion has been established with mess aud-
iences” and "today . . . manifegts itself with great
intensity in the popular theatre movements of
Europet.

Anne Irene Miller, The Independent Theatre in
HEurope (New York, 1931), as quoted in Lawson, p. 83:
"The movement which includes the reform of the
modern theatre and the revival of the drame in five
Furopean countries--and more recently in Americee~
found its origin outside the established commercial
playhousesg."

18 sonn Gassner, in Masters of the Drame {(New York,
1954%), pp. 710 end 75&, discugsses the ”rejecti@n
of materialiqm and positivism after 1945" by
Buropean playwrights in favor of affirmetion.
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dramaturgist did, with several levels of allegory, to at-
tract the necessary universallty of audience. If it is
spectacle and symbol which attracts the audience, let the
nodern playwright give it in the idiom of the mass. Even
if it 1s in the 1ldiom of the new age of the barberian,
who, "in the abgsence of standards . . « 1lg, in fect, a
primitive who has slipped through the wings on to the age-
old stage of civilization."19

Too primitive for modern tastes? The Homecoming, by

Harold Pinter (judged the best play of the 1966-1967 sea-
son by thirteen points over the second choice, Edward

Albee's A& Delicate Balance) waes listed by Time's drame

eritiec (January 20, 1967) as "innately primitive, Oedipal
end conjugel.® It was this innately primitive quality,
plus symbols that 11luminated the universe that %as the
theater of Sophocles, the Passion plays, Shakespeare and
Ibgen. It 1s the theater of Paul Claudel and T. &. Ellot
end Ugo Bettl.

Medieval monk and modern playwright have the same
man for whom to write--the same raw materials of passlons
in econflict with rezsoned order, the struggle against Pride
and Despair, the open warfare between the Seeming and the

Real. These playwrights were idealists who confronted

19 y Cassett, ». 82,
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Confusion and Chaos with alternatives of soclal or meta-
physicel Good, which Man would choose if he but learned
them. If these, too, were 1llusions, they were illusions
that kept a soclety secure for the development of men
noble in reason, in action like engels. Here, playwrights
have built didactic drama to meet the desires of men who
wished to be something above the animal or machine; its
basic architecture includes:
1. Luminosity or enlightenment;zo recognition of an
order in the archetypel world of nature; some

assurance of the absolutes; some hope of Jjustice.

2. Some perticipation, "experience" in emotlonal
tension, leading to understanding of the idea.

3. Falth in man's potentiaslity for some meaningful
good; for ability to learn Judgment in making
cholces.

L4, Analogues, imsges, exemplums clearly drawn;
understandablility of idiom even if only on one of
the levels. Familiarity with the story or
character-myth.

5. Rapport with the actors, sense of communion with
neighbors.

6. Spectacle and sound and action.
It is the position of this paper that allegorical drama-
turgy was and can be e potent instrument for persuasion of

o
a broad cross-section of people to é:%élfless ideal. Rather

20
John Cassner's class in Playwriting at Yale University
wae directed toward the tenet that, without meaning--
a stetement or "enlightenment® of universal principle--
there was no play, no metter how much technique.
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than a "last escape for romanticists", it could work to
reverse the imbecilic ghrug of nihilism: Playwrizghts
are "makers" of the opinions of the audience.

The metaphysical questions raised by medieval drama
and by three of the most popular, "best" dramas of the
1965-1966 Broadway season are strikingly similar:

Is it man's free choice of the wrong alternstives,
or an outside world, demonic, that causes disorder?

(fian of La Mancha by Dale Wasserman and Royal Hunt of
the sun by Feter Schaffer.)

Is the mutability of life the work of Fortune, or
the expectation and also the responsibility of every man?
(The Persecution and Assassination of Marat as Periormed
by the lnmates of the ssylum of Charenton Under the
Direction of the Marguis desade by Peter Weiss.)

If it through physical pleasure or through suffer-
ing that man "extends the positive effects of his per-
sonality"? (lMarat/deSade along with Man for All Seasons
and The Lark.)

"Po what extent is the society responsible for the
individual and the individual for the society?" is asked
by all.

Lastly, the guestion "Which is the real world?" is
asked by the plays, Man of La Mancha and Marat/deSade.

Although questioning presumes some concerin and respons-—
ibility, these plays did more; they charged the bourgeois
and collective animal with impersonality, selfishness,
avarice, cruelty and stupidity. But they alsoc revealed

glimpses of another world, gentle and possible, 1f enough
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men of good will exercised that will. Other modern plays
clearly excise the moral cholces; present plectures of a
corrective order; exemplums of noblesse oblige as well as
of malevolence.

The best of the modern playwrights are restoring a
medieval metaphor for the whole man who accommodates his
own duallisms and those of the outside world as best as he
can. Man may not be altogether noble, but he is not all
lechery and hatred and tyranny either--"That's not the
whole truth and you kmow 1t®. (Thornton Wilder's Qur
Town, Act III) There remains the problem of presenting,
in didactic drama, these whole men as convincing exemplums
of absolutes. Although humenizing them, particularly in
the gard of their historicity, the playwright must still
present them with such broad strokes and such definite
purpose that they become archetypes. Although George
Bernard Shaw's St. Joan has the directness ahd the prac-
ticality, the humor and the simplicity of & peasant, she
must be a constant affirmation of Failth and also the super-
ior morality of the individual man over against that of the
System. Henrik Ibsen's Helmer and Dr. Stockmann cannot
change, if the playwright 1s to present problem drama. To
intengify that projection of attributes besetting or en~

nobling men, in order to win recognition eand conviction
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from that common men whom he must court as audlence and
advocate and cllent, the sllegorical writer may focus on
the "too-muchness" of one "viclous mole of nature" in an
Othello or a2 Lear or a Macbeth; or he may focus on a spec-
ific virtue, as embodied in a2 Noah, or a Thomas More, or
a John Proctor. Falth finds humbler soil: Cuthmen in
Christopher Fry's Boy With a Cart; Instinctive Goodness

is found in the lowlilest in Brecht's The Goeod Woman of

Setzuan, but it can lnspire others to a sometime goodness
to activate a kinder society: the Bllly Budd character of

Inmocent Goodness is found agaln in Miller's View from the

Bridge; Jean Anoullh's Becket expresses Spiritual Joy;
Brecht's Galileo learns Hope through Perslistence; the
self-sacrifice of Mother Courage's mute daughter lights
the pley with ideallism, as doeg the faith of Brigid in

Paul Carrollt's Shadow and Substance%z

Types of Christ are found in today's plays as well as
in the medieval: Violaine in Paul Claudel's L'Annonce Falte

& Marie and the Inca God-King in Peter Schaffer's Roysal

22 Expressionistic technigques, in turning the archetypes

of men's minds out upon the stage, have in modern
times, given names and characters of men, real or
imaginary, to the intrinsic vices or virtues; whereas
medleval drame had generalized the particular attrib-
utes within men by projecting and naming the Absolute
Value, as an extrinsie character. The medlieval writer
generalized the particular, and the modern writer
particularizes the general.
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Hunt. Derk and bitter men of Calin dramatize the conflict:
the Man, and Ham the pragmatist who carries the suggestion
of the echo of that animalistic Man, from Andre Obey's
Nogh; Mara, from L'Annonce. The amblguous Everyman lis
depicted in Richard Rich and the Common Man, opportunists
both, in Hobert Bolt's Man/Seasons; The Marquis de Sade

as both a spectator and a participant is the amblguous
man who does not believe in idealists or causes or sac-
rifices;

I

Do not know myself . . .

I 4o not know whether I am hangman or victim . «
Pizarro in Royal Hunt, like Par Lagerqvist's Barabbas,
despises man's viciousness and yearns for a faith, but
one which he can understand. The duplicity, the split.
between the dream and the real, between the id and the

super-ego is expressed by Luigl Pirandello's Six Characters

in Search of an Author, as it was expressed by doubling of
characters in medieval times--with Tristant's Morholt;

and Edgar's Edmund in the Renalssance Tempest. Masks,
gulses, doubles, mistaken ldentitles, as visible devices

of deception and self-deception and dreams and wishes, have
always delighted the playgoer. Although some interpretations
have made them a means of communion between the soul and

the supranatural, outstanding dramaetic examples have been

in the genre of romantic comedy, or romance: Aristophanes?
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The Birds; Jonson's Every Man 1in Hig Humour; the medieval

bestiaries; the medieval guises of the vices; Shakespeare'!s
comedies; and his late romances and Xing Lear; Moliere's
stereotypes carried to thelr ultimate non~-humen shapes in

L'Avare, etc.; Calderon de Barca's Great Thestre of the

Yorld. Today the masks are not comlc, perhaps because the
modern man feels himself & dupe of outer pressures, or
psychological guilt at his own pretenses: Eugene O'Neill's

Lazarus Laughed, Strange Interiude, Great God Erown; Notis

Peryalis' Masks of Angels; Giraudoux's Apollo of Bellac,
The Enchanted and Madwoman of Challlot. Pirandello has

Henry speak in "Henry IV" (even the title suggests the
gulse-robe~--reminiscent of the "robe" symbolism used so
frequently in Macbeth): "But we all of us cling tight to
our conceptions of ourselves, Just as he who is growlng
old dyes his hair . . + you . + » only to cheat your own
imege a 1ittle before the looking-glass « « . But I assure
you that you too, Madem, are in masquerade, though it be
in &1l seriousness . . . None of us can estimate what we
do when we do it from instinct . . «+ I feel the majesty of
one who knows how to be what he ought to bel®

The characterizations are, in general, a&s boldly
colored and stylized as the medleval ceathedral windows,
since the characters but subserve the theme-messsge: Man-

kind is meny men and one man is many men, and as such he
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is culpable, and he may also be in complicity with the
"glghtless substances" of Evll, as well as an heir to the
grace of Good. Perhaps the imperative preached is that
once man can see what "he may be'", he could better under-

stand and practice the modestia, mesura and caritas urged

by medieval religlous drama.

Subject to mutabllity as Man end his fortunes may be,
the spiral shape of the morallty play demands that its
masque~like characters serve in more then one capacity;
they must take on allegorical signifilcance on the histor-
ical and the moral and the metaphysical levels, as well as
on the human and homely level, true to the 1life, to keep
the interest of the groundlings on the problem-~dilemma.
The dilemma in both Man/Sessons and Ellot's Murder in the

Cathedral must have More and Becket each remsin (in most
respects) the superior man who is also the representative
of God, as opposed to the changelling common man and chorus.
The Father Anne in L'Annonce, surrendering home and goods
to join the Crusade, must be more than & type of HNoah; he
is the exemplum of a simple good man, humbly and stesd-
fastly cooperating wlth Nature, and a type reflecting the
Father-God.

The "gimple" men may be the spiritual antagonist. In
answer to the common man-jailer who excuses his inaction

with the pleint: "I'm a simple, plalin man and Jjust want
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to keep out of trouble", More cries out passionately:
"Oh, Sweet Jesus! These plaln, simple men!%" Mother
Courage sells her son's life so that she may drag behind
her her incubus wagon of materialism. Plpe for Fortunetls
finger to play as she wishes, the common man too frequently
is in complicit commitment to "necessity%, to "things as
they are%, to "public service" rather than to the ®rightn.
When he does "recognize" his condition, a sense of re-
demption or grace may not last long, and again the cycle
of the fall begins. Por suffering is too hard for the
common man to bear patiently; and even as he scents the
martyr blood of John Proctor and the two Thomases, who have
principle enough to stand against his own tyranny, he urges
the slaughter on. Using the technigue of "masks® or the
medleval "gulses!", Bolt's common man 1s jailer and exe-
cutioner as well as having been steward and publican.

) To make allegory consistently graphic, the metaphor
is carried to objects and state props; the hammer is the
tool of Noah's "monumental patience'; a driverless cart-

tumbril draws Sclence, Army, Church and Nouveaux Riches

into the midst of a deranged soclety of Marat/deSade; the
chameleon change of costume to sult the changes of occu-
pation and vsidest" of Boltts Common Man; the gold bricks
to which the sunburst of faith had been reduced, or the
brilliant blood-cloth rippling off the stage floor after
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the ritualistic-styllistlic killing of the priests in Royal
Punt; the dove 1in Noah; the vulnerable armor end fragile
shield of Don Quixote against the Knlght of the Mirrors in
La Mancha also; the glgantic black stalrcase yawnling omin-
ously, down whose dragon-teath steps tread the black-~-hooded

Ingquisitors; in Marat/deSade, the slat-drained bath-pits

like abattolrs which centered the stage.

Symbolistic significance is under-scored by color, by
gtylized rhythms and movements and groupings until the
allegory becomes truly the archetypal masque. Gothic
grotesque? That, too. The brutal words and blood, the
death dance, the ritual death sacrifice. The black sol-
diers against the golden splendor, the silver sword egainst

the red feather of the Incas in Royal Hunt: 1in Ls Manchs,

the red fires about which the life and sex orgles swirled
("Dulcinea"~-the unwilling victim), contrasted with the
blackness of the inquisitors, of night, of the Knight of

the Mirrors. The overall gray in Marat/deSade further

unified the affectlve amblence of delusionary cobwebs.

The stages of these modern plays (mentioned above) were
thrust stages, two of them slightly canted toward the audil-
ence for closer "contact", and bare, save for one symbollc
focus-plece, in order to allow the abstractions to assert
thelr essence: the golden god-flgure focused attention on

allegorical meaning as well as providing spectacular visual
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"dynamic", and facilitating fluldity of movement and
"place"., The elemental colors, stylistically used; the
symbolie sets, music and dance; the allegorical charscters
suggest that the masgue is & higher form of the musical,
empirically effective with the masses. Here is all the
panoply and noise and movement of parades, processions to
alert the senses; but realistic time-space is edged away
by the thrust of imegination to make room for the image of
an idea.

In the plays so far mentioned, except for Man/Seasons,

repetitive cadences of words eand songs were ampllified by
stylistic movements of the "chorus" of beggars or inmates,
or relatives or common men or soldiers, in order to evoke
atavistic "memory" of the primitive "descent-death-ascent®
ritual atonement.23 With extended, sccented prayers and
plaints suggestive of Greek or medieval litanic chorus,

the rhythms of verse dialogues and chants of Eliot, Brecht,
Welss are "alienated" from any definite time-pattern.
Rather do they use a baslc, archetypal pattern of rhythm,
swinging abruptly from horror to pity to tenderness or con-~

cern. The medieval and the tradlitionally religious moved

23 "Ritual death" was almost a caballistic term, one of
the common denominators of critical parlence, and a
frequently-used ingredient in student plays given
in Yr. Gassner's Playwriting 7 end 127 classes at
Yale School of Drama 1965-1966.
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this sequence one gtep further to religious ecstasy. Upon
this principvle the medieval dramatist set the mothers!
"lullay" beslde the soldierst'! joking slaughter of their

babies.zu

Today Paul Claudel places the angels' chorus
and the miracle of the dead baby just before the murder

of Violaine by her sister, Mara, the beby's mother. If
Claudel uses violence of word and episode next to miracle
and mercy, Weiss and Brecht and Schaffer and other moderns
outdo him in presentation of violence, but charge the plea
for mercy to the audlence. The outrage and "crudity" of
medleval "realism" pales beslde the "squashed guts" and

nquaking bog of corpses" in Marat/deSade, but the same

objective is reached: attention is held.

lMarat/deSade used all possible bizarre "instruments®

to inecrease the tension loasd--the iron pipes of the stage
walls, the wooden slats of the bath-pits, the sheests of
tin reverberating hollowly. With a concerted craziness,
the inmates appeared even in the boxes of the audlence to
accelerate a cacaphonic horror almost palpable. Erecht's
musical continmuity (in the two plays viewed by the writer)
seemed an éxuberant commentary on Man's buoyeant nature,

running lightly on the surface of violence. In Royal Hunt,

2k Coventry Shearmen and Taylor's Play. E. E. T. S.
Ludus Coventriae, No. 120, 1922.
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songs and dances of the Incas became litany and continu-
1ty; but the slaughter of the priests took place in sin-
ister silence. La Mancha had a demonle parody of celebra-

tion of the Sacrament, and of the courtolsie of the Grail

legends.

If the allegorization of characters, the panoply of
spectacle, stylizatlion of movement and sound as well as
of visual symbol suggest the masque, the violence of word
end sction suggest the anti-masque. But such empirically
gound formula has sharpened the emotional attentiveness
of audiences from the time of Oedipus and Medea. The
shock value of vlolence not only works a catharsis, and
not only recalls the Calibans within, but cuts through the
layers of self-conscilousness to the subconscious where man
is seen the prisoner of hls self-deception, ignorance and
pride. ﬂThe modern playwright must use more emotionel im-
press than the medlieval playwright, who had a generally
11literate, but a humbler, and perhaps more imsginative
audience, more willing, under the tutelage of the Church,
to suspend disbelief. Today's audience has a predominantly
scientific "set® of mlnd which will not so readily or gen-
erally accept notions of idealistic or metaphysical morel-
ity which have no "use®. Any relevance of space, timeless-

ness and death to modern man's mortality must be communicated
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by means other than words. FEmotlonal shock can, in many
instances, bring about recognition through experiencing the
speculum morale on-stage.

Identification with the events, the allegorical actors
on stage, is facillitated by a presentational device common
to allegorlical drasma, medieval and modern. In Eliot's

Murder in the Cathedral, the audience recognize themselves

practising the same self-deceptions, as the knightg--"rea-
sonable" men, "“"plain" men, "men of action" (whom the audi-
ence knows as members of parlliaments, leglslatures and city
councils) lean across the footlights to rationalize with

the sudience: This 1s the world; we have to live in it.

So, we've got to get along. And this man is 2 troublemaker
to those in power. Then the direct gsccusation of complicity:
"We have been instrumental in bringing about the state of
effairs that youn approve . . . We have served your

interest . . . and if there is any guilt in the metter, you
mast share it with us." In the same play, the Christmas
sermon of Thomas is made directly to the audience. This
homily of martyrdoms for all time geins excltement from the
awareness of Thomas' own impending martyrdom by the audience:
Thomas is the visible exemplum of the Christ-type, literally
at the point of the Dart of Death.

Another medleval and modern means of drawing the
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audience more intimately lnto the play is called in some
modern critical parlance a "distancing" device--g2 bardiec
or chorlc commentator who presents, and, in some ceses,
interprets sn already femlliar story or event from the
past: Cervantes in prison who "presents" the story of
Don quixote to his fellow prisoners; & captain of Pizarrols
army whe introcduces, summarizes and explalins sction of
the zeversl episodes of the conguest of Peru from his mem-
ory of them; the Common ¥aen: in Good Woman, VWong, the Water-
Seller, ls the binding element and the speaker of the Pro-
logue, but the heroine, Shen Te, and also Mrs. Yang speak
directly to the audlience; the villagers in Caucasian Chalk

Cirele; the People of South England in Christopher Fry's
Eoy With a Cart; the Women of Canterbury in Hurder in the
Cathedrel. And, in Marat/deSede, when the on-stage crit-
icism of the “"establishmentv threatened to become intolerable:
And so they chained down the poor in their ignorance
so that they wouldn't stand up and fight their bosses
who ruled in the name of the lie of divine right
the Herald stepped to the "sudlience" of the king's officials:
If our performance csuses aggravation
We hope you'll swellow down your indlgnation
and please remember that we show
enly those things that happened long ago
Remembey things were very different then
of course today we're all God-fearing men.
The Hersld is the same Messenger, who, in mennered verse,

introduced and interpreted the moreality plays of the middle
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ages; who, destroying the "fourth wall" restriction and
reservation, invited the audience to a mutual consider-
ation of the paradoxlesl behaviour that is man. Today,
many plays bring the audlence upon the stage by having one
or more characters splll over from the stage into the audi~
ence or come from the audience; in three or more recent
plays produced on Erocadway the stages were raked toward
the audience; as in medieval and Renailssance theater, there
is no longer a footlight barrier.

Further community with on-stage 1ife is achlieved by
the choruses of "average people" (supra) who volce the
l1ittle fears and modest alme of the lower middle class or
the higher lowest class. Not only does the honest Messen-
ger and Chorus (who, with the sudience, looks and feels ané
learns from the story)make his friends at home] comfortable
and natural; but the very familiarity of the tale/charscter
which is known to 21l and which recalls the common cultural
heritage of those within the "circle" puts the audience at
ease, creates receptivity for the lesson. Put there are
more functions for this distancing or falienation® of the
story in time and place: familiarity with the vstoryts®
progress and outcome allows fuller concentration on the
ideological conflict; anticipation and suspense are helght-
ened by a partial knowledge of sequence; there 1s less per-

sonal involvement and commitment in an event not
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contemporaneous, and therefore more objectivity: less
gelf-consciousness obtalns because "things were very dif-
ferent then" in the eleventh or in the fifteenth century,
or in the antediluvian period of Thornton Wllder's gSkin
of Cur Teeth, or in the Hell of Shaw's Don Juan (Man and
Superman) where the "unreality" eases into the consclence
an astringent social lecture; a final value of distancing
to be discussed here is the cumulative effect achieved by
a spiraltiminward for a repetitive analogpe-aa parable or
2 vlay within a2 pley~--whose return of the theme~situation
permits a strong centripetal focusing on the central
mesSsage.

