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A textual investigation of the Chester cycle plays
reveals certain problems in their staging. Yet, few scholars
have analyzed the significant stage directlons and dialogue
winich could establish more accurately the stage techniques
utilized in the deplction of the three general locales of
Heaven, Hell, and Middle Earth. Consecuently, i1t was sug-
gested to me by my graduate advisor, Dr, Charles E. Walton,
of the Department cf English, Kansas State Teachers College,
that I undertake a textual study of the Chester plays in an
attempt to disclose the minimal devices needed for the per-
formance of the cycle., I examined the locales of each play
so that I might identify the specific references which were
instrumental in the representation of that locale. Further-
more, in formulating the appropriate stage techniques for
the plays under consideration, I found 1t necessary to study
the contemporary conditions which directly were related to
these productions.

Certain works not cited specifically in the footnotes
of this manuscript have, nevertheless, been invaluable in
the shaping of this study. Therefore, I feel that the
authors deserve recognition and that thelr works be included
in the bibliography.

I wish to express my appreciation to Dr. Charles E.

Walton for his conslderate understanding and his faithful.



assistance during the preparation of this manuscript. In
addition, I wish to acknowledge Dr, June Morgan, also of

Kansas State Teachers College, for her kind encouragement
and helpful criticism,

Auvgust, 1967 Co T Ta
tmporia, Xansas °
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CHAPTER I

A STUDY OF CHESTER AND THEE SOURCE, DATE,
AND TEXT OF THEIR CYCLIC PLAYS

Chester today remains as a city in possession of
England's foremoét examples of medieval architecture, a
distinction which earlier characterized it, as well, making
it unique 1n comparison with other English communities in
the Middle Ages. For this reason, its cycle plays also are
unique in the history of the drama of this period. The
remains of the old city of Chester, therefore, contribute
much to one's understanding of the method of producing the
Chester cycle. Looking southwestward from a vantage polnt
on the Chester walls, one observes an eighty-acre level
meadow, called the Roodee, which, in the history of this
city, has been used for varlous events, including contem-
porary cricket-matches and military formationse+ This
meadow 1s highly signiflcant to the conditlions surroundling
the performance of the Chester cycle playse

The cilty walls afford one an excellent opportunlity to
overlook the entire communlity bvelow, as they must have been
similarly advantageous to early topographers who sketched

overlays of the dimensions of the city., From this location

1nThe Sketcher in North Wales," Leisure Hour, XII
(1852), 519. _



one sees that High Cross was and is yet the focal point of
the city, the very center, in fact, of the area.,® Of two
churches, St. Peter's and the Abbey of St. Werburgh, the
latter, located on Northgate Street, has, since the time of
HJenry VIII, been designated as Chester Cathedral.3 Here,
the Abbey Gateway deserves one's attention, since 1t played
an important part in the processional which became so promi-
nent 1n the production of the cycle plays.

There 1s a distinet variety and individuality in
Chester's bulldings. Apparently, the independence and
personal satisfaction of the non~conforming medieval mind
prodded Chester townspeople to build theilr houses and shops
in front of, behind, and occaslonally on the city street
lines, If the street were a broad one, perhaps such lrreg-
ularity in the bullding placements does not preclude the
use of a walk way in front of them. However, in many cases,
when the streets narrowed, those buildings constructed
beyond street lines have utilized the normal sidewalk space.
Therefore, the " . . « first story of the buildings was

replaced by an arcade, called a 'Row,! which shelters the

2Francis R. G. Duckworth, Chester, p. 26.

3Lady Blanche lurphy, "Chester and the Des,"
Lippincott's Magazine of Popular Literature and Scilence,
AX (November, I%??),
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walk."} The Rows certainly are a "microcosm in themselves,"
since 1n each, one recognizes various trades and conditlons
of commercigl life; for Iinstance, the butchers shops in
Butcher's Row, the cloth tradesmen in Mercer's Row. Also,
one may recognize vestiges of domestic life, for the medie-
val shopkeeper generally made the second story of the build-
ing into living quarters, relegating the first and lower
levels to his business.® The terms, "first" and "lower"
levels, should not be considered in the modern sense of
"first" and "basement" levels, The streets of Chester were
sunken, somewhat resembling "artificial ravines;" thus,
carriages actueally passed in front of the lower levels.6
Nevertheless, Chester's sunken streets and ralsed Rows
provided an architectural situation, because the Rows acted
as a kind of gallery or a raised spectator area from which
townspeople might clearly observe the pageants and shows
that passed through in medieval times.’

Generally speaking, the development of medieval drama
took place in the Church. This liturgicel drama was the

result of an attempt to glve a deeper, personal, and more

Lpuane Lyman, "The Architecture of Medieval Chester,"
Architectural Record, XL (September, 1916), 285.

5WThe Sketcher in North Wales," op. cite, pe 520.
6Murph'y, ODe Cit.’ Pe 525.
"Duckworth, op. cite, DPe 5



life-~like meaning to the religious ceremonies. The Church
altar usually represcnted the sepulchre or the manger, while
altar boys represented angels and lagil, Undoubtedly, the
settings and pictorial devices were limited, thus, leaving
much to the imagipationo8 However, alter presenting some-
what sketchy, yet popular representations of the BEible,
monks and priests in the Church eventually became more
concerned about the inadequate expressiveness of thought

and actions., Therefore, the Scriptures were dramatized
until an entire cycle from the Creatlon to the Last Judgment
had been formulated around a central narratlive--i.e., the
Resurrection, The plays, thus, became too popular for the
chancel to accommodate and were moved into the churchyard
where more scenery could be used and more people could view.
Finally, all of the townspeople were given an opportunity to
see the Bible as live situations as the plays journeyed
through the city streets.,? Chester street pageants devel-
oped from a slmilar manner of lmpersonation and communal
inspiration.lo For example, the Prophetae was a liturgical

procession of priests impersonating the Prophets who

8Donald Glive Stuart, Stepe Decoration in France in
the liddle Ages, p. 22L.

9Duckworth, op. cite, pe 131.

107, L. Styan, "Drama as Hitual," Modern Language
Quarterly, XXVII (September, 1966), 326.




5
foretold the Messlah's coming and who represented an Advent
prelude to the Christmas sequence. Also, in the Prophetae,
the greatest prominence was glven to Balaam rather than to
the other Prophets. Similarly, in the Chester cycle, the

Falaam and Balak episode was possibly a Prophet play in

which Balaam and Balak crowded out the other major fig-
ures.tt Thus, the play represents a survival of the dramat-
ic tradition of the Laon, Rouen, and Benedlctbeuern plays of
the Proghetae.12 Evidence of the liturgical origin of the
Chester cycle 1s apparent in such Latin stage directions as

"Punc cantabit angelus" in the Ascensio and in the freguent

use of the Expositor, perhaps delivering a priest's explana-
tory comment.l3 Thus, the Chester plays, like the majority
of English and French mystery plays, were once acted within
the Church walls by members of ecclesiastics.

In studying about medieval Ingland, it is difficult
to establish with accuracy the point at which the personifi-

cation of the passons ceased in liturgical drama and a more

11y, D. Anderson, Drama and Imagery in English
lledieval Churches, pe. 23

12;jary Hatch Marshall, "The Dramatic Tradition
Bstablished by the Liturgical Plays," FlLA, LVI (December,
1941), 96k.

13sir A, W. Ward and A. R. Waller, The Cembridme
History of English Literature, V, 12,




independent drama deve10ped.1u It is, then, diffleult to
identify authorship of such drama since the town governors
would often request that the Church compose plays in English
metre. Within the Church a priest, or, in larger abbeys
such as St. Werburgh's, a brother from the monastery may
nave composed the‘plays. In such cases, it is obvious that
the liturgical drama with which he had been associated would
undoubtedly influence his writing, and, perhaps, unbeknown
to him, such liturgical drama had been taken from esarlier
works.l5 There are three general theories regarding the
authorship of the Chester plays: (1) translation from
earlier French or Latin plays; (2) translation and/or compo-
sition by Randle Higden; and (3) composition by Sir Henry
Francis. It 1s not improbaeble that by "borrowing" or, in
modern terminology, "plaglarizing," the medieval drama made
use of previously recognized works., Thus, one's task of
identifying the author of the Chester plays is rather com-
vplex. Had these plays been translated, they were most prob-
ably taken from French originals, The manuscript most gener-

il

ally associated with such a theory is Le Misteréd du Viel Testa-

ment, in which one discovers numerous parallels to certain

: LYtDramatis Personae," lacliillan's Nacazine, LXXI
(February, 1895), 263.

1553y E. K. Chambers, English Literature at the Close
of the Middle Ages, pe 20.
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Chester plays.l6 Some cleim, therefore, that such parallels
indicate that all mysteries .were literally transliated Ifrom
the French drama; however, these scholars fail to reccgnize
the importance of the dating of the Le Misteré in relation
to the development of Chester drame., Since the Le Misterd
was not put into print until 1500, its original form, that
which would have been used at the end of the first qguarter
of the fourteenth century and, thus, translated later into
English, undoubtedly had undergone significant alteration.t’
Certainly, one should not deny tvhat a French influence did
manifest in stage decorations and presentations; however,
this should not be confused with a translation per sc. A
convincing explanation, then, of the parallels between these
two forms is offered by Craig and again by Anderson. For
example, Craig concludes: .

Both plays go back at least in part to a somewhat exten-

sively combined Latin plays, such as is represented by

the corrupt and imperfect Eenediktbeuern Christmas play,

which iswof the same original composition gs the Chester

cycle and the French 0ldé Testament plays,
Anderson agrees that:

Certaln parallels between the Chester FPlays and the

Liystere du Viel Testament may indicate that both drew
on a common original, but neither in this case nor any

16gardin Craig, English Rellgious Drama of the Middle
Ages, p. 171.

171bid., p. 172.

181h14d., p. 139.
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other is there proof that the English vernacular plays
were even literal translations of forelgn texts.t

I? one rejects this theory of translation, he must re-sxam-
ine the long-accepted tradition that holds that the plays
were translated into English or possibly composed by Don
Randle (Randulph) Heggenet (Hidgen), a monk of Chester Abbey
and the Chester Chronicler. Too often, critics have been
led astray by the following line appearing in the Late
Banns, 1600: "The devise of one done Rondall, moonke of
Chester abbey" (7). Thus, a common assumption, such as
"In the programe or proclamation we are told that 'Don
fondal, moonke of Chester Abbey! was the author," is the
result of the Banns.20 Similarly, the following note
attached to one of the Chester manuscripts (H.MS. 212L) has
given critics reason to accredit Heggenet with the author-
ship of these plays:

Whitsun playes first made by one, Don Randle Heggenet,

a Monke of Chester Abbey, who was thrise at Rome, before

he could obtain leaue of the Pope to have them in the

English tongue . + o .21

However, the third theory which belongs to Salter, acknowl-

edging Sir Henry Francls as the author of the Chester plays,

19anderson, ope. cit., p. Ul.

20"The Drema in the Middle Ages," The National
lagazine, IT (March, 1853), 221.

2lR, L. Mangan, S. J. "The Nativity in Early Pag-
eants," Catholic World, C (December, 1909), 29l.




is the most plausible, Here, it 1s necessary for one to
examine the first document, written in 1532, concerned with
the origin of the plays, le.€., William Newhall's Proclama-

tlon included in a Book Containing Fragments of Assembly

Orders preserved in the Chester Town Hall. In this Procla-
mation, one findé the statement: "[the plays were] devised
and made by Sir Henry Francis,"22 The 1532 records 2lso
snow that Sir Henry Francis had, by this time; been for-
gotten; thus, 1if he were not the actual author, one thinks
that Newhall would have gained nothing by proclaiming him
suchs However, in 1539 or 1510, Newhall had omitted Sir
Francis's name from his Proclamation, Following the Dises-
veblishment of the Church of Rome, the city officials wanted
to remove from the plays all prior associations with
Catholicism; therefore, Randle Hidgen (Don Rondall Hegge~
net), Chester's foremost man of letters'and author of

rolyvchronicon, was, in Newhall'!s opinion, accorded the

honor, Thus, Newhall apparently attempted to give more
recognition to the plays, but his cause did not end with
issuance of his Proclamation. Other contemporaries felt it
necessary to corroborate the Hidgen authorship; hence, the
statements occurring in the Late Banns of 1600 and in the

Harley NS, 212} (1628) are, by no means, accurate accounts,

22prederick M. Salter, Medieval Drama in Chester,

Pe 330
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but rather, merely attempts to " . . . reconcile the irre-
concilables brought into the story by Willlam Newhall, 23
If one accepts this theory, nhis problem in the dating of the
Chester plays becomes more clear, since records show that
Sir Francis was senior monk at Chester Abbey in 1377 and
1382, and was maée Papal Chaplain in 1389.24 These dates
indicate that he flourished during the time assoclated with
the other cycles. Thus, in 1377 (the date for the Beverley
plays), one finds a first reference to craft-plays in
England; then, for York and London in 1378, and, finelly,
for Coventry in 1392.25 Salter suggests that one date the
Chester plays as 1375, thus preceding those at Beverley by
two years, retaining its priority initiated by many inaccu-
rate claims of authorship.26 Certainly, if, Indeed, one
accepts Bir Francis as the author of the Chester cycle, he
discovers that the statement, '"the Chester plays were
'divised and made by one Sir Henry Francis' between 1268 and

1276,"27 15 incongruent, since Sir Francls was honored as

231pid., ppe 34-L1.

2hg1ynne Wickham, Barly English Stages: 1300 to 1660,
g 137.

ZSSalteI’, _o_.E‘ Cit., p. Ll_2.

26Loc. clt.

27¢, M. Gayley, "The Miracle Plays," The Interna-
tional Quarterly, X (October, 190l --January, 1905), 117.
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late as 1339, and one thinks it doubtful that he enjoyed a
life span of approximately 120 years! Chambers is unable,
as well, to offer a plausible answer to the dating ques-
tion. He suggests a 1327-29 date; however, he admits that
" ¢ o o if the plays were actually established in 1327-29,
the first hundred years of their history is a blank. The
earliest notice in any record is 1n 1462 « + « «"28 Thus,
no exact date has been determined, although Salter's expla~
nation 1is probably the most accurate and, therelfore,
acceptable, to date.

