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THE RISE OF THE THEATRE FROM THE CHURCH IN FRAIICE.

CHAPTER I
THE THEATRE OF THE ANCIENT WORLD.

Ien is an imitative creature and all dreamatic art
is based entirely upon the principle of imitation. Can
there, indeed, exist & more striking and more immediate
means of imitation than the theatre, where man makes him-
gelf known to man, not only by the thoughts and senti-~
ments diéécting his 1life, but in reproducing that life to
his eyes? Hence, it is not surprising that the ert of
dramatic representation is in universal favor, and that
it always has been since the early mysteries of the lliddle
Ages, which reguired for their performance four, five, ten,
sometimes forty days, down through the ages until now when
the Passions are still represented in the valleys of the
Basgues and in the mountains of the Tyrol.

Religion has for & long time been, end still is
closely associated with thé art of the stage in that part
of the drame whick is most elevated. The relation between
religious beliefs and dramatic art is even sufficient to
constitute & law of origin - & law based on the fact that
everywhere the theetre had its beginning in the religious

creed. With every peoole, the theatre was born and de-



veloped in the shadow of the altar. Tor example, the Greek
Tragedy was "the serious picture of the most noble liife,
the apogee of art whose aim is to give us a not only faith-
ful, but living picture of that which pertszins to divinity".(ll

A study of antiquity and the oriental world seems
to completely contradict this law, end the most religious
peoples seem to be the greatest strangers to dramatic art.
Teither the Egyptians nor the Jews knew the theatre, and
the seme is true of the Arsbs, the Persians and the Turks.
But these are the exceptions which prove the rule. With
the Egyptians, life seems to have been only & meditstion
on death and eternity, - & double idea which is noticeable
in Bgypt's monuments, its obelisks, its sphinx - even in
the care which surrounds its sepulchres. The capricious
inventions of the theatre would have seemed decidedly in-
competible with such rigidity of belief. With the Jews,
too, religious laws left nothing to the flights of the
imagination, and with the Turks, the Persians, and the
Arebs, the influence of the dogme mede the nerrative form
dominent, to the exclusion of the asctive element of the
drzme.

The o0ld Aryan race end its descendents, the Hindoos,

(1). W. Schlegel, Cours de Litterature Drematicue,
t. I. F.44.



had 2 theatre which was a direct outcome of their cult. The
Aryen religion was merely & pompous naturslism with the wor-
ship of "Agni", the celsstial fire; "Indfta", the atmosphere;
"Jarouna', the king of the waters, and other like divinities,
end the Aryan theatre was the representation of its sacred
legend. Il. Bd. du Leril describes the Hindoo thestre as
"resplendent with color, streaming with light, greater than
nature, snd more poetic than life, but with a poetry which
does not know where t0 place its feet, and floats on the
billow, inconsistent and dispropnortionste, like & dream.“(l)
Entirely different charscteristics observed in the

Chinese thestre lesd to anaslogous conclusions. Here the

thestre is less visibly an issue from the cult, but its drsmes,

personifying the struggle between good and evil, seem much
releted to the Chinese religion of sncestor-worship amd ma-
terialistic atheism.

With the Greeks the early theatre seems to have been
associated with the worship of.Bthﬁsua Tragedy, in fact,
was born in Greece and masgnificently developed there, beczuse
Greece was its natural soil. Tragedy is nothing else_than
the national religious drama of Greek anticuity. It came out

of the religious ceremonies of the sncient cult. At first it

(1). Bd. du Meril, "Histoire de la Comedie".
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wes, =8 before indiceted, & hymn to Dionysus. This hymn

wes graduslly changed by admitting & dialogued recitation,

st first only an episode, into the intervals of songs by

the chorus. The history of the progress of tragedy in Greece
is the histo}j of the encrozchment of dislogue over hymn,

of personsges over chorus. The chorus graduslly became sec-
ondary, 2s in FRuripides, and was only & traditional access-
ory - & formality which preserved for the tragedy its re-
ligious charzcter and the reminder of its origin.

The origin of tragedy explains why the names of
legendary QGTSOHﬁéDS‘SHOh as Oedipus, Fercules, &nd Achilles
Constantly reappesr in Greelr droame. These heroes were known
to everyone znd interested everyone heccuse they were closely
connected with the gods, whose rites constantly filled Greek
minds. Religious fzith and love of country sre related sen-
timents and thus the religious drama wes 8llied to the na-
tional drama in Greece.

With the Romans the theatre was in reality a foreign
importation, but even there it was introduced by and presided

over by religion. Romulus celebrated games in honor of the

gods of Rome, and these games were immedistely succeeded by

theatricgl representations. To appease its gods, Rome borrowed

from Etruris its gsmes, its actors. At the sume time, dram-
atic poetry arose as & consequence of the cult of mcient

divinities, and gfter honoring the gods of the Earth, the



Porest, the god of the Good Spirit, the o0ld peasants of
Latium improvised the Pesfennin verses, & sort of dialogue
the type of which is still found in Italy in the "Commedia
dell' arte". This form of poetry led directly to the works
of Plsutus and of Terence, represented by order of the

edile in the celebrstions to Jupiter or Cybele, as a part
of the soleﬁnities. Ceesar, in building the first amphithe-
atre, the FMlavians in construceting the Colosseumhad given
to Rome the only theatre suitable for such representations
a2s these - gscenes of splendor, of debauchery, and of murder,
ominous performances whose immense masssacres had for object
the honor of the gods and the offering to the menes of a
bloody worship and in which the art of the theatre was
effaced entirely. Thus Rome closed the ages of antiounity
by pushing paganism to its most odious consecuences, and

by preparing the wey for 2 new creed which was to renew
everything including the art of the theatre which was agsin

reborn in the shadow of the sanctuery.