The eplic scope of these modern-medleval plays, the
narrative style of eplsode-ballad genre suggests & llinear
development of events. But, when the morality bends the
line to accommodate analogous repeats of the themé on dif-
ferent levels of understanding, there are levels of alle~
gory for everyone; the literal or historic level; the
allegorical level; the moral level; sometimes a metaphysi-
cal level (with Brecht, Pirandello, Betti, Fry, Claudel,
Eliot and Anoullh); or a level of literary philosophical
grt-~-intellectual, which may compare with the ansgogical
one of the middle ages. There is the historicel de Sade
and Marat and Pizarro, and Cervantes and Saint Joan, and

Thomas More and Thomas a Becket and Richard II and “Henry IVw;
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but there is also the inner play they present or act in
on stage. which presents their moral views, a life of
thrust and parry with ideas. These ideas are volced ¥bh' ..
allusive language, largely Biblical, classical, mythical,
and acted with symbolic properties to suggest richness in
connotative parallels. Names alone may suggest allegory:
Mera, Don Juan and The Statue, the Smiths, Blanche, Godot,
and Antrobus.

The overlays of incldents and "types" and symbols
suggest in some plays not only historical depth, but meta-
physical outwardness--a2 third world, outside test of soci-
ety and test of nature. Fry's People, in Boy With a Cart,
are confident as the play begins.

We have felt the joint action of root and sky, of man
And God, when day first risks the hills . . &

The end of The Crucible has this stage direction:

(the new sun is pouring in upon her Elizaebeth's
face, and the guns rattle like drums in the morning
air.)

and the end of Saeint Joan:

(rays of light gather into a white radiance descend-
ing on Joan)

JOAN: O God that madest this beautiful earth, when
will it be ready to recelive Thy salnts? How long,
O Lord, how long?

The Preface and tone of each of the plays are convincing

of the authors' sincerity.

"Square?" But The Crucible in a recent BEritish
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University Drama Festival won the finals against John

Ardents Live Like Plgs, Giraudoux's Judith, Friederich

Duerrermatt's The Visit ("which brought out values un-
realized in the Lunt production . . . %) and Mr. Saunders!

Next Time I'll Sing to You ("effects of dazzling brilliance,

and were magnificently assured"). The London reporter sums:

"But there is no doubt that The Cruclble-~-the squarest of

the plays presented--enthusliastically obtained the suffrages
of the audlence and the judges were well content, too.n25
Thomas More also delineates a spiritual work:

« + « but only God is love right through, Howard;

and that's my gelf!i" « + « "I willl not give in
becaugse I oppoge lt--1 do, not my pride, not ny
spleen, not any other of my appetites but I do--I!
Igs there no single sinew . « . that serves no ap-
petite of Norfolks but is just Norfolk? There is!
Glve that some exerciset . . . Because as you stand,
you'll go before your Maker in a very ill condition!
e s« o« And het!ll have to think that somewhere back
along your pedigree-~a bitch got over the wallin

For the "wholemedlieval man, the three worlds of
soclety, nature and God were interlinked. So, slso, for
the more metaphysical of the modern playwrights. Even Mr.
Bolt, who says that he often surprises himself thinking like

26

g Christian, does more than suggest the “eternal® view,

25 tJith Clanging Chainsv, Christian Sclence HMounltor,
January 9, 1965, p. P. 4.

26 From an interview with Mr. Bolt in & brochure ob=-

tained at ?. ¥. P. production of Thomas More at
Avignon, France, summer of 1963.
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&s he explains in his preface to Man/Seasons: " . . . for

the superhuman context I took the largest, most alien,
least formulated thing I kncw, the sea and water." The
river becomes an allegorical constant, upon which all char-
acters move and which they touch in thought and converss-
tion; the stage directions describe "the webbed reflec-
tions of moonlit water". From the Common~Man's:
The great thing's not to get out of your depth . . .
Ch, when I can't touch the bottom I'll go deaf, blind
and dumb . .+ .
to Henry's insistence that the "river is mine®, the river
serves as a running continuity which binds the three worlds
of Henry and Thomas and the Common Man together, as well
as Man's three worlds.
The love of nature as the simple man's fulfillment
ig a2 driving force through L'Amnonce, and is felt consis-
tently through Father-~Parmer Anne. The love of God's work
is the bonding element for the church architect, Plerre.
Violaine in the Dalmetic suggests the Virgin Mary continuity:
she takes upon herself the leprosy of Pierre with a kiss of
forgiveness, as she performs one of the "liracles of the
Virgin® in giving life and her blue eyes to Mara's dead
baby. A further analogy deepens the focus--the references
to Joan of Arc, another virgin strong in her closeness to
the earth. It 1s & sense of happy adjustment to two
worlds that Claudel celebrates: the breath of God in
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the night gerden; the glistening ox in the sun, the
great clouds winging toward Germany; time-~space tied to
the eternal. But a reminder of the evil that 1s also a
constant in this beautiful world is the leprosy of sin,
which like Camus' Plague threatens all in the community
of men, the good and the bad.

It is we who damn ourselves, say Ellot and Claudel,
Marlowe and Shakespeare, de Barca and Goethe, because we
do not know how to live in all three worlds. To know only
the materlal world through the senses is to know absurdity:
in such case we are the gray-clad immates of Charenton,
victims of some crazy "organization® which ignores our
real needs, subjects us to 1ts uses and amusement; like
mottled, mummy-wrapped Lazarus, we walt for deliverance
from the keepers, but ignorant and erratic?fcannot respond
to Roux! call:

When will you learn to see

When will you learn to take sides

When will you show them

In Mother Courage, Brecht contrasts the erratic human world

with the pastoral communlity threatened by war-evil. Only
Catherinets lonely and superhuman effort over the obstacle
of her "muteness" warns that world, and she is betrayed by
those whom she loved and whom her act would have helped.
The unifying idea of the ever-recurring crucifixion of man-

kind at thelr own collective hands ig reinforced by the
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constant foreknowledge and the bhackward perspective which
binéd together all wars; by the use of Dltrlicel tags, oc=-
curring as ragged edges of metaphysical meaning: "No roonm
at the inn," "Christ at Golgotha'.

Eliot binds the two disparate werlds of the chorus and
of a Becket by vivid and warm imegery of the community
comforts which they share: the vkissing-time below stairsh,
the "warm fires and shut doors%; the talk of cattle and the
talk of laws and loyalties. Yet of the vernacular an&?%he
intellectual, parallel tracks of speech, Fliot has made
unity because of the strong focus of both toward the recog-
nition-redenption heart of the play.

A rhythm of contrasts--in movements of 1deas, in moods,
in characters--1s basic to dramatic rhythm. FEliot has
created out of the contrapuntal speeches of the prieste
agalinst the knights a classic balance; he has brought out
of the raw elemental words, and Jarring rhythms and out of
the Jjingoistic singing and "naming" of the lowest corrup~
tione, a strident, jolting emotional counterpoise to set
against the Te Deum and the psalm-like,beautiful reaffir-
netion of faith by the chorus. In an exalting experience
(if the cast 1s both sincere and talented), the asudience
can feel the paradox: "the darkness declares the glory

of light", and can share the humble recognition:
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Forglve us, O Lord, we acknowledge ourselves s type
of the common man,

Cf the men and women who shut the cdoor and sit by
the fire;

Who fear the blessing of God, the loneliness of the
night of God, the surrender requlred, the de-
privation inflicted;

We acknowledge our trespass, our weakness, our faults;
we acknowledge

That the sin of the world is upon our headsg; that the
blood of the martyrs and the agony of the seaints

Is upon our heads.

Lord, have mercy upon us.

Murder in the Cathedral is the definltive modern morality

which marshals all the presentational, expressionistic
devices to gather the audience into the play itself. The
form of the play is as it functions. The winds of time-
lessness carry echoes of phrases from one mouth to another;
and the turn of Fortune's wheel Intersects time wlth the
timeless.

Bind, thou, bind, Thomas.
Wind, thou, wind, Thomas.

The archaic words, the early alliterative style, the anal-
ogles and the wry contrasts also mirror the Gothic tech-
nique. The death dance, the blood ritual, and the litur-
gical rhythms and incantations of a Greek chorus take the
play out of any established time order.

But whether the recognition aimed for is ideologicel
or metaphysical, the prosody-~the imagery and the verse--

of the modern didactic plays mirror the shape and the heart.



35
of the pley. The words in the plays of Hllot, Dolt,
Claudel, Frye, 3Shaw, and Anouilh breathe of space and time
wicder and more tranquil than ours. The imagery opens upon
views of Nature's world as a reflection of Goed's world,
very like the painting of the fifteenth century. But
although one sees the community and nature and Godt's sky
through 2 window, the subject in the foreground is man.

Vivid as the pageants, the processions and the royal
entries, and as meticulously articulated as the masques of
fifteenth and sixteenth century England, much of the new
expressionism is similar to the 0ld religious and the
modern religious drama in other ways as well:

1. Allegorical, symbolic characters and situationge—-

primal, moral, Bibliecal.

2. Didactive metaphor from word to world.

Z. Stylistic presentation, reminiscent of ritual.

. Heavily charged emotivity, through spectacle,
music, rapld movement of scenes, sharp contrasts.

5. Epic scope.
6. Fluidity of many short eplsodes and open stage,
of verse pattern and scene.
7. Avdience intimacy, through presentational form:
prologue, epllogue and direct address.
The last six characteristics suggest Northrop Frye's
ngrchetypal masque, the prevailing form of most twentieth-
century highbrow drama, at least in continental Europe."27

But the danger is, that in plays like Marat/deSeade, the

7 Northrop Frye, Anatomy of Criticism (Princeton,
1957}, p. 290.
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clasgic form end spirit of balance and mesure come close
to being violated. If one were to continue the comparison,
one would find them almost all anti-masgque or grim cri-
tique; for there is no suggestion of a communal banguet, or
redemptive young love, as in medleval and Renaissance
masque. Perhaps the attraction of the chained Duperret

for Charlotte Corday (Marat/deSade) was a parody of that

convention. In la Mancha, however, the shift in timing
the dellicacy and dignity of the recognition scene at
Quixote's deathbed; the convictlon which the actors gave
to Dulecineat's plea~-that without hls knighthood be true,
she would lose her %“glimpse of beauty bright'--more than
counterbalanced a satyr-like turbulence of much of the
play. There 1ls a fine suggestion of anti-masque, which

takes place in the garden ville of More (Man/Seasons),

and gvilefv]
with the affah&eﬂ%knry ViII, concupiscience himself, in

the role of satyr Pan:

(Fanfare~~at the end of which HENRY, in a cloth of
gold, runs out of the sunlight halfway down the steps
and blows a blast on his pilot's whistle . . « he
descends . . . blowing softly)

HENRY: I happened to be on the river. (Holds out a
shoe proudly) Look, mud.

A page later:

I dance superlatively! (He plants his leg before
her face) That's a dancer's leg, Margaret.

Lady Alice, the river's glven me an appetite,
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One should not try too hard to classify the shape of
expresslonlsm, since the form functions as the idea is;
and mey range from Chekhovien formlessness of futility,
to the epic styles of Calderon and Shakespeare and Claudel,
and to Maxwell Anderson's play intertwined wlth a play in

the lesson of Joan of Lorraine. Nelther "tragedy" nor

"comedy", didactic expressionism presumes a quest--arche-
typel or moral--~in that the idea affords hope enough to
ask a question or to leave the audience with a challenging
one., Whether Eugene O'Neill communicsited his concern for
man by mesns of mask conventiong or by reallsm does not
matter so much for a study of didactic drama as the fact
that 0'Neill said that he was "interested only in the re-
lationship of man and God",ZS A playwright does not
search a relationship in the total alienation of the theater
of the absurd; on the contrary, he searches for emotional
balance, for the "whole man" in some sort of hierarchy
which a search for God or order assumes. Distressed with
the failure of science and meterialism, O0'WVeill found
deeper and older forces, peopled most of his plays with
archetypes, and wrote an almost medievai:;?;y in lLazarus

Laughed.

28 Nine Plays of Iugene C'Nelll, Modern Library (New

o e——

York, 1952), p. zvii.
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Mystical, but not so boldly metephysicel as #liot,
Claudel and Okey, other playwrights bellieve with Brecht
that there is a glimpse of hope, weary though the zods nay
be with humenkind, so long as society can nurture an hon-
oratle individual who dares stand alone agalnst the Sense-
self or against the Promoters or The lob. Ciraudoux and
Anouilh name the archetypal heroes and the anti-heroes-~-

the Generals, the O0llmen and their Pimps--they show the

pursy pussiness of DBeaudricourt in The Lark; the drooling

old lechers in Tiger at the Gates, but they are not sure
that soclety "can be saved every afternoon', by putting
the evlil ones onto the stairs leading below the cellar.
Not always so allusive nor so patently poetic as the
Furopeans, the American morallstsg. Arthur Miller and
Termesgee Williamg mount thelr sllegorlies in a realistic
format. Endeavoring as the Europeans do to make their
audiences engagé, they present non-heroces who are not even
aware and who engsge only plty rather than empathy.z9 The

Salesman tries vainly to escape the System, to seed a

29 In twenty-four years of teaching high school seniors

in English classes, the writer has found that unless
the symbolism is as obvious as in The Glass Henagerie,
by Williams, most students do not understand the
metaphorical criticisms of soclety as posed in
Millert's A1l Hy Sons and Williams' Streetcar lamed
Desire.
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regenerative garden, bhut the light is blocked out by the
towering and impersonal concrete walls (Iiller's Salesmen).
John Proctor, however, in Crucible does allow the audience
a glimpse of the redemptlon of soclety by that one "just!
man.

Uging presentational techniques, stylization and
emotional girmmicks, edlser nodern playwrights of the anti-~
masque present enti-herces suffering the anarchy of emotion
and of an uncaring soclety. Dramatization of ritual deaths
of lesblans and psychotleg, or erotic nightmares ad reduct-

tum absurdo (phlegm carried in a glass of water throughout

a playBO) do a disservice to humanity. That is not a uni-

versal audience of whom or to whom the playwright speaks;

30 In Yale's Playwriting 7 Seminar, similaer strange
"hbusiness" was sometimes the "statement” of the orig-
inal plays written by a few of the mpre recent grad-
uates of the class. About a play in slaughter-
house setting and idiom,with an obvious statement
about the dignity of the individual, these were com-
ments of some of the younger playwrights: 1too
cliché®, "not intellectual enough", "doesn't have
enough esoteric symbolismv.

"The head of one of the leading drama departments

in the country recently stated that the young students
that come to him, who may never have seen & new-wave
play or ever heard of Beckett or Albee, write in

this same anti-form, alienated menner-~so deep and
real and inexorably part of our age 1s the view of
1ife grasped in this particular dramatic style.v

N. E. A. Journal (October, 1962), p. 47.
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8 conglomerate sudience would deny this drama of esoteric
narcissism and learn nothing save Cespalr of gelfl. Anong
those playwrights who see no saving values and no hope for
soclety are Jean Genet, John Osborne, Harold Pinter, Idward
Albee, Pugene Ionesco, LeRol Jones and Samuel Beckett.
For them, CGodot never comes. Ho will or meaning or in-
dividuality remaing to the Smiths. There 1s no space,
no serenity in or out of the cribbed confinement that John

Usborne's characters Teel in Look Back in Anger. Although

not typical of other works by Albert Camus, Caligula de-
liberately feeds alienation and consequent frustration,
and chooses destruction for the sake of sensation.
Friedrich Duerrenmatt's The Visit finds no recognition of
morallity left among the townspeople, and Claire, he be-
gueaths to us as inhuman, all-pervading Evil, the only
active Principle in the play. Nihllist or Faustian or
pogsessed, these demi-beings are not placed against any
countervailing force; they seem as determined to be damned
ags was Everymen to be saved. The probdlem for the play-
wright is: How to court and engage the simple as well as
the wise, and at the same time show reconciliation of man
with hig inner world and the outers The problem is: How
to vdevelop out of the haphazard, c¢ash-ylelding crowd a

tody of opinion that will be sensitive, appreciative and
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critical.”31 Cennot the new playuwright he &5 responsible
s the medieval playuwright who used hig art to foster a
vision of and perheps some faulty, uneven service of an
idea? A mediocre public of the same Glbs and Joans asg
sat in audiences in the middle ages would learn more of
public responsibility fror the medieval play than to share
sitting in a corner to chew nalls in despair compounded.
Alternatives must be shown, for an average audience 1s
not intellligent or imaginative enough to make the recoll
to the desired goel. If these playwrights of the absurd
see man in a post-Christian materialism at the mercy of
the same old devil in new gulses, still walting for humen
irrationality to materislize his innumerable substances;
if man has become neurotic in proportion to the specialil-
zation of his soclety; if he cannot communicate; if

Things fall apart; the center cannot hold . . .

The blood-dimmed tide is loosed, and everywhere

The ceremony of lnnocence 1is drownegé

The best lack all conviction . . .

then a look at a very simi%ar drama,. but one which pro-

vided a sturdy ladder of choices by which to c¢limb, rather

31 Eric Bentley, The Playwright As Thinker (Wew York,
1946) .

32 We Bo Yeate, "The Second Coming', Reading Modern
Poetry, eds. Paul Ingle and Warren Carrier (New
Yorlk, 1955), p. 154,
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than to descend, 1g in ordler. "Does not the »nresent cry
of Pock to the i7iddle Azes . « o mean that o . « (it is
caused by) our shameless substitution of successful swind-
lers and scoundrels and quacks for saints ag objects of
worship, and our deafness and blindness to the calls and
viglonsg of the inexorable power that made us, and will
degtroy us if we disregard it? To Joan and her contem-
poraries we should appear as a drove of Gadarene swine,
possesgsed by all the unclean spirits case out by the
faith and civilizgation of the Middle Ages, running vio-
lently down a steep place into a hell of high explosives."33
The following chapters will not be a historical record,
nor a study of prosody as such except as related to dra-
matic rhythms; but a study of content, statement as they
relate to technique, and the study of the relationship of
statement-~technique to the making of the moral attitudes
of an sudience. Perhaps thlis can be only ané%gééﬁg%’the
historical-sociological and moral attitudes as they relate
to that particular society which the playwright reflected
and at the same time taught. DBut the writer hopes to find
in such a study evidence that playwrisghts can and should

teach the Christo~-humanistic ethic for the survival of the

33 George Bernard Shaw, Preface to Saint Joon, in
Sernard Shav Seven ¥lavs (New York, 19515, B, 761.
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individual capsable of modestia, misericordia and mesura.

Chezpter I explores the possibility of a connection
between a growing collectivism and a diminishing aware-
ness of any ethos for preserving the non-material and
sacred "IM.

The molders of the new anti-individualism are not the
traditional educetionsl media. As audience and teachers
and playwrights become less aware of the book, the only
media for communication of the cultural heritage are the
T. V. and drama. Expressionistic techniques, proved by
centuries-long populerity, can attract a non-reading aud-
ience.

Chapters 11, IIl and IV examine the medievel drama-
turgy in detail, showing the relevance of its theater ¥o
a world that was able to accommodate Nature and the concept
of the Limitless. Chapters III and IV show the beginning
of secularizaetion with the beginning of the sophistication
of dramaturgy and the effect of its accretions and refine-
mente on the shape of the play.

Chapter V finds a strong cohesion between the Re-
nalissance thester and the medieval; Renaissance writers
explored the ideal society, the ideal ruler and used the
rmedieval dramaturgy to clarify by allegory, to bring to syu-

pathy by passion, a conviction that there was a respons-

o

ibility on the part of the audience as well as the vlay-

wright's responsibility for his audience.



"Logic, mathematics, physics teach some truth,
yet do not reach that truth whereln 1s the soul's
safety, without which whatever else is, 1s vein.®

-fugo of S5t. Vietor

To see eternity in a flower was not an enlighten-
ment dispensed only to nineteenth century romenticists;
nor the humbling awe at the marvelous diversity of the
reproductive processes of flowers, given only to sel-
entists of the twentleth century. The poetry of the
twelfth, thirteenth, fourteenth, and fifteenth centuries
was a feast of Nature's beauty spread by a "floury grene
wente/ Ful thikke of gras, ful softe and swete,/ With

nl

floures fele, falre under fete, The birds and animals

are parsdisaical and so are the ladles and heroces:
"] sawgh hyr daunce so comlily,
Carole and synge so swetely,
Leughe and pleye so womanly,

And loke so debonairly
So goodly speke and so frendly,"®

2
The Breton lals, the tales of Chretlien de Troyes, the
love rons similarly reflect living room and repose for

men's mind in nsture. That it was not an unreflecting

1 Geoffrey Cheucer, The Book of the Duchess, 11. 398-400-
2

Cheucer, 11. 183-189,



Joy in natural beauty 1ls given ample proof in medieval
allegorization of the meanings of nature gs it reflected
God's order.