In the complete Chester cycle, there are twenty-four
plays. These include plays concerned with pre~Christian
history, the Nativity group, Christ's missions, and the
Pentecost represented as follows:

I. Fall of Lucifer (The fallinge of Lucifer)

IT, The Creation (The creation of ye worlde)
ITII. The Deluge (lNoah & his shipp)
IV. The Sacrifice of Isaac (Abrsham & Isacke)
V. Balaam and Balak (Kinge Balack & Balaam with
Moyses)

VI, The Nativity (Fatiuytie of our Lord)
VII. Adoration of the Shepherds (The shepperdes

offeringe)
VIII. Adoration of the llagl (Kinge Harrald & ye mounte
victoriall)

IX. The Magi's Oblation (Ye 3 Kinges of Collen)
X. Slaying of the Innocents (The destroyeinge of the
Children by Herod)
XI., Purification, lines 1-208,29 (Purification of our
Ladye)

283ir B, K. Chambers, The liedieval Stace, II, 352,

29Robert H, Wilson, "The Stanzaic Life of Christ and
the Chester Plays," Studies in Philology, XXVIII (July,
1931), L2o.
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XII, The Temptation, lines 1-208,30 (The pinackle, with
yo woman of Canan)

XITI. Christ, The ﬁuu]fc“ess, Chelldonius (The risinge
of Lagzarus from death to liffe)

XIV, Christ's Visit to Simon the Leper (The cominge of
Christe to lerusalem)

XV. Christ's Betrayal (Christ!'s maundy with his

desiples)

XVI, Christ'!s Peszion (The scourginge of Christe and
The Crusifienge of Christ)

XVII. Chri?t's Descent Into Hell (The harrowinge of
hell

XVIII., Christ's Hesurrection (The resurrection)

XIX., Christ Appears to Two Disciples (The Castle of

Emaus & the Apostles)
XX. Chrisi's Ascension (The Ascention of Christe)

XXI. The Sendinz of the Holy Ghost (Whitsonday ye
makeinge of the Creede

XXII, The Provhets and Antichrist (Prophetes before ye
day of Dome)

XXIIT, The Coming of Antichrist (Antecriste)
XXIV., The Last Judgment (Domes Daye)

The metre used in these plays is that type known as
rime coueé, or tall-rhyme, generally written in eight-lines
stanzas " . . . in which two pedes of three four-stressed
lines rhyming together are each followed by a three-stressed
cauda. "3l The caudae rhyme within each, while the pedes,
ealthough they may have a common rhyme, generally do not®
rhyme., Normally, the metre is lamblc wlth an zas) biccc| by

or aaahpiaag&pi technical metre formula.32

307bid., p. 419.

3lChambers, English Literature at the Close of the
Middle Ages, p. 24.

32T0c. cite
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One notes a certaln "nobleness of tone"™ in the
Chester plays which often distinguishes them from the
" . . o coarseness of the York and Townley, and the decorous
dullness of the Coventry cycle."33 For example, in the
Chester Passion play, the dramatist achieves a business-like
tone for the evénts of the c:onspiracy.31—L Also, in the
Passion play, one recognizes more of an atvcwot at charac-
terization than in the earlier liturgical drama. However,
the medieval mind was " . « « never able to escape a sense
of the absurdity of sin,"35 Thus, a typical description of

evil or the Devil is evident in The Temptatlon snd the Banns

to the play:

And next to this, you bowchers of this Citile,

the storie of Sathan that christe woulde needes tempte,

set out as Accostomablie vsed haue yee,

the devill in his fethers, all ragger and rente,

(H/212l: 119-122)

In general, however, these plays are consciously developed
with an inherent understanding of the characters, and,
therefore, they are united by a schematlc comprehensiveness,

from The Creation to The Last Judgment.

33D‘L10kw01”th, %o Citc, ppo 137-1380

3liyz1do F. MeNeir, "The Corpus Christi Passion Plays
as Dramatic Art," Studies in Philology, XLVIII (July, 1951),
6011

35pavida Coit, "The Poetic Element in the Medieval
Drama," Atlentic Monthly, LVI (September, 1885), 412,
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Salter suggests that, perhaps, the Chester cycle was
originally a single long play and that, later, it became a
processional. Although a date has not yet been determined
for the presentation of these plays as processional drama,
Salter, however, finds evidence of the first production of
these plays by individual gilds as early as 122,36 His evi-
dence 1s taken from the court proceedings concerned with two
gilds that had disputed the right of assistance by other
gilds, Salter finds the next record of the plays' probable
existence as processional drama in the City Treasurer's ac-
counts for 1429-30, This document reveals that " . . « he
received from the Fishmongers a rental of L¢ for a piece of
eround on which to store their pageant wagon . . « ."37
Chambers, however, takes issue with Salter's date, stating
thet " . + « the earliest notice in any recofd is in 1.62
e ¢« ¢ " Similarly, he argues that " . « . there is no
actual record of plays at Chester itself until 1Q62°"38 His
proposals, however, are questionable, since the record cited
by Salter " . ., . shows that the lisrcers had a play in

11,37~8, the Shearmen (Cissorum) in 1L39-L40 . . . ."39

3ésalter, ODe CiTe, Po Ube
37Ivid., pe Lb.

380hambers, The Medieval Stage, I, 109, 352,

3gsaltel", gp_. Cit., pp. LI.S"LI_{).
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The individual gllds, later involved in the procduc-
tion of the entire cycle, were composed of laborers--stone-
masons, carpenters, painters, glaziers, metal workers,
tanners--who united originally for the purpose of producing
a work of art. It is not unusual, then, to think that such
men would accept\the opportunity to present religious art in
the form of plays.uo Naturally, these gilds, as well as the
more commercial ones, would realize an opportunity to adver-
tise their crafts and to obtaln the city's recognition.
However, although the gilds did have a full control over the
production of these plays, thelr performances were regulated
by the civic authorities who decided each year whether or
‘ot the plays were to be presented, or were to be omitted
rhecause of war or pestilence.ul

A study of the Chester play manuscripts and the
@ccompanying Banns allows one a more comprenensive under-
standing of these gilds' functions, as well as additional
égnformation regarding historical aspects of these playse.
Five complete MSS. from the period, 1591-1607, have been

oreserved; 2 however, fragments are also available. These

uoDuckworth, OPe CiTey pPe 70,

5 thhambers, English Literature at the Close of the
iddle Ages, p. 18.

L2yard and Waller, op. cite, pe L7.



16

manuscripts and fragments include:d3

1., H, 1,75-1500 Hengwrt M3. 229, in the library of
llr, Wynne of FPeniarth, contalning Play LIV
(Antichrist) only. Probably a prompter!s copy,
as some one has tdoubled 1t up and carried it
about in his pocket; used it with hot% hands,
and faded its inl,

2. Ds 1591, Devonshire 8., in the library of the
Duke of Devonshire, written by 'Edward Gregorie,
a scrnolar of Bunbury.'

3. Wo 1592, Brit. Mus. Addl., MS. 10,305. Signed at
the end of each play 'George Bellin,.!

L h, 1600, Brit, Mus. Harl. MS. 2013, alsoc signed
after some of The plays by 'George Bellin' or
'Billinges.! Averse proclamation or 'banes' is
prefixed, and on a separate leaf a copy of the
prose proclamation made by the clerk of the
pentice in 15u)i with a note, in another hand,.

5. B. 1604, Bodl. 1S, 175, written by !Gulielmus
Bedord, ! with an Incomplete copy of the ‘'banes.!

6, Hs 1607, Brit. Mus, Harl, MS. 212}, in two hands,
the second being that of !'Jacobus Miller.'! An
historical note, dated 1628, is on the cover.

7. M IS, in Manchester I'ree Library, containing frag-
ments of Play XIX (Resurrection) only.

Another Harlian manuscript (Harley MS. 19L)), called a
"Breviary or some few Collections of the City of Chester,"
was possibly written in 1609,44 It has been often cited
since it describes the Chester plays and pageant wagons;
nowever, its validity has not been established, since it is
guestionable whether Archdeacon Robert Rogers! son David was

ever an eye~witness to such proceedings.h5 Although it has

been suggested that perhaps the Archdeacon himself had

L3chambers, The ledieval Stage, I, LO7.

QMCraig, op. eits, ps 182,

LI'BSalter, OD. Cito, P 5)_].0
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collected the ltems and his son had then compilled them, it
is doubtful. For, the record has an account of the St,.
George'!s Day Race on the Roodee, beginning "In anno Dom.
1509, Mr, William Lester, ete." and ending. "This was the
first beginninge of St. Ceorge's race, etc." Thus, cer-
tainly the entire manuscript could not have been collected
by the elder Rogers, who déied in 1595, of earlier,46 It
becomes difficult, then, to determine how much of the LS,
was an eye~wltness report and to wnat extent was hearsay
evidence.

The Banns were the methods of public announcement
of forthcoming plays and the subjects involved. According
to Salter, " . . o every company sent out 1ts representa-
tives for the occasion in the costumes in which they
‘played « o+ "47 70 the contrary, Craig states that
" ., . . therse are two sets of banns, or public announce-
ments, reclted on St. George's day by the town crier, who
on his rounds, was accompanied by the stewards of each craft
or trading company."48 However, Salter points out that such
an assumption was perhaps the result of thae insertion made

by Randle Holme in the accounts of the Smiths (Harley 1iS.

4éroc, cit.
LL?Ibidox Pe 57.

UBcraig, op. clite, po 1674
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205L) which states " . . « for ridinge the banes xiijG the
citty Crler ridd." Yet, this repoft is questionable, because
if the. town crier received 139 from each gild "for ridinge
the banes," " . . . that gentleman," as Salter states, "must
have had one of the best grafts in history."u9 The Chester
Late Banns are contained in four manuscripts: A/Harley 1Ll
(1609), B/Bodley 175 (160l.), D/Devonshire Hli2 (1591), and R
h)/Harley 2,013 (1600)., The Early or Pre-Reformation Banns
appear only in H/Harley MS 2,124 (1607).50 From these
records one learns of the associations of gillds and plays.
The following catalogue is a list of the gilds and the
corresponding scenes that they produced as found in the
Banns of the Harley, 212/ MS,.:

I, The "Tannors" - "the fall of Lucifer" (64~70)
II. The "Drabers“ - "the Creation of the worlde"
(71=7L)
III, The "water-leaders and drawers of deey" - Noah
and the Ark (75-78)
IV, The "barbers and waxe-Chaundlers” - The Sacrifice
of Isaac (79-35)
V. The "Cogpers and lynnen drapers" - "Balaeam and his
Asse"
VI. The "wrightes and sklaters" - "the beirth of
Christe" (90-96)
VII, '‘he "painters and glasiors" ~ The Adoration of the
Shepherds (97-103)
VIII. The "marchantes, vintners” - The Adoration of the
Megli (104-107)
IX. The Mercers - The ¥agi's Oblation (108-111)

lﬁSalter, ODe Cit., De SLJ-O

, 5OFrederick ile Sal:cr, "The Banns of the Chester
ays," RES, XV (October, 1939), L32.
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X. The "gouldsmythese and Masons" - The Slaying of the
Innocents (1l12=11ly)
XI. The "Symthes" - The Purification (115-118)
XII. The "bowchers" - The Temptation of Christ

_ (119-122)
XIII, The Glovers - Christ, The Adultress, Chelidonus
(123-126)
X1V, The Corvisors - Christ's Visit to Simon the Leper
(127-130)

XV. The Bakers ~ Christ'!s Betrayal (131-137)
XVI. The "ffletchers, bowyers, Cowpers, stringers and

Iremongers'" - Christl!s Passion (138-1ldy)
XVII, The Cooks - Christ'is Descent into Hell
(145-151)

XVIII, The "Skynners" - The Resurrection (152-155)
XIX. The "saddlers and ffusterers" - "Appearances of
Christe" - (156~159)
XX. The "Telers” - The Ascension (160-163)
XXI, The "ffishemongers" - The "holy ghoste"
(164~167)
XXII, The "shermen" - The Prophets and the Antichrist
(168-170)
XXIII, The "diers and hewsters"™ - The Coming of Anti=-
christ (171-177)
XXIV. The Weavers - The Domesday (178-18l)

In the other Banns, one learns that there was an additional

play, Our Lady's Assumption, produced by " . . « the

wurshipful wyffys of this town." However, this play was
not a crucial one, and, thus, could have been combined with
another scens, or omitted i1f necessary, without seriously
affecting the drama. Therefore, i1t should be evident that,
generally, each gild would produce the most appropriate
play.

One must also famillarize himself with the types of
stages utilized during performances., It 1s generally agreed
that the liturgical drgma was performed in the church or on

its surrounding grounds. However, when considering
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processional drama, it becomes necessary that one carefully
examine the pageant wagon end its relationship to the plays.

The name, vageant or pagand, was derived from the Greeic,

pegma, and the Latin, Eagin&.sl Pageants were originally
the "boards," either fixed or wheeled scaffolds, whereon the
plays were enacted.?2 Numerous scholars have used Rogers'
account as authoritative evidence regarding the Chester
pageant wagons:
« » o these pagiantes or cariage was a highe place made
like ghowse with 1j rowmes beinge open on the tope the
lower rowme they apparrelled & dressed them selues, and
in the higher rowme they played, and they stoode vpon 6
wheeles o o o o203
Jusserand refers to Rogers' account in the statement,
", , . the wagons were built high like a house of two
stories, in the lower one the actors lived, in the upper
one they played."Sh Similarly, Jackson states that
" . . . the Miracle Plays went wheeling along from street

to street, played on double scaffolded carts; the players

attiring themselves on the lower scaffold, while the play

51Mangan, ope cite, pe 295,

521 Tne Pageants of the liiddle Ages," The Spectator,
C¢II (June 5, 1909), 888,

53salter, Medieval Drema in Chester, p. 56.