CHAPTER II
THE ORIGIN OF THE DRAMA OF THE MIDDLE AGES TN FRANCE.

When Europe began to recover from the inundetion of
the barberiesns, there arose here and there monasteries which
slowly gathered together the remeining thresds of civiliza-
tion, end awoke instinets from which drimestic ert proceeded.

The theatre, ss well &s history, shows us modern
thought erising in the hosom of the church eand detasching

itself 1little by little to commence an independent snd
laical life.

Drama exists, not in the menuscript of its author,
but in the soul of its spectators and in the pessions which
it erouses there. We do the theatre of the lMiddle Ages an
injustice if ngas modern dramatic critics, scorn its life-
less debris which remain to us - for certeinly those dram-
atic works which were unfolded before the people were not
without a power which made their audiences see end touch the
most serious and most constant objects of their thoughts -
heaven, the mirscles, the passion of Christ snd the future
destiny of men. All these were brought close to the people
of those earlier centuries and rendered palpsble, by mesns
of thst very vulgasrity of detzail which shocks our modern
literary toste. Spectators did not ask for scholerly and

laborious preperations. With them, faith end emotion were



placed before words. They lived by hope, with hesven as
their fether-land; the church their home, end their pless-
ures the megnificent rites of the Catholic creed.

Thus there came to life, in the eacrly monasteries,
the germ which gradually developed into the drsme of the
iddle Ages, - & drama which presented striking analogies
with the drames of entiquity. Just as in the ancient world,
the drame arose sponteneously from the chants and the rites
of the church. Often it was associated with the celebra-
tion of a sacrifice. The songs of the choir occupied the
most important place, and the discourse of the single actor
was secondsry in nsiure.

During the Illiddle Ages, the church liturgy without
doubt pleyed one of the most important perts in social life.
At its very beginning, that is, in the 9th =nd 10th cen-
turies, the theatre was blended completely with the creed,
or rather the creed was the theatre.

In reality the germs of the drema had existed for a
long time in the liturgy and were noticesble at the time of
Cherlemagne. One of these gerims is doubtless to be found in
the symbolical neture of the rituel itself - especially
evident in the rites of Holy Week. The church made the
significance of these rites even more striking by the char-
acterization of the anniversery celebrated by mezns of spec-

ial resnonses. The nature of these responses executed by



alternate voices of "préchantre" and choir, constituted a
second germ of the drama, linking the first origins of modern
drema to the old treditions of Greek music and tragedy through
the catholic liturgy.

Not alone the structure of the compositions called
responses, hut 2ll the varieties of antiphonal song con-
stituted & powerful dramstic germ wnich in the latter half
of the 9th century, exceptionally favorable circumstances
developed into rezl dizalogue.

The liturgy contained furthexr recitals which were
called "lesgons"™, and which occupied & large place in the
services. These recitals were of & narrative and orator-
ical nsture, and the fashion in which they were delivered in
8 half—sinéing melopoeia, with modifications and inilec-
tions according to the variations of text, resulted in a
certein "sense" of drama - more espécially when the recitels
were divided among several voices more or less completing
the personages who figured in the liturgiczl tale. The
gsongs of the Passion, of Palm Sunday, and of Good Friday
have preserved in the actual liturgy excellent examples of
these aporopriations of poéitions of the "lesson".

In the lliddle Ages everyone knew and loved the re-
ligious ceremonies, and in order to vary its long services,
to mitigete the fatigue of long recitaels, and perchance to

wake un the spirit of old monks and young novices tempted



by drowsiness, the church introduced into its creed the
multiple melopoeia end rites more especially dramatical by
naeture. Interpolations were placed in the liturgy to make
the services longer. These were &t first very short, but
they kept on developing and soon formed & sort of drametic
cyele corresponding to the cycle of the liturgical year.
At this period the drama weas a dramaetic service
rather then a drama in the modern sense 0of the word. In
feet a touch of the drama was given to the rites by its
use of dislogue long before anyone thought of introducing
a8 really dramatic element. The dramatic element was first
represented in little spectacles of "Bergers" or of the
"Sépulchre", to which gredually other drames were added
snd little by little were formed the drametic cycles of
Christmas end Baster - the mystery plays of the Nativity
end of the Resurrection. One of the means of developing
the dreme of the Resurrection wes the relating, in the
recitation, of the sed and divine events by which the re-
demption of humanity was accomplished. The possible influ-
ence which these dialogued lamentstions had on the develop-
ment of the Esster dr-m= is shown in a "Cantique disloguee
de 1z Resurrection”, in ;atin verse, published by il. Lione,
after o manuscript of Lichtenthal and reproduced by Il

fidelest end Du Meril. (1)

(1). Du Meéril. Origine latines du theftre moderne.
. 108.