As the Church and feudalism together had re-estab-
lished "order® out of the anarchy of barbérism that had
followed the collapse of the Roman emplre, new and
gentler virtues supplanted the old yertu that had been
the brute strength of Rome and of Charlemagne. The Church,
bounding each area of man's life, persuaded him daily to
find his fulfillment with simple beauties of nature and
falth in God's love. Nature-affinity became part of the
uvnderstanding of God; apprecilation for bread and health
end beauty of the physical world became adoration of God.>
As man enjoyed the ritual of the seasons, his reflections
took the shape of the metaphor and symbol supplied by the
Church. The Gothic cathedral itself was a metaphor-the
heights of spiritual exaltation, and transcendence over
the grotesquerie of the bestisl in nature. And the cleric-

playuwright programmed these severe contrasts--excellent

3 A trenchant eand revolutionary book, Life and Death
of the Christisn West, by Albert Gleizes (London,
I947) holds that e&s man removes himself further
from hand-tilling and handcrafts, he loses the
nurture of spiritual communion with nature and
with God, as well as the vitamin and material
nutrients of earth.



raw material for drama--into en attitude of jJoyful ac-
ceptance of the good in nature, and a more or less stolc
eacceptance of the fearful.

The balance of ambivalence would be a difficult
rationale to teach, but necessary to teach for the clas-
socal ganitas of the whole man. The church began by in-
corporating the rhythms of the seasons, of pagan celebra-
tions, of the archetypal duality inherent in man, into
the church mystique and the church cyecle; the flowering~
dying-rebirth significance was now church ritual and
church calendar; the struggle-death and the recognition-
exaltation rhythm became part of the church's sessonel
1iturgy:

The rhythm of 1ife was preserved by the Church,

of the wheeling of the year, of the going of the

seasons, and the inward rhythm of man and women

too. For centurles man lived in rhythm. We are
now a poor, blind, disconnected people with noth-

ing but benk holidays and politics to satisfy . . .

Vitelly, the human raeeais dying. It must plant

itself in the universe.

It was the imitation of this medieval “"idea", in
enalogue, in figure and symbol, that was the business of
the playwright then, as of the didactlc playwright today.

And as the *how" of dramatic technique 1s so predicated

b D. H. Lawrence, as guoted by John Speirs, Medieval

#nglish Poetry, Non-Chaucerian. (London, 1957) p. 399.
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upon the "what" of the idea; as the technique 1s so in-
extricable from the whole fabrie of medieval pattern of
thinking, one begins a review of medleval dramaturgy
with the attitude of the audience, psychologilcal and
soclologieal.

Jung's mythlec archetypes and the pull of mesn's
eternal polarity were but more honestly revealeé in the
medieval drama, and more readlily accepted by the broad
cross-section of the populace that comprised the medieval
sudience. Most of them, 1lliterate, humble, conditioned
by generations of church indoctrination, were eager to
witness evidence of the supranatural, to pass from the
tgisible to the "invisible", to understand by conecretized
images the forces they did not understand. The Church
encouraged this sense of the mystic; it made overt a
sort of cabala--symbolic meenings of flowers, animals,

numbers-5 And when the local priests blessed the vine-

5 Mathematics and its derivative-~the harmony in
music and in 2llied arts--was the most obvious
l1ink between the physical and the spiritual
worlds. Because the use of numbers demonstrated
the harmonlous workablility of Absolutes,;it seemed
there might be other absolutes in thet world
which HMan's mind did not comprehend. As symbol=-
ism, numbers became part of the church formalism.
Three-ness took on a special significance: "The
soul is made in the image of the Trinityw.

Emile Male, The Cothic Image: Religious Art in
Frence in the Thirteenth Century. (New York,

1958) p. 30.




yvarde, when they partlcipated in the spring ploughings
(three ritual furrows--by the ploughman, by the priest,
end by the chieftein®) 1t brought the invisible into
the existential world; the seacrament brought the sacred
world into the profane. The world to Everyman became
three worlds: himself, the physical world or microcosnm,
and the spiritusl world or the macrocosm. To live
solely in any one of these worlds would demn him, here
and hereafter. Only the whole scale, the Trinity in

unity was good.

3, Mysticlism, or
spirituél esthetic thought, "reconstructed in sensual,
emotional immediacy?, brought men the warmth of beauty
and the security of order and gave to finite time the
space and relevancy of God's time. (The following quote

from Lawson's Theory and Technigue of Playwriting

{"Modern Dualism®, p. 99) prescribes the medieval
n"gttituden for moderns also: ". . . pragmatic thought
provides a partisl adjustment only to the needs of the
everyday world . . . Spiritual esthetic thought offers
a means of escape from the sterllity of the environment
+ » » we find that both systems are necessary in order

to live at all under the given conditions of modern life.")

Speirs, p. 318.
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Gross and brutal meny of the aristocrats and
peasants were, but all the media of expression show the
fourteenth century man to have been also sincerely pilous,
without finding such a traumatic conflict 4in his soul as
to destroy hig assurance that there was a way of salvatlon
for him. He was not expected to be perfect, according to
the genlal accounts of Geoffrey Chaucer and Chretien de
Troyes. Medleval literature revealed man as frankly
venial, but with childlike confldence that God knew that
he was only human. The nystery and morallity plays of that
time showed despalr of 2ll sgins the most occlusive, for
when hope was gone, the grace of god could not come to a
men. The romances, the poetry of courteoisie, the sculp-~
ture and the cathedrals reveal hope and recognition of
spiritual transport, once men could openly, sincerely
admit "Mea Culpa¥.

The intelligent writers of the day sew in man's
amblvalence wholeness and balance rather than nihilism
or "broken circles®. This sort of animal-rational
mutability wes comprehended in a unlity and continuity:
was accounted for in the system of "order of the genera

of things" in the physical and the metaphysical world.?

7  Arthur 0. Lovejoy, The Great Chain of Being
(New York, 1965), p. 80.




50
The grace and balance of this religlious ideal ac-

commodated to the humenistic ideal 1s evident in the
societal relationships and in the conventlons of “"amour
fin". Without the concept of a responsible hierarchical
order extending downward from God, neither chivalry nor
noblesse oblige nor romance would have been possible.
That these ideals were actuated is attested by the mutual
obligations sworn by lord and vassal;8 by the guild's
protection of the rights and opportunitlies of both masters
end assistants, and also of the 1individual trades against
impersonal monOpelizationgg by the Pope's condemnation of
fraud, salesmanship, debt and usury; 10 by the codes of
11

conduct for lovers, which, though imperfectly observed,

were a refining influence on the "brute that the emanci-
pated man could be.ﬂlz
The literature of love was formuleted in delliberate

analogy to the scale of Christien devotional worship. For

F. L. Ganshof, Feudalism (New York, 1961).
G. K. Chesterton, Chaucer (London, 1932), p. 70 ff.

10 Chesterton, p. 74 ff.
1l Chretien de Troyes, Arthurlan Romances, trans. ed.
W. W. Comfort (London, 191%).

Andreas Cepellanus, De Arte Honeste Amendi.

12 Henry Adems, St. Michel and Chartres (Anchor Books
editlon, 1959, p. 232.




51
some, this religion of love was to make more resl the
pattern of Christ's suffering and redemption. If, for
others, "this 1s not a religion, it is, at any rate, a
system of ethics."13 If only & part of the populace
earnestly were to strive to keep such ideals evident in
their lives, thelr efforts would have tempered passions inb
e more rewarding mesura. Lewls reviews the position of
Alsnus at Insulis: ". . . the naturalism of Chartres
can moderate both the rigours of theology and the wanton-
ness of the court. Goodness does not mean asceticism;
¥nighthood does not mean adultery.tl¥

#This religlon of love is dead + +» . and its art
alone survives as, on the whole, the highest expression
of man's thought or emotion; but its influence was great
in its day, and the lesson of courteous love « o .
lasted for centuries as the standard of taste."® This
refinement of love 1s clted in the explication of Thomas
of Hales' love ron:

The suggestion in these images 1s that the

maiden of the poem 1s placing herself above

2 mere natural plane by remaining chaste « « o

Yet the fact that . . . her chastity itself
is a gem more valuable than any earthly gem

13 C. S. Lewis, Allegory of Love (New York, 1958),
pe 39.

14 Lewls, p. 104.

15 pgems, p. 232-233.
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suggests that this is part of man's nature
too. He has a soul which is immortel and
therefore capable of true (i.e., eternal)
love . . . man must raise himself above the
merely natural level through sanctifying
grace » . . 80 that he may become the soul's
lover . + « Only through this gift.can man
transcend his mortal nature . . .10

Gawaln's gelf-restraint 1s the entire burden of the

Creen Knlght. HMedieval love songs vaunt the delights

of "postponed and sublimated satisfactionsv: Cuillaume
de Machaut (c. 1300~1377) has his countertenor sing in
"g11il estoitn:
She who gave me greatest Joy did so by holding
out the hope of Jjoy as an alluring prospect,
without a word or deed in her sloofness.
and the tenor at the same time:
If every lover enjoyed his love at once, its
worth would shrink. Such lovers do not learn
the high reward that comes from service to a
great lady. But he who lives with his desire,
and his lady love percelves this, will know a
Joy beyond compare when love has kept him
wailting.
Mundane as the objective of this restraint may be, the
songwriter and the man for whom he wrote were realists
ag well as ideslists. But insofar as medleval men ap-

proximated the ideals of relligious devotion, his "world

16 stephen Mamning, "Anelogy and Tmegery", Middle

Engligsh Survey (Notre Dame, 1965), p. 22.




is sky~blue and rose, with only enough red to give it
warmth, and so flooded with light that even its mysterw
les count only by the clearness with which they are
shown,"17

Through the efforts of the church playwright men
could "see" enough glinting reflectlons of God's glory
in nature and in man to assure them of the interlinkage
of the three worlds of Nature, Man, and Ultimate Heality.
A1l the wealth and talent of the Church succeeded, in
great measure through its drama, in convincing man that
the idea was more causative than the thing, that the
material sense-~life was only an illusion of the length
of & lightning flash, a brief reflection from the mirror
of Reelity. It was the purpose of the Church playwright
to teach that each men had his importance and his place
in that Reality. The medleval man was not to feel alien,
although reality precluded an easy happiness asg it also
precluded despair. He dld not suffer the illusion that
there was an eventual apotheosisg for menkind in this world.
Thet hubris was not his sin. Ignorant, crude, with =&
roystering humor, with but little reverence for learn-
ing-~"not worth a bean"--medieval man had to be shown

exempla of the correct choice out of the dilemma of his

17  pdems, p. 233.
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own soul's polarity.

In drams, as well as in other art, the smallest de-~
taill had significance. The smallest number used, the
blandest color, the lowliest character~-longaeus or Garcio
or Daw, in the mysteries--~had figurative significance, as
had, 1in sculpture, the ugliest babewyn, the smallest head
under the pediment; so also had each object in the palnting
which deplcted relationships--from a weed, a fly, a bird,
and an animal, to man inside his mundane house; from whose
apertures man might view the external world of nature, with
always church or buildings of some larger humen community
beyond, and beyond that, God's good sky.lg The art of the
Middle Ages became liturgy and sermon; liturgy and sermon
became art. In rare unity of symbolic theme, in unprece-
dented concentration of focus, and in extraordinary beauty,
the arts proliferated to magnify the Most High. And the
artistis didactic talent taught no more than he himself
believed: "The newest and the farthest things, he felt to
bear upon hisg life. At his happlest, 1f not also perhaps
at his clearest, the medleval poet, as the medieval man,
feels thls. BSustained by a sense of the universe and of the

relation between each particular in a divinely made Whole."lg

18  Angus Fletcher, Shakespeare and Allegory (Cornell,
1964}, plate in appendix.

19 John Spelry Medleval English Poetry, Non-Chaucerian

(London, 1957), p. 399.
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How should the playwright-teacher appeal to intellect
and to spirit of a "rembusteous" audience which all too
often "brast" the bones of thelr nelghbors? Ignorant, crude,
with a roystering humor, with little reverence for learning
ag '"not worth a bean" this audience felt a common heritage
and a common destiny with the rich or with the lowllest.
This cathollic mixbture of men, whether British, French,
Italian or Germen, sang the same songs, sald the same rit-
ual and prayers and heard the same tales, and lived under
the same BEuropean feudalism. Whether the crowd came at
dawn to the East portal of a great cathedral to view the
mystery, or whether they came from boredom, or enticed by
promise of hollday or indulgences, or threatened by fines,
does not matter so much as the fact that the dramatization
which they were to see did reflect a soclal and religious
system that militated against abuses risen from man's cu-
pidity and slander and lack of charity. The illiterate,
the provineial, the cosmopolitan, the intellectual went to
church and to the dramatized Biblical mysteries. This
sense of community obtained not only for the here-and-now,
but in relation to time-past and time-future. Cain and
Abel were constants whom the playgzoer could recognize in
the neighbor, or in the duke on the bench nearby. On stage
the Bibllecal characters were dressed in clothes like his,
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spoke in the same frank and lrreverent vernacular. The
soul of the lord to his right was of no more worth to
either the Devil or to God, than his own socul.

The idea of forebearance to the feudal levels above
and to the feudal levels below actuated a gort of prac-
tical democracy that can be seen 1ni%g:m?2éﬁ;£ding of the
Chartres Cathedral. J. K. Huysmens in La Cathedrale (Paris,
1898) describes the communal effort, not just by those in
near communlties, but by those from far provinces of Nor-
mandy and Brittany also. Converging on Chartres, carrying
silver, Jjewels, the rich helped those dragging carts of
wheat, wood, and wine; the women, children, lords, beggars,
if unskilled alike attended to all tasks; preparing mortar
or cooking; they Jjolned in the evening prayers and psalms.
At Chartreg or at the easel, or at the writing table, the
artists did not sign the works of theilr devotion with the

names of amour-propre. Lord and serf alike, with selfless

consecration and love of God, creeted feeries of lacy stone,
cathedral windows of jewel-~deep colors, statuaries of
ineffable grace.

The playwright had & practically captive audience with
built-in receptivity; an unabashed and uninhibited audience,
which responded unreservedly to dramaturglcal skill, hopping
end whistling its pleasure, hissing and spitting its dls-
agreement, That the play would be diverting was certain,
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for 1ife was, for the general, spare and discouraging
enough. But the playwright had to do more. He had als=o
to "inject the relevence of Christian worship into secular
lifem, with the hope for the "morality of personal conduct
extended into the body politict.?® He would first fuse the
timeless and the ephemeral by putting static Biblical char-
acters on the stage as exempla to change or purge the at-
titudes of the playgoers. But he must 4o more to obtain
conviction from hls auvdience. The dramatist-poet knew,
as his modern counterpart knows, that "thinking is feeling®,
and therefore selected and intensified those incidents of
the Bible which were most affective emotionally: the Birth
and the Passlion of Christ, the Woman in Adultery and laza-
rus--gentiment, horror, sex and necrophilisa.

It was the Passion of Christ that the church first
superimposed upon the pagan Birth-Death-Resurrection cere-
monies, and with the greatest success. Here the playwright
could impress the ldea by endocrine substratum to stimu~
late the amblence, for faith. The playwright gees the audi-
ence to the "wet wounds", "the bright blood spurting longm,
to the clinical detalls of gevered tendons, muscles that

will not hold--as discussed by York journeymen methodicelly

20 g, M. salter, Medievel Drama in Chester (Toronto,
1954), p. 58.
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going about thelr business with the tools and expertise
of their trade; then haws the audience again to the suf-
fering of Jesus, thence again to the cruel Jibes, back to
the kneeling Maryt!'s anguish. The sadlstic vioclence of
Calaphas, the polntless cruelty by all around him contrasts
to the silence of the main character throughout the trial
and buffeting., The Wakefleld "Buffeting® has the Torturers
playing Hot Cockles with this njangling Jesus', and pro-
vides such a din of farcical chatter and puns and body
action that the audlience reacts by empathizing with the
gilent sufferer. The cry of the ungrateful Malchug--
K311l him! X111 him! He has disobeyed the law. He would
ruin us s8lli{v-~becomes the cry of all the fearful and the
impulsive who are gulled by legalists and rationalists
through all the years.

Denied surprise elements in character and plot, the
playwright used severe contrasts of incident and mood %o
sharpen the sense and excitement of ideological conflict.

He played the gamut of emotions, selecting eplsodes evocative
of pride, anger snd despalr, matched on the ascending scale
with gratitude, hope and exaltation: the sacrifice of Issec
and his restoration; the slaughter of the innocent babies and
the flight of Christ; the plaint of HMary at the cross as a-~
gainst her resurrection (Coventry cycle). The artist amplified

the dynamic effect by extremely wlde and abrupt swings
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from joy to terror, from bheauty to farce, sometimes within

21 He skillfully see-sawed the "fuming"

two c¢lashing words.
of Herod snd Satan with the forebearance and silence of
their opposite Christ-~fizures; the too-much slandering of
Mary Magdalene, which is salaclously attractive at first,
turns finally to sympathy for the silent Mary. Exaggerated
and constant contrests bring the sudience through such
violent swings of emotion that, sickened end sated, they
feel thelr own compllcity in commission of the sins upon
the stage.22
The sublime is brought down to terms of the lowly:
"Methought, one (angel) scremyd on lowde . . 123 ana
again the childlike expressions tile the transcendental to
the real: "Herod repeated, French-wise, 'Whose Child?!

Then weps't he shrill." (The lordly villains speak French;

21 Pinding the grotesque in the sublime and the sublime

in the grotesque is an ironlcal paradox that delights
the modern as well as the Gothic sudlience. Charac-
teristie of both periods 1s the Teutonic preoccupation
with the Totentanz. The dread and violent action,

the blood and the rage is suggestive of its descend-
ents, White Devil, Spenish Tragedy, and even of that
expresslion to arouse passion~-~"HElood, sweat and
tears”.

22 In art, the Isenheim sltarplece by Matthias Grunewald
at Colmar, France, which depicts in part the cruecl-
fixion of Christ, is a visual illustration of the
technique of exaggeration used to horrlify the senses
to pity, guilt and shame.

23 Wakefleld, First Shepherds play, EETS, XII, 1. 310.
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"Frankish fare® is frowned upon by the early; a verbose
talker is suspect.)

Much Rabelaisian humor was at the expense of fthe
enemy"--that ever-effective commodity against which the
propagandist directs the native spleen. Medlevel man re-
viled villains at once Biblical and contemporaneous: Jews
and foreigners, rabbi-priests, rich-royal Pilates. (Ex-
pressive of 211 these villains is the merchant Jonathan in

the Digby Play of the Sacrament.) To these the drematist

attached assoclations of the infidel and heathen and exotic,
so that hatred was directed against these worldly figures
of antil-Christ, the colossi who would bestride the world.
The villains to hiss, and litanies of hate--did they
perhaps serve the purpose of exorcisging innate cruelties?
The dramatist of that time, as does the opinion~shaper of
today, cultivated a sort of anti-snodb snobbism; snd his
audience slapped thelr thighs in delight as the child
Jesus gave the priest-scribes thelr come-uppance; as Cain
struck at the angel: "Take that thyself, even on thy crown®;
as Pllate's boy bested Pllate himself; as Herod 1s hoilst
on his own petard: #"The high horse of Broughton (gallows)
should be ridden by lords of your degree." Secretly they
empathized with Cain ageinst King, government, nobles,
obligation, altrulsm; and they probebly went to their deaths

much as Cailn did--unrepentant, rudely lindependent, taking
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things as they came, stolcally, but stlll with some hope.

Domestic humor was used to gain easy empathy also,
then to direct the gibes against the foolishness of women's
Judgment and preocecupations to the parallel characters of
Noaht's wife and Mak's wife--stubborn, near-sighted, com-
fort~loving, assuming to make decisions she was not capable
of making--the wealmesses of Eve personified. These glbes,
and even sermons against women (as delivered by Peter in
Wakefield when Mary tells him of the resurrection of
Jesus; and again in Thomas of ;gggg), are typlecal: nlet
them blow awhile « . « ", ¥so full of feyne words, these
women"; as are these generalizations: "All women are
crabbed, and so thou art, by John", and nall women are
tetchy". Types of exasperating women, Gyll and Nosh's
uxor spinning thelr excuses, are but folls to set off the
tenderness and goodness of Mary. Agalnst the cheating
end griping are set examplums of gentleness and sincerity.
The Wakefield shepherd marks the "peeping of the shrew-
mice®, He calls his dog, he 1g proud of the kind care that
he glves his sheep, and he grumbles at the burdens laid on
him by his fellowmen. The delight of the shepherds at the
smiles of the infant, thelr simple generosity, reveal the
"good® in men. In the Wakefleld cycle, Cain begs to be
buried in the "Gudeboure at the querell hede"; Satan begs

Christ to be allowed to accompany Christ and do his works,
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This same filgurative formula for man's salvation was given
to the pilcturization in cathedral windows of the tree of
both 1ife and death growing out of Christ's cradle.~! In
Wakefleld Annunciation, Joseph gives added dimension to

the connotation of the “tree-wand-rod*:

But I was old and stood beside,

I knew not what they meant.