5Ly, J. Jusserand, "The Drema of the Middle Ages,"
' The Chautauguan, XIX (April, 189L), 67.




was progressing on the upper!”ES Despite the fact that
Rogers' account of these pageant wagons may not be an eye-
witness record, these particular lines have been cquesticned
from another standpoint. For example, Wickham suggests
that, if the structures were as cumbersome as two story
houses and appro#imately 15 to 20 feet high, it certainly
would have been difficult to wheel them through the narrow
nedieval streets.56 Thus, the pageant wagons described by
rogers do not provide a workable stage nor doses the refer-
ence to a lower dressing room correspond with medieval
steging procedures. Perhaps, as Cralg suggests, Rogers was
misled by the seventeenth-century theatres! " . . . tiring
houses or tiring rooms in which actors made changes in
costume . . o o"57 Or, possibly, Wickham's interpretation
that the "1j rowmes" may not have been placed vertically,
but that, rather, the "higher" room would actually be
f“beyond" the "lower" or "front'" room clarifies Rogers'!
agcount., Wickham illustrates his theory in conjectural
reconstructions based on those wagons of the "Carriage

House" which was owned by the Chester Tallor's company:58

55H. E. Jackson, "Chester Streets," Atlantic Monthly,
LIIT (January, 188L), 16.

561’!101’:11&1&, 9_‘9- Cit" p. 150.
57Craig, ops cit., pe 124

SBWickhBIn, O Cit., Pe 580
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GROUND PLANS AND ELEVATION OF PAGEANT WAGONS
It is doubtful that Rogers intended such an interpretation;
however, VWickham's use of two wagons may have merit when one
considers the actual staging of these plays. In all proba-
bilivy, every wagon was not constructed in the same manner,
i is only logical to assume that precious space on a pag-
eant wagon would not be utilized if there were to be no need

for a particular scene. For example, if there were no

been necessary to equip a wagon with identifying properties.
larly, 1f there were a need for mountains or temples on
Sarth, such representations would be included on the partic-
ular wagon. Thus, Rogers! account undoubtedly is a general-
ation, not an exact description of each wagon. Another
@"gcrepancy in Rogers! account refers to the individual
companies! wagons: " . . . euery Company brought forthe

ir pagiente which was the carisge or place which they
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played in « . . "59  Purthermore, the following lines
contained In the Banns of 1600 have often been misinter-
preted: " . . . these pagente shulde be played after breeffe
rehearsal, for everye pagenete A carriage to be provyded
withall . . . ."60 Scholars generally agree that each zild
performed upon a pegeant wagon. However, since more than
one gild regquired approximately the same properties and
stage constructions, it would not be necessary that every
glld possess 1ts own wagon., Gilds could have shared these
‘vehicles, thus suggesting fewer wagons than plays or gilds,
Anderson supports this theory using the Painters, Coopers
‘and Skinners gilds as an example. These particular gilds
could have shared a wagon having a raised structure
", . . which served as a hilltop pasture, the llount of
Calvary, the Sepulchre, and a bullding convertible from the
Stable to Pilate's Palace."®l Salter, furthermore, agrees
with this suggestion, citing an incident in which the
Vintners may have used a wagon in Play VIIT which was per-
formed at the close of the first day, the Goldsmiths, Play

X, the first performance of the second day and the Dyers,

Play XXIII, performed toward the end of the final day; in

59Salter, Medieval Drame in Chester, p. 55.

60Wickham, op. cit., p. 120.

61Anderson, Op. cit., p. 120.



which cases, one pageant wagon would have served all of
their needso62
The Chester plays were generally acted on three suc-
cessive days in a week--nine on Monday, nine on Tuesday, end
seven on VWednesday. However, in reconstructing the proces-
sional route of éhese plays, one finds the authorities again
in disagreement. The accompanying plan of the city of
Chester enables one more clearly to visualize the proposed
routes. Salter and Craig suggest that the plays began at
the St. Werburgh Abbey gates, continued to the High Cross,
then to the Castle, and finally to the 3oodee, an extensive
open space by the river.63 If a particular wagon were to be
used by another gild, Cralg suggests that the vehicle to be
used for the next day's performance " ., . . could be brought
up at night over a relatively short distance to the Abbey
Gates for & new start,"Ool dowever, since seven men, usu-
ally, were needed to draw such a vehicle, it would secem
unlikely that they would arrange a route which necessitated
their pulling the wagon from the Abbey to the Roodee and
back again. Other authorities identify the route as one

beginning at the Abbey Gateway and continuing to Watergate

625alter, Medieval Drama in Chester, p. 59

631bid., p. 12.

6uCraig, ©O0« Citey Do 16T
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and Bridge Streets.éE Chambers, also, claims that
" « « . the filrst station was at the Abbey gates, the next
by the pentice at the high cross before the Mayor, others
in Watergate Street, Brldge Street, and so on to Eastgate
Street.66 Chambers, here, has obviously relied upon the
Rogers' account for his information, although he does not
refer to the following information contained in the account:

+ « o« And when they had done with one cariage in one

place they wheeled the same from one streste to an

other. first from the Abbaye gate to the pentise then

to the watergate streets, then to the bridge streete

throughe the lanes & so to the estzate streete.O”
Chambers' theory, as contained in the Rogers'! account, seems
most feasible, enabling them to plan a circular route, For
example, after starting at the (a) St. Werburgh Abbey Gate-
way (Chester Cathedral), then to the (b) Pentice at the High
Cross (St. Peter's Church), the pageant could proceed down
Watergate Street to (c¢) Water Gate. Then by way of the
lanes, the pageants could have been presented in the (d)
Castle courtyard, as Salter suggests, or at the Iintersection
of Castle and Bridge Streets. Finally, again, by way of
lanes, the pageants could be brought to (e) Eastgate Street

for the last performence., If, however, the pageant wagon,

65Duckworth, ops clte, pe 137,

660hambers, The lMedieval Stage, I, 35l.

673alter, Medleval Drama in Chester, pp. 55-56.
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then, were needed by another gild, it could easily have been
pulled through St. Werburgh Street to a position at the
starting point, thus avoiéing an approximate thrée-quarter-
mile pull from the Roodee to the Abbey.

The termination of the Chéster plays 1s uncertaln,
Since these play; were sSo popular among the villagers, they
did not readily cease the productions. In 1571 one Chester
mayor, John Hankey, forbid that the plays be presented;
however, despite his order, the performances continued until
1575.68 ‘During Sir John Saveage's mayoralty, apparently the
opposition of the authorities became so great that a sup-
pression of the plays could be no longer delayed., Alter
suppression, clitizens tried to amuse themselves by whole-
heartedly celebrating the Midsummer's Show, founded in 1498,
which had previously been produced only during the years
when the cycles were not presented.69

Tracing the historical development of the Chester
plays is a complex task; yet, it 1is necessary and enlight-
ening 1f one 1s to consider the staging of these mysteries,
enabling one to reallze some of -the conditions under which
these dramas were enacted and to identify the materials with

which the early producers worked, It is, therefore,

68CI‘aig, Ep. Cit., pl 35(‘).
69Chambers, The Medievael Steece, I, 356.
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necessary to consider the staging technigues used in the
three scenic levels--Heaven, Hell, and lliddle Earth--with
specific references to gpprOPriate individual plays. How-
ever, one should not assume that all of these levels were
always represented in a single play. Usually, if there were
- more than two levels represented, one was of primary impor-
tance while the others were secondary. Thus, within each
of the three specified levels, the plays under investigation
will be considered for the following information: (1) the

dramatls personae, indicative of the number of characters

needed; (2) internal evidence in the dialogue; (3) stage
directions 1ineluding properties and stage mechanisms; and

(L) costuming, including make-up.



CHAPTER II

STAGIKG TECHNIQUES IN THE

DEPICTION OF HEAVEN

Heaven to the medievalists was interpreted in terums
of the known world of Earth., In medieval French dramatic
staging, Heaven obviously was placed above the stage prop-

er, Furthermore, lines from the French drama such as '"en

—_—

ane chappelle/La dessoulsz," and "Descendez a terre," sug-
gest that there existed two levels. 9 Thus, if Heaven were
‘elevated, 1t must also have been surrounded by stars,
clouds, or simply a blue superstructure with the signs of
the Zodiac upon it./L The clouds especially may have had
a special purpose in the mechanical ascent and descent of
characters., However, a description of the elevated throne
and scaffolding is necessary before other staging techniques
may be considered, The single scaffold was a simply made
structure constructed of four posts, a floor half-way up,

& roof, sides and back which were probably made of

t*rtains.72

7OStuart, op. cit., pp. 65-66.
Tlyickham, ov. cite, Ds 93.

72Richard Southern, The lNedieval Theatre in the
M g ppo ll}_l_-lléo
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FIGURE 3

A RECONSTRUCTION OF A SINGLE SCAFFOLD

Perhaps The Miniature of the Martydom of St. Avollonia, by

Jean Fouquet, about 1L55, is a key to the use of scailfolds
and elevated levels, When a single section of the picture
is viewed in detall, one recognizes God and His angels about
Him on the scaffold with the way of access to the raised
place being a long incline with slats across it to prevent
one's feet from slipping. Such a structure is identical

to the modern use of a plank. Southern acknowledges that
such a device could also allow for some kind of processional
passage along it, whereag a ladder could be used by only one
at a2 time, If a sleted plank were used, then a succession
of figures could have ascended. (3 In the scaflold of the
miniature, one observes that God is seated on a throne
surrounded by small child-like angels. A curtein is evident
on both sides, forming side walls; however, in this minia-
ture 2 draw curtain across the front is not present.

T

73Ibid., pp. 99=100.
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Southern, however, does not totally reject the idea of a
édraw curtain which would be cpen on occasions when God spoke
to man, for he states that it would be too tiring for God to
sit relavively motionless threoughout the course of the play.
However, in his argument, Southern stresses a time element
of three-and—a-h;lf hours and plays of 3,000 lines.74 Yet,
since the Chester plays genrerally are such comparatively
short plays, Southern's argument does not seem especially
vertinent.

With regard to the number of characters utilized in
the scens, as in most medieval cycles, the Chester plays
generally open and close with theological instruction gilven
by "Deus" in Heaven. For example, in Play I, The Fall of
Lucifer, it 1s obviocus that the initial scenes are located

in Heaven, and later, in Hell, The dramatis personae of

Heaven in thils play includes twelve speaking roles: Deus,
Lucifer, Angeli, Archangeli, Lightborne, Virtutes, Cherubyn,
Dominations, Principatus, Ceraphine, Thrones and Potes-
tates.75 However, a great many non-speaking characters also
occupied the staging locele of Heaven. It was common that
God had small child-like angels, who assisted 1n the produc-

tion of music, about Him. Undoubtedly, the stage for Heaven

™hipig., pp. 112-113,

T5Kermann Deimling {(ed.)}, The Chester Plays, I, 9-20.
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in this play must have been constructed in such a way as

%o allow sufficient space for so much traffic, The Fall

of Lucifer contains an example of a use of chalrs as prop-
erties and for scenery., In this episode, God explains to
Lucifer in the presence of Angelé, By ¢ I sett you nans
my Chayre" (67). Later, Lucifer declares "Here will I

sit now in this stid [reference to God's gilded throne]”
(165). Similarly, Dominations orders Lucifer and Light-
borne, "Goe to your Seates and wende hence!'" (185). From
these lines, 1t 1s evident that a scaffolding for Heaven
rmust have been present providing for a rather elaborate
throne for God and smaller chairs on each side for His
ingels., When God exits in l. 10l, he may have gone

behind His throne or the back curtains at the rear of the
scaffolds, thus allowing for a continued action about His
"chair." Principatus! warning Lucifer of a "wicked fall"
(130) further demonstrates that action, here, occurred on
an elevated platform; otherwise,:if Heaven were repre-
sented on the main level of the stage on the pageant wegon
there would have been no means of seeing the participants
after the "fall." In addition, this play enables one to
observe tne use of music in these dramas, Internal textual
evicdence as well as the descriptions contained iIn stage
directions testify to the fact that vocal music remained

in cycle dramas long after other liturgical elements
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faded.® For example, Archangell exclaims, "A song now let
us ginge in feare" (ol.), and the stage direction, hers,

reads: '"Tunc cantabunt."” It has been suggested that actor

Angels were often trained muslcians who sang sacred chorals
to the accompaniment of unseen instruments. /! Collins
stresses the quaﬁtity of singing which occurs in these cycle
dramas, especlially in the Chester cycle, noting that Tunc
cantant i1s a most common musical stage dlrection. For
this reason, he thilnks these directions were an indication
of the song in performance., If he is correct, one notes
that, in the Chester cycle, there are twenty-three songs
in fourteen plays; or, more than one-half of the plays in
the cycle which call for singing. However, as Colllns
points out, this many songs would not have been unusual,
since Chester had always been a musical center, boasting
the earllest minstrel organization in England.78

The final consideration 1s the manner of costuming
those in Heaven. In The Fall of Lucifer, God has the most

obvious costume in His white leather coat,? probably most

T6p1etcher Collins, Jr. "lusic in the Craft Cycles,"
PILA, XLVII (September, 1932), 613.

77Lucy H. Hooper, "liysteries and Miracle Plays,"
Avopleton'’s Journal, XXV (April, 1881), 302.

78Collins, op. cit., ppe 616-617.

791‘581’18311, OPs C_i;b_o, Pe 296.
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costly. In other plays in the Chester cycle, His coat was
often painted or gilded producing an illuminated effect.so
In the Rogers' account, there ls a reference also toc the
custom of gilding the face of whoever played God, and to
request that, since the gilding "disfigured the man," per-
haps, in the future, the character could appear in "a cloudy
covering," rather than in "shape or person."81 Thus, God
could have been dressed in shapeless, flowing garments rep-
resenting a spiritual sensation rather than in elaborate,
detailed costuming. In the Coventry records, there is
traditional costuming noted for the role of God, as follows:
1,451.~=It!' payed for vj skynnys of whitleder .
to'godds garment +« « ¢« ¢ ¢ « ¢ o o o xviiil
It!' payed for makyng of the same
gamentooooooocooooooxd
1,98,~-It! payd for mendyng a cheverel for
god and for sowynz of gods kote of
leddur and for mekyng of the hands
to the same kote o o o ¢ o o o o o Xiijd
1565.=~pd for payntyng & gyldyng (inter
alia) gods cote. pd for a gyrdyll
forgOdonooco-oooo.o-iijd

1501.~~It! pd ffor a newe sudere for god , vij¢

1560,~~Item for a selldall for god « o o s xijd82

8ODuckworth, OPe cite, pe 13l

8lrduward Clodd, "kysterles and Moralities," Knowl-
‘edge, VII (Friday, July 31, 1885), 8l.