Le Choeur

"Le Christ s'elsnce hors du tombeau avec le trophéé
de se victecire. L'Agnesu est devenu lion. Se mort & vaincu
1a lort. Il a Fforcé les portes de l'enfer paf la vertu de
son sscrifice.

"oui, c'est lui 1'Agneaou oui, suspendu en croix, &
recheté toutes les brebis. Nul ne competissait & ses souf-
frences. liais le feu du chegrin dévorszit larie-liadeleine.

Les 4Anges

"Dig-nous,Marie, ou'as-tu vu en contemplent la croix

du Christ?
larie

"Jrei vu Jésus dépouillé, élevé en croix par ls mein
des péoheurs.

Les Anges

"Dis-nous, Marie, cu'as-tu vu en contemplant la croix
ju Christ?
larie '

"Jlai vu sa t8te couronnée d'épines, son visage
souillé de crachats, plein de mercues de coups.

"J'ali vu ses ﬁains troukes de clous, son flenc percé
d 'une lance, source vive d'amour.

Les Anges
"Dis-nous, lisrie, ou'as-tu vu en contemplent la croix

du Christ?

10.



Marie
"J'ei vu ogu'il se recommandsit g son Pére, puls il
inclina le téte et rendit l'esprit.
Les Anges
"Dis-nous, Merie, ou'as-tu fait epres avoir perdu
Jesus?
larie
"Jlei pleuré svec sa Mére, je 1'si reconduite & sa
demeure; puis, Jje me suis prosternée & terre et j'ai gémi
sur l'un et l'autre.
Les Anges
"Dis-nous, Merie, ou'as-tu fait apres avoir perdu
Jesus?
Llarie
"Enguite j'ai préparé des varfums et j'ei visite
le sépulcre. llais je n'ai point trouve celui ouR j'eimais
et j'ai redoublé mes plaintes.
Le Choeur
"Dis-nous, Marie, ocu'as-tu vu dans le chemin?
Marie
"J'ai vu le sépulcere du Christ vivant, j'si vu lsa

gloire du Christ ressuscité."



CHAPTER III

THE GRADUAL DEVELOPMENT OF THE DRAMA II7 FRAICE.

The religious drame gradually entered & second
phase. It tended to develop, to grow larfer, and in grow-
ing larger to separate itself from that liturgy which had
given it birth. This separation could not be quickly made.
There resulted, thus, from the 11lth to the 12th centuries
& long period of transition, during which the theatre was
still liturgical in meny respects, although it had begun
to become secularized.

A desire to make the representations more agree-
able to their audiences arose, and for this several devices
were adopted. & first means was the combining ol tie JTour
gcspels, completing them one with another, - even with re-

course to the gospels of the Apocryphea with new circum-

stances and new personages. A second means was the addition

to- the drame of new episodes and new scenes. Still snother
means was the amplification of the drame, by remodeling a
simple passage of the Bible into an extended scene. For
example in & plsy of the Passion, represented in the abbey
&t Benedictheuern, the brief passsage, in which St. John sand
the Virgin llary are at the foot of the cross, occupies
fully four pages in the edition of this play by il. Edelest-
(1)

end du Méril.

(1). Origines letines du thédtre moderne, ps. 141-145.

12.



The first dramas of the Passion were in Latin prose,
but soon the students of the monastic schools, in an attemnt
to vary the interest, introduced bits of poetry. Their
verses were of course in Latin, for not until later was the
use of the vernascular introduced. The presence of a large
number of spectators from the laity at the representations
given by students of the monastic schools, encouraged the
introduction of the native tongue. At first these inter-
polations were simply more or less exact translations,
paraphrases of the Latin text, but gradually more snd more
liverties were taken, until finally the languege of the
drema became entirely vernacular.

This period of growth which corresponds to the 12th
century is the period in which the drametic art pesses from
its rudimentery state to the first phase of its development.
It enters a period of indevendence s=nd emancioation. Pro-
gress is marked by three circumstences:-

1. The change in plasce of the scene which is removed
from the senctuery to the psrvis.

2. The dominating use of the vernscular which forms
the text, while the Latin is used for the choir and accessory
indications.

9« The substitution of lay writers for the ecclesi-
astical writers, the priests and the monks who until then

had held the role of interpreting or erranging the sacred



texts.

Among 211 the mysteries which have been preserved
to us, the oldest in which the vernacular tongue appears,
still mingled however with the Letin, has for its subject
the RBiblicsl vnarsble of the wise end foolish virgins, and
is ec2lled "L'Arrivée de 1'Epoux."