® # & e B e ® & & 4+

Forth with my wand they made me stang8
With bloom it flourished in my hand.

For didsctlic purposes, mant's time is shortened or
lengthened, with no need of explanation. Time and Christ's
gestation could be shown graphically by only one line of
dialogue: "Nine months passed." Satant's fall wag ac-
complished in one line, and his seeond analogical fall

into the pit in Wakefield's Deliverance of Souls also was

accomplished as quickly as Jesus'! "30 gyde I ere." In the

Digby Mary Megdelene, Mary's forty years converting the

heathen are ag expeditiously foreshortened. The star lead-
ing the Magl to Bethlehem dims and reappears to show the
passage of time; the blackout of the stage for a moment
allows the birth of Christ. The Coventry plays expanded

the events about the birth of Christ to apochryphal sequences

27 Emile Male, The Gothlc Image: ZReligious Art in
France in the Thirteenth Century (New York,

1958 tr.), p. 187.

sAnnunciationt, Wakeflelgiggsterz Plays, edited by
Martial Rose (New York, 19562), D. 182.

28
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regarding Mary's childhood and her mother. The two
Wakefield Shepherds plays are reiterative complements,
each interlinking the secular and the divine worlds, using
ironic paralle’s to reinforce the idea that Divinlty "Ther
1lygys that fre/ In a cryb full poorely/ Betweyx two
bestys."29 Expansion of the passion into three Coventry
plays, four Wakefield plays, emphasized the Crucifix as
central to the idea of Redemptlon, and central to the inm-~
portance of the sacraments, and central even to Christian
falth.

And if the drema was to be didactic, not even the
apocryphal material was extraneous. To have Luke the Gospel
writer as the second disclple on the road to Fmmeus (Wake-
field Peregrini) is reinforcement of the lesson by use
of the familiar. To have Longaeus' blindness cured by
the blood of the Christ whom he had plerced is to in-
crease both awe and polgnency. The religious purpose of
the drame is well served wilith the enlargement of dear de-
tails such as the simple toys that the shepherds gave to
Jesus and "the good holsum ayll/ That is the boyte of oure
bayle."Bo

29 :
Wakefleld, Second Shegherds play, edited by
J' Qo Adams (liﬂ 6 3"' .

30 yexefield XIT (11. 247-248).
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The detailling of earthy concern for food, for
tetchety wife; the humor in pun, situation and satire; the
joke tuilt upon & sheep that wasn't there;31 the "hawkyn
mare and the balky self whom the "prechynge of Peter might
not convertet, until, like Thomas of India, "I felyd the
wounde that the spere dyde clyve" (Wakefield XXVIII)--
these were the words of that dialogue of Dust with Deith.
Even the increase of body blows in the Buffeting plays
sensuously strikes with hammer-blow repetitions to impli-
cate the sudience, to make them feel contrition and the
need for Redemption. For Christ to say that the Holy Ghost
did anoint him "like a leech"; for the "crakid" nasal yelps
and the stumbling "gle, glo, glory", and "gle, glo, glos,
glum"Bz to perody the hallelujahs of the angels was to ine-
sist on the metaphor that the clumslest humen attempts to
approximate the divine are rewarded with inner Grace suffie-
clent unto the day.

For finer metaphorical figure, there was Caln, doomed
to be dressed in the skins of the dead, struggling with his

four strong and restless horses whom he must "both hold and

31 yakefield, Second Shepherds play (1. 187 f£f.).
32

Coventry, EETS, pe. 158. 8ince the Lincoln Corpus
Christl plays and the ILudus Coventriae have been
shown by Hardin Cralg in his English Religious Drama
of the Middle Ages (Oxford, 1955), p. 239-280, to be
the seme, further reference to either group of plays
shall be made as Coventry.
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driver. DBut for those many who were not imaginately in-

clined, the use of real horses (in Conversion of St. Peul

2lso) lent 1life and immediacy of perception.

The characters themselves were dressed as realis-
tically as their speech. The homespun of the medieval
simple, or the Persian chiffon of the noble lady lent rele-~
vance and credence to the mystery play. The costumes were
eilther glven by the nobility or bought by the guilds or
later, by the towns that fostered their respective cycles

of mystery plays. The French Miracle de Théophile of the

middle 1200's lists costumes such as one of violet velvet
with sleeves lined in gold, and a purple satin cloak; a
changeable taffeta for a paralytic.BB (The slightest

shift of movement or light would bring verying color for
an eye foecus.) In the last of the 1100's, Jeu dtAdam's
God and Eve were dressed in white leather.Bn English me~
dieval plays followed the precedent in listing costs (to
the town or to the guilds) of white leather for angels,
black leather for the devil, with costumes Tor other actors

correspondingly costly and painstaking. In the Casgtle of

Perseverance, the costumling of the Virtues is: Mercy in

33 Grace Frank, lMedleval French Drama (Oxford, 1954),
P 70,

Le Mystére d'Adem, trans. Paul Studer (Manchester,
191¢).

34
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white, Rlghteousness in red, Truth in sad green and Feace

in black.> 1In Rose's Thomas of India, Jesus was "in

spparel red srreyedv.3®

Whether the stations at which the varicus episodes
of the mysteries played were in the various church loca,
or later at the street crossings, along the way of the
nprogress” of a Corpus Christis cyele toward a cathedral,
or whether on scaffolds around one central platesz, the
gsetting was az panoramie as the subject. Fluidity and even
gimulbtenelity of actlon was demanded by mystery plays such

as the Wakefield The Offering of the Magi, where the kings

meet and togzether go to Herod's pslace, when they continue
to follow the star, then "here lyghtys the kynge of thare
horses® (1. 504) to pray, then continue to the secene of the

"mansion” of the Nativity. The Wakefield Second Shepherds

play argu&s‘f@r‘a simulteneous getting, with one side of

the vgtage" vepresenting the open fields and the other side,
Mak's cobttage. The meny plays involving movementew-the
Wakefield Conspiracy with John and Peter's Jjourney to the
¢ity, the Last Supper, the Garden of Gethsemane; snd Pilate's
houge; the Wakefield Herod th@/gr@at requires two acting

areas--for Herod's court and for the killing of the children

in town.

35 g, z;e Chambers, The Medieval Stage (Oxford, 1903),
I, 4 £f.

36 The Wakefield Mystery Plays, ed. NMartial Rose (New
York, 1962), 1. B6.
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The Coventry Herod is on a platform, according to

lines 125-128 in The Massacre of the Innocents. The

Coventry Salutation and Conception requires levels of sup-
posed platform sbaging to accommodate the preliminary dis-
cusgion between Pater, Filus and Spiritus SBanctus and Gaw-
brielts subsequent descent to Mary. The simultaneous and
multi~level staging of Heaven, the World and Hell was an
eapily understood linkage of visible and invigible worlds.
Symbolie, stylized set-pleces were easily changed and moved,
ag in the Oriental theater. Sueh a presentatlongl device
gpurred the imegination of an audience that “scorned the
things of the Eensas“,37 In Mystere de lz Passion, played
at HMons inm 1501, "sizty-six mansione were aligned on a
seaffold forty meters long, from the wheel of Paredise, be-
fore which wse enthroned the Father, to the throat of Hell.®

There was even a sea on which floated a ship. (Translated

from Le Theatre Rellgeux au Moyen Are (Classiques Larousse,
Paris).

That this was & theater that could do more than stimue
late the imagination 1s indicated by such feats of mounting
ags a "deluge of five minutes of continuous rain®; a last-

second, imperceptible substitution of effigles complete with

37 Mele, p. 20+
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boneg for the burning; the visible erection of an srk or of
a temple on stage. Here was 2 marvelously engineered stage
with capacity bo ascend Tifty angels at once, "aloft in
clouds®y to enable mobility of ships and mouﬂﬁainSQBg Wickw
ham asserts that "the picture that emerges is of a theater
ornate and colorful®.

Exc¢itement was enhanced by sounds ranging from the btrumps
resounding in the Wakefield Judpgment to the "ncys herde se
hydously" from Hell:; from the "breke outt youre voce/ leb se

as ye yelp® (Wakefield First shepherds) to a song by Jesus

at his entry in Thomas of Indis {Wakefleld). Although Weke-
field cycle does not have so much liturgical musie as has
Covenbry syéle, yet the choruses of angels which sing in the
Shepherds plays and abt Christis asseension can be ésgumeﬁ to
have the finesse and sophisticablon of the medieval polyphonic
music, secular end religious, whieh one can hear on recorde
today. Development in muslec for the stage must heve correse
ponded to the high degree of achievement in the harmonious
skill, and in the insepiration which is evident in such fields
of medieval art as sculpture and architecture. The medieval

mige~en~-scene did not give less evidence of "wman's capacity

38 glynne Wichem, Eerly Eaglish Stages, 1300-1600. Vol.I.

(London, 1959)
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to digscern the beautiful, to introduce the sublime into
nature“;gg

Should spectacle and sound not be enough to hold abe
tention, the dramabist used the different forms of direct
address whieh varied from vHere beginneth . . " in the pro=
logues {spoken by Dostor, Messenger, or Cain's boy, or by
Deus or Herod), to straight homily--"You see . « sHemdelliv-
ered at random throughout the plays, even by the villains
who were made bo serve the purpose of didacticism. In the
Wakefield Judgment, the address is to “You, sires dressed in
wink, on those benches®. The Doctor of Wakefield XI {EEYS)
gpeaks in the menmer necessary to thi%.aaés‘auﬁienae; in &
day when there wag no bell or light to warn of the play's
begining: “Preying you of eaudience, now ses and tak hed/
Ces yvoure bloberying, lousy begehis o « &F

Such was the audience intimmcy of the medieval play,

{en intimacy seen agein in modern plays like Marat/Sade (a

drooling inmate fixes a man in the sudience with a plercing,

contemplative eye), like Boyal Bunt, like Murder/Cathedral):

such was the individusl alm of the medieval sarmanmplaygﬁ
More general, but still direct presentationsl didacticism
occcurred in the prologues and the epilogues~--germo by the
BExpositor, the Messenger, by FPilatues or Deus, who exvlained

who they were, what they had done, 2nd what they were to do.

39 maward Honig, Dark Conceit (Evanston, 1959), p. 43.
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This was the technigue to be used by the ritual personages
of later plays, by the Vices, by the World, Devil and Flesh
and their henchmen. In transitional semi-liturgical drams,
the audience listened for the double meanings which were in-
dicated by the suggestively symbolic apparel. (Violaine in
her Dalmatic (L'Annonee) is a modern use of this "doubling®.)
Presentational drama avolded any pretension to guasci~realism;
Prologue and Eprilogue were honest sermons. Interspersed

homlly reviewed the chapter and text of the Blble, especially

the Prophetae; The Wekefleld plays Thomas of Indis, Play of

the Ecctéra. The Pilerims, The Judgment: and the Cornicsh play

David and Bathsheba.

Put the intermittent homlily and even the plays alnmost

wholly instructive, such as the Wakelfleld Thomas of India

and many of the York plays, and &1l of Coventry, were made
more impressive by the imposing mien and costume, the mimetic
and rhetorical skill of the actor. If, as John Gassner states,
"The text is only shorthand for the actor: a playwright must
leave much for the actor to azeata"i&a then much must have been
required of the sctor of medieval drama, for this is a diwmen=-
sion of art that is not primerily literary, but nimetic in
three dimensions of "reality® as well ag in the dimension of

allegory.

%0 Seminars in Playwriting 7 and Playwriting 127, Yele

University, 1965«1966.
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As en integral part of the entire play, the acting

skill veflected the status of gulld or oitys 4 York cor-
poration law of April 3, 1476, declared that “Every year
during Lent, four of the "most cunning and discrete players
within the city® ewsmine 21l the actors in the play and dis-
charge those who were inadequate in Peuvning, voice or perw
son", Bven the Brechtian type of group actors vhich were

used in nysteries like The Crucifixion, Silaughter of the Ine

nocents, were put to the test by an audience Iuowledgeable
and parti&ulax in the trades and arbs. "Here Hrode ragis in
the pagond and in the gtrete &1sa”§§ i8 2 stage direction
calling not only for physical stamina, but for voice volume
and skill eof rha%arieg One can imaglﬁﬁ the vffecb of & winde
ing-wrapped Lagzrus, Gust-gray and mottle~faced {with all the
imagined stench of decay) stumbling toward a Stuyafiaé audi-
ence to deliver 2 long sermon at the end of 2 nmost graphically
degcriptive play about death. Would the effect be lesd than
the shock effect delivered by the modern counbterpart of Lazaw
rus in Harat/Sade?

The pronouncements of Christ, or the rrophets, or of
God, were lyric and herolc: stylized rhythus, in-written,
beceme alnost incantatory, urging the sublimation of joy and

celebration into exaltation. And parsdexicel as 1t may have

1 Megi, Herod, and The Sleughter of the Innocents, ed.

J. Q. Adems (Cambridge, 192%), betwéen 11. 783784,
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seemed, the stylization accorded with "the spontaneocus, child-
like emotion of the peasent". The religiocus sincerity of the
sctor must have been at one with his sudience, for thelr intere
resctlion was necessary for that "explosion in imagination “ v @
resulting in perception of the path to salvation prepared by
divine Graee”.bg His soliloguys had also to convey convince
ingly the most personal of feelings and thoughts. To transe
port the poignant emotion roused by the anguish of father
Abrsham to a grasp of the "gostly fadyrts concern" (Chester
eycle)w~enough concern to sacrifice his own son--the actor
nmust have sensibility and use apperception. It wes no mean
challenge to play Mary's response to Gabriel's annanciatiaﬁsag

At now I ffele in my body be

Parfyte God and parfyﬁa'man. (11. 293, 29%)
I éaﬁné@'téiie}wﬁ&% é@é. what tlysse, .
Now I fele in my body! {11. 305, 306)

The actor must sccomplish for the audience that which Gabriel
purposed for Mary:

Her body xal be so ful=-{yl% with blys L
That she xal sone thynke this souwnde c¢redyble.

As it was the design of the Chureh to encourage gratitude and

joy for the smallest gifts of nature, the actor must finéd in

he Wickham, I. p. 314.
k3

Lk

Coventry XI.

?he Salutation and Conception, Coventry Play XI, 11.
?13. The K. Towne pieys shall be referred to as
Goventry plays in thils paper.
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himself the tenderness of the young Daw, who, though cold
and hungry, smiles:

¥it meethynk my hart 1yghg§$§ I se shreuys pepeé.
Ye ar two (t)all wyghtys!

end of Coll and Gib who present their gifts to Jesus:
Hayll, 1lytll nylk sopi/ hayll deuid sede!
0Of oure crede thous art erop/ hayl, in god hede!
Eaéli ’1§ti1 %yn‘m;y;/‘réwéréeéréf'méﬁét. éé‘ |
,H&yll, bot oone drop/ of grace at my nede!
The underwarp of colloguialism werms the baby's welcome into
an unevenly textured world. The homely salutation suggests
by irounic parallel the sublimity of Gabrielts "Hail, MHary's®.

. He must be an intelligent actor who could deliver meta=
phorically lines as: ‘“Here beginneth Darlkmness and Lightness/
Here beginneth Dryness and Webtness . . +%w=z long catalogue
of the precariously balsnced dualisms of mants smbivalent
state after his fall (Chester cycle, The Fall): who could ine
terpret sympathetically Thomas of India: "I am not that I amv
(& line to be repeated two centuries later by Isgo). It would
take no mean actor te say Adamt's wffleshe of mi {fleshe and
bon of wi bon' with a mixture of reverence, pride and fondness.

No helf-world of shedow and light patterns, no mood cre-
ated by structured magses and relating forms, wes available in

the open-sir theater. Given the requisite vigor and flexible

k5
b6

Wekefield Shepherds, EETS, 11. 138, 139.
Wakefield XII (53), 11. L67-471.
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volce, the actor must be the master of pantomime, from the
throad, bustum gut® variety to the dignity of the silent
Christ. Gordon Cralg's predication that the dancer was
father of the actor was most deseriptive for the actor of
the middle sges. To keep attention, the miming, projection,
timing and diction had to be foreeful and flawless, Randolph
Goodman describes the comie actor as “juzgler, acrobat, clown,
a master of "rich humor end forceful reallism", whose basic
repertoire wag an extensive "vocabulary of fé@é, mine, gese
ture and v@@ai variety" supported by much "breath and ayixiﬁ“q#7

Humaé‘%ha most ribald, violence %o the point of senseless
sadism, had to be played so exaggeratedly as to make vice seem
ridiculous og*mgiy{ and yet make the roystering peasant at
home: "Unless I give him & blew, my heart will burst/ Both
his eyes in a row/ Thrust out I durst"; ow, *Ge, thrash him/
And slash himf Hay, I mysell would smash himv, These incarnee«
tiong of malice lost some of thelr viciousness snd the Pilates
and Herods lost ™mesure® when they had less than human dignity:
"He would sleep in a twink®, if you %knock him®, and "with
knokys meke him wake". Such grimece and gesture and yelling
accompanying "with great stones let his brains be brasty and

"ere I dead and rotten" was insurance to capiure the doughtiest

o ﬁrama on Stege (New York, 1961), pp. 1k, 83.
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gudience. Anti-establishment empathy is, as ever, effective:

We ar so hemyd,

For-tazed and ramyd,

We oy mayde hend-tamyd .o

With thyse gentlery men.
Then the playwright rounded off the hearty laughs with the
nTe Deum® or:

Now god till vs his socoure send

And he that is withoutten end

‘ And ay shalbe, |

Save vs from fowndying of the feynd.
To bring a rude and simple audience along from 4330 in the
morning until nightfall (if the eycles were played at York
or Chester in pageant zbtyle)s or to hold an sudience seated
upon no more than heaped-up banke of dirt centered about the
“ﬁiaaaﬁz#Q to listen to homily interlaced with passion, was
en achievement that the modern world must credit at least
partially to subtle and skilled actors.

- But the medieval actor was alded by histrionic directions
in the simple words themselvesi by rhythms and balance and
harmony derived from liturgicsl symmetry and gqualitative pro-
portions. Symmetries of "larger assured masses® (Matthew
Arneld) beecsme theslis and antithesis {reversals) and synthew

sis (or resolution): Hary Megdalene's dichotomy; the anbi-God

T he
49

Adams, Second Shepherds, 11. 15-18.

ﬁich?rd Southern, Medieval Theaber in the Round, (London,
19571)
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kingdom and creatures of Herod; the parody-perallels of

Play of the Secrament. MNuch like ballad formula, the shorte

ey equivelencies and "echoes" were not only mnemonic and mese
meric, tut were easy to hear, te antlcipate and to remember.
The even shorter trip-hammer phrases of short Anglo-Saxon
words also gave movement and speed:

Why, who wanders? who wakys?/ Who commys? who ggse?
Who brewys? who bakys?/ Who makys me thus hose?

Anaphori¢ devices, questions, fagt interplay of dialogue, va-
rieby of lengths of lines end stenzes offset the charge of
vatabic éramaﬂ@ Rhythn and segquence are not to be neasured
by 1@%@%&&%&@ eant, and here Yprogression® answers to the
paychological swingeg and needs of the human mood and spirit.
?h@-%umga~§z%a$¢amemt was the issue: divide 1t into drametic
ﬁnita as empivicism dictated. Expansive &ﬁﬁ'@xubaraﬁt; the
play carried the people with it and with ibs messege.

Nor were the ?layg infantile in productive imaginstion
and sophistiecation, if they could have auf@antgin»gra&&w@é at
ecach jump of St. Peteris decapitated headi if the leaves and
even the heavens could open, the fountalns flow, sngels de-
seend with flaning swarﬁﬁ;5l 1t choruses of children seng for
the entry of Christ into Jerusalen (York).