82"Sharpe’s Dissertation on the Pageants or Dramatic
iMysteries," Retrospective Review, XIII (1826), 311,
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the remaining divine supernumeraries probably wore ecclesi-
gstical vestments, embroidered with gold threaa, furnished
by the.Church.83 According to Southern in his examination

of The Miniature of the lartydom of St. Apollonia, the

smaller angels around God (probably children) were costumed
in belted robes, ;owlnecks, and wings.eh Since such cos=
tuming techniques will veary little in the Heaven seqguences,
they will not be gilven any further consideration in this
study.

The next play and its staging to be considered is The
Creation, Play II. Since the actual creation of the Earth
and sky by God in the performance is an appealing section,
no additional characters are necessary other than His
angels. As God opens the play, He remarks that "the earth
is voyde onely I see,/therefore light, for more lee,"

(0-7); thus, with their imaginative minds the audience could
observe, from the beginning, how God cormanded that the
waters, seeds, herbs, fish, fcwl, and the numerous other
representations of Earth were to be produced.. In the "Cain
and Abel" scene, an interesting stage direction appears:
"Then a flame of filer shall Descende vpon the sacrifice of

abell" (560), Thus, one assumes that a flame must have been

83Hooper, ope cit., ps 302.

8Lsouthern, op. cibe., pp. 95-100.



produced and directed toward Harth, How this flame was
‘maneged on the staée ig difficult to imagine; however,
Salter . suggests that since, during the reign of Alexander
the Great, "Kratisthenes could make fire burn spontane-
ously," the stagecraft was accomplished by the mime,
juggler, or magician who flourished during the Dark and
liiddle Ages.85

In The Deluge, God 1s the only character with a

speaking part in Heaven; and, as in the preceding plays, the
scene opens with God's words of imstruction, iIn this case,
to Noah., The first stage direction occurs before God opens
the play:

The thirde pagent of Noyes flood and first in some heigh

place or in the cloudes, yf it may be, God speaketh ynto

Noe standing with-out the Arke with all his femilye,B86
this direction: locates God in His elevated position and
introduces the use of clouds as mechanisms. The clouds are
obvious in depicting God on high; however, clouds could have
been used in God's descent for the purpose of instructing
llan and, then, for his ascension into Heaven, Such clouds

could also have concealed mechanisms operated from the loft

of the pageant wagon. Certainly, the audience would have

8Ssalter, Medieval Drama in Chester, pp. 71-T72.

86§§ primo in alicuo supremo loco sive in nubibus,
81 fieri poterit, logquatur Deus ad Noe extra Archam exis-
tentem cum tota familia sua.
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been delighted with the mystical appearances and disappear-
ances of God. The "cloud" evidently opened as the perszon
or object descended to Earthe It has been recorded that,
at least by 1399, if not earlier, such cloud mechanisms
had been used.87 By the middle of the sixteenth-century,
the spectacle of moving clouds was not an unconmcn OneE.
Records of this period show that:

To John Rossee for « o « Long boordes for the stere of
a clowde; vise Pulleyes for the Clowds and curteynes;
i?js e o« o« Dubble gyrts to hange the soon in the Clowde;
%17
1he mention of pulleys suggestvs thelr functlion in the move~
ment of these stage clouds. One also recognizes that the
clouds could have been moved horizontally along a wooden
"steering-way" or rail, and that a sun, too, could have been
hung among the clouds.®8 with éuch firmly constructed
moveable mechanisms, 1t was possible to have released men
from them; and, perhaps, objects, representing the various
acts of weather, may have been released., For instance,

records show that haillstones and snow released frox clouds

were often sweets and biscuits; simllarly, rain was

fg'

SO

counterfeited to present a reallistlc performance of the

87Wickham, OPe Cite, DPe 93-96,

88Richard Socuthern, Changeable Scenery, pp. 29-30.
“Clouds in Captivity," CCCXVII (April 21, 1923), 181. Even
8s late as 1923, stage techmicians were using the same gen=
eral method of moveable clouds constructed with white gauze
cloth and drawn along a rail by electrlc rather than man
pOWeEr,
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coming floods.89 Storm sounds could be produced in a vari-
ety of ways. For example, large wooden troughs, about ten
feet long, two feet wide with zigzag slats on the bottom,
ang various sizes of round stones or camnon balls bouncing

as they are rolled back and forth are the only properties

necessary to produce the rumbling effect of thunder.90 The
sound of clashing thunder was oiten produced by sheking a
suspended sheet of metal, such as copper. Cylinders,
loosely filled with seed and smell pebbles, lifted at one
end and then the other, allowing the contents to fall in a
pattering stream, thus, produced the sound of hall and rain,
A rushing sound of water could have beea " . . « simulated
by turning round and round an octagonal pasteboard box,
fitted with shelves, and containing small shells, peas, and
shot." Pinally, if two discus were covered with a very
fine, tightly-strained material, such as silk, and sudderly
pressed together, a hallow, whistling sound of loud and
fitful gusts of wind could be‘achieved.gl

The dramatis personae of The Nativity, Play VI, is

limited and contains only two speaking roles., The play is

89wicikham, ope clte, DPs 93-96.

9O”Stage Deluge,'" The Literary Digest, LVI (March 2,

9l”Stage.Storms,” All the Year Round, XXVIII (August
10, 1872), 307.




unique in that God does not speak; the opening speech is
delivered by Gabriell, who is later joined by Angelus.
However, dialoguse 1s not always evidence of the presence of
a character; and, in this case, God 1s obviously present on
His throne in Heaven, since Gabriell states, " . « + god 1s
with thee," (2). Similarly, lMary recognizes God " , . . that
sitts on heighe in see," (5). The remaining action is
focused on Earth; therefore, the locale of Heaven becomes of
secondary importance.

In the Adoration of the Shepherds, VII, one again is

aware of the absence of dialogue for God whose messages are
carried by His Angel, Therefore, although God is visible,
the only speaking role is that of the Angel, However, there
is much emphasis placed upon the light which appears unto
the shepherds:

Primus Pastor:

what 1s all this light here
that shynes so bright here

on my blacke bearde?

for to see this sight here

a man may be afright here,

for I am aferde, (311-316)

Tertius Pastor:

Such & sight seming,

and a light gleming

letts me for to looke,

all, to my deming,

from a starre streming

it to me stroke, (323-328)

Undoubtedly, the light came from the star which slowly moved
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toward Bethlehem and the stable., 1he movement of the star
from west to east could easily have been produced by sus-
pending a star from an invisible wire attached to traverse
rods across the top of the stage and operated from the
machine loft., However, the star's blinding light which is
alluded to must ﬁave been accomplished by means of paing,
since filre could not have achieved such an effect. The use
of music is also evident in this play, as a stage direction
at 1. 368 reveals: "Then the Angel will sing !'Gloria in
excelsis, "92 Indeed, an empnasis upon singing continues
throughout this play. The characters of Earth were supple-
mented in their singing by members from the local choirs,

often specifled in the records as boys or clarkys.gB

Collins describes the members of this group as those who
" . « o merely sat in the Heaven and sang like little angels
and cherubim, "4

Although Play XX, Christ's Ascension, presents only

desus and four Angels as divine figures, a major problem
in staging occurs during thelr actual ascent into stage
Heaven, Obviously, Jesus and the Angels were hoisted up

slowly; however, in this case, Salter suggests that the

927unc cantebit Anzelus 'Tgloria in excelsis Deo et
in terra pax hominibus bonae voluntatis.'

93¢011ins, ov. cite, pe 619

9Ll-Loc. cite



necessary supports were fitted onto "Jesus," because the
dislogue indicates that He is speaking and then is 1lifted
through the clouds whille suspended from a wire, He is also
directed to sing during His ascension; and the same direc-
tion adds, "Having finisheé the scng, Jesus will stand in
the midst as 1if agove the clouds."95 If the actor portray-
ing Jesus were dangling from a wire as stagehands manually
hoisted him, one thinks 1t would have been rather difficult
for him to sing, or to prevent himself from swaying while

he was supposed to "stand in the midst." However, if a
small step were attached to the cloud device, it could be
moved gradvally into place during Jesus! speech, and he
could then merely have stepped backward onto the step wnile
the cloud gently ascended toward Heaven. Important also in
achieving the stage effect of misty clouds and hazy outlines
are the garments worn by the actors. If Jesus and the
Angels were dressed in long, flowing white robes which would
cover the small platform on which they stood and wnich would
gently sway about them as they ascended through the gauze
covered clouds and background properties, a truly impressive
atmosphere could have been procduced. However, it is doubt-

ful that the Heaven stage level was ever seen 1n the per-

formance of this play. For, with the amount of ascending

95salter, liedieval Drama in Chester, pp. 68, 70.




required, the scaffolding would have had to be as high

as the machine loft, thus necessitating that the loft ad~
vance beyond tils level, Une Thlinks that such a structure
would have been exceedingly top heavy for the éelatively
narrow frame. Perhaps, as Jesus and the ingels were

lifted into the clouds, the structures toward the top of
the pageant wagon were placed downstage enabling the actors
t0 pass behind them at the conclusion of the ascension

episode,

Finally, The Last Judgment, Play XXIV, begins with

the tradlitional approach~~didactic instruction; however,

in this case, the dramatis versonse does not include God

as the majestic figure, but rather, He is replaced with a
bleeding Christ surrounded by Angels holding the Instruments
of the Passion.96 Thus, in this final episode, although
"Deus" is indicated, Christ is the speaker. The Last
sudgment does not suggest tne use of any special scaffolding
for its Heaven. A stage direction at l. 356 signifies that
Christ was to appear, on a cloud:

With the rhythmical Lamentations ol the dead, Jesus will

descend as if on a cloud, if it will be possible;

because according to the cpinlons of the teachers, the

son of God will judge in the sky near the Earth, The
Angels will stand with the cross, with the crown or

96J. W. Robinson, "The Late lMedieval Cult of Jesus
and the Mystery Plays,'" FILA, LXXX (December, 1965), 510.
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thorns, with the spear, and witg the other Instruments,
demonstrating all these things.~

This cloud could have been supported by the basic stage
scaffoiding of Heaven, thereby also providing standing
accommedations for Angels. The costume of Christ in this
sequence is not particularly different from God's; however,
since numerous references in this play allude to the blocod
that Christ sheds, the " . . . mantle must be draped so that
the wound in His side may be plainly visible,"98
Deus:

Therefore, my Angells, fayre and bright,
looke that you wake eche wordly wight,

that I may see all in my sight,
that I Blood for can bleed. (13-16)

Thesus:

After dyed on the rood tree,

and my blood Shedd, as thou may se,

to prive the Devyll of his posty,

and winne that was awaye.

The which Blood, benhoulds ye,

fresh houlden till now I would should be,
for certayne poyntes that lyked me,

of wnich I will now saye.

One cause was thils certaynly,

that to my father Almighty

at my Ascention offer might I

this Blood, praying a Boone: (381-392)

97G. W. Matthew (ed.), The Chester Plavs, II, LLO.
Finitis Lamentationibus mortuorum, descendet lLesus guasi in
nube, si fieri poterit; Quia secundum Doctorum Opiniones in
Aere prope terram iudicabit fillus Dei., Stabunt Angeli cum
Cruce, Corona Spinea, lancea, aliisque Instrumentis, omnia
demonstrantes.

98Robinson, op. cit., pps 510-51l.




Also I would, without [en]}were,
this Blood should now be shewed here,
that the Iews dyd in this manere, (397-399 )

Also my blood now shewed 1s, , ;
that good therby may haue blisse, {LL05-106)

Now that you shall apertly se,
fresh Blood bleed, man, for thee, (L21-b22)

Behould now all men on me,

and se my Blood fresh out flee,

that I bledd on rode tree

for your Saluation. (125-428)
Certainly a substance, perhaps in a convainer concealed in
His robes, may have been released to flow from His body. If
& substance with the consistency and appearance of human
blocod could not have been produced, it would be probable to
assume that a newly slaughtered animal's blood was collected
and used, thereby achieving an impact on the already
impressed audience.

Thus, a study of the staging techniques used in the

depiction of Heaven reveals the following conditions.