In this drame Christ and the prophets speek in
Latin, the angel, the virgin, and the oil merchsnt in
Provencal. The drame stsrts with an invocstion, which
serves &s &8 prologue, =nd announces the coming of Christ,
warning the virgine to be watching. The angel Gabriel
tekes up the strain, repeating the warning and announcing
the resurrection of Christ. The angel then dissppears,
end the foolish virgins f=211 asleep, letting their o0il be-
come spilled. When they awske they sppeel to the wise
virging saying:

F ~ s

"0 vierges, nous qui venons & vous, negligemment nous
avons répandu notre huile; nos soeurs, nous venons & vous,
supnlienteb- en vous nous mettons notre espoir. Iialheu-,
reuses! chétives! nous avous trop dormi. Compeagnes du meme
voyasge, soeurs du méme sang, ocuoicue & nous, infortunées,
il soit srrivé melheur, vous pouvez nous rendre les Joies
célestes. Kalheureuses. cnetlves. nous avons trop dormi.
Faites part de votre lumiére & nos lampes ayez nitié des
vierges folles, cue nous ne soyons pas Cﬁd sées loin du
seull , cusnd 1'Epoux vous eppellsra dans ses demeures.
lslheureuses! chétives! hous svons trop dormi."
But the wise virgins reply:

"Cessez, nos soeurs, de nous prier plus longtemps: nous

prier plus longtemps ne vous servirait de rien. lisalheureuses!
chéetives! vous =ves trop dormi. Allez plutdot, allez en toute

14,



ra A e -~
hate, prier les marchands doucement cu'ils vous donnent, a
vous paresseuses, de l'huile pour vos lampes, Ilzlheureuses!
chéetives! vous avez trop dormi."

The foolish virgins hasten to the merchants, situated
in & f=r corner of the church, lamenting their carelessness.
The merchants tell them to return to their sisters and beg
them to help them, but the virginsg mourn:

"Ah mslheureug~c! gqu'avons-nous f2it? N'aurions-nous
pu veiller? Cette peine cue nous souffrons masintenant, nous
) . - 1. 7L v
nous la sommes faite a nous-memes. Ilalheureuses! chétives!
nous avons trop dormi. Que le marchend nous livre au plus
vite sa merchandise. llarchand, nous venons chercher de
1'huile: négligemment nous avons rependu le notre. Ial-
heureuses: chetives! nous avons trop dormi.”

They kneel at the choir entrance. The Bridegroom,
who has come during Their sbsence addresses them in a ter-
rible voice:

"En VeiltO je vous lu dis, Jje ne vous connais peas

H
vous n' vaz 0011'lt de lumiére: ceux qui perdent me lumiere
doivent s'éloigner loin du seuil de mon palais. llez
chétives, allez, malheureuses, 2 jemais soyez livrées aux
tourments, & jamais soyez en enfer.

The devils rush upon the foolish virgins and drag them awey.
This drame holds & decided drumetic interest in the
excitement which attends the embzrrassment of the foolish
virginsg. It breathes & certain sentiment of horror and of
mysterious pity. The plot is determined by a terrible de-
nouement, which must have produced an extremely vivid im-
pression in an esge of such strong faith. ZEleven times the

sad refrain:

"Dolentas! chaitivas! trop y evem dormiti"

15.



fglls from the lips of the unfortunates end the twelith
time when Hell is opening to swallow them, the Christ cries:

"Alet, cheitivas! alet, malsureas!

A tot Jjors meis vos so penas livress

n efern ora seret memeis."
This mystery was probably written in the 11lth century. The
vernaculer language mingled with the Latin is that of the
south of France. |

Another very important pert of the Christian dram-
atic c¢ycle is the "Vies de saints" or "liirecles." Its
origin is more recent then that of the dramas of P2ques end
Noel, whose successive developmenég:igttle by little the great
mysteries of the "Passion". The "lMirscles" were largely
the work of monastic students, and like the uswval work of
the students of the period were in Latin verse, in a rhythmiec
system. The greater part of these related to St. Ilicholas
end were represented at the timesof celebration to this
patron seint of monestic students.
Among these "liiracles de St. Nicolas" represented

in the‘lzth century is one written by Hilaire, a student
of Fierre Abelard, written entirely in rhythmic Latin verse
with the addition of refrains in the Ffrench language. This
drame shows that the distance between the clergy and the
laity was not so great as may sometimes be susposed. There
was indeed betﬁeen these two large bodies a connecting link

in the "clercs" so-called - those who hsd received the



minor orders in the church and had then returned to civil
society, as for exemple, the lawyers, doctors, notaries

of that period. These "clercs™ made up in a large measure
the "confréries"™ which in the middle of the 12th century
began to represent, slong side the latin drames of the
students and about the same vatron saint, sacred dramas,
enlarged, and in the vernacular. Two of these "elercs",
Adam de la Halle and Jean Bodel, made for themselves &
lasting plsce in the dramatic litersture oif France.

Bodel produced & drame which marks one of the first

steps toward the secularization of the theatre and is called

the "Jeu de Saint Nicolas"., Jean Bodel was a poor poet of
Arras, rejected from society as & victim of leprosy, but he
left to his native city this mirscle play. The "Jeu de
Saint Nicolas" is in a weay the lest dramatic work of =
legend of the liiddle Ages with Saint Nicolas as the object.
The pley was probasbly represented in the public square of
Arras, or in the large hall of some msnor, end began with
the appearence of & "precheur", & sort of prologue, who
announced:

"Oyez, oyez, seigneurs et dsmes

( Que ?ieu soit gsrdien de vos ames!...)