50 gecond shepherds, 11. 413-416.
51

Allerdice Nicoll, World Dreme (New York, 1949).
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A wide variety of instruments-~rebec, recorders, bhas-
violles, poaltery-~was used in liturgleal drama, and records
at Coventry, Lineoln, and Beverley indicate that an even
greater variety was introduced for the performance of the
mystery plays. The recent production by the New York Musica
of the thirteenth~century The Play of Daniel has stressed the
range and effectiveness of medleval instrumentation.»5?2

The "stage" was vibrent with large achtion, and color
and migic-~epic, naturalism, abstraction, and musical in ones
it worked, for human ;gfe is all of those things at once.

wh&ﬁ artificlial pi@é can be stronger in &éﬁfﬁi@ﬁ than
the classic tension bebtween men's bodily will and the nug of
aviimitlegs Space~Tine? /ﬂniﬁy;and continuity ley in this
single theme upon which the suthor and the machinery snd the
actor fotused:s salvation by means of the a&t&géxi@a& imperas
tive laid upon the limited by the limitless. This theme-line
was given intensity by repetition in anslogne and anasgogue,
npypest and "figuresn™, by reality of contemporary gpeech,
dress and situsbtion, by emotionally encoded words and rhythms
tied to longefemiliar liturgy. But the pleywright, like Antaeus,
by remeining footed in the ground of simple words, strong emo=-

tions and dear nerrative, held the Herculean masses.

52 Rose, p. 5l.
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When in the sixteenth century, amnouncements were made
that the Corpus Christi plays would be replaced by tune fable,
une higtoire profaneft~-the fall of Tray,53 the general public
were Qlsmayed and stubborn. Ai%hough restrictions, deletions,
enendations, censorship had devitalized the cyecles, the towns-
people of Chester retalned their script in epite of contrary
orders from the Archbishop of York, and performed the cycles
For this defiance the mayor of Chester and his successor were
srrested emd taken te London for ﬁria1@5a tAfter 1576 we hear
of no further attempt to perform the Wekefield Plays.n5> The
collection of religious sgeripts and the discouragement and
outright prohibition of performance e?'ﬂegtructiaﬁ‘af the mys-
tery plays by Tuder and chureh authorities hed the effect of
proseribing religious thﬁater.ﬁé B. Co Gardiner {(p. 113) cons
cludes that the decline of religious thester was not attribe

utable to lack of interest on the part of the sudience, but

53 ldle

5k Gardiner, H. C., Mysteries End: An Investipstion of the
Last Days of the Medieval Religious Stage. Wew Haven,
igg:,ei P 81- .

55 Rose, p.« 16 ff.

56

"The correction, indeed the abolition of the plays is
atbtributed to the influence of Edmund Crindal, Arche
bighop of ¥ork, and to Matthew Hutton, the Dean of the
finster.® Hardin Craig, p. 201. Gardiner, p. Bl, also
records the persistent popularity of the mysteries un-
til "they were suppressed by Heformisgt zeal, reinforced
by stete opposition to their alleged i&alatry and supeyr-
qtitl@ﬁ. it
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that they had "enjoyed the plays not only becesuse of their
broaé¢ comedy, but alsc because 1t was still religlous.”
There surely were among this audience the meny who were cheer-
fully ignorant, the many who were carefully legalistie, those
who were no morve prodigious in faith then Peter or Tinmothys
the cruel, the bigoteﬁ. But a messure of socisl and personal
equilibrium was assureéﬂprotective hierarchies.

Por the honnéte homme, the chureh had contributed ideals

of honor, pity, generosity-=in sum, the "keyword of the thir-

teenth aenﬁuryawﬁharﬁtéﬂ.ﬁ? Por the average man, feudalism

57 Laws against usnry throughout Burope from the fourth

century until the beginning of commerclalism in the mid-
dle of the fifteenth century realised in some part the
Charity and the Pity which was urged so insistently in
literature and the drema. (Chesterton, ii passim;

We We Comfort, vii and x £f; Sir Thomas Malory, The

Holy Grail, Cﬁarvaré Classics, 35, passim} Eneyeclow
pedia ﬁrittanzca)

Tristen, by Chrétien de Troyes: "L'auteur nous demande
ia pitié . . . parceque ecoutez comme le Seigneur Dieu
est plein de Pitid." (Le Bomen de Tristan et Iseult
{(paris, 1946), p. 86. ,

Mgis 1'ermite rappelle aussl a lLancelot l1a misericorde
infinie de Dien . » " {(la Queste du Saint Graal, tr.
Alvert Psuphilet (Paris. Tou9Y, p. GL.

The shepherds in Wekefield First Shepherds think to
leave some meat "on poor men to bestow". [Ble cites

the ¥nights of St. Jacques asg one of the orders that de~
fended travellers on the highway: monks often guarded
bridees; other knights swore to protect the 11l and the
abus ad.
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s=pd) was structured with ethieal considerations downe
ward at sach str&ta.58 Craft pguilds had e religious basis,
considering toil a devotionsl exercise, & return of thanks
for skill and health. Guilds haéd theilr patron sainteg, guild
chaplain and chapel. For the artist, the inspiration of the
church and the drame suggested the subjects for pasinting,
sculpture, and cethedral window¢59

If the art of an 2ge lives only as it is true for an age--

particularly the art of drams,which depends on "truth" for ite
acceptance and life--must not one conclude that the Church did
achieve in part its didactic purpose, that of putting a faith

to work toward ending baronial wars, toward raising the stature

58 For example, the loyalty of & wvassal could L= retained
only if his lord honored at least three conditions:
that he not strike the vassal, that he not seduece the
vagsal's wife or daughter, that he defend his vaseal.
The vassals in turn owed patronage, health and protec-
tion to the serfs. And again the serf was protected
by conditions such ag that he not be bound to serve the
lord Tor more than forty days in a battle or was.
{Ganshof, p. 32).

59 Details of Renaissance Pleta sculptures correspond to

stege directions of Ludus Coventriame, Pasgion Flay II,

following 1., 11731 and 1. 1139.

. M8le, ii, p. 185, and W. L. Hildburgh, "English Als-
baster Corvings as fecords of ¥edieval Religlous Draman,
Archaeoclogia, xeiii. 50-101 (1949), shows art of the
medieval perlod taken from scenes of relligliouc drama.

r. Douglas Cole of Yale University, during 1966-67 was
to study scenes in English cathedrsl windows which had
heen inspired by medicval drams.
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of women, to glorifying laber, to preserving Greek philoso-
phy and liberal artség, in short, to civilize the barbarian?
Forasmuch as of old time, not only for the sugmentation
of the holy and catholic faith of our Saviour, Jesu
Christ, and to exhort the minds of the common people to
good devotion and wholesome doctrine thereof, but also
Tor the commonwealth and prosperity of this City, a2 play
and declaration of divers stories of g%e Bible, begine
ning with the Creation and Fall « .« o
The church learned early that vaction is eloguent and
the eyes of the ignorsnt more learned than the earsa"ég
Through the centuries, it developed a dramatic logie to hold
the attention of the artisan, serf and noble for at least

three bhundred year$¢63

€0 pectures by T. K. Seott, Jr., Medievel Philosophy 262,
Yale University. ‘ T

61
62
63

Salter, ps 33
Williem Shekespeare, Coridlenus, IIl.11.76.

When the Church used chants and antiphonal singing, ine
trodueced from the Eastern church by Ambrose of Milan in
the second century, drams again began dialogue with its
audience. Harold Ehrensperger cites evidence for liture
gical drame a8 early as the fourth century: (Harold
Ehrensperger, Ends and Means (New York, 1962), p. 41).
The Chureh, 1like The classical Greeks, now "bound reason
and emotion together and expressed idez vie music and
physical movements® (Ehrensperger, ps 80).

"Rudimentary drematic rites appeared early in the form
of pantomimic representations of the Nativity st Christe-
mas and the Resurrection at Easter. By the ninth centu-
ry, ministure Latin plays known asg tropes developed when
chanted dislogues were introduced inte the wordless sew
guences of the mass at Easter, Christmas, and Epiphany
+ « s" (Gassner, Treasury of the Theater, I [New York,
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By the sixteenth century the refining influence of the
Church had produced men like Thomas More, Michel de Montalgne,
S3ir Philip Sydney, Efaamus, and ¥Willian Shakespeare--wise and
good and constent, the highest types of Christian~hunmenist
consclience. One of the bellefs that these humaniste ghared
was that children should be taught first how to be wise and
goods then they were to be taught the sclences, applied under
direction of the Christian consclence.

sty ﬁﬁf the

nHaut et droit/ sege, constant et froid . .
m@di@vaiéﬁyzaﬁﬁiae Christ was the ¢tentroid af»sﬁeial stabllity,
of personal hope, illumined by beauty. Bub the people were
hélﬁ@ﬁ to this persuvasion by meny genersbtions of religious

teaching.

63 Ccantinueé)
By the tenth century, the Saxon run Hreswatha was writing
saint plays. In the 1100%s, episodes from the Bible were
get into motion with costume and music. AL Augsburg,
drematic interpretation ocourred asg Peter raced John to
the tomb of Christ. The twelfth century alsc saw Jeu de
St. Michel, St. Catherine, Mirscles of Qur Ledy mounted
as full dramas, (Trope dislogue de L'introit de Noel e
Saint-Martisl de Limoges, Le Theatre Religieux au Moyen
Age, p. Hs}, as was Sden in Rome in 1143, and Daniel in
Frances

The beginning of the thirteenth century sew processions
of the Prophetae in Burope and Ingland, definitely re-
corded at Riga and Bouen; HButebeufi's ﬁlracle de Thegphile,
~and the Corpus Christi Processions which preceded or ter-
- minated in the Chester and the Cornish ecycles of the early
fourteenth century.
64
6 "Pagsion de Jean-Michel", quoted in Gustave Cohen, Le
Theatre Francais au lMoyen Age.




"Lthomme o toujours alme redulre le nonde a la scene
et 11 faut avouer que jJjamalis 1l a mieux reussi qu'tan
moyen age.”

~Gustave Cohen

With the decline in the power of the aristocracy from
the twelfth century on, & new concern for the stabllity of
the soecial and religious communlty had glven rise to more
gentle eriteria for an aristocracy of gourioisie, which would
not be based on money or manspower. With the growth of the
merchant classg, the number of people a%lé to afford time for

an education and to enjoy the mental exercise of encoded word

and symbol had increased. The Hberal influences ezerted by
the philosophers of Chartres, by idealistic tesching orders
affectbed in this new socio-esonomic order an increased sophlige

nd symbol

tﬁaa@iaﬁ¢1 The Aungustinlan predileetion for btypes
and the Thomist pession for symmetry, the pleasure in doetrine
2l pattern found expression in & more abstyact drama then the
Biblical narratives. Objectifying onets inner drives garbed
in allegorical characters wag necessary for recognition of

self-»a primery step up the ladder of relationships to neighbor,

1 Under the influence of the humanistic school of Chartres

from the tenth to the twelfth cenbury, the Church became
liberal eunough to consider man himself as the temple., A
chureh which could embrace at one time the Pelagisnism of
the fifth century ag well as the Jonsenism of the fifw
teenth, that could encourage scientists with viewzs of
nesr-ggnogticlsn did encoursgey Lectures in lledlieval
Fhilosﬁpﬁ'xz 2’63" }“"965' Yale. Some 'g'oie_'*ramc-e_-er 7
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Kature or Gc@.lﬁéﬁ early as the agon of the Gresk pro-
teponist 1ith TFate, znd Jocob'e struzgle with the engel,
the arene and prize wes something other than the physical
selft €, 8. Lewis (Allegory cf Love, 1i, passinm} treces
the "mid-morning of personification® from Seneca to Ter-

tullian, in vhose De Spectesculis "Unchastity is overcome

by Chestity, ferfidy slain by Unfaithfulness?; to Prudentie~
usg, whose Pgychomaghiz (fifth century) wvefined the "bellum
intestimm® of Statius! Thebiad. The Eighty~-fifth Psalnm
was early precedent for allegorizing the four Deughters of
God-=Verites, Misericordis, Justicisa, end Pex, who, with
Contemplation, discuse with the Trinity the salvabion of

men, in Coventry The Salutation and Conecepbion. Also in

Coventry's Hary in the Temple, five Maldens represent Vire

tues. In Jeu d'Adam, the Vices.,. Subition and Dissatisfac-

tion (Pride's subsidieries)-cause the Fall.

Vices developed as antithetical personifications ex=
pressing the absence of the corresponding Virtues. A re-
liglous processional at Beverley, in the early thirteenth
century, had one pegeant devoted to each of the Virtues,
seen in combat with her correspvonding Vice: Ira versus
Prudentia, Suverbls versus Humilitas, etes Cralg refers to

the early Chantilly menuscript of a pagesnt, La ﬁora&ité des

Sept Peches st Sept Vertug; and another which illustrates the
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theme-plot which the liturgical plays were to take, La
Pelérinece de la Vie. The Pater Noster of the early

fourteenth century had an allegorized man yield to sin,
repent without an inner sbtruggle, aflfter a Tormalized

strvggle between the axtarn&iized Vices and Virtues, In
the Chester plays, the devil confronting Eve is a "worm®
with an angel's face. In the Wakefleld cycle, the devil
appears as Pride. MNors {Dethe) in the Coventry Judement

is personified. The Chester cycle added Virtues, Powers,
Dominations and the nine orders of Angels. By 1565, the

Creation of Eve as acted by the Grocers of Norwich had the

characters of Dolor and Mysere take Man by both arms in
order to apply direct morality bo hinm.

The French Le Mystere de la Pagsion, written in the
fifteenth century by DtArnoul Creban, has Disblerie; in
"Lo Hort de Judas® (in the same mystere), Despair, as one
of the most seductive deughters of Satan, is gent to per-
suade Judag, dislecticelly, to despair of Pity or Hope and
to an unhealthy desire for Death.

There is no question of the provenience of the morality
characters from the mystery, snd, in fact, actual and abe
stract characters co-existed in miracle plays, as in the

Coventry cycle and in semi-liturgicsl plays such =zs Mary
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liagdalene and Conversion of B8t. ?&%;%2
Belyal ravaunte(s) hym sylfe" and plots with Mercury:

Thowgh on hath dyssavyed vs, yel now a days
Twentie doyth glsdly folow oure layes:
Some by Pryde, some throwgh. Envye;

2w B ® & 8 & & ® & 4 € & e =
Th@re was neuer among Crystens lesse charyte
Than ys at this howre; and as for Concupiscence,
He rayneth as a lord thorow my violence.
. & & & % & @« o & & @ 4 « T & & &

And most now ys praysyd my cosyn Covytyce.
(11. LB6=895)

“Byery form clothes & thought: so, in seulpture,
the Apostles stood on the shoulders of the four correspondes
ing prophets; Issac became a protow«type for the Lanb %a»be
ﬁ&&riﬁi&eég‘&b@l{ g pr@ﬁgmﬁy@e for the Good Shepherd: Eve,

a proto<type of Mary; and Cain, & pesdmatype of Saten, And
later there were, in the various moyalities, Davy Drydust
and New-Gyse and & Dunyanesque jury, with those good men

and trues«Wrong, Sleight;, Doubleness, and Falsshood.

2 The fifteenth-century Conversion, not the Latin Conte

versio credited by Jean Frappler snd A. Gossart To
the twelfth century end by J. G« Adams to the @hir~
teenth century.

This paper can use dates only to establish general re~
lationghips of time; for seversl diserepancles in dates
agsigned to the writing or the playing of certain plays
or eycles appear in the various texts concerning the
Beverley plays, Corpus Christi procession, York plays
and Chester plays. As there were insufficlent records
kept of productions, and, as much materisl was held
and destroyed by auth@rities, chronology would be Aiffi-
sult to establish. Harbage and Schoenbaunm's Annals of
English Drame, 975-1700 (University of Pennsylvania)
gives the earliest dates~-the ones this paper uses for
time relationships.
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The stholastice of the twelfth century had taught
that freewlll does not choose evil in its own shape,
Therefore, since men could not ezpect to see angels or
devils or even his own inclinations in recognizable form,
he must learn to recognize their various and pleasant and
neighborly eguises. Mary %agéalaneg'makes explicit the
nedieval passion for relevant order in all the three worlds
of man, nature and super-nature, and the aéfiwati%a‘aapaeiw
ties of even the hierarchy of Evil: The Devil, who is the
head of the anti-~Tx

inity of Devil, World, and Fiaéhg ine-
structs Fieéh; the lowest end closest %mrm&m;‘%hat;he should
éis@ateh.aéah@ry to introduce the gentle-mannered Curiosity
) m&x3a~'ﬁéﬁyis consequent seduction by the abtractive and
vgalavnt Corioste? is visuslly obvious. Nor does Curiomsity
seduce Mapy directly; he uses flattery, attention, gentleness.
And Wary, being kind to Curiesity, a@eng the door to Flesh,
then, in deeper consequence, to the World and finally to the
proliferate %@?@m,Vi@ﬂﬁﬁ@?ilﬁi%

The wmounting of these semi-liturglcal plays and the

Cornish and the Coventry now required at least three stations

3 4 non-cycle semi-liturgical play which J. Q. Adams

places at the latter half of the fifteenth century.
b E. K. Chembers, The Medievel Stege (Oxford, 1903), p.
5. cites the opposition of Devil, World and Flesh to
Paith, Hope, and Charity.
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or "mansions® around s central "platea. Since there are
in these same non-cycle plays at least two levels of alle~
gory, there had to be multi-actional and multi-level stages.
As the mgalavnt® Curlosity céurﬁa Mary Magdalene in the
pla%ea,5 the simultaneous ac%ia@ of the Devil, the World
end the Flesh on th@ir'saaffﬁldé above seems to all but over-
lap the 'realistie” level beﬁaw; As the seven devils leave
May to faﬁazﬁ in thumﬁar@la@sgté FAell, the Devil orders the
Pad Angel and the seven 8ins %e;be beaten. The result of the
mansiont s%agiag about the pﬁaée& was a fluidity snd rapldity
of sction 3h0ﬁi (1) @ausality: (2} various levels of meanw
| ing, hiﬁt@riaa1/§syaholagical @) all time is one; (4) sccom-
m@ﬁ@t&@m @f tha parellel aatian or the anﬁiﬁhetimal répetition.
On eith@r side of Chrisﬁ im the Wakefield Judement, were
the aavaé (el@se to the laﬁéerwalau&@) and the condemned
{@1@&@ to h@ilmm@uth) thiaﬁ b@gin@% #itherne I was hungery,
" ye me fedde « o M Fr@m the ﬁng side, Bona Anima asks:
nWhenne hadéa we, L@rﬁe that all has wroght,/ Meete and drinke
the with to feede?®: Bona Anima:II~ "Whanne waste that we
the elothes braught/ or wasbe! th& in eny nede?" Christ
agsures them: “Whan any that neﬁe hadde, night or day,/

5 J. Q. Adams, lMary mﬁdamna, 1. 51b.
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Asked you helpe and hadde it sone". In relterated emphasis,
¥ala Anina I asks: *Yhan had thou, Lorde, that 2ll thyng
has/ Sungir or thirsts, sen thou God is?", And, like the
second Bona Anims, Mala Anims IT echoss: "Whan was it we
sawe the seke, allas?"® By the time Christ makes the simi-
lar "reckonynge" to the Ycursed caytiffs of Kaymes Eynne",
the same sermon with which he had begun the judement hasg been
appli@& five tinmes.

Among the mysterles, the Chester Prophets and the Har-

rowing of Hell and the entire Coventry cyele introduced @

Tormat stiff with hieraticel dogma. As the r&l&g&éus play

- pughed hard for “féeagﬁigimnﬂ of morsl truths, the naturale
éigti@ characters of the mysteries ylelded to formelized lore
‘aé& the @qr@éae& of the sermon. Hore non=historical cherac-
ters were sdded in the semd<liturgical plays: the poeta,
«véxiiiat@s i and II to spesk Prologue and Epil@gu@,ftﬁa Imipe
@r@%@r;'ga@fﬁhe yarious heathen anﬁi*ﬂh?isﬁé such ag the Jew
Jonathas, the allegorical Philosophers snd soldiers in sub-
Jeetion to ﬁﬁe anti-Christ Herod (as minor devile to the
greater); the World, with the allegorical Metels as "vij
prynsys of hell of gret bﬁﬁ&t@ﬂﬂeéseﬂ in attendance; Mercury
as & devil; the Jews of ﬁiétasteful names in attendance on
Jonathas (Jasdon, Masphalt, Jason). Not distracted by emotion

or ninvtiae of unfamiliar story«line or charascterization or

6 Adems, pp. 349-354, 11. 300-316.
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setting, the mind was free to expand and multiply the mebaf5075~

Legacieas from the mysteries to the semi-~liturgical
vlays were (1) a2 tie te the Bibliecal characters: (2) presen-
tational techniques of direet address and audlence intimacy:
{3) statle charncters and types; (4) naturalistic diction,
the actor's projective force and earthy style; (5) the sty-
:ﬁigtie station or mansion settingy (6) thematic unity; (7)
episodic scenes with fluidity of mobtion.

The added rapid course of balanced, oagy-to-follow snd
gasy«to~anticipate movements and lines and masses streamlined
audio=-visusl @&maatian.Whish hed already been effective. The
suggestive repetitions of place asnd word and theme wound more
loosely and widely than th@:mys%@riag to reach the focused
wpagognition® of the iﬁp@tﬁéﬁ@e of the church Secraments.