First, generally, the drametis personae of Heaven 1s limited

to God and His Angels. Often the Angels become God-like and
deliver messages to lan, However, even in these cases,
textual evidence supports the fact that usually God remained
visible to the audience during the performance, unless, of

course, He left His throne, as in The Fall of Lucifer, or,

28 in Christ!s Ascension in which the locale of Heaven was

not depicted. Secondly, the basic scaffolding for Heaven

was apparently constructed In the same manner., Undoubtedly,



however, its dimensions were altered at times to accommodate
the varying nuwavers of characters, For example, it is
obvious that more space was needed for the staglng of Eeaven

in The Fall of Lucifer (in which at least twelve characiers

were present) than in The Deluge (in which only one is

required). Finally, costuming was restricted to those
garments associated with the Churci. or the spiritual and
supernatural., Thus, shapeless garments, displaying little
color other than gilding were generally in use throughout

these playse



CHAPTER III
STAGE TECHNIQUES IN THE DEPICTION OF HELL

The staging of the locale of Hell, like Heaven, was
interpreted in tgrms of the known elements of Earth., Obvi-
ously, Jjust as Heaven emphasized purity and beauty, Hell
deplicted the evil and ugliness of the soul to the exclusion
of all else., Consequently, Heaven and Hell are the flanking
devices of Earth, whether on the sides or above and below,
in their respective levels, 99 However, Hell was not con-
sidered merely in terms of opposites., Rather, " . . o the
lower world was the part of every play best furnished with
the machinery necessary to display it."100  Thus, there are
several interpretations for the staging of this locale,
particularly 1ts means of entrance. The following three
theories regarding Man's entrance into Hell have been sup-
ported: (1) he entered through Hell's gates, (2) through
Hell'!'s trap-doors, or (3) through Hell's mouth or the
éragon's head, Each of these will be investigated with
respect to the internal evidesnce and the stage directions
presented 1n the plays undcr consideration. Often the

interior of Hell was vlisible; however, the fact that

99Wickham, op. c¢it., p. 89,

loOJusserand, op. cits, pe 67,
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groaning cries were heard from the lower depths of Hell
suggests that Hell was composed of levels, Thereiore, since
not all levels were necessary for vislible actions, the
deepest portion of Hell could have been under the pageant
wagon while Limbo could have been represented immediately
behind the "gateé" or "mouvh,"

In The Fall of Imcifer, the drematis personae of Eell

is quite limited and includes only speaking roles for the
two fallen Angels, Lucifer ancé Lighborne., Thus, after thelr
fall they become personages of Hell and are identifiled as
"Primus Demon" and "Secundus Demon." The most distinct
staging in thils play occurs during the Angels! fall into
Hell. As a result, in this play, God's speech (203-209),

"I charge yow fall tyll I byd: !Noe!!/to the pit of Hell,
evermore to be!" and the stage direction, "Then Lucifer

and Lighborne must fall,"101l signify that the Angels actu-
ally must have fallen into Hell. It would be impressive to
the modernist if Heaven were stationed on the maln level and
the Angels fell through a trap-door into "the pitt;" how-
ever, this arrangement 1s not feasible, since Lucifer and
Lighborne would be under tane pageant wagon. Conseguently,
the audience would have no opportunity to see the demons who

appear in the last sequence of the play unless they bent

101loyne cadent Lucifer et Lighburne.
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down and looked under. If this were the case, the lMayor cn
the Pentice at the High Cross and many wealthy merchants
sitting in their second story rooms and standing on the Hows
of Chester would have been prevented from hearing or seeing
this episode., However, if Heaven were stationed on the
scaffolds with Heil on the main level, the Angels could fall
from Heaven into Hell, but stllil remain insight. Also, by
the chronology of events in tae plays, the Earth had not
even been created., Illoreover, cne could have used hils imagi=-
nation and easily could have visualized the seemingly vast
distance between Heaven and Hell, Since the "fall is
highly significant, even fto The other plays, 1t would have
been more impressive if Lucifler and Lighborne fell right
outside the grotesque dragon's head, or Lell's mouth, thus
allowing the demons to drag the damned through 1t into
Hell.192 These demons were usually portrayed by the most
popular buffoons and jesters who could display the barbaric
and crude actions of the devils.l03 The device representing
the entrance into Hell was usually elaborately constructed
and ornamented. It was to be contrived with pasteboard and
lathe,104 and was apparently continually maintained, for a

record shows that 219.8 was paid for the " . . . makynge of

102H00per, op. cit., pe 302.

103¢raig, op. cit., p. 126.

LOLpyckworth, Ope cite, pe 13L.
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hellmouth new."205 Great expense must have gone into the
construction of the devices Lhne jaws of the head were made
to open and olose,lo6 while flames were ejected and smoke
escaped from 1its opening. The allusion of fire could have
been produced by lighted torches or by the mystifying
methoas before meﬁtioned. However, the smoke easily could
have been produced by suddenly pouring holt water on a

107 1t is evident that the

shovelful of gquicklime or coals,
costuming of the personae in Hell was as terrifying as it
could be; therefore, masks, as well as claw-gloves, were
utilized by actors.10? Also, thelr bodies were clad in the
skins of beasts and made to look as grotesque,llo and as

completely opposite from the costumes of Heaven, as possible,

Although in The Creation only one character, the

Dermon, 1is presented, he also appears in the disguise of a
serpent before Eve in the CGarden of Eden. The stage direc=
tion at l. 160 states that: " . . « then the serpent

shall come up out of a hole and the devil walking shall

lOSMangan, ODe CiTes De 2906,

lOéGauss, Ope Ciftey Pe U419,

L07ugome Realistic Stape Effects," Chamber's Jour-
nal, LXXIIT (December 5, 18963, 778,

lOBJusserand, ope 8ibay De 67,
109Anderson,_gg. ¢lbey P 170,

llOHooper, ope. cit., pe 302,
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Say.”lll

This direction states implicitly that the Demont's
entrance be through a hole in the "Harth;" therefore, in
this play, the interior of Hell was not visitle, but rather
was below the wagon., Thus, the Demon could have appeared on
Zarth by using a trap—door.llz Although the stege cdirection
states "serpent," the Demcn obviously came through the trap-
gecor in his customary garb. After his appearance on Larth,
he then suggests to the audience that he will use the ser-
pent's disgulse:

Disguise me I willl anon tyte

and profer her of that ilke fruit:

so shall they both for ther delight

be banished from the blisse,

A manner of an Adder is in this place,

that wynges iike & byrd she hase,

feete as an Adder, & maydens Tace;

her kinde I will take. (189-196)

Therefore, as brocke I my pane,

my edders coate I will put on,

and into paradice will I gone,

as fast as ever I may. (205-208)
These lines indicate that a transformation occurred instan=-

taneously on the stage since the Demon as "Serpens" immedi-

ately resumes his dialogue. ULherefore, the costume of the

Ll o = et venlet servens ad paradisum positum in
specie Demonis et ambulando dicat.

1125ric Rede Buckley, "The Staging of Plays 300 Years
Ago," The Gentleman's liagazine, LXVIII (September, 1901),
295, Trap-doors were not unknown during this periocd; they
were also used as graves 1n which burial scenes could be en-
acted on the stage. The Coming of the Antichrist is such an
example in which the body is leld under earth and gravel and
then 1s still capable of rising,.
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serpent must have been made simply in order for him to dress
himself on the stage. The main portion of the disguise is
acknowledged by the Demon himself as beinz an "adders coat;"
thus, since he could not change clothes completely in the
time allowed, a coverall representing a lizard-like body
could have been used. Also, although it is not so stated in
the text, a change of his original mask for a more snake=-
like one easily could nave occurred.

In The Slayins of the Innocents, Play X, Hell and its

-

personae are not as crucial to thie scenes as they are in
other plays. However, in the last sequence, the Demon does
appear briefly at the time of Herod's death scene:

Herod:

e

And never good sith I m
Therfor I see now conir
to fetch me to hell,

T e
ght goe,

I haue done so rmch woe
nze my ros,

i3

I bequeath heare in this place

my soule to be with Sathanas,.

I dye, I dye, alas! alas!

I may no longer dwell!l (425-132)
Thus, a trap-door situated in Herod's palace could have been
used effectively., As Herod expresscs that he sees Satan
coming for him, the Demon could slowly rise from the "depths
of Hell," Hell's mouth or Hell!s CGates could not be used as
effectively in this scene, as 1in other plays, since the stage

was already utilized to its capacity in the other Earth

locales. Similarly, examining the internal evlidence of the
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play, one does not recognize the same tone--the viclence,
noise, and bodily actions--as usually is assoclated with the
other methods of entering and leaving Hell. On the con-
trary, the true overt personality of the jester or buffoon
playing the Demon is apparent as he begins his descent and

states:

I will bringe this into woe,

and come &gayne and Ietch moe,
as fast as ever I may goe.
farewell and haue good day! (L53-L56)
It was previously acknowledged that God generally
opened and ended the mystery plays. In some cases, however,
it was recognized that angelic figures assumed God's duties

while He sat on high, Likewise, mortal men have been

designated to introduce the sequence. However, The Tempta=-

tion scene certainly is unigue, for "Sathanas," the only
character from the locale of Hell, opens the play and
stresses his sovereignty in his speech much like God in His

opening dialogue in The Creation:

Sathanas:

Now by nmy scverayntie I sweare
and principalitie that I beare,
In hell payne when I am thers

a gammon I will assay (1-1)

Deus:

I God, most in maiestye,

in whom beginning none may be,
endles alsoe, most of postye,

I am and haue bLene ever. (1-1)

Yet, Satan in this play is not within Hell, even as the



scene opens, but rather 1s on EZarth., Thus, in his last

speech, he signifies that he must descend into Hell:

Alas! for sheme! I am shent;
with helhoundes when I am hent,
I must be ragged and a2ll to rent,
and dryuen all to dyrt,.
Therfore is nowe myne intent,
or I goe, to make my testament:
to all that in this place be lent,
I bequeath the shitte, (153-160)
If the play remained open until he made his descent and was
no longer visible, the trap-door device again could have
been used., Also, in this last pilece of dialogue, Satan
reveals that his costume is "ragged and all to rent." 1In
the Banns of 1600, there is also a reference to the appear-
ance of the Devil in this scene:
And next to this, you bowchers of this Citie,
the storie of Sathan that christe woulde needes tempte,

set out as Accostomablie vsed haue yee,
the devill in his fethers, all ragger and rente.

(119-122)
Thus, in this play Satan'!s costume varies from other deplc-
tions of him, Anderson suggests_ that he had feathered
tights and wings and triple talons on hands and feet.ll3
According to Anderson, this depiction was not that of the
"+ « o usual hideous fiend;" however, although the Devilis
actions were less terrifying and his language was subdued,
his giant bird-like appearance still reflected the horror of

the "pit" to the audience.

113Anderson, Ofe €lt., pPe 169,
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Christ's Descent into Hell is the most obvious treat-

ment of Hell, its interior and its characters. The dramatis
personge of Hell in thilis play includes fourteen speaking
roles: Adam, Esay, Simeon, John the Baptist, Seth, David,
Satan, two Demons, Jesus, kiichaell, Enoch, Helias, and Latro.
Since this play's locale is Hell, obviously it could not be
staged in the lower most position of the wagon, but rather,
on the main level, usually designatved as Earth, where all
could see., As Adam opens the play, one becomes aware that
he is situated in Hell, as are numsrous other fallen souls
who long for Christ's recognition. God apparently is sta-
tioned in Heaven, for those in Hell beg that they be saved:
David:
Al high god and king of blisse,
worshiped by thy name, iwils!
I hope that tyme now come [n]is
to deliuver vs of danger.
Come, lordl come to Hell anone,
ané take out thy folk, everychon,
for those years are fully gone
gith mankynd first came heare. (81-88)
At 1., 145 Jesus demands that the gates of Hell be opened, and
continues to use the phrase until He is allowed to enter:
Open hell Gates anone!l
you princes of payne, every chon!
That Gods sonne may in gone,
And the kinge of Blisse! (145-148)
Open vp hell gates, yet I say,
you Princes of pine that be present!

and lett the kinge of bliss this way, .
that he may fulfill his intent! (177-180)
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Obviously, the intermal evidence of thls play stresses that
the gates were used as the entrance into Hell rather than
the frequently used Hell's mouth or dragon's head. Certain-
ly, the trap-door was of no use in staging this sequencs,
since it would necessitate that all of the action occurring
within the interior of Hell be under the stage. ‘Therefore,
the use of the gates was a convenient method of staging the
play; however, it was not necessarily an unusual method. In
France, during this period there 1s evidence that gates were
used for the setting of Hell in the Provencal Resurrection.

Similarly, when Christ 1s about to enter Hell, the stage

direction reads: Aras Sant Miguel he Gsebriel s'en ano an

Jhesus dava{?ﬂgg los enfernis; and Lucifer, from within,

then speaks. Furthermore, the line, "Ubretz vos, portas

infernals,” describes the entrance.t1l From such an
entrance, smoke could escape in much the same manner as that
in Hell's mouth. It cennot be questioned that Hell's mouth
was a most popular device for The representation of Hellls
entrance, However, just as there is a miniature in a French
manuscript which represents some devils advancing from the
mouth, so too, is there another miniature which shows the
use of stone gates as Hell's entrance. According to the

French, as Jesus advanced tnrough the gates, he entered

11hStuart, apie. 2145 De 151,
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Limbo and saved Adam ahd the prophets, but left Lucifer ito
remain chained in the flames of Hell proper.l15 Certalnly,
one cannot use these French accounts ag conclusive evidence
for staging the Chester representations; however, since the
internal evidence of the English plays corresponds to the
staging techniqués feasible to the French stages during the
liiddle Ages, 1t should be considered a highly probable tech=
nigue in staging the "Harrowing of Hell" sequence. The play
then ends with singing as the saved ascend toward God.
However, in four [SS, the play continues in the form of a
contemporary warning to those living in sine. Naturally, all
were not saved from the burning fires of Hell; thus, a plea
to those listening was issued by a woman being eternally

punished for her sins on Earth

sometyme I was a tavernere,

a gentill gossipe and a tapstere,
of wyne and ale a trustie brewer,
which wo hath me wroghte.

of cannes I kepte no trewe mesuer,
my cuppes I soulde at my pleasuer,
deceavinge manye & creature,

the my ale were naughte,

and when I was a brewer longe,

with hoopes I made my ale stronge,

ashes and Erbes I blends amonge,

and marred so good mavlite, (269-280)

Taverners, tapsters of this cittie
shalbe promoted heare by me

for breakinge statutes of this cuntrey,
hurtinge the common welth; (285-238)

115Tpid., pp. 95, 11l.
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Therefore, as a result of her evlil, Satan warnly welcomes
her while taverners in the audience probably received an
obvious public criticism of thelr unlawful practicesl16 and
came to a realization of thelr own doom if they did not
alter thelr way of life:
welckome, deare darlinge, to vs, all three;
though Iesus be gone with our meanye,
yet shall thou abyde heare still with me,
in paine with oute Ende, (309-312)
This investigation of the staging of Hell reveals

that the dramatis personae in this locale is usually

extremely limited, generally including only the Devil, who,
depending on the play in wnich he appears, may be referred
to as Sathanas, Sathan, the Serpent, and the Primus Demon.
Occasionally, other demons appear, but they are referred to
only in numerical Terms. Alsc, the interior of Hell proper
was seldom visible; however, entrances to this locale were
carefully constructed so that no further depiction of the
area was necessary. fet, again, In each of the plays making

use of this locale, one notes & distinct individuality in

the representations of these mechanical entrance devices.

T

Consequently, 1f one examines the internal evidence and the
stage directions presented in the texts, he discovers that

from three separate devices=-=Hell's gates, idell's trap-door,

lléLady F, P. Verney, "Mysteries, Moralities, and the

' Contemporary Heview, XXV (ilarch, 1875), 600,

Drama, '
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end Hell's mouth--each gild utilized that specific device

which was most adequate for its own needs.