Pour edifier ce manoir,

Nous voulons vous parler ce soir

De Bs=int Nicolas le confes,

Qui tant besux miracles a faits."

The precheur then went on, in the manner of the

1



prologue of Plasutus, and related what was about to take
place in the representation. 4 treasure entrusted to the
guard of Saint Nicolas has been stolen;, the unfaithful
prince to whom it belongs threatens & Christien with death
if the treasure is not recovered. The Christian starts
to pray; the saint appears to the thieves in the night and
prevails upon them to restore the treasure. This is the
common basis of Latin and French mystery plaeys, but Bodel
adds a contemporary interest by the setting in which he
places the old legend. It is in the midst of a crusade in
which the Christians are conquered by the infidels and
perish as glorious martyrs, and the enthusiasm of that
expedition breathes throughout the drama. There is & cer-
tain integrity in the portrayal, a free charm in the dia-
logue which maskes an animated drama with verses which
become really poetic with truth and sentiment.

In spite of defects of exaggerstion and a lack
of local color, Bodel wes & real suthor and poet. His
play, the "Jeu de Saint licolas", is the first and best
example of the mirascle play which became the chief dram-
atic form of the 13th century, and hss often been called
the "first romantic drema". In origin the "miracle" is
a dramatized saint's life, and its connection with the
liturgy is therefore slight.

Another example of the miracle play is liiracle



de Theophile by Rutebeuf. It embodies & theme later used

in the Faust stories. A monk has bartered his soul to the
Devil and finally, grown repentant, recovers it through the
intercession of the Virgin. Iliracle-plays reach their height
in the 14th century. The Quarante liiracles de Notre Dawme

of that period form & kind of cycle which in volume exceeds
the entire exteant drama of the early period.

They are extrsordinary productions in many respects:
dull and tedious if we reaa theﬁ with én eye to depth of
sentiment or psychological anslysis, but extremely interest-
ing if we view them as an expression of the age and as
material for study of social customs. Sequence of incidents
occurs without the least regsrd for what ought to take place.
Problems are cllowed to become more and more involved, and
then, when the difficulties seem insurmountable, the Virgin
gppears s a "dea ex machina™ and troubles are done away
with in s trice.

A further secularization of the thestre was shown in
the fact that the dramas were sometimes represented outside
of the church, the church yard often being the scene for
drametic representation. Thus this epoch of the semi-liturg-
icel mystery coming as it does between the purely liturgical
drema of the 9th =nd 10th centuries and the more developed
drama of the later centuries is "like an intermediate link,

holding together the two ends of & chain which without it



(1)

would seem strangers one to the other.”

Dramas of & semi-liturgicel nature were Iormed by
various procedures. Some were formed by the aggregation of
several older dramas; others by the simple development of
the primitive legend which hed assimilated the elements of
the Bible; others by the separation of a liturgicsl scere
into severzl tableaux.

The mystery of Hilsire, & disciple of aAbelard, of
the "Résurrection de Lazare" gives us an excellent exsmole
of the drzmatic works of this second period.

Hileire's play, written largely in Letin, with only
en ocecesionsl refrain in the vernacular, is & more or less
exact reproiuétion of the Bibliczl tale.

The dramss of the intermediste period, in a mixture
of Latin =nd of French, are not entirely lscking in & cer-
tain naive grace of composition. But they are distinetly
lacking in art. Ve can not concesl the feet that in the
literature of this wneriod the ides of the useful slmost

completely dominated =nd excluded the ides oi the hesutiful.

™

(1). i, Sepet. Le Dreme Chrétien su lioyen Age. p. 32.
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CHAPTER IV

THE FURTEER DEVELOZLELT OF THE DRWA AND
THE BECIITING OF DECLDEINCE

Directly following the veriod of the origins of
the dreams, there came the so-called scholarly veriod of
the drems, when the drsmetic compositions were largely the
work of the messters and oupils of the great cethedrsl schools.
Drame of this neriod in Latin orose, and in metricsl and
rhymed verses, sebomnded in Frence from the middle of the
eleventh to the middle of the twelfth century. The intelli-
gence of the sction of the olays wes rendered essy for the
spectafors, ignorant of Letin, by the fact that the subject
of the drema was glways taken from the stories of legends
w¥hich religious educstion and the ordinsry liturgy had
mede familiz2r to all. The gradual use o0f the veransculer
naturally redoubled the pleasure of the sudiences.

The introduction of the University systeﬁ, which
reolaced the old cethedral schools in Frence, resulted in
the drametic work being teken over by societies called
"Confréries" at the middle of the twelfth century or there-
sbout. The "Confréries"™ were comnsnies composed of lsymen,
formed for the vurpose of verforming drasmatic represents-

tions. IExtaeblished originelly in a spirit of piety, these
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grave and serious associations had no hostility toward the
church. Before the end of the 13th century they had, how-
ever, tsken away from the clergy & lerge pert of its in-
fluence, end during the 1l4th century they parelyzed it
entirely. These "Confréries" took over the ecclesiastical
theatre end gave it & more worldly tendency. They retained
a large pert of the characters of the liturgicel origin, but
they began to introduce the drsme into & new path in which
the vernscular was habitually used.