}In the second halfl of Mery Magdalene, the heathen of
Mareylle (Marseille) present lively parodies of the church
hierarchies, services, sacraments snd creeds, which, by antie
thesis, emphasizes Catholiec dogme. The Cornish Death of
Pilate, an apocryphal miracle play, also uses the negative to
emphasize the positive: The leprous Tiberius has been cured
by the handkerchief with which Veronica had wiped Christts
face. At her request that he kill Pilate with the most ¢ruel

death noseible, Pilate and Tiberius ensct an ironic parody of
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Christ's condemnation by Plilate. To Pllate now are addressed
echoes of the words which he had addressed to Christ: "I have
no wish to harm thee .". . In Pilate's answer "I found/ No
fault at any time, or cause to kill him." The executioners
ask: "Tell us if thou are a sorcerer . . ." and "But whoever
sees him, 1oveé him/ In his heart".’ The riddle in this pare-
doxical reaction to Pilate is answered by an executioner who
hinteg, "By my cloek" in oath against Pllate; then, by Veronica
who explains that "As long as there 18 about him/ The garment
of Jesus . . . He will not be destroyed". The "epilogue" has
earth, water, and brine repeatedly reject the body of Pilate;
three devils finally appear with the body e&nd review 1ts re-
jection by the elements of earth, and its destination in hell.

Play of the Sacrament shows a plotted parallel opening

nyaunts"--by the merchant Aristorius honoring God for all his
wealth, and by the Jew Jonathas on the other side of the stage,
honoring his Mahomet. The confliet seems weighted on the side
of the powerful Anti-Christ who rules all powers and princi-
palities outside of Christendom and to whom Pharaoh, Herod and
Pilate and heathen all pray. The "progression-conflict" de-
velops as Jonathas buys the Host from Aristerius in order to
destroy 1t; then, with his mis-benamed crew, Jonathas puts

the Host through buffetings anew, "And so shall we smyte

7 A. C. Cawley, ed. Everyman and Medieval Miracle Plays
(New York, 1959), p. 2%%—2 7 " o

°
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8 4o inflict symbolicslly the five

theron woundys fyve,"
wounds suffered by Christ. The host is symbolicelly aube
jected to boiling o0il, to belng put into an oven with the
Pire evident. After the sojourn in hell, the Host bresks

out when the "ovyn must ryve asunder, and blede sut at the
cranys, and an imase appere owt with woundis Vledyngh

{stage directions preceding the "action” in 1. 633). In

the vprocess, it ia the Jews who have reviewed the history

and the positive values of the Crucifixion and all the

powers and blessings that the Hogt has for the Catholic, coms
- plete with liturgicel Labin tags. Seeing that there is ine
deed blood and 1life in this Host, the Jews are converted and
baptized immediately. (There is also a restoration of the

hand to the Jew, which pigues the memory with the restoration
of the ear to Malchus in the gerden of Gethsemane, particular-
1y when one of thesze Jews is named Malchus!

These plays reveasled the Church as the harmonizing sgent
for all seasons and all three worlds. The mechanical “cone
 wversions® of Saul, of Jonathas, of the king and queen of
Mearecylle, the instant repentence without any inner struggle
by Meary Magdalene and Avistorius indicebted a belief in the
efficacy of the humen will in harmony with the teachings of
the Church.

8 Adems; p. 252, 1. 378,
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The sacraments were the present and practical aid that
the Church could give man in his struggle. Immediately
after the conversion and baptism of Ssul, in the Conversion
of S8t. Paul, he begins his public minietry with a sermon on
Seven Deadly Sins: "Welouyd frendes, ther be vij mortall
synnes « « " (1. 510)+. In Sacrament, Aristorius confesses
to the Episcopus and to the Presbyter that *I haue offendyd
in the syn of ématyé;/ I s0ld our Lordys body for luere of
mony+® {(11. 821, 822). The Episcopus applies the Dun
Scotug regimen:

Enaf whyll thou lyuest zood dedys for to done

And neusrmore for to bye nor sell;

Chastys thy body, as I shall the tell,

With fastyng, and prayng, and other good wyrk.

(11. 834-837)

The didactic raison dletre of the chureh drame moved on
with the increasingly vested intereste of the ehurch. The
hierarchy of the echurch is opposed to those of the Jew and

£ the heathen Mareylle.

There is not so much self-implication provoked in these plays
ag in the mysteries, for here the villaing are anti-churche=
the Jews, the heathen, the classie gods, and are ludicrous
and coarse. The allegory is no longer very religious or
ideologlcal and the "villains® are perhaps related, the more
doctrinal Vices to be stressed more uniformly in the later
moralities. The "semi-plots® go beyond the apocryphal mate-

rial to exotiec characters snd foreign places. The curiosity
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about the new countries opened by travel whetted the taste
for the marvelous in a purely secular sense. The attempt
to dispose of the bedy of Pilate, to destroy the Host, are
crude and satisfactions of a venial Curiosity of the sudi-
ence. The genuineness of the empathy with the mystery char-
acters cannot be egualled by the artificial and more impersonw
al sceneg of the "marvelous'. These seemed to be plays that
were neither fish nor fowl, plays of a 1imited purpeose, that
becanse of a lack of broad concepis, and of emotional rap-
port, and lack of metaphorical significance had neither ideo-
logloal value for the more imeginative, nor relevance %o
everymants everyday 1ife. The passions were not involved.

‘ Mapdalene are very loosely
connected, with little discernible relationship. The Play

The two major parts Qf.ﬁﬁy%

of the Sacrament has z rudimentary plot, with the insertion

of an irrelevant and satiric episode between Colle and his
¥Master Brundyche, the "leche"-~physician. (This inner intere
play between cheeky servant and maligned master recslls Cain
and Cain'e boy in the mysteries, and suggests later similer
scenes, notably one between Harpagon and La Fleche in L'Avare
by Molisre. However, the scene is not integrated into this
gsemi~liturgical play, and 1f it is a play within a play, 1t is
without significance.

But if the charscters and plots were puppetry, the stage
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effects must have been gplendid. Wickham and Salter right=-
fully assume the same care and sophisticated for religious
drama as for the secular processions and entries, and their
later successors in the masques and interludes; the same use
of intricate design that is evident in the architecture,
sculpture, painting, music and literature of the fourteenth
through the sixteenth centuries. From Richard Il to Queen
Elizebeth, the royal entries to the palaces 1& London each
offered several vteaching stations" for the Biblical, morael,
historicel and sociological @ﬁifie&%i@m.@f the monarchs.
Occagsions amélplaeag for these full-dress, panoplied homie
lies were at the eross-walks snd/or c¢isterns along the way.
Wickham tells of the richness of costume and hengings (p. 163)
and of the "devices". When Richard II "entered” in 1377,
mechanical golden angels descended, one to place a crown on
hig head, ﬁhé other to offer him wines There was a "wilder-
ness® for an enasctment of John the Baptist; in another scene,
& garden could be raiged or lowered~-as modern hydraulic
stagep=~to ﬂaydtﬁyge by vyce®; in another scene, "Bestes
goyne abowts the mertyrs by vyce®. At one station Richard
was greeted by & chorus of children singing his virtue and
honor in French, and by 2 balancing chorus singing in English
(Wickham, p. 64).
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In 1392 Richard II was greeted at one station by a
girl and a2 boy descending from a "tower" with no visible
steps or ladders or "vycesh. Reconciliation of the Houses
of the Red Rose and the White Rose was signaled by a garden
gscene of rose arbors, complete with birds; the leading roses
on each side turned to "beholde" each other and "cast away
the swords® which they had held in their hends {Wickham, p. 84).

Allegorical gardens, castles from which wine would flow
for the gopulaﬁe, ships and rocks and mountains that moved,
pastoral scenes were embellished with life-like figures.of
animale, maldens (Wiekham, p. 167). 1In 1432, at siz different
stations, Lydgate admonished Henry VI to observe the ethles of
king@hip; with metaphors extended variously to chureh, state
and person. On the one pageant were presented, with suitable
poetry, the seven gifts of the Holy Ghost in the personsg of
young virgins. "The next pageant stage presented Deame Sapiw
ence attended by the seven Liberal Sciences, in persons of
sages like Aristotle, Euclid, Boethius. In the next pageant
David and Solomon are cited by Clemency as precedents for
proper use of authority.® (Wickhem, pp. 75-84). In 1558
Gueen Elizebebth answered in g@éé Latin to the symbolistic
homilies addressed toe her from the various stages (Wickham,

111).
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The religious theater plamnned its stagecraft as meticu-
lously as the entry spectacles. By means of intricate levers,
fifty men ascended to Heaven at Mons in 1501 (Salter, p. 4).
The Wakefield 4scension had to provide a broad and sturdy
staeircase to be lowered from Heaven in the clouds for all the
Angels snd Good Souls--an ancestor of the La Mancha stalrcase.
In the Chester Agscension, Jesus is enthryoned on a cloud in
nid-alir. Cloud devices were used for the appearance of the
dove in Ehe Baptism of Jesus, for the sscension of Jesus, for

the agsumption of Mary who &itsggxﬂﬁhyiﬁtts side in the Coven=

try playe. In Sgecrament, am.aﬁ%iﬁiblﬁ sleight<of-device first
produced a bleeding child from Eu{éﬁ & bolling, bPleeding oven;
 and then, "Here shall the imﬁge ahange agayn onto brede." (die-
rections, 1. 745 £.). Feu1av&1 @%@g@graft evidently was un-
daunted by ®. s . here commyth %awla ryding win with hys serve
antes"; and subsequently, ". o here commyth a f&rvent with

great tempest, and Saule fawlyth down of his hors" (Conversion,

1. 168 f. and 1. 182 £.).

Although the semi-liturgical play provided a colorful
carnival, it did not incpire the cmotionsl conviction of the
myeteries. Lacking unity and conviction, this type of play
nonetheless revealed the growing diversity of uses of theater,
and led to its coumplete secunlarizeiinn: 7he none-Biblieal

villaing, the exotic, the marvelous, the satire and pointless
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ribaldry. Its form also seemed to introduce z more compli-
cated vehicle for a more intellectusl enjoyment at the same
time that it depicted erude actions and characters. The
hierarchies, the Vices and Virtues, the parallel structures,
presaged a prescripted form for a drame which would be entire-
1y separate from the Church.

Techniques to mount the concentric construet (similar to
the pure morality plays whieh would be in England éy the four~
teenth and fifteenth centuries) were evident in the French
Jeu de 1z Feuille of the twelfth century. Although not a
morality, there is an ansalogous plot within a plot and, within
that nfalry® plot, another revelation: "Sans doute la tolle
du fond s'dcarte pour découvrir le nouveau tablesu de Fortune
et de s=a raa@iﬂg But the wheel itself, representing change
and hazard, 1ig presented in a dream conflict between reason
and Morgue le Tees As she and other fairies spesk of God,
one iz struek not so much by the mélange 2¢ by & subtle rela-
tive positioning of these eclements in & man's life:

The disparate elements imaged in this drams were ace
knowledged Presences to the audience, the basest of which a
men might avold by learning their insidiously respectable
guiges of Honest Appetite, HNeighborly Concern, Common Sense.

If o man could admit that his "seemynge-~Tfare® dreams of sensuw~

9 Le Théatre Comique au Moyen Aze (Classiques Larousse,
Paris), p. 34, footnote
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osiﬁy and an easy Fortune were illusions, he could learn
humility. A humble man night more veadlily apply the old
Epicurean "measure® to his living and put his hopeg into his
faith and his work, Onee he had defeated his pretensions
and self-idolatry, he could understend end practice charity
for others. It was not enough to know, according to medieval
philosophy. A man must sct sccordingly.

As the Church was teaching dimension for ments lives,
s Christocentric culture worked to make man's state more
demotratic as 1t wzs less egocentric: " o « &+ ni nes hommes
« » « ni des objetz ntont de valeur en sux-memes; mais seulew-
ment dans le mésure ou ils conduisent au Ghri&%wﬁlg Money,
sex and selfish divergion were %ﬁi@fiﬁ?ﬁfﬁft except as prac=-
ticed by the despised outlanderss These standards the church
drame tauvght. The parish went to the drama even as it became
gecularized to the point of becoming politiecal gatire in the
gixteenth century. The methods of the abstract expressionism
worked still, because the passiong and wills of humankind
strive still, in the same contest with reason. And people
are resched still by the same dramaturgical appesl to emotions

as well asg to reasons

¥ g. V. Reau, Iconogrephie de L'Art Chrétien (Paris, 1955),
P Se
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Those who have worked with or attended modern producw
tions of mysteries or moralitles assert that this technigue
succeeds with today's audiences,’™ as with the Gybs of the
fourteenth century or the Colins of the fifteenth, or an
Re Willis of the sizbeenth who recalled in 1693 {(when he was
about ninety):

« « and that is called the Mayors play where every
one that will comes in without money, the Hayor giv-
ing the players & reward as he thinks it to shew re-
spect unto them. At such a play my father tooke ne
with hinm and made me stand betwene his leggs, a8 he
sate upon one of the benches where wee saw and heard
very well . . . This Prince did personate the wicked
of the world; the three Ladies, Pride, Coveltousness
and Luzury; the two old menn, the end of the world

11 Dr. Vedder Gilbert of the Unliversity of Hontana
(English) has spoken informally of the hearty audi-
ence glven the medleval church drama which he had
attended in France.

Dr. Bugene Vanece of Yale University {Comparative
Literature) discussed Tor his Medieval Frenmch ¢lass
of 1965-1966 the surprising engasgement of the audi-
ence and the gitrangely vivid impression he received
from & performance of the medieval play Daniel, and,
ag reported to him, the "very successful? performe-
ances of Jeu dtAdam, a 12th century Prench mystery.

Experience with the production of Everyman {(Community
Theater in Lidbby) reaffirms the beliel that in the
medieval plays there is in-written s tension of c¢lear,
tight conflict; exclting absorption in & reallity
larger than Self; persuasion in the free rhythm and
flexible lines; emphasis from the cadenced equive-
lencies and “echoes® of ideas and phrases; emotione
ally sncoded vernacular in doggerel or in subtler
rhythns.
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and the last judgment. This sight . . . when I cane
to ments estate, was as f{gsh in ny mémory, as if I
had¢ geen 1t newly acted.n"

12 David M. Bevington, From Mankind to Marlowe {(Cambridge,
19&2}; p! }‘%Q



"That the matter be crystal-clere®

-Everymnan

Barly morning, In York, 1425, or an afterncon in
Munich, 1525, the sun's rays slant into the porch of the
Cathedral, gilding the sculptures as in a Monet painting.
Almost the whole town is there already--all the rag-taill
standing in the sguere, or sitting, some on the c¢obble~
stoneg, some on benches which they have brought. Lords and
ledies have found a higher vantege point-~the upper-floor
windows of nearby homes and shops, or they sit, friends snd
neighbors, from lords to villeins, on benches or stand in
the church square, or around the platea. In resplendent
velvet and gatin and ehiffons of Persia, elther given by
the nobility or bought by the more opulent guilds, here were
Everyman and his lady, and Ssul, and Herod who raged in
streets; devils pinched onlookers end sat with the sudience.
{One could pay for a better view, for the play cost nothing,
being paid for by the town or the guilds. In some towns, &
pence was charged.) The vexillatores have been about the
town for two hours, trumpets blaring for attention. For 150
lines of bann they have announced all the horrors, and the
"fayre® outcome for everyman, as they hoped for their friends,

the listeners.
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In Castle of Perseversnceg, on might see:

The Worlde, the Fende, the foul Flesshe so joly and
jent;/ Thel leyden hym ful lustyly with synnys
al a-bowt. {(11. 29, 30)

Bakbytinge and Endytynge, with all men for to
route. (1. 34)

God hym geuyth t{w)o aungelis ful yep and ful
yare (1. 18)

The goode aungel and the badde, to hym for to
lende. (1. 20)

Ya, and welcome be ye whenne ye com, our worth for
to prove (1. 150)

Fare wel, fayre frendys/ That lofly wul lysten and
lendis/ Cryste kepe you fro fendist! (1. 153)

When the audience saw a "goode felowe", a hard~working
#felowe?" like Mankind or an upper~classg Everyman badly be-
wildered, or even an innocuous Humsnum Genus, tricked on all
gsides by the subtle guises of Satan, they identified with the
poor dupe. Had not every man been gulled more then once into
depending veinly on promiges of help and szustensnce and the
more sbhundant 1ife? The accounting, the "blynde reckonynge",
came all too soon and unexpectedly: "Oh, Detht thou comest
whan I had ye leest in mynde!® ({Everymen, 1. 118). It
wasn't so much that inexorable Death wes the enemy, as trying
to choose the correct issue from the dilemma of which way to
life eternal.

8o the sudience sympathetically watched Man alone being
tugged this way and that by clever wiles. It was not alto-
gether hig fault that he was betrayed also by his own recale

citrant flesh, which would consort with-the World. ' “"Blynde?®
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since birth, Everyman has been “deceyved ere he was ‘'ware'®,
Goods chides him, "This was ever my gyse/ Another to deceyve
lin this same wyse" (1. 448). 8o Everyman must now at the
last moment learn to distingulsh between his three sets of
gifts;, to tell the illusory material gifts received of Fortune
ané of Nature from the real, spiritusl ones.

The conflict was not too rerefied, for the Dawe and Maks
end Gybs had recognized pretense and disliked “fair-spekingev.
They had watched with narrowed eyes as Mankynde at Tirst put
up hie guard sgeinst the congenial Nought, Nowadays, and New=-
GCyse--ingratiating companions, who only wished Mankynde to
get & little fun out of life. &nd go they give the audience
2 little fun, toor "Tupi Whup! Hopi! Hullat! Hoim The action
was lively: |

As a hewke, I hoppe in my hende hole.

I trotte and tremle in ny trew trone.

; {Perseverance, 11. 459, 449)

(Backbytere): Heyl, dynge deuyl in thi delle!

Heyl, lowe in hellet ,
{Perseverance, 1. 1350)

I nowret I sobbe! I sye soretl
{Perseverance, 1. 11867)

A later nmorslity pled, Lusty Juventas, comments on Abominable

Living:
What & hurly-burly is here!
Smick, smack, end 211 this gear!
You will to tick<tack, I fear.
The jingling jingo caught the ear:

We live by spoyle, by spoyle, we moyle and toyle;
Thus Snatch and Catch doth keepe a coylel
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Ko immoral humor this, but an impersonasl, objective Yheight-
ening® of the ribaldry which was a vital part of the average
ments life. David Bevington deems the humor ®* . . + broad
enough, but the rice is never presented as anything but groe
tesque and damnable. Even in 1its emusing scenes the play is
offering serious morality to a widespread audience.® Medliew
val man recognized Lust-liking, Perverse Inclination, and
Placebo as the darlings of his own heart. And he found humor
in subterfuges and practical jJjokes of that Flipertigibbet and
the other miniong of Bellal who parodied his own weaknesses.
The coarse deseriptions and repartee were no more displeasing
to him than the facts of the bas-court:

Flesh: I byde, as a brod bustum gutte,

a=-bouyn on these touris! v
(Perseverance, 1. 209)

And the ribaldry? ®It is ag if leaughter intensified the
power to pray, as if the sublime could best be apprehended
by those who are open to the ridieulous, ag if Christisnity
were & thing so strong that it can include all the explosions
of leughter a dramatist can devise." (Neville Coghill, as
quoted in Cawley, p. xvii).

There is salso subtle metaphor at work in the hiervarchi-
cal derivation of the vices: In Everymen, Goods derives from
Avsrice«Pride, which derives from World; Family and Fellowship

and more respectable personifications of Flesh., But in the
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gulises of affinities which were well-entrenched in the
heart of Everyman already, these Vieces are the more ine

sidious. In Perseverance, the gulisegs of the Seven Deadly

$ins are obvious enovgh, since each sin sits with its re-
spective master on his scaffold, and since they are sent
directly and viecibly down to Man's "place" by their master.
Neither angels nor the devil comes directly to men. The

Good Angel in Perseverance sends Shrift to Humanum Genus

to show him how he has been *begyled®", and to bring him to
confession, absolution, and into the Castle. Tityvillus is
just & suggestive whlsper inteo Menkynde's subconscious ea?;l
"Euer I go invysytulle-yt ys my Jett?, tut Tityvillug irse-
cibly drives his henchmen, New«(Gyse, Nowadays snd Nought, to
beguile named individusls of surrounding localities well
known to the audience {Mankynde, 1. 522).