CHAPTER IV

STAGING TECHNIQUES IN THE DEPICTION

After examining the staging technigues used in th

¢

development of the Heawven and Hell sequences in the Chester
plays, 1t 1s now necessary to study the middle area between
these two stations., Undoubtedly, lilddle LZarth is accorded

the most dialogue, the largest dramatis psrsonae, and the

most scenic devices, The lMiddle Earth level has been devel-
opea to such a degree because of tihe dramatist's concern for
the present as he traced Man's journey from Heaven through
Earth and finally to Damnation or Salvation.ll7 The Chester
players naturally were delighted with an opportunity to
present the Biblical stories to their fellow townspeople,
for their own pleasures, and for public recognition. How-
ever, the author or authors of these plays had another
objective, namely, o see that these dramas were understood
and enjoyed., Moreover, most probably the use ofltypical
attitudes in atypical circumstances confronted by tnose on
Earth helped these plays to be understood more easily ang,
subsequently, enabled them to retaln their popularity.

The Creatlon is the first play in which the level of

Earth occurs and 1n which tie personage of Man is introduced,

L1Tyicxhem, op. cit., De 89.



o0

Herein, the dramatis perscnae is relatively limited when

compared to other handlings of LKarth episodes, but it does
include the customary Adam and Eve sequence., However,
although one has considered God and the Devil-Serpent in
the foregoing chapters, he has done so only in relaticnship
to their respective levels of Heaven and Hell, and their
entrances and exits from these stations. Yet, it is neces-
sary that they directly be related to Esrth and Man. For
example, at 1, 80 the stage direction states:

Then God goinge from the place wher he was, Comethe to
the place wher he Createth adam,1l10

However, one should not understand this direction as a
reference to Paradise, Rather, it 1s clear that God created
Adam outside of the Gerden of Lden and,

Then the Creator bringeth adam in to paradice bvefore
the tree of knowledge, and salth « + o119

Therefore, two locales must be established--Earth proper,
where Adam was created, and the Garden, where God journeys
with Adam. The problem of steging the creation of Adam eand
Bve 1s not necessarily pronounced 1f one considers that
medievalists had vivlid imaginations and that a modern step-
by-step scientific develcpment was unnecessary. Possibly,

Adam was merely lying among stage bushes where God seemed

1187unc recedet de 1

illo loco ad locun, vbi creavit
Adamum et faciet signum, gu

1
si faceret ipsum.

119Tunc Creator adducet evm in Paradisum ante lignum,

(116)



generally to work in the play. Thus, when God commands,
", . . ryse vp, Adame, rise vp rade,/a man full of soule
and life!" (107-108), the actor stood up. Similarly, in
1. 128, Adam is directed " . o o to lie down" while God
", . . takes a Rib out of his side . . . ."120 Obviously,
an animal's bone had been placed in the pre-arranged spot
before the begimning of the play. During the performence
Adam could have lain down beside the bone and God could then
appear to "take it from his side." No doubt, Eve's forma-
tion was enacted in the same manner, The appearance of
Demons through a trap-door in Earth has already been dis-
cussed; however, after this Demon dresses himself in ser-
pent's costume, 1t is necessary that he be able to see inte

the CGarden of Eden and recognize the Tree of Knowledge. The

internal evidence stresses that a tree and an apple are

necessary:
Serpens:
Take of his fruite and assaie:
It is good meate, I dare laye,
and, but thou fynde yt to thy paye,
say that I am false.
Eate thou on apple and no moe,
and yow shall knew both weyle and woe,
and be lyke to Goddes, both twoo,
thou and thy housband also. (233-2110)
120myne Creator capiens manum Adami et faciet lpsum

Tacere et caplet costamn.




Eva:

An apple of 1t I will eate,

to assaye which is the meate;
and my housband
one morsell for

1 get

11 g
ele. (245-28)

W
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Then adam shall take the frute and Eat
in weeping manner shall s&ye . « « 2

P

—— . o A /
Therefore, from a palnted or paper-maché tree an actual

their of, and
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apple was procured, which, also, must have been pre-arrenged.
At 1. 38L, there is evidence of the use of music, for God
drives Adam and Eve out of Pgradise as Angels appear and
minstrels play. The means of costuming Adam and Eve have
been suggested in two theories; i.e., Adam and Eve either
were clothed, or naked. Salver, discussing the appropriate-
ness of the gilds to their piays, explains that " , + « the
Tanners, who could provide the skin-tight, white-leather
costumes necessary, originelly produced the play of Adam

and Eve.”122 However, textual evidence seems to indicate
hat the actors, here, were without clothing. At 1. 160,
the stage direction reads: "Then Adam and Eve shall stande
nakede and shall not be ashamed « « o "123  Similarly,
after eating the apple, Adam and Zve recognize their

nakedness and cry:

121lrune Adan comedit, et statim nudl sunt, et
lamentando dicat, (252)

1223a1ter, lMedieval Drama in Chester, p. 32

123munc Adam et Eva gtabunt nudi et non verecundabunt.
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Adam:

Out! alas! what eales me?

I am neked, well I ses;

woman, cursed must thou be, .

for bothe now we be shente. (257-260)

Eve:

Alss! thls Adder hath done me nye.

alas! her red why did I?

nalted we bene bothe for thye,

and of our shape ashamed. (265=-268)

Adam, husband, I red we take

thes figg-leaves for sname ssake,

and to our members a hillinge make

of them for thee and me., (273=276)
Furthermore, the stage direction at 1. 280, "Then Adam and
Eve shall Cover ther members with leeves,"l12L would have
had 1little significance were the actors already covered.
The suggestion that thelr garments were made of tight leath-
er would still make this line relatively unimportant. As
is cited by the author of "Mystery or Passion Plays," "ir,
Bolliwell, in his notes to this play, speaks of Dr.
Marriott's theory that Adam and Eve were completely nude,
" . « o« the play would be quite unintelligible on any other

et

suppositions 125

One of the most familiar plays, yet, one walch offers

numerous staging problems 1s The Deluge. Although the play

12hpyne Adam et Eva cooperiant genitalia sua cum
folils, et stabunt sub arbore, et venlt deus clamans cum
alta voce.

125"Myste“y or Passion Plays," Blackwood's lagazine
CVI (December, 1869), 685.
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contains only 372 lines and few stage directions, the cast
of characters of FEarth is a relatively large one. It
includes Noah, who instructs nis family to start building
the Ark; Sem, Ham, and Japhet, who offer their assistance;
as do lirs, Noah, Mrs. Sem, lrs., Ham, and Mrs. Japnet., The
dévat between Noéh and his wife, then, follows, along with
the presentation of the Gossips or Mrs. Noah's friends with
whom she tries to stay.lz6 There is no evidence cited
regarding the number of Cossips; however, 1T seems feasible
to think that there were threc. There were approximately
nine or ten stagehands, also, who had no speaking parts, butb
who assisted in the loading of "animals" into the Ark.
Therefore, the cast would have included approximately twenty
actors. After God instructs Nogh. to bulld the Ark, the next
indication of action 1s contained in the dialogue. TFor
example, gestures certvalinly must have been made by Sem when
he states, " « « o« anne axe I haue, by my crowne," (52); by
Ham, "I haue a hatchet wonder-kene," (57); by Japhet, "And
I can well make & pyn,/and with this hammer knock yt in,"
(61-62); and by Vxor Sem, "Here 1s a good hackstock." (69)
Also, in this same exchange of dialogue, lirs Noah remarks,

-And we shall bring tymber to,
for wee mon nothing els doe;

women be weake tTo vnderfoe
any great travayle. (65-68)

126pma Jean Mill, "Nosh's Wife Again," PMLA, LVI
(September, 1941), 613.



According to Salter, krs. Noah must enter, therefore, 1
with building materials and staggering under the loads
The next stage direction at 1. 80 implies that the actors
must now begin to pantomime the construction of the Ark:
"They made signs as if they were laboring with divers

: &~ I!128 bt “ I 1 .
instruments, As Noah tells the audience how he is con-

structing the Ark, he indicates in his dialogue what proper=-

ties were necessary:

These bordes I ioyne here together,
to kepe vs safe from the wedder,
that we may row both hither and thider,

and safe e from this floode,

of this tree will T maske the mast

tyde with gebles that willl las®,

with a sayle~yarde for each blast,

and each bhlnge in ther kinde. (85-92)
Following this dieslogue, the whole Tamily appears to be at
work. The staging of Noah's Ark has not been adeguately
explained in past records, JThere 1s controversy regarding
the use of a real Ark, apperently the size of an entire
pageant wagon; however, theories about the staging of the
play around the Ark have not extended beyond a concept of
the Ark's being pulled through the streets in a proces-

sionel, Yet, 1f such a structure were used, the lengthy

ilalogue regarding its actual construction would be

1280yne faciunt sirna, quasi laborarent cum dilversisg
Instrumentis.




meaningless. It has also been suggested that two wagons
were used as pre-constructed sections of the approximate
size of a wagon were fitted into place during the dialogue.
The actors then could use a second flat-bed type of wa
placed in front of the Ark for the acting area. However,
this proposal is.not espeolally feasible, elther, since in
it there are no allowances for Heaven's scaffolds and, thus,
for God Himself., The most plausible taeory concerned wlth
this staging problem suggests tae use of pre-constructed
panels as mentioned above, but in extremely reduced sizes.,
Therefore, a simulated Ark may have been constructed in
front of the audience while Noah in his dialogue appropri-
ately describes the process. Since there 1is no evidence of
the use of closing and opening of curtains to denote the
passage of time, Noan maxes his audlence aware ol time,
stating: "A 100 wynters and 20/this shipp making taried
haue I . + . o" (1h9=-150) As Koah tries to persuade his
wife to enter the Ark, he momentarily gives up hls arguments
and speaks to the audlence in a traditional aside:

Lord, that women be crabbed aye,

and never are meke, uhat dare I saye,

this is well sene by me to daye,

In witnes of yow each one. (105—109)
He, then, returns to his wife and again tries to reason with
her; however, he stlll speaks to the audience and suggests

that cause o r Weminine attitude S rather than
that, be £ her unfe ine attitudes, she, ra t

he himself, may be thougnt as heaa of his household:
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Mrs. Noah's sons reveal that 1f they cannot verbally persuade
her to enter the Ark, they will physically cvercoue her:
Sems:

In feith, mother, yet you shall,
whether you will or not. (239 2110)

The most lengthy stage direction contains specific detalls

regarding the boarding of the animals into the ship:

Then Noah will enter the Ark and his family will pass to
hiri all animals egic ed on cards and recite their
names; and after speaking his part cvery one of them,
except Noeh'!s wife wlill enter the Ark and the animals
designated must agree_ with the words spoken and thus the
first son will begin:l29

However, despite these directions, this sequence presents a
staging problem. It has been suggested that the animals
could have been depicted by one of the following methods

2)

(1) by pictures of animasls painted on cards, by real

animals, {3) by children disguised as anlnals,13o or (L) by
artifically gonstructed anlmals, If one analyzes the stage

direction, "animals deplcted on cards,' he should have

1297une Koe introibit a
recitablt omnia animelia 4
vnusguisgue suam 1ocuc s €
d
r

Noe excepta, et animaslia
debent, et sic incipiet o:

2 cum vernls concordare
mus f£ilius., (160)

130Janet Leeper, "Noye'!s Fiudde at Aldeburgh,' Drama,
L (Fall, 1958), 3l.



little doubt that cards were made of a somewhat neavy and

dureble materlal such as cardboard and were brought in by

the stagehands or extras, takten up a slightly ralsed gang-
way, and set up against the back boards of the Ark, Simi-
larly, extras could show the appropriate card and set each
one in the Ark as Sem begins:

Sir, here are lyons, libardes in,

horses, mares, oxen, and swyne,
geates, calves, sheep and kine
here sitten thou may sec. (1L61-1560)

By thls means, one explains Sem's concluding line as a
direct reference to the audience. In addition, Salter
states that in one of the KSS.,, the direction is gilven to
set the paintings around the "boards" of the Arkel3l There-
fore, after each extra had placed his plcture in the Ark, he
would, then,>exit to the rear, obtain his next card, and
enter again as before, whille the speaker identifiles the
animals. However, mere plciture representations would have
added relatively nothing to the effect of the play. There-
fore, perhaps real animals were used, although this practice
would seem to be doubtful since animals larger than donkeys
could not have been accommodated on the wagon. The sugges-
tion that children wearing animel masks depicted the animals
is more acceptable; however, if realistic animals could havs

been made, it would have been useless to have employed actors.

13lSalter, Medieval Drama in Chester, p. 31l.
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he use of artifically constructed animals is cred-
ible and, in part, actually relates to the stage direction.
Perhaps the names, rather than the pilctures of animals were
written on cards with artificial thwree-dimensional animals

used. TFor exa‘ole, an early record shows that Bishop Haill

compared his congregation to such animals, stating:

I fear that some of you are lilke the Pageants of your
great solemnities whereln there is the show of a solid,
whether of a Lion, or Elephant, or Unicorne, but if they
be looked_into, there is ncthing but cloth and sticks

and wyre.
However, the probable use of real animals should not be
disregarded entirely. For instance, one imagines the amus
ing, as well as interesting, qualities the play would have
if actors were to struggle with bleating sheep, centankerous
billy goats, and leaping rabbits, in an attempt to get them
aboard the Ark!133 with all the animals inside the Ark,

Noah, then, peers out of an opening as the rain continues.