The theatre took on & freer gspect. Art forced it-
self to meke up for weakening of religious impressions, the
gscope of the drama grew greater when the walls of the senctu-
ary no longer traced its limits. Instead of several dramstic
scenes adapted from the Zible, - as the death of Christ, the
resurrection, - there were formed huge compositions which
embraced the entire life of Christ, or even the whole re-
ligious history of man from creation to the last Judgment.
Around the Biblical cheracters were grouped personages
created by the poet's fancy. Popular scenss became more
frequent; the plot became more animated, but with less
me jesty and less religious power. The mysteries became
little by 1little what our modern drsma is, & real play
destined for the amusement of en idle crowd.

To the "confréries" we must attribute the com-

position of the oldest drama in the French language which
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has come down to us - the drama of "Adam™, which became
attached to the cycle of "Noel"™. The text of Adam is in
Norman dialect, and shows & certain ingenious art on the
part of its suthor. It presents an abridged but complete
tableaun of the fall of Adem and of his redemption. With
remarkable choice andi concentration the author groups
within the limits of three acts the revolt of the first
man and all the evils which it entailed, the spvearsnce
of c¢rime on earth hy the murder of Abel, and the promises
of redemption ennounced by the prophetic nersonsges of
the ancient law. He &dds in the manner of an eﬁilogue the
description of the apocalyptic signs which are to precede
the dissolution of the universe and the final judgment.
It is universal history condensed in & dramatic work, whose
effect is redoubled by the energetic brevity of its style.
The menuscript opens with certain indications to the actor
somewhet as Iollows:- (1)
1. "d'articuler nettement les mots; 2, de marcher
avec dignité en narcourant le paradls' 5 de mettre leurs
gestes en harmonie avec les idées qu'ils seront chargés
d'exprimer; 4, de se dérober aux regards du public pour
oérer le changement de costume gui doit substituer une
veau de béte sux brillants habits des premiers humaing;
6, de recevoir sur un plastron le coup mortel que Cain

porte a son frere."

This lest shows clearly the tendency of the repre-

(1). E. Tivier. La Littérature Dremstique en France.
p. 81.



sentation to withdraw from the church to the yard.

The Letin of the Bible appears only &8s an accessory
in the choir songs and discourses of the prophets. We are
now, as said Ii. Sainte Beuve "en face de la premiere oeuvre
dramatique, et c¢'est bien par 12 qu'il fsut commencer 1'étude
du thédtre frangais."(l)

The first act is composed of six distinct scenes.
In the first, efter the reader has recited the first verse
of Genesis and the choir has chanted the second, God ap-
pears, designated by the name of "Salvator", and Adam and
Eve, receive their instructions and promise their fidelity.
They then retire, God into the church, and Adam and Eve
into Paradise, and & group of demons invade the stege and
form & nlot, the consequence of which is to be the fall of
man. The devil is charged to tempt Adam which he proceeds
to do. However, Adem repulses the Devil's first attsck
and the demons decide to tempt Eve's weskness. For this
purpose the Devil tskes the form of & servent, glides into
Paradise and coils about the tree of forbidden fruit,

From there he addresses Eve, telling her that he is sbout
to initiate her into the secrets of FParadise. He hes not
found Ad=zm strong enough to be tzken into his confidence.
Eve succumbs. to his wiles, and is led to scorn her husband

end the diviune order, snd to grow in self-esteem and vanity.

(1). Cours professé & 1'Bcole Normele Supérieure en
1859 - 1860.
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She yields, and tastes with delight the forbidden fruit.
The rest happens as in the text of Genesis. God appears
end the guilty ones try to make excuses and amends. They
are sent out to cultivate the land with sweat and tears.
Adam sees that Satan, at his heels, 1s sowing thorns and
is reminded of the last joys of Parasdise. Finelly desth
arrives, and the demons come with & horrible uprozr, load
them with chains, drag them to Hell, and then diseppesarw.
The following ect represents the desath of Abel.
The author portrays the birth and orogress of the jealousy
in the sounl of Cein, shown in the following extrsct from
a conversation between Cain and Abel in the o0ld French:-
Cain: Abel, mors es.
Abel: E jo pourouoi? _
Cain: Jo m'en voldrai vengier de toi....
Abel: En Deu est tote ma fiance.
Cain: Ne te porrg de mort guenchir.
Abel: Del tut me met a son pleisir.
Cain: Vols oir porouoi te oscirai?
Abel: Or le me di porauoi.
Cain: Jo 1'toi dirrei.
Trop te fais de Deu prive.
Por toi refuss-il ms offrende.
Pensez-vus donc cue ne l'te rende?
Jo t'en rendrsi or le guerdomn.
Mort rem=indrass or au sablon.
Abel: Si tu m'ocies, c¢o iert & tort,
Deu venger: en toli ma mort.
The demons cerry away to Hell the souls of the two brothers,
but they carry thet of Abel more gently than thet of his

brother.