It ig a poor vice that cannot pawn itself off as a pretity
good fellow %o live with: Avarice, disguised as Thrift;
Pride, as Self-respect; Sloth, Patlence; Selfishness, Prace
ticality; Ignorsnce, Simplicity; Expediency, Common-Sense.
But Mankynde hag much of the pessant shrewdness for the audi-
ence to adnire: Even after Mankynde has been assured that:
nthe Deull ys dedet® {1. 586) he does not Jjump directly into
the hotbed of sin; flrst, he is seduced into impatience with

1 Similar to Milton's Satan whispering into Eve's sleeping
ear. Paradise Lost, IV, 1. 800.
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his fellows, not a bad sin and certainly justifiable in the
cagse of New-(yse, Now~a~days and Hought:; next, laxity st
prayer, which laxity can be rationalized away by the hard-
ness of the soll {the devil pubs a board under it):; and
thence, a decline into laziness; bthen scandal-mongering, &
fairly universal weakness, which does not make him eny worse
than “the others® in the world; thence into the gross sins,
until he is slienated fron Hope and in danger of Despair.

The matter was "erystal-clereb,

Zach vice tféaﬁé@ the audience direoctly to a sermon
degeribing his origin, his deleberious effect, and his clever
plans for deluding the unwary Homuneulus. Clowns these vices
were, but the avdience recognized them as vanities and mubta«
bilities and Talsities. The beisberous guffaws at thelr exe
pense ceme readily, as a child's; so did Mankind's prayers,
in a simple belief that God was not grim, that Christ was
merciful, and thet a little prayer avalled much.

The attention of the audience was held also by a stage

which "trembled and roared" {HMarst/Sade, stage directions,

episode 26). The various platforms, steps, levels snggested
symboliec interpretation as well as balance of lire, the un-
restricted flow of movement and time, with "bold handling

of larpe masses"to mateh the words. Further sllegory was

evident in the wealth of color, costume, and properties.
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Mankyndets plow is gsymbolie of "in the sweat of thy face
ghalt thou cat bread®, and at the same time: "He that
putteth his hand %o the plow smendeth his lifeYe-g means
. of good works. Pusiness for tooce-much busyness was in-

written: The scurrying of Bakbytere in Perseverance, of

Myscheff in Mankynde, of the Jew in Jacrament, emphasized
the distractions of the busy world as threats to mants sale
vation.

Humenum Cenug pubs on the elegant robes of the World;
Everyman dons the sackeloth robe of Contrition. The Devil
corries a spear or a net. Myschefl hag the rope and gal-
lows-tree instantly ready so that Mankynde may hang hinself
in nomentary despair. (For the delectation of the groundw
lings, 2 mock hanging of New-Gyse ensues.) Henkynde's coat
of dignlty grows shorter and shorter, thenks to the shesarvs
of Wought (Falsity), after Humenum Gemus has given his vl
wyll, ser® four times in assent to concupiscience {as his
false god, and to the three N's as his priests). It wes a
point in dogme that it was necesgary that man vlent his wylle
before the Devil could act. Goods, in a derisive laugh of
farewell, flings a gold plece at Everyman; Penance ig a
jewel, ut also o stourge to achieve victory over the body
as the first step in penance. Mankynde has so meny lessons
taught by parcdy--~on weddings, on courts, on the Last Judge

ment; so much sllegory presented through negative examples;
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and even direct homilies by Merey that it seems e play
within & sermon.

Illustrative of the presentational differences between
the nystery end the morality are two plays tesching a gimie
lar lesson concerning the wieckedness of slander. The Triel

of Mary and Joseph is o Piblicel episodic Nystery which

points up the salacioucness of the Pharisees, the Jews, the

elders, in slendering Mary. Perseverance has the ebstrae~

tion, Pekbytere, btursting with news, slander, malice, &and
langhter, running, toadying to all the vgreat" from mansion
to mansion: "No two cen stand without I be there."

Both types of pleys imposged an ethos on man's struggle
ageinet chaos. Such was the sucecess of technigue and text
that the Judseo~Christic-Humenistic ethosg in morslity plays
has pevsisted either in vogue or at random down to and through
modern times. In any of these plays, man learns to his sor-
ryow or to his joy that he cennot dgnore the spiritual hege~
mony of eternal time and spece. Sverymen, Mankynde, Macbeth,
end Dr. Ponstus, once out of harmony with nature or the uni«
verse, could well feel disoriented, alienated from the morsl
time-gpace continuum, for it was not the "time® that was out

of joint, but they themaelves.g

Death's one-day ultimatum sharpence the focus; time interw
gects with the timeless, and Man's space becomes specew
less. ® « + . he hes logt the good of hlis intellect which
is knowledge of God. He . . « is cut off by his sins
from the divine source of his being and the vision that
gives meaning to life.” (Speir, p. 81.)
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It was the morslity play which developed to fullest
grace that paradox in balance which merked both theme and
form. & rhythm of movement and balance, en assiduous atbten-
tion to symmebtry in the structural units of the morality be-
speak the reverence which men paid to a Divine Harmony.

{see appendix).

Patterned the morslity play is, but in a qualitative and
in an hierarchical gense dependent upon the idea and the ac-
tion reguired to animate the idea. The reader cannot measure
dramatic rationsle by & check for the mechanically quantita-
tive measureg found in literary forms. A rhythm consonsnt
with the theme moves in an emotively spaced "turn and rew-
turn®, or cycle involuted within eyecles Unexpecbed flashes
of the mirvor come dramaticelly, traveling inward from the
largest unit of thought to the smallest ldeologicsl parasllel
in an iconographie word.

In Everyman, the three largest movements correspond to

the Christie cyole: the Passlonestrugsle, the death, the ex-
altation. There is another, inner progression of geven epi-
sodes which suggests the seven different rhythms of the liturgy

or the seven sa@ram@ntE;E

3 A notion which occurs after reading & hazsrded summary
of the segquence in the lost Pater Noster of the twelfth
or thirteenth century, 2 possible antecedent to one of
Everyman's sequential patterns.
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The regimen of the Church is mirrored in the episodic
sequences of the soul in 1) innocence, 2) temptation, 3) fall,
) the law, 5) the "dark night of the Soul", 6) contrition,
and 7) salvation.

Everyman must come to comprehend his need of God's grace
and mercy and the sacraments of the Church to see him through
the dread journey-battle. In Mankind, Mercy cries, " . « o I
wyll goo, and never sesse./ Xall I not fynde hym?" (1. 763).
Because the last speeches of Mankynde were an appeal to Mercy,

Mankynde 1s delivered. 1In Castle of Perseverance, Good Angel

hears that "mercy" was the last utterance of the Soul before
Death and promises that Mercy shall be its "socowre"

(11. 3047-3068). 1In Everymen it is Knowledge who comes to
Everyman to guide him on the right road to the liturgical se-
quence of Confesslon in the house of Salvation (11. 534-540).
After the proper Secraments he receilves Grace, his life's
climaectic crisls 1s resolved, the pattern of his life becomes
integrated with the external, and his need for direction and
resolution is answered.

In Castle of Perseverance, there 1s a double regression

or fall; in Everyman, a double reversal; in Play of the Sacra-
ment, a triple Passion A-New of the Body of Christ. Mankynde
three times confesses his unworthiness, and receives assurance

from Mercy, . before it 1s effectual; Everyman has three early,
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almost involuntary "prayers", before the beautiful and dra-
matle soliloquy which brings him back to the ritual of pen-

ance (1. 581-604). Perseverance offers three exactly pat-

terned attacks in the war between the Vices and the Virtues:
one stanza each to the Henchmen of the Flesh--Gula, Luxurila
end Accldie--as they confront their opposites--Abstinencis,
Castitas and Solicitude (whose cases are weighted in having
two stanzas each in reply to the single stanzas of the Vices).

This technigue of reversal combined with an overall-
cyclic, yet onward, progression, suggests a splral which
closes in on a tight focus. The spiraling cedences of epi-
sodes, balanced equivalencles or antitheses, incantatory se-
quences of three to reinforce e point, the mulfi-meaning
imagery do glve unity, in a measure and harmony that is the
very lesson of the morality »lays.

Fall, death and ascent: thesls, antithesis, synthesis.
There mey be counter-movements of opposite sequences of
ldeas, out the effect of the whole 1s to substantiate or

encircle the central ‘l:hesis.l‘L

h For example, there are three sets of "giftsh" lent to
Everymen: those given by Fortune, those given by
Nature, and the gift of Grace gliven by God, which is
the gift of Life Eternal. In parallel episodes, the
first two sets of gifts desert Everyman. He must
learn that Fellowship, Kindred, Goods--2ll gifts from
that strumnet Fortune--and her "felly" wheel of o&r-
cunmstance are a hindrance in this journey; they are
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But curious though the contrapuntal rhythms and thematic
fugues and "paratactic imagery--each word an Image ¢losed in
itself--a digscourse of mosalceh might be, and intellectually
ehallenging though the distinction of the anagogical, tropo-
loglcal snd eschatologleal levels of allezory might be,
Everyman compels all audiences for two reasons: the con-
centrated attack on emotions and the ease of personal identi«
fication with the hero:. The confliet argument is taut and
single; the words and actiong are virile and gpare; Deathels
ultimatum has sharpened the focusg. And the abstract play be-
comes Teal to the man who comes L0 the poreh of the cathedral
to hear: “Man, in the begyninge/ Loke well, and teke good

heed to the endynge." {(Everymen,ils 10+11}.

. (continued)
nost 1likely to obstruct hig judgment of everlasting
velues. The hope that Bverymen feels with the second
bulwark of Nature's gifte--Health, Beauty, Discretien,
and Pive-Witsw-iz ag irvonle as the hopes he had first
had in his household gods: for in 9&?&11e1 and reslise
tic order, they %oo desert him (in the climeetic order
of his dependence upon them, in both sequences). The
ivonic desgpalr felt on the second desecent brings him
lower, to the nadir. Hach step dowmward--Irom arrow
gance to blindness to flippaney, puzzlement, disbellef,
defensiveness, obseguiocusness, dssp&ir, fr*ghtwwiﬁ
matoched on the ascending scale by recognition of need,
hope, confidence, gratefulness, contentment, pralse af
hig Maker, joy.
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The purposes of art were served in the medieval
theater: (1) high selectivity of conflict with greatest
potential tension; (2) intensification by parallels,
repetitions, antitheses; (3) familiarity through lit-
urgical, Biblical encoding; (4) identification with the
suffering "hero'; (5) excitement and anticipation from the
cumulative pre-knowledge of the character and situation
achieved by "distancing" the subject; (6) rapidity of
action because of short scenes in guick sequence, in varied
places; (7) variety of tempo, of tension strength and of
diction; (8) enlightenment; (9) artful picturization,

William Shakespeare was heir to these theatrical con-
ventions as well as to the argument of the medieval drama,
As @hereﬁwas a remarkable cohesiveness between the med=-
ieval and the Renaissance thinking, conditioned by the
centuries of Christo~-humanistic ethos taught by the monks,
80 Shakespeare could well be Termed a late medieval man,
in whom the seed flowered. His great tragedies all pysh -
toward the Christo-humanistic redemption that must be
bought at the price of the liberty that comes with willing
submission to a larger "order", at the price of suffefiﬂg,
at the price of humility (Richérd II, Henry IV, King Lear)
and service and action of the chivalric creed. He affirmed

that the truth of man's experience lay in thsat totality of
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knowing the worlds of nature and of metaphysics inter-
linked with his own. His patterns of progress were the

guilt-atonement of the medieval drama (Macbeth, Winter's

Tale, Tempest). The great constants of humsn nature were

allegorized into men whose passions move the audience

(Cthello, Lear, Richard II, Macbeth).

To the medieval theater can be accredited almost
every attribute of Shakespearean drama: (1) the allegor-
ical, symbolic wealth of allusion; (2) the love of para-
dox and ironic contrast; (3) the symmetry and balance of
"large masses"; (4) flexibility and suitability of form to
function; (5) the conflict of good versus evil within the
psyche and without; (6) the moral necessity of man's
rapport with nature and a supernatural world; (7) the use
of the vernacular and the familiar; (8) exaggerated assault
on the sense and emotions. The acting that could out-Herod
Herod, depict the visible hell to which "the sightless sub-
stances that wait upon Nature's mischief" led men; and the
sweetness of the "lully, lulla, thow littell tine child"
Just before the slaughter of the innocents, are pieces of
"elongated spiritual gothics" that conveyed the attenuated
pathos and gusto of a real people. They were being taught
a way to live.

There was more than purposeful theme and scheme that
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struck the balance between Greek reason and religious
passion: the informing breszth of the morality play was
the general belief that Hodestia znd Hesura could effect
a tolerable issue from the dilemmas of this life and a
triumphant entry into the next. The medieval playwrights
pulled into one skein the divergency of man's existential
experience, threading the rage and the consolation, the
roguery and the gallantry. They spaced light with dark,
the mean with the large, the cold against the warm; and
they illuminated the high thread-~line that men had to
walk between pride and despair, between asceticism and
licentiousness. To show man honestly in his "pride of
life", his "imperial arrogance in full ffleshe" was the
means, not the end, of interesting the audience.

If being wise meant to externalize in full flesh,
blood, and movement on the stage, the demons that moti-
vate men so that even the most ignorant might know him-
self, Bertold Brecht was Jjustified in looking to the
rast to find "what is wise". The defense of allegory is
not just an "act of piety". If allegory can work to
stimulate the imagination toward an ideal, if it can en-
large into being any modicum of spiritual value, it is a
vital force in retaining drama as an educative medium.

Modestia and HMesura--the modern world could use some
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of those.

It's in old books what wise means-—-

To keep out of the world's strife,

To pass the short $psce without fear,

To survive without resort to violence,

To return good for evil,

Not to fulfill one's wishes but forget them:
This is what wise means.

("The Second Coming" by W. B. Yeats)



"Which is the justice, which the thief?"

King Lear, IV.vi. 158

The arguments of the medieval remained the arguments
for the outstanding playwrights of the Renaissance and,
in a limited interpretation, for some of the playwrights
of the Restoration: (1) How could innocent Credulity
protect itself against the "seemygness" or the "seem-
lynesse" of Untruth? (2) Was man's own reascn and educated
and willed choice of the better value enough to avoid evil?
Or was there an Anti-Chance factor thaot opersted against
man's will? (%) How combat the evil that, inner and Outer,
confronts men? (4) How conduct oneself in the paradox
of guilt and justice that obtains in this world? Is
suffering necessary to enlightenment?

The centuries succeeding the medieval developed ind-
ividual character, and poetic lyricism within the format
of the morality play: the battle of virtue versus vice,
the debate between body and soul became inner conflict.

But the outer world of Death and judgment, Heaven and Hell
remained. From the mysteries, the heirs took the passion,
he inscrutable violence, the marvel or the supernatural,
and incorporated them into historical personages and events

capable of dramatic projection. They took the distancing,
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the presentational devices, the homilies, the sharp con-
trastes, the homely idiom snd dear detail to meke potent
drama.

ixcept for a detour into the court masgues and inter-
ludes which had preserved only the outward form and fashion
of the balance, the circular structure, the music and song
of the morality. Erudite, refined to effeteness, symbol-
istic, they had no meaning for the "general®, That rasison
d'etre of didactic drama was abandoned for the spectacular
roses, feeriqgue banquets, and the measured dance and song
of classgic figures. Although the major bthemes of the
masgues were: "What is noble, should be sweet”, and "Vhat
has no ground of good is hollow"; although the masques
showed the dichotomy of Blackness and Light--gods opposed
to Pan's crew of anti-masque revelers, the arguments lacked
the passion of reality. The communal "agape", the redemp-
tion by young love was merely a visual recognition, offer-
ing no profound relationship or "emotional experience®.

Ben Jonson's moral purpose in Pleasure Reconclled to Virtue

was to degrade "belly-worship" by fasrce, to show that
Virtue is its own reward. But what meaning would this

have to those who could expect neither leisure nor material
reward? Ben Jonson's longer anti-masques Volpone and The

Alchenist criticise and deride the whole world with
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bestial nomenclature and metaphor for everyone in the
former play and with medieval nomenclature and metaphor
in the latter. No one is admirable. All are gulls or
gullers, and laughable. BSBuch devastating constant wit
makes the unsubtle listener wary and bored. The entire
anti-humsne world of Volpone is stagnant. Bub the rlays
are medieval in allegorical idiom: Diablerie is brought
up to date as Roguerie. The pretenses of the maskers
form a sort of involuted "show®. And there is a recog-
nition of the author's busy cleverness at the end of the
plays. The social malaise of his time is all too clearly
revealed by anslogies, but there is no boomerang inspired

toward any medieval ethos of modestia, misericordia and

mesura, perhaps because the author seemed to have exer-
cised none in these two plays.

John Lyly's "masques"” reflected the highly sophis-
ticated language and manners of the late sixteenth century,
but do not have any influence except to exclude the general
audience. Allegorical and with highly structured balance,
the plays used the classical or medieval themes, but were
written for flattery and style.

William Shakespeare's "maéques" were also for the
intellectual court elite, representing an idyllic society

as he thought court life was. The early Love's Labor Lost




was informed by an aristocratic chivalry: The Tempest

later represented society as Shakespeare thought it should
be, reformed by philosopher-white magician kings. In
L.L.L., the symbolistic and ritualistic self~criticism
of man's ceremonial self was the reversal-purgation, but
the soclieby was too weakly defined, and the style so
affected that it seems immature. |

By the end of Shakespeare's writing career, he at-
tempted to tie up all the redemptive patterns of pagan-
primitive, of Platonic and of Christian and humanistiec

myths in The Tempest. In both The Winter's Tale and

Tempest, Shakespeare has abandoned effort to portray sin-
ful man as an agent in his own redemption or perfection,
and has turned this Jjob over to the Supernatural; in coop-
eration with Nature; here is man's only hope for the
regeneration of his lost innocence and grace, Perdita
(ﬁeg.); or through miraculous reconciliation of redemp-
tive young love of a Miranda (Tempest). UMiranda is the
goddeés~Eve~Virtue-Beautye Ferdinand is the "brave form.
But 'tis a spirit."--the man for whom she may bring regen-
eration--"A thing divine; for nothing natural I ever saw
so noble”, (I.ii. 414,421) BPut Caliban is the constant
reminder that the "natural" man cannot produce perfection,

for Frospero, in spite of his self-conquest which has
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brought him the kingly gracesl, still confesses that
Caliban is "this thing of darkness I acknowlecdge mine”.
(V.i. 275-6) Nor can Nature alone save him, for beside
and within thsat “"green world", are the ravening bear and
the tumultuous wintry seas, through whose thunder is
heard the screams of dying sailors. (¥®.E.)

This summation allegory carries character and con-
flict within its concept. Characters as static as those
in nasgues represent on one level, pagan archetypal deitiesg;
the wise father Prospero; the king's young wanderer-soa,
unknown, from the sea; the fertility goddess: on the Greek
level; the philosopher king, Venus, Caliban as Pan
(re-inforced by the anti-masque of the satyr-dance) and
the young man as any Theseus type who comes over the water-
Journey, surviving the "triaels" that free his people--
Ariel, as divine or ethereal "Muse": on the Christian
level§ Prospero, at the top of his island hierarchy, sug-
gests God; Miranda--live or Mary; and Ferdinand--the man
redeened by baptism of water, and the sacramental banguet.

Each character operates on several levels as can be seen

In Macbeth (IV.iii.), Shakespeare defines the "king-
beconing graces"--a search and dialogue with which
most Renaissance thinkers concerned fLhemselves:
As justice, verity, temperance, stableness,
Bounty, perseverance, mercy, lowliness,
Devotion, patience, courazge, fortitude, . « .
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in Prospero, the ideal ruler who has learned to control
his physical self (Caliban); who by this means has learned
compassion. Prospero is also, then, the philosopher
courtier; whose white magic of "art" in the service of
intelligence and beauty, he achieves with the aild of Ariel.

The anti-masgues or entertalnments in both W.T. and
Tempest offer a communion in an inner play--pastoral and
of the folk in ¥.T.; of the enlightened rulers in Tempest.
¥.T. had asked and answered the means of man's renewal;
it had supplied Proserpina-Perdita, rediscovered in the
vigor and simplicity of pastoral and perhaps a pagan life.
Her redemptive marriage with Apollo-Florizel would renew-
atone for the sin of Leontes. But the later Tempest had
sanother answer--the guilt-atonement rite necessary for
intonio's sin: A ¢leansing by sea water, a mystic resur-
rection through the agency of the eivilizing art-spirit,
Ariel. With these plays Shakespeare had returned to mystic
didacticism and he had returned to the classic~Renalssance
frame of the less flexible and more intencse five-act
formality. But the intellectual exercise of these plays
was too rigorous for the mass.

Hewed more to the capacities of the illiterate pop-

ulace, the Catholiec autos sacramentales of Calderon de

Barca were undisguised moralities. Dressed in truth and

conviction, the allegory of The Great Theatre of the World
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uses the simplest convention--mankind's mementary role
cn this world's stage, stripped of time or place. Their
finery and their masks they must discard, their parts
also: "i¥hat profite thee to have won robes of purple?®
Biblical allegory and phrases and "The Song of the Law"®
tie the locse procession together. There are Dives,
Lazarus, The Emporer, the Beggar nué, each given their
talents by the Stage Hanager Nature--the prototype of the
Our Town (Thornton Wilder) stage manager. The hero in
this pley written by a conservative Catholic of the
seventeeath century is the laboring class and the beggar.
2o strong is the gide given the poor and the case for
Charity thst the play seems almost more social didacticism
than religious didacticism.