Then, the scene ends when he disappears from view. The
direction Iirmmediately followlng describes the foregoing
action and introduces that of the succeeding scene:

Then Noah shall shut the window of the ark ana for a

little space underneath the roof, he wlll sing the song
"Save me o God" . . o o134

132yickham, op. clte, pe 99

133Anderson, ope ¢ite; PP. 139-1)10.
13hTunc Noe cleundet fenestram Archsae
sSpativum infra tectum cantent psalmum &
aperiens fenestram et resplciense. (

N




As the Ark "heaves" in the waves, the passencers sin
2 ot

psalm (khing James Version

vl

Psalms: 69): "Save me, O God, for
the waters are come in unto my soull"135 The Ark could have
been made to seem as if 1t were being rolled and tossed
about in the turbulent waters by means of pasteboard waves
attached to wires leading to the loft along the downstage
side. These waves could then be moved while the passengers
aboard the Ark swayed.l36 Thus, when Noah reappears and
states, '"Now [0 dayes are fullie gone," the audilence is
aware of the passage of time; and in modern terms,vone would
recognize the opening of a new scene, Noah, tells this
audience that he will "send a raven;" however, the stage

direction follows this remark stating:

Then he will send_a_raven and taking the dove in his
hand he will say:l3

The next direction, &agaln, 1s expliclt in expressing Noah's
nandling of the bird:
Then he will send out the dove and there will be on the
ship bearing an olive branch iIn his mouth which Noagh

willl let go from GThe mast fthrough a rope in his hand and
afterwards Noah will say.1l30

1350011ins, op. cite, De 619
136Duckworun, ops oibs, p. 118,

137rune dimistet corvum €t capiens columbam in
manibus dicat. (20l)

138Tunc emittet lumbam et erlt in nave alil
ferens olivam in ore, quam dimi t ex melo per fu&cm i;
manus lNoe, et postea dicat Noe. (2727_




Ti
Salter refers to this line and states that, when the dove
returns bearing a spray of olive, it is by a slelzht and
"is passed to him from inside, but he seems to pick it out
of the air,"139 However, one should not overlook the possi=-
bility of the presence of tralned birds, for, Jugglers
frequently had trained animals, and " , . « sometimes the
practice of jJjugglery was combined with that of minstrelsy
and animal training,"140 Thus, a bird actually could have
been trained to fly to the back of the wagon, receive the
branch, and return ageain to Noah, The costuming of those
persons representing Earthly lan generally was no different
from contemporary aress.

The Sacrifice of Isaac includes a most interesting

eplsode; however, the actual story of the sacrifice of Isaac
was not expected to be as popular as 1t later became,
Although the play includes dialogues by Nuntius, Abraham,
Lothe, Armiger, Melchisedeh, the Zxpositor and Deus, the
Abraham/Isaac sequence offers the most interesting develop-
ments in staging. At 1. 2L5 in liS, ¥, one recognizes an
obvious reference to the sacrifice locale: "Here they go

both together to the place to do the sacrifice." Internal

139Salter, Ope Cites Pe 324

-

101,0u1s B. Wright, "Animal Actors on the English
Stage before 16L2," FUMLA, XLII (September, 1927), 656,
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evidence supports the theory that this locale was an ele-
vated level:
- Abraham:

Now Is&age, sonne, gOe we our waye
to yonder mountayne, if that we maye., (2L9-2!

0)

\rt

4s was previously noted, gilds shared thelr wagons wlth one
another if approximately the same scenery was required.

- . |

Therefore, in this episode, bthe mountain that Abraham iden-

tifies could be later converted to the shepherds' mountain

=

or Mount Calvary. After reaching this locale, Isaac makes

o~ ]

three requests:

Father, if you be %o me kinde,
about my keade a kercher bynde, (385-386)

I praye you, rather, turne downe my face

a lyttle whyle, whiyle you have space,
for I am full sore adred. (390-392)

Iiy deare father, 1 you praye,

let me take my clothes BWEY,

for sheeding blood on them to daye

at my last endlnc (1,.01-L0kL)
Evidently Abrahem tied a kerchliel about his son's head,
for three of the Chester MSS. allude to such action at

1. 388:

ndeth & karchaff about

Here Abraham kisseth 24
e and speaketh.

him
his head, and lettes him knee
Also, according to this direction, Abraham kisses Iseaac,
Although no references to this gesture are made in the dia-

logue, it 1s expressly mentioned in the stage directions of
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nearly all of the liSS, of the Chester cycle,~4t However,

there 1s no textual evidence to show that Isaac removed his

2]

¥

clothes for the sacrifice, Finally, as previously studled,

o
|,J¢
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nimals frequently are referred to in thesé plays; T

]

Il

ct
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fore, if possible, real animals were used for varliety and

interest. Hather than to sacrifice L

aac, & tied lamb w:

ta

-~
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offered in hils place. Therefore, 1f a real lamb were used,

it must have been slaughtered on the stage, since Abraham's
lines and the subsequent stage directlon otherwise could not

be justified:

a horned wedder here 1 sze,

among the breeres tyed iz he,

to thelolifred 1% shall be

anone right in this place, (L d=liydy)
Then lett Abr&h;? take the lambe and kill him and let
godsay....#—d

Also, 1f the lamb were not

o

xilled

fL

s directed, there would
have been much distraction on the stage during God's final
speech,

Undoubtedly, the major episode of The Nativity

is the stable scene; however, two other locales and, thus,
their personae, must be established, First, 1s the Emperor
Octavian's palace, in which the Emperor confers with the two

Senators and Sibble, the sage; and, then sends his messenger,

1M1Hurgaret Dancy Fort, "hb Metres of the Brome and
Chester Abraham and Isaac Plays," EMLA, XLI (December,
1926), 83L.

1427yne Abraham mectabit Arietem, (4Ll )
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Preco, to carry the order of texation into Nazareth. Illext,

=

Joseph's house must be designeted; and, finally, on the

@

3

-

eastern side of the wagon, the stable at Bethlehem must o

o

L

represented in which two midwives witness Christ's birth.
However, 1t should not be assumed that each of these locales
was deplcted by dny realistic scenery. Chairs were quite
cormmont in such rlays eand could represent a room, house,
town, or country.143 Therefore, 1t would not be unrealis-
tic, in the medieval sensey, to use a chair for Joseph's
house or the Hmperor's station. Joseph and lary'!s journey
from Nazareth to Bethlehem included an ox and an ass, on
which Mary sat:

Joseph:

now 8ith yt may none other

Mary, sister, now hye wee!

an oxe I will teke with me,
that there shall be sould. (L133-L36)

be,

Maria:
helpe me downe, then, my life fere!
for I hope my tyme l1s neere;

christ in this stable that is here,
I hope, borme will be. (L 73-L476)

In this case, 1t is not likely that both animals were real,
Yet, possibly an ass could have been used on the stage.

However, mechanical animals, if constructed strongly, with

movable parts, also could have surmounted the staging

1Q3Stuart, ODe £i1%ay Pa 15
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problem, L4 Thus, Mary actually would have ridden on a
hobby-horse instead of an ass.+4> The stable was construct-

ed in more greater detall than the other locales of this

o

playe. t apparently had thatched roof so that, when the

£ this roof could have

O

Xagi and Shepherds came, a portion

been pulled away, enabling the light from the Star to shine

-

on the Saviour's head, Also, its back and, most probably,
its sides were draped with curtains, In fact; the Painter's
accounts for 1561 have a payment of 39 recorded "for 3
Curten cowerds, 140 Although there is no evidence of dia-

logue during the painless birth of Christ,llL7 it can be

assumed that it was in those speeches which precede and

se

follow the logical time

Loe!l mary! nart! I haue brought here
IT mydwifes for the maners

to be with thee, my dearling deare
tyll that it be dayes (505-208}

Haria

Al Toseph, tyding
I haue a sonne, & et wight,

lord, thanked be thou, much of mighte,
for preeved is they postye! (513-516)

1hliHooper, op. Clbes De 302

n

lusGeoffrey Dearmer, "Miracle Plays," Saturday
Review, CXXXVII (January 5, 192L.), 8-9.

1463a1ter, Medievel Drema in Chester, p. 65.

1A7Craig,_gg. 6ites Pe 187,
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The dramatis personas of the Adoration of the

Shepherds obviously includes the Shepherds, or Pastors,
among them being a clownish shepherd named Gartius, and
Trowl, & shepherd bcy, and the characters from the stable
episode., The stege setting must have included two locales:
(1) a mound, representing the pasture land of the Shepherds,
on the western side of the wagon, and (2) the stable at
Bethlehem on the eastern sicde. It 1s necessary that the
Shepherds?' locale be somewhat elevated since the Third

Shepherd asks for help in getting up:

Hankin, hold up thy hand and haue me,
thet I were on height ther by thee.

Primus Pastor:

Gladly, sir, and thou wold be by me;
for loth me is to deny thee. (93-96)

After the appearance of the Angel, 1. 368, the Shepherds
hear singing; and, there is a continued emphasis on
song:lu8

Primus Pastor:

Nowe pray we to hym wlth good intent,

and s}ng ? will, and me unbrace,

that he will let us to be kent,

and send us of his grace. (LlL7-150)

Secundus Pastor:

sing we now, I red us, shrill
& mery song us to solace

148¢o11ins, ope cite, De 619
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I Le
All men s;nﬁes el er me,
for musicque of me learne you may. (L53-4,58)

-

During their journey to Bethlehen, they again pursue their

ow wend we forth to Bethlem,
that is best our socng to be,
for to se the starre gleame, _
the frute also of that mayden free. (i159-1162)
Gartius:
and sinz we all, I redd,
some myrth to his maiesty,
for certayne now see we it 1In deed:
the kinges sonne of heaven is he, (LS87-190)
After arriving at the stable, the Shepherds obviously have in
their possession certaln properties., Although Selter dis-
cusses the use of boy apprentices in the offering sequence,
the text under present investigation does not include such a
scene. The only orfferings that are made in this version of
the play are those of the Shepherds themselves:
Primus Pastor:
Loe! I bring thee a bell;
I praie thees, save me from hell,
so that I may with thee dwell
and fare well for aye. (571-57L)
Secundus Pastor:
Hayle the, maker of the star,
that stood us beformne!

haile the, blessedfull barne!
I bring the a flackett!
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and therat hanges
Tto Fate thy potag
as I my selfe full of
with hart I pray 1

“Yertius Pastor:

hayle, graunter of happe!

in earth now thou dwelles,

loe, sonne, 1 brinz the a Capp,

for I haue nothing els. &591-59¢

Gartius:

My deare, with Drury wvnto thee 1 me d

my flote on fellowship that I do not

and to saue me Irom 8l1 il1 sicknes,

I offer to tThee a palire of my wyues olde hose;
(599-602)

Q @
o
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It is obvious that a bell, flackett, spoon, cap, and hose

’ 2 ¥ »
were meant to be seen by the audience. Thus, again singing,
the Shepherds begin their journey homeward.

Although the Adoration the Mazl involves three

I.-b

Xings, 1t also lncludes & Doctor and an Expositor and intro-
duces another extremely prominent figure, King Herod,
surrounded by his councll and servants. As the scene opens,

s o -

the llagl are apparently situated on a mound, or perhaps on

i}

-

improvised chairs, as they endeavor to see the prophetic
Star:

Primus Rex:

Por well I wot, forsooth, I wiss,
that nhis prophesie scoth is.

A star shold rise, betokening blisse,
when Gods sonne isg bornes.

Therfore these Lordes and I In feare
in this mount make our prayer
devoutly once in the yeare,

for therto we bene sworne; (9-16)



79

It also is evident in the stage direction

o
cl

_:_L_o lls— tl_mt
before they can begin thelr journey to Bethlehem, they must
descend from an elevated pcsition:

“hen the kinges
about,.

roe downe to the beastes and ryde

(w
A

The reference to riding impliles the use, perhaps, of mechan-

ical, hobby-horse types of animals, Apparently the three

Kings begin thelr Journey Irom the far side of the stage,
with the guiding Star nanging at the opposite side. Con-
sequently, in the middle was Herod. As the Xings trav-
elled toward the East, they entered Herod's palace. DEecause
the gillds often shared pageant wagons, Herod's throne might
have been constructed for the use of the Vintners in their
play, and, then, later was used by the Goldsmiths and llasons

in the staging of the Slayins of the Innocents. An ele=-

P ol

vated throne was necessary, possibly with a crown suspended
above 1it, for this device could have been hung from the
machine loft, with & curtain or drapery cuclrcling the
throne. Although one cannot determine to what extent
actors with non=-spesking roles were used, it is possible

to consider that Herod had numerous servants and advisers

around him.lEO

4 : ' g s e
thescendun, t circumamblant bis et tunc ad Zquos.
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4 STAGE PLAN FOR THE ADORATION COF THE MAGT
The [ 's Oblatiorn is a direct continuation of the

-

preceding play. Here, the Kings begin once more at the far
side of the wagon and travel toward the Star over Bethlehem,
Thus, for instance, if two pageant wagons were placed, one
if front of the other, the two stages would form one long,

continuous horizontal acting area., Thus, in this play, the

stable and those assoc¢iated with this locale were probably

n

represented on vhe far side. Undoubtedly, since The llagi!

Oblation was performed by the liercers, it 1s natural that
their costumes were most elaborately and richly made,.

1

The Slaying of the Innocents containg numerous speak-

ing roles, including Herod, two soldiers, Preco, Joseph and
Mary, and two parents whose children are slain. However,
the play calls for many other actors and actresses necessary
to represent soldiers and towanspeople, Herod opens the play
with his proclamation that all newborn male children must be
killed and, thereafter, sends nis soldlers into the lands of
Judea and Galilee. An aAngel next appears to Joseph advising

=

him to flee into the land of = te In his illiustraetion of

o
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these locales, Wickham places Herod'!s tarone in the middlie

of the area representing Bethlehem and Egypt.lsl Conse~
quently, Joseph would be fleeing from no one, but rather
would be Jjourneying toward Horod's throne! Since derod was
stationed in Jerusalem, which is north of Bethlehem, 1¢C
would secm feasible that Galilee would. have been on one side
of him with Bethlehem on the opposite. Thus, if the troops
went Into Galilee and Judea (the locales on either side),
then the Doctor'!s following statement 1s clari a

Commeund your knightes anone in hye

to goe to the land of Galelye

and into the land of Iudy,

to slay all that they may finde. (129-133)
Similarly, it 1is not necessary that Egypt be designated as a
major locale, for Joseph and his fawmily need only to hover
in the far cormer of the wagon to suggest that they have
left Bethlehem (Judea) and are now in Egypt. Thus, when the
angel appears to them and directs them to re-enter Judes,
they can do so without crossing through Herod'!s palace which
area would logically be that of Jerusalem. The staging of
the slaughter, however, did not pose major problems for,
undoubtedly, stuffed dummies were used, Therefore, the

soldiers! downward sword strokes could have produced the

necessary effects,122 Also, the soldlers refer to the

l51Loc. cite.