The last act desls with the characters of the an-



cient law, in terms borrowed from the Bible, prophesying
the birth of the liessiah.

The oldest examplek of a representation in the
vernaculer, perteining to the cycle of "Péques", is also
of Norman origin with the "Résurrection" as its subject,
and aypeers to have been composed in the first helf of
the 12th century.

Dislogue predominates and the "lecteur" serves
only to furnish brief transitions. The link which binds
this dramea to the liturgical origins is still noticesble,
for the liturgy itself rules its form and the date of its
representations. DBut the development oi the dislogue and
of the stage, the importance given to episodic scenes and
accessory personages, the language and style whose femil-
iearity foreshsdows a wezkness of the later theatre, 2ll
comhine to show & direct snalogy between the mystery of the
12th century end the so-czlled lay mysteries of the 15th.

Compared with the drszma of "Adam", the drazma of
the "Resurrection™ is, from & litersry standpoint, decided-
ly inferior. In its comvosition are evident certain de-
fects which developed more =nd more in the drema of the
liiddle Ages. Among these defects are the overuse of 1little
details, often foreign to the subject; a too exect imita-~
tion of the customs and language of common life; a tendency

to depict & coarse reslism, which later became wvulgar; and



2%

sn almost total absence of the loftiness and poeftry essen-
tigl in so sublime & subject.

The movement of secularization did not reach its
full height until the 14th century. At this time, the
theatre acquired a great popularity, which kept on grow-
ing during the 15th and 16th centuries. The mysteries
took on daily greater provortions. Religious dramas of
this period conteined sometimes 60,000 verses. Represent-
atione lasted several days and included hundreds of actors
France, Germeny, England, Italy, Spein - all gave them-
selves over to the dramstic fever.

The plays of this period were only the former mys-
tery plays, made larger and slightly revised. Plagiarism
was the lew of drametic composition. The style of the new
writers was on the whole detestable. Here snd there, in
their works, one may find some beautiful scenes, some mov-
ing features, but these are a&ll submerged by a flood of
insipid words of an sbominsble nature.

The representations of the dramas had 2 vast effect
upon the masses of the people, because the lines of the
plays, borrowed from the "Beriture" reflected, &s in a
mirror, in the souls of the heasrers. The very detzils of
the plays charmed the audiences because they were full of
life.

Mo attention was given to the form of the drama.
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The only purpose of meter and rhyme was to fix more firmly
in the minds of the actors the roles which they were to
perform. There was no unity oi time - no unity of place.
In one afternoon the audience witnessed the sinning of
Adem, the sacrifice of Abraham, the mirscles of loses, the
birth of Christ. It was disorder and cheaos.

Associations were formed everywhere for the repre-
sentation of the mysteries, the most celebrated of which
in France, was the "Confrérie de la Pagssion", suthorized
in 1402 by Charles VI. The Confrérie established itself
in the "Hapital de la Trinite™, end there gave to the publie,
on the days of celebration, various spectecles taken from
the New Testament. The spectators were many, end the church
favored the new establishment with all its power. The zeal
of the sudiences was great. The days were not long enough
for the representation of the mystery nor for the exhasustion
of their curiosity. When night came, action stopped, no
matter a2t what point in the mystery it might be, and the
following Sunday no one wsas missing when the pley was taken
up ageain.

The Confréres had made drsmatic art popular. They
had placed poetry under the eyes and hands of the people.
The seints, the apostles, Christ himself, came out of the
temple to mingle familiarly with the crowd. They spoke

the same tongue snd the same language. The imperfections
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and the vulgerity which shock us in those pious works today
were doubtless than e condition of success. Art helittled
itself to better reach the masses and to animate their lives.

The vulgar realism and extravegant fantasy which
were daily edded to representations begun to constitute a
real dsnger at a time when the fzith of the lliddle Ages
was being broken by the keen critics of the Reformation.
The divine illusion of faith little by little abandoned the
theatre of the Confréres, and in 1548 the Perliament of
Paris rose energetically agsinst "ces gens non lettrés ni
entendus en telles affaires, de condition infime, comme un
menuisier, un tapissier, un vendeur de poisson, gui ont
feit jouer les actes des apotres, en v sjoutant plusieurs
choses apocryphes. Tant les entrepreneurs que les joueurs
sont gens ignares, ajoutait-il, ne sechent ni & ni b, qui
oncoues ne furent instruits ni exercés en théatres."

On Nov. 17, 1548 Parliament, renewed the privileges
of the Gonfréres, guthorized them to pley, lawiul, seculer
eand honest subjects, and expressly forbade them the reore-
sentation of mysteries tzken from the Holy Writ. It was

the death-knell of the religious drame of the liiddle Ages.



CHAPTER V
THE EFD OF RELIGICUS DRAMA IN FRAIICE

In the time which expired hetween 1548 and about
1630, that is from the middle of the 16th to the middle of
the 17th century, the character of the French theatre, at
least in its serious drama, undcerwent & complete change.
This wes & period of revolution and of transition. The
primitive theatre, the national and religious drame of
the lliddle Ages, succumbed, and in its place was established
the classic French tragedy which found its chief exponents
in Corneille and Recine.