Calderon's epic, Vegnerian Life is a Dream sbandons
the simple morality and the complete abstraction of time/
place for a flexible, multi-locational, three-azct struct-
ure, Characters assume allegorical dimensions with masks,
vizards. There are three mystically coincidentsl inter-
ventions of the "good angel" Hosaura to aid the hero,
Segismund; dreams within dreams, until the audience, too,
is not sure which world is resl; false oracles speak to
the learned astroleoger-king, but they are a false shadow
of the truth, as is man's sense of the outer reality. The

guestions and the answers are those of The Tempest: Is




nature or nurture the strounger? Is 1t

;jwﬁ =1 bhrube? Thoet cort of

m.,
¥

aue, Lo subnlizate the

educacion for the ideal prince? The snuswers begin with

-

a ripgorous control of the pussioas during all of & prince's
youbh;

Since Dreanming, deQOhs, Jassion are axin .o e .

One test, I think of waking sanivy

Shall bve that comscious power of gseli-control,

To curb all passion, but much most of all

That evil and vindictive, that 11l squares

With human, and with holy csnon less

Which bids us pardon even our enemies.
The play is full of anti-~types and glittering imcges
and long monologues, but because the action is vivid and
strong witn attacks and reversals, the play is strong
drame, at the sawme time that it sells the humanistic-
stoic ideal, and the fallacy of the pursult of Enowledge
and Human Sclence as guldes for lifes.

A cosmic theme similar to those of Caldercn's plays
is %rerted in Dr. Faustus by Christopher Marlow What
profits it Vo gain all knowledge, if it is not enlightened

&

by God's will rather than by man's will? Man's limited

AW

The English style of transliation of Dreapy and some
cf the metaphysical concepts resemble axcerpt% from
the Shalh Kamah, as traaslated by Sir Ddward idrnold
in the Harvard Classics, V. 45, p. 301 ff. ‘

The man-child breaking from that living tomb
Tonat makes our birth the antitype of death.
(bream, I.ii.)
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knowledge fades and his myths vanish like dreams. In
challenging the Universe for mastery over Nature, Faust
commits the worst "sin" in the Greek or medieval moral
system. To the extent that he is willful asnd arrogant
about his place in the universe, Dr. Fsustus becomes a
definitive myth for his period and for the wodern period
of western man.5

The frame of the vlay, although using some Senecan
features as the Chorus FPrologue and Epilogue, has retained
many morality supports: The "airy" conflict is still
between the Good and the Hvil of a man's life; time and
space are disregarded in a loosely episocdic aand circular
structure; there are several lnner analogues; The Wagner-
Eobin parody of the main temptation plot, the Ralph-Robin
farce and the Pope's privy-chamber asnalogy to the Tenp-
tation of Christ on the mouantain-top, with Faust{ pointing
out his cities; the Gothic Jjuxtaposition of farce with
sensitive, soaring poetry; the "debate" with the scholars;

the Seven Vices are opposed by seven efforts to repent;

> The idesa of Dr. Faustus 1s that if truth and virtue
are limitstions imposed only by man, then his society
runs to chaos; if men tries to use might, then the
world becomes sbsurd, and brute. As Faust becomes
more “knowing", he becomes more unruly, less acute,
more farcical; sees life only as a farce, an exper-—
ience of Ypassions". (Lecture by FProfessor Vedder
Gilbert, History of Drama, University of montana,
Summer, 1965,
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the Evil angel opposed to the Good Angel; the references
to blecod, culminating in the streaming of Christ's blood
in the firmament, and the vial of grace offered by the
angel; & parody of religion with a trivial Pope and the
"sumptuous temple that threats the stars'; the antithet-
ical phrases, "All is Hell thet is not Heaven“Q, contrasted
with Faust's "All is dross that is not Helena'"; the old
and the poor and the clowns are saved, but not Faustus;
there is the same sort of structural and Ghematic unity
a8 in medieval drama in the repetitions, in the incre-
mental metaphors: the growth of the buds, the blossoms,
the boughs, the trees, opposed to the uses of "glut" and
"surfeit™; the medieval "vaunts", the descriptively-named
devils--~Baliol and Belcher. There is social satire on
the trivial uses to which the wonders of the universe are
put-~the grapes which the Duehess orders, the Emporer's
idle curiosity, the summum bonum of belly-cheer for
friars; the universal wish for conjuring tricks.

Two elements, not medieval, make the play exciting
to moderns: the new character of the Devil and of the
man who is not a characterization of an abstract. FHor it

is these two, and the wildly passionate speeches of Faustus

i \ < . .
cf. Shaw's play, Man and Superman, is recalled with
Marlowe's "In Hell is all msnner of delight”.
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that make the play go. The freedom tec use his will as he
wishes is the dilemms of Fsustus; he wishes his "ambiguities
resolved”, his mind unbridled. Iike ILady Macbeth, Faustus
it is who calls upon the Devils, "Veni, Veni". It is
Faustus who repeatedly wills and vows stubboraly to hold
to his contract and refuses sdamantly to believe that he
is able to call Christ as he had called the devils. Iven
as he admits his hardened heart, he wills to be damned.
Faith can triumph over the 0ld Man's Pride, but not over
this Will. The devil remonstrates with Faustus, tries to
warn him. He speaks of man's "glorious soul?, more wonder-—
ful than heaven itself; he suffers pailn and regret, syup-

a thizing with man's estate. He is so humanized and so
ambiguous a devil that he could be the Flesh and the
World, if not z conscience debating with the body-will
of Faust. (Johann von Goethe makes his devil in Faust,
end of Prologue to Part II, a not unsyupathetic character—-—
an accessory to God as a Hell-hound to lick up the filth
of the earth.) \
Increased emphasis on the effect of his moral choice
on & human being's career had taken drama a long remove
from the allegorical ebstracts.
John Lydgate, however, had imposed moral precept upon
the lives and falls of Frinces., Rather than portray their

vicissitudes as caused by Fortune, he used his Fall of



Princes {(c. 1430) to teach rulers that:

It is nst she thet pryncis geff the fall

But vicious lyvyng, pleynli to endite

(Prologue, II, 40-42)

But it is not always a particularly vicious "mole of
nature” which causes the downfsll of a prince: it may be
a lack 28 well as a too-muchness of a particular attribute.
Through successive plays, Shakespeare explored the prev-
ious guestion. Reference to Fortune is constant through
the great tragedies, and also in Richard Il. Very much
like Hamlet--young, fair, intelligent, sensitive, intro-
spective, anon-agressive, and innocent--Richard is set upon
by the Pretenders, the Manipulators, among the nobles,
whose hatred he earned by decreasing their purse, and who
feared his idealistic alliance with the common pe@ple.5
Following the linear development of the mystery-narrative,
Shakespeare makes of many eplisodes, a measured "progress”
of inexorable steps toward Richard's assassination. He
invests his Richard with sincerity, the justness asnd the
religious faith. Then Bolingbroke (whomr the pecple des-
pised) and the exigencies of war begin to press Richard.

But "sicklied o'er with the pale cast of thought', taking

Froissart's Chronicles, "Wat Tyler's Rebellion",
in Harvard Classics, V. 35, pp. ©5%-30.

Chesterton, Chaucer, pp. 42-45.
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advice and flattery too seriously, Richard, like Hamleb,
takes to the sword too late.

Richard's death dance is 2 torturous twisting to
evade the inevitable (III. ii. passim):
God for his Richard hath in heavenly pay
A glorious angel: then if angels fight,
Week men must fall, for heaven still guards the right.
(I1I. ii. 186)
Helpless against the desertions of his people, the equiv-
ocating tarusts of Bolingbroke, the ironic courtesies,
Riehard can be forgiven his self-pity:
lie rather had my heart might feel your love
Then my unpleased eye see your courtesy.
Now is this golden crown like a deep well
That owes twoe buckets, filling one another,
The ewmptier ever dancing in the air,
That bucket down and full of tears am I.
(IV- :L o lé_%'b"‘%@
With nc more alternatives, "Must he submit?/ The king
shall do it:" and "Let Richard live till Richard die.™
In prison, his frenzied lyric ocutcries subside to phil-
osophy « « » but he is still "spurred, gall'd, and tired
by Jeuncing Bolingbroke™.
Rode he on Barbary? Tell me, gentle friend,
How went he under him?
(V. v. 81)
In spite of the deluge of tear-drops, water-drops, the

reader is held by the vehement passion of Richard, as,

like Bveryman, he goes down each step alone, brother only
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to the "grim Virtue, Necessity".

deny medievol coaventions heighten this drama of
rich verbal imagery. True, the over-nicety of the bal-
ances, and echoes, and parallel structures, and Richard's
conscientious use of them, and plays on words-—even in
his most broken utterances--puts one off occasionally;
but the love of a verbal battle gives heat to the vaunts,
and medieval vertu gives historical depth to the opening
gcene; and delicacy to one of the tenderest love scenes
in Shakespeare's plays--the farewell between Richard and
his wueen; the mirror convention wherein Richard reads
the shadow of his sorrow "that swells with silence in
the tortured scul®™. (IV. i. 287-8)

"Was this the face . . . " suggests Helen's doom-
laden legend of Ilium--a tiny analogue within the glass.
The concentrie idea-—a macrocosm within which is micro-
cosm~-the dimension of disorder that has broken into
"the concord of his state and time"™ is paralleled by the
breaking of Richard's mirror and his time by the onrush
of a larger clock; the iconographic monologue is ended
with another circle within a circle;

e« « and love to Richard

Is a strange brooch in this all-hating world.

(V. Ve 10T )

Anticipation and suspense are heightened by the

provhecies of the Bishop of Carlisle, of iiowbray, of John
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of Gaunt, and of Hichard. There are Biblical tags of
"Judas™ and "Piletve". But the poetic languoge, the
depth of characterization of everyone except the Jueen,
arouses feeling even with those who are net concerned
with the argument of where the responsibility for the
tragedy lay.

inother of Shakespeare's plays thst wmekes the sane
unrestrained appeal to pity is King Lear. It is shaped
in the circular episodic timelessness of the morality.
The major confrontation of Lear with the external, mystic
world is on gray waste places, barren of civilizatione
Lear's particular mole--"that I 4id but slenderly kunow
mnyself"--makes him "stumble when I saw".

Which world is real--Gloucester's: Yis flies to wan-

ton boys, are we toc the gods/ They kill us for their

sport®. (IV. i. pp. 37, 38) Or Bdger's world, in which
"The Gods are Just"? Is it the world of "The stars alone
govern our condition®, (IV. ii. pp. 30-68) or a world in

which, "we mske guilty of our disaster, the sun, the moon/

(4]

te if we were villasins on necessity; fools by heavenly
compulsion?® The medievzl-~Renaissance playwright returned
to the Augustinien precept of man's responsibility for
bridling his will in submission to the Spirit. In Lear,
the Quter Reality breaks in upon the human reallty

constantly, but the humsn is generally blind: "Get
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thee zlass eyes," says Lear, "tnd like a scurvy poli-
tician see/ To see thaot thou dost aot."™  And Gloucestver,
too, sees that we do nob see, and that those who do "“see",
are considered mad or blind: "'Tisg the time's plazue,
when nadmen lead the bhlind." (IV. i. 2. 4G)

Perhaps the blindness of nen in Lear csn be consid-
ered an analogue to the blind forces of dature-~—-screamning
winds, blind fogs, random lightning. The worlds infter-

sect, time-space continuume are broken by human iniractions
sgainst Order. But at the end of Shakespezre's tragedies,

and of Webster's Duchess of Malfi, an exemplum of stab-

ility and harmony restores equilibrium: "this hopeful

young gentleman”--son of the Duchess, and Delio and
Pegcara; Fdger, XKent and Albany in Lear; Cassio in

Othello; Fortinbras and Horatio in Hamlet; HMalcolm and
VseDuff in Maschbeth. Inner worlds and ocuter worlds are re-

vealed through dreanms (uamlet, Hecbeth, Dream, Duchess of

Malfi); through spparitions (Hsmlet, Hacbeth, Duchess);

through Othello's f£it; inner play ard anslosues or "revel-

ations" (Hamlet, Duchess, Lear, Macbeth, OUthello).

Other morality conventions carry the themes of the
plays: Edgar and Kent must play the simpletons and nad,
because "Good must go in disguise to do good.” Boscla in
Duchess wears & vizard, appesrs in st least three aspects—-

presenter of znnouncements and masgues, reveler with the
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audience, sympathizer and executioner, informer; asmbig-
nous and ubiguitous, he mizpht represent Comuon idisn.
Another wedieval concept used by Bhakespesr in Lear,
particularly, was that of doubleness--in structure and

in chearacter: ILear and Gloucester; Regan and Goneril;
EBdmund and Idgar; two fools--one real, one in guise.
These reflections in a mirror may be antitoetical or com-
plementary--perhaps both. Ferhaps the coincidental
"appearances"” of Edgar to help at the various cross—roads
of life suggest The Good Angel, and Bdmund, the Bad Angel;
or the two might represent dichotomies of the same person-—
ality, as in the Grail legend of the duel between tThe
brothers--Bors and ILdionel.
Some of the descendants of the Devil or the Vices

seem more one-dimensional, static, as Goneril and Hegsn

in Lear, or Flamineo in White Devil--undifferientiated evil.

Others display the wit and the urbanity and sometime amia-~
bility of the Hachiavellian faemily; lago, hdmund, Claudius,
Losola. And the comic Vice, Palstaff, has the lnsidious
corrupting capascity cof Concupiscience. Other allegorical
types are essily recognized: of course, the name-conven-
tions used by Jonson, by Shakespeare, by iMoliere, by the
Restoration comedies (and sporadically by woderan authors
in "new" moralities); Surface, Sneerwell; and by Shakes-

peare--Doll Tesrsheet, Shallow, Silence, dearina, Ferdita
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Harpsagoun and Lakleche. The incidental 0ld men and geantle-

01 view. wxcept

<r

Men are symbois ol socliety and its poiw
for uwacbeth, who is als¢ a represeuvative character,
everyone in usacbetih is statie aand allegorical, because

tihe play is a thorough-going morality of Good versus Evil.
The evil is not Just in wmen's minds; there are the "sight-
less substances that wait upon men's aischief", and the

witches. However, The Duchess is an exemplum of the

classic and Christian stolcism 1n tine face of {the lusane
horrors of the world, and the last lines of tne play put
responsibility into man's lap:

Whether we fall by ambition, blood, or lust,
Like diawonds, we are cut with our own dust.
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4 dichotomy of the material velue versus the spiritual
value marks the time-gpace separsted halves of the play,
Bverymaen; here one must consider the corresponding charac-
teristic cadences and words of any two anslogous ideas oy
characters; Tor example, Fellowshlp and SBtrength, both

bBlulrf, athletic, hail~fellow, types.

FELLOWSHIP, I wyll not forseke thee to my lyues
ende. - {31. 213)

STRENGTH, iescesvsee We Wyll not from you
g0
Tyll ye hsue done this voysge
longe {11. 781, 782)

and

FELLOYSHIP. I haue pyte to see you in ony

i dystresse.
If ony haue you wronged, yve s£hall
revenged be ‘
Thoughe I on the grounde be slayne
for thee, {11+ 217-219)

STRERGTH. And I, Strength, wyll by you stande
in dystressze, ( ‘
Though thou wolde in batayle fight
on the grounde. (11 683«684)

and

FPELLOWSHIP . For from thee I wyll departe as
fast as I may. (1. 296)

STRENGTH. I wyll hye me from the fast.

{1. 812)
e could follow the progress of idea and word of

speckoning?, from the early pages of the play when the
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combination of fsure releninge® or "rekeninge surelyY ic
associated with Death or with God, and with Knowledge,
{1. 610), to the pairing of ¥rekeninge" with "blynden for
Everymaﬂzi

This blynde matter troubleth ny wytte. (L. 102)

GDODS. Thy reXenynge I haue made blotied and
blynde,
That thyne acocounte thou can not make
LTULY e {11 419-h20)
GOOD DERDS. There is s Ylynde reXenvnge in tyme
of dystresge. {1. 508)

At the end of the play:

ANGEL. Thy rekenynge is crystall clere.
{1. 898)

The spacing of three separate meanings and uses of
the "bwo hands® at liturgleally elimectic and psychologie
eally progressive intervals bespealis 2 sophistication above
that generslly accorded Everyman:

EVERYMAR. In almes halfe ny good T wyll gyue with
ny hendes twayne. (1. 698)
FIVE WITS. (about the Priest) And handeleth his
Maker bytwene his hande(s).
, (1. 739} }
EVERYMAN. Into Thy hendes, lLorde, my soule I
commende, (1. 880)

One can also trace echoes of Cod's first vlent theev:

Moy yet for theyr bveyinge that I(h&ue §h&m lent.
1. 57)

to Death's echo: Nay, nay; it was bu% 1@n§z)§hgee
i je 1»*.»)

nyackonynge" is used 22 times, without counting “acw
countet; vblynde®, "tyme" are other ligaments firmly
holding the structure together; freguent references
are mode to "forsaken®, 12 of these within 11. 806~
811. Death negates 25 times within 11. 100-182.
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to Tyeromanta recosnition:  In ay tynoe sryth 1yfo moo me
lent {1. 341)

to his redemption: As thou me boughtest, so me defende
(1. 282)

Although the rhythms of God's words are consistent
with His dipgnity end even conorous with classic measure
and rime, the rhyrthme of speech vary withia the lines of
gach charescter, ané‘bet@een the lines of the varioung char-
acters; for evemple, Death's wesnonse to God echoes the pProe-
longed vowel smounds and the deliberalte pace, tub Deathts ine
Junction to Everyman is peremploryi

Everyman, stande styll! . . « .
Hast thou thy meker forgete? (11. B4-86)

A heavy predominance of onew-gsyilable words; with abrupt end~
consonants gives an ejaculatory, thrusting effect that could
well be accenbed by gestures of the death-dart {as in Persev-
erance)» The rhythm of Everymen's speech ranges from the
eurtnees of arrogance, disbeliel, and tension, to impassioned
exalbation (11. 580-60B): from various lengthes of soliloguies
to single sentence sincerity; from unrhythmic despair (1. 438},
to more lyrical alternate-rhyme cadence used in climactile
stress: after the desertion of the last of Forbune's glifts
{11. 463-467); his appeal to the mercy of Kindred (11l. 339~
342Y3 at the entrance of his grave (11l. 776«791); and his com-
nitment of hic soul to God {11. 88B0-886). Such quelitative
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calence, dependent upon the ides, suited the werd to the
action and provided the variety of pace to hold atbention.

The light, dancing lines of Pellowship:

Tusshe! by thy thankes I set not a strewet

Shewe me your grefe, and saye no more.

{11. 222 £f.)

gre in contrast to the measured sadness of the suceceesding
iines of Everymen. And Fellowship?s expression of friende
ship ig shallow:

But and thou wylte murder, or any man kyll,
In that I wyll helpe thee with a good wyll.

{11. 281-282)

Beauty, who zwears, as does Fellowship, by St. J@h&n’
{ireniecally) that she will leave Everyman, takes her leave
with even shorber, more skipping, vowel sounds:

I erosse out all thist Adewe, by

8ts Johant _ ,

I take my cap in ny lappe, and gm gone.

{11. 800)

Another irvonle thrust occurs in the interplay of “meryH
and vesad%, Tirst spoken by Everymen, then echoed by others:

Howe shoulde I be mery or gledde?

I am deceyved; that maketh me sadde.s. .
{1. 369)

It is followed by the mocking arvogance of Goods:
| Whereof I am right gladde.

I must nedes laugh; I can not be sadde.
{11, 455-456)
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Stil11 later, Znowledge talics up the ocho:

Now, luerymen, be mery and glad!

Your Good Dedes cometh now, ye may

not bhe sads {11, 623 rf.)

The variation from the brevity of tension to the exe
panpive gummary indicates that the rhythm varied according
to three consideration: the ldea, Gthe character speaking,
and the action regquired. As the 1life of the character de~
pended on the interplay and movement of the idea, so the
corisigtency of rhythm, meter, and style is subordinate to
the evigency of the idea.

Thisg was dramabtic poebtry that a skilled actor could
bring to 1ife, the sort of zctor deseribed by the medieval
troubadonr, Vidal:

(He) must be as wiee as a serpent, as hermless ag a

dove, pliable as a willow, steadfest as an osk. He

mugt have learning without pedentry, wit without
folly, keen insight into character, (be) edifying
without being tedious, his merriment combimed with

temperance, possessing all %hg gqualities of every
cless irn addition to his owm.

2 your Sveech, (Harcourt Brace, 1960), p. 334.
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