The success oi the mysteries of the Middle Ages
was by no means exheusted at the middle of the 16th cen-
tury. No theatre had ever enjoyed a greater popularity -

g popularity which seemed destined to continue. But it wes
attacked by the progress of the so-called "Protestasnt
heresy", and by the power of & new literary style which
gradually conguered the general and dominating opinion.

The "humenists" of the Rensaissance, in an attempt
to cause a reaction in secondary and superior educatl on
against the dialectic studies of the end of the lMiddle Ages,
brought to their followers, among other works of ancient
litersture, the besuties of thought and form of CGreek and

Letin $regedy. In compering these 0ld tragedies with the



more recent mysteries, there was no hesitation in choice
of velue of style and art. Selzed with admiration of the
ancient dramas, mesters and disciples tried to reproduce
these models, either by imitation in the old Latin, by
translations, or by imitations in the vernascular. The
theatre of the Rensissance had at its beginuning, as did
the theatre of the lliddle Ages, & decidedly scholarly
character. The "Cléopstre" of Jodelle, which marks the

v
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beginning of the new drametic era, was Iirst repnresented
at the "Collége de Reims", and later at the "College de
Boncourt". The author himself was one of & group of
students who had studied at the "College of Coqueret"
under the humanist Jecn Daursat.

There was in the second hali of the 16th century
a decided difference between tihe theatre of the litersry

peoples and the populsr theatre. With the educated, the

imitated tragedy of antiquity had become mistress, but the

majority of the public was at first positively hostile to
the new drametic form. Thus, the classic tragedy had at
its beginning only soecial audiences in the colleges or

(1)

in the palsces. 1. Riga states the early history of

tragedy as follows:-

(1). Paris, Hachette, 1889, in-8°.
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"Les tragédies du XVI siecle, dit-il, n'ont, point

paru sur un théftre public, et voici sens doute comment on
peut resumer leur histoire. Les premiéres furent générsle-
ment composées cour &€tre representées, maig devent un publie
gpécial, dispose d'avance 8 scclamer tout ce oui veneit de
1z nouvelle école. Bientdt ces représentstions perdirent
1'attrait de la nouvesute et devinrent de plus en plus rares,
et les poetes finirent par se persuader cu'il valait mieux
publier leurs oeuvres sa2ns s'inauieter de les faire Jjouer.

Les representations des tresgiocues ne cessérent pourtant

L

s d'une facon absolue: meis elles devinrent 1l'exception

e

et ce fut 1l'impression qui devint le régle".

The popular theatre continued to function in Paris
under the "Confrédres de la Passion", who remsined, in =o
fer as they could, feithiul to the tradition of the lliddle
Ages. When the attention of Yarliement seemed somewhat
relaxed, they produced some 0ld mystery, - bhut more often
they produced pieces of the same nature, whose religious
character was hidden under the deceptive titles of "tragedies",
"tragi-comedies™, or "pastorzles".

The distance between the literary =nd the populasr
theatres wae thus grest. At the end of the 1léth century,
the two theatrical sjstems were in & stete of persistent
hostility, end consecuently, oi mutusl decsdence. Clesssic

tragedy could not even &pvesr on the stage, snd, on the
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other hand, the Confreéres were, in 1599, forced to renounce

drametic ert forever. They rented their properties end tl;leir
privilege to troups of comedians who, sfter heving travelled
through the province, tried to creaste & more fixed and more

fruitful situation in Paris.

In the provinces, the 0ld mysteries, represented in
the o0ld style by confreres or bourgeois, had continued their
career of religious and literary scruples in spite of the
Reform and the Renaissance. The troups of travelling comedi-
sns who, toward the middle of the 16th century, began to
dispute the territory with local orgsnizations, had zlso
at their beginning, mysteries =t the hesad of their reper-
toire, thet is, pieces very similer to those which the de-
cree of Perliasment in 1548 had forbidden the Confréres de
la Pession to represent in Paris.

The Tirst “tragédies“'represented by these compenies
probzbly had nothing in common with the productions of the
classic school, except their name. But towsrd the end of
the century the travelling comedisns begsn to make conces-
sions to the new drzmatic style. At about this time they
began to secure bribed pleywrights who followed them in
their course and refreshed and ampli'fiecl their repertoire.
These authors, themselves educated, hsd & more or less
merked tendency toward the theories of the new theatre,

and little by 1little, under their influence, the new types



of "pastorsle”, and "tregi-comédie" snd "tregédie™ were
mede to predominsete. The mystery end the morsliiy haed been
definitely driven from the thestre. A revolution hed been
accomplished in the thestrical world. But, however com-
plete mey seem the victory of clessical tragedy over the
0ld Christian drams of Freance, we may yet note in later
drama 2 relic of the old tradition of the lliddle Ages in
Polyeucte, the Cid, Atkalie, &nd sbove all in the Don Juen

of lioliere.
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