—_—

152anderson, op. cite, p. 136.
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bodies of children on the points of thelr spears:
Secundus Miles:
Dame, thy sonne, in good fay,
he must of me learne a play:

he must hop, or I goe away,
upon my speare ende. (321-32L)

=8

Blood-stained dolls may have been crucial to the stagin

3

o
this episode, For example, tie Chester plays include a
scene not evident in the other mystery cycles, In order
fully to punish Herod, this scene explains that Herod's son,
also, shall be among the siain., As a result, Herod more
readily and intensely recognizes his sin. The costuming fer
those other than Herod was generally of contemporary design.
However, Herod's role was & popular one because of the
nature of his dialogue and the appearancs of his wardrobe,
Using the Coventry cycle as an example, one notes that Herod
required a crest (helmet) of iron and a gilted falchion,153
and that a poleaxe was necessary for one of his sonsqlsﬁ

The dramatis personae c¢f Christ, The Adulteress, and

Chelldonius Includes twenty-one characters wlth speaking

roles: Jesus, "Puer Ducens Cacum," Chelidonius, Peter, John,
"Primus and Secundus Proximus," two Pharisee, "Prinmus and
Secundus Viecinus," Nutius, Mother, Father, Caecus, two Jews,

Mary, Martha, Thomas, and Lazarus, However, the most

153”Sharpe‘s Dissertation," cited in Contemporary
Review, op. cit., p. 303,

154Mangan, ops Gi8e, P 896,



significant episode of the play occurs in the later sec-
tions. Jesus, in Galilee, 1s summoned by Mary and Martha

] Lazarus, was buried. Thus,

tags

to Bethany where their brother,
Jesus and His disciples journey to the land of Judea.

Too,
Lazarus introduces an
Lazarus liter-

the

Therefore, Galilee just be represented, although no sta
pleces were necessary. Bethany, requires few scenic

machanisms,

devices; however, the raising orf
Moreover,

opportunity for the use of stage
ally is raised, or pulled, Ifrom the grave.
use of a trap-door device would justify Mary's statement
that for four days he had lain in the clay, denoting that
which would be below the visible surface, When Jesus
Coansequently,

announced, "Lazar, come forthn! I bydd thee," Lazarus was
on a platform,.

pulled from the opening, lying
Lazarus' exclamatlon pertaining to the fact that he was

raised 1s a literal one:
Al lord, blessed most thou be!
from death to lyfe hast raysed me
(L55-L57)
"Loose,

through thy mickle might,

There is an obvious costuming allusion at 1. Lb62:
If Lagarus was wrapped in his
.'.

and

nim now, and let him goe!"
graveclothes, hls hands and feet most probably were tied
Phillip,

The play ends as Jesus makes His way toward Jerusalem.
Simon,

Jesus and His disciples, rFeter,

Judas, again enter Bethany, home of liary, Martha, and
Lazarus, in Christ!s Vigit to Simon the Leper in order %o
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make preparations for Christ's entry into the Holy City of
Jerusalem, However, although these characters are the pri-
mary'ones in this sequence, Cayphas, Annas, and two Pharisece

are also designsated speaking roles, Christ'’s Visit to Simon

the Leper, like The Slaying of the Innocents, includes

numerous personae which are necessary to the action but have

-

limited or no dislogue. For exemple, a janitor, six

" and two "mercators" who receive Jesus and His fol-

"cives,
lowers in Jerusalem are required, Although Jesus speaks of
a castle whnere Peter and Phillip may get an ass and her
fole, it may have been represented with only pilllars thereby
denoting a city:

Peter an¢ Phillip, my Brethren free,

before you a Castell you may see;

goe you thither, andé fetch anone to me

an asse &nd her fole also,

Loose them, bring them hither anon!
if any man grltch you as you gone,

and you say that I will ryde theron,
soone will the let them .goe. (137-1ids)

These animals were most likely real ones, since Jesus states
that he will rice on one,.

Christl!s Betraval, Play XV, again includes Jesus and

His followers, Petver, John, Jacob, Andrew, Judas, Thomas,
and Phillip, as well as the minor roles of the servant,
"pater fanilias," lalchus, and a Jew. This play, contalning
the Last Supper seguence, is one ol the few Chester plays

which require an interior scene other than that of a palace.



The interilor of Simon's house is the primary locale in which
the Last Supper occurs. It 1s necessary that a set table be

vprovided for Jesus and His disciples because Jesus instructs

ta

them to

+ « » @O TO your seat;

this pascall lambe now let us eats,
then shall we of other things intreat,
that be of great effect. (65-68)

Although a real table coula have been set for this occasion,

it 1s also possible that a pasteboard two dimensional draw-

Ul

ing was usede+ 5 Therefore, 1t would be unnecessary to use
as many individual properties. However, during the seauence,
the characters undoubtedly ate the bread and drank the wine;
otherwise, there would be no genulne meaning to the lines:

this breade I geue here my blessinge,

talke, eates, brethren, at my bilddinge,

for leeve you well, without leasinge,

this is my body, « « « (89~92)

ffather of heauen, T thanke thee

for all that euer thou doest to mel

brethren, takes this with hart rfree,

that is my blood, (97-100)
After the supper, the washing of the feet poses no staglng
problems. The costumes were simply made, although some of

the longer robes were eccleslastical garments borrowed from

the Church,

1557, ¢. Trewin, "Look &t the Clock," Illustrated
London News, CCIXX (July 7, 1951}, 26.




Play XVI, Christ's Passion, immediately follows the

Betrayal., The dramatis personae of this play is quite larg

J

f dindividual thrones were

e

space available., For instance,
to be bullt for Annas, Cayphas, Pilate, and Herod, and if a
mount and sepulchre were required, there would be little, if
any, room for the slx Jews who persecute Christ, and the
twelve persons who pity him, including "Primus and Secundus
ulier;" liary, mother of Jesus; lary Magdalene; lMary Jacob;
ilary Salome; John, Zvengelista; Centurio, Longeus, Joseph
the Arimatheean, Joseph and Nichodemus. However, chairs
easlly could have been used in the cases of-Annas and
Cayphas, and a small throne for Pilate., The church could
have been designated if only one stalned glass platel56 were
suspended from the loft with perhaps a column alongside it.
The theory that stained glass was used in this eplsode can-
not be fully substantiated; however, since records show that
Eichard Doby was paid 29 by the Coopers, and since Richard
Doby was a glazier, one might assume that he had at one time
performed such a service for the gild.157 The locale of
Mount Calvary next could have been depicted as a series of

raised platforms, mueh like wide stair steps. Before Christ

1561, IMartin Browne, "The English Mystery Plays,"
Dpama, XLIII (Winter, 1956}, 36.

157Salter, Medieval Drame in Chester, p. 66,
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was "nailed" to the cross, it was necessary that the audi-
ence see the throwing of dice for His robe, Thusg, tals
action could have occurred on the lowest step, or at the
base of the mount. One property crucial to the development
of the scene was the cross. Lt would not have been neces-
sary to use heavy, strong woodé, for, certainly, one con-
structed to support a manfs weight would have been difficult
to handle on the stage. According to the dialogue, ropes
also are needed in order To pull the cross up in & vertical
position. The actual "nailing" of Jesus to the cross could

o

have been represented 1r the actor were placed on the top
gide of the cross and his hands tied to its points. The
acts of hammering nails tThrough his palwms would, of course,
be simulated; however, drops of blood placed in these spots
would be meaningful to the audiencé. Wnen this deed was
accomplished, the crucifiers would pull the cross up by the
ropes., JL1f the actor meintained a rigid back, and kept his
feet close together, the desired effect could have been
achieved, Although, in reality, the actor would merely be
standing extremely erect with the structure tied to him,
The »lay ends as Nicodemus steps to The front of the stage
with Joseph and relates To him and the audlence the fright-
ening acts of nature wnich occur during this period:

ffor the sonne lo"* his light,

Earthguake made men afright,

Ehe Roch that never had cleft
did cleev then, as men might know.



oo
Sepulchrs opened in mens sight,

dead men rysen ther by night;
I may say he is god Almight,

i

such Signés that can show. (877-88
Certaihly rumbling noises must have been produced fronm
beneath the wagon, and bodies could have been ralsed Irom
their graves about Mount Calvarye.

Christ's Resurrection, Play XVIII, includes approxi=

mately the same primary characters as Play XVI; however, 1t
presents an interesting staging problem. It 1s necessary
that Pilate still retain his throne at one corner of the
wagon wnile lount Calvary and the Sepulchre are located on
the opposite side., However, it 1s necessary that the Mount
be elevated, since at the base sit Pilatel!s three guards
attending the body of Christ within the Sepulchre. If one
considers lount Calvary &s a series of wide steps, then it
could be transformed into a sepulchre by afixing to it a
domed shaped pilece of pasteboard. A hole large enough for a
man to enter could have been cut into the structure, with a
gimulated stone placed in front of it., When Christ rises
from the dead, he then could appear to emerge from the
Sepulchre and agvance down one or two steps to The base
level, As a result, the guard's following explanation to
Pilate would be entirely reasible:

He sett his foote wvpon my Backe,

that every lith began to cracke;

I would not byde such another Shacke
for all Ierusalems. (274L-277)



He obviously used 3 guard!s back for his final stepe
There is evidence in the stage direction at 1. 153 tha
angelic singing occurred.s Therefore, after His speech 1t
would be effective if the singing were heard again and e
would take a position at the base ol God's scaffold.

One may conclude that the depiction of Earth in the
Chester plays involves a primary conslideration of acting

space, The dramatis personee of Larth naturally includes

numerous speaking and non-speaiking roles; therefore, only
in extremely significant eplisodes, may elaborate and cum=-
bersome stage settings be used. It is necessary that first
consideration be given to the characters and their dialogue,
rather than to the representations of scenic locales, For

example, in Christ's Passion, one finds it unnecessary to

construct expensive and space-consuming thrones Ilor Annas,
Cayphas, and Pilate when Herod's throne represents the
general appearance of such settings., Similarly, little
attention may be given to costuming unless the character
himself or the textual evidence necessitates it. therwise,
simply made contemporary dress, which more effectively
identified the characters with the audience, was adeguate

for the actors in the Earth locale,



CEAPTER V

BASIC CONSIDERATIONS FOR THE STAGING

OF THE CHESTER PLAYS

Certain basic concepts have been recognized as the
result of this stuady. RPirst, in order to achleve some accu-
racy in regarding individual staging techrniques, one must
reallze that pageant wagons could vary distinctly one from
another, depending on the purpose. Thus, a certain set of
permanent scenic devices on one wagon were not required on
another. It is apparent, then, that each play should be
treated separately with respect to thne individual gild's
purposes; yet, each play should also be considered with
respect to the thematic unity of the plays themselﬁes.

Next, one cannot examine the Chester plays with any
modern concepts of realism. Certainly a realistic sequence
to the medievalist would not necessarily be real to the
modernist, Thus, in staging the Chester plays, the question
of whether or not the scene was realistic in a modern sense
was not considered., If a scene expressed to its audience
what the dramatist had intended; and, if in return the audi-
ence recognized the message and understood it, then, the
performance presented a real meaning to its audience.

This understanding of realism, then, compels one to
examine properties and scenic devices, not in terms of

realism, but rather as George Kernodle states, as "principal



D
=

mblematic devices.”15é For example, the mound could be a
shepherd'!s pasture, a crucifixion locale, or a holy sespul-
chre; the chair, a throne, &n elevated device, or a house.
However, it should not be assumed that only the emblematic
and artificial were utilized., Rather, 1f The actual prop-
erty could be used feaslbly, then 1t was, not for realism,
fut for coanvenience and its appropriateness. Therefore, 1T
animals could be handled eifectively on the stage, the real,
rather than represencations, wes used.

The medievalist'!s use of mechanicsl devices, unfortu-
nately, has often been underestimated or completely rejected.
The machine loft was a vital and constantly active place, 4
textual study of the Chester plays presents substantlel evi=-
dence to show that numerous stage movements originated from
this area., Without such mechanical apparatus, the Latin

words, ascendel and descenaent, would be unimportant.

Similarly, if one relied only upon the directions glven,

without the use of a loft, the staging of the raising of

Lazarus would be extremely difficult, if at all possibls.
The characters apparent in the Chester plays are the

result of a genuine desire to make the plays enjoyable as

well as instructive. The stubbornness of lirs. Noah, the

sweetness of Isaac, the cruelness of Herod, the kindness of

158Georme Kernodle, From Art to Theatre, pe. 1l5.
S 3 .
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Jesus, the deceiltfuln of Judas are traits which the
townspeople recognized; thus, the dialogue of such roles
was emphasized,

In considering the dramatls personae in these plays,

one should not overlook the importance of the angelic

igures assigned to each of the three levels. In some cases,
langels order man to deliver Godfs messages; in anothen,
they accompany man to be certain that he does not go astray;
and in others, they ere singers. Since the Chester cycle

-

contains frequent stage directions concerned with singing,

the angels, therefore, have prominent roles in the action,
Finelly, regarding the problems of costuming, the

Chester plays demonstrate unusually interesting stage use of

-

germents. For example, God in a white leather coat, Herod

with his iron helmet, the Devil decked out in his feathers

are costumed sc as to reflect each of these characters!

traits. To a spectator in the Miadle Ages, these costumes

would have depicted an innocent person, on the one hand, and
strong, conguering individual on the other,

Too little credit has been given to a medievalist's
inzenuity, and too mucn emphasis has been placed on his
"naiveté" and "simolemindedness. Consequently, this study
of the Chester cycle plays verifies the fact that the medle-

valists'! techniques were unique and their mechanisms techno-

logically more advanced than whnat generally 1s recognized.






Anderson,

p !

BIBLIOGRAPHY

Mo D, Drama and Imsgery in English Medieval
Churches., Cambridge: AT the University Press, 1963.
Browne, E. Martin., "The English Mystery Plays," Drama,
XLIITI (Winter, 19506), 34-50.
Buckley, Eric Rede. "The Staging of Plays 300 Years Ago,"
The Gentleman'!s Magazine, LXVII (bep“ember, 1901,
288=297.
Chambers, E. K, English Literature at the Close of the
Middle Azes., Oxford: At thne Clarendon Press, 19u,.
« The lMedieval Stase. In 11 Vols.
University Press, 1903.
Clodd, Edward.
(Friday

Oxford: Oxford
"Mysteries and lMoralities," Knowledge, V
July 31, 1885), 83-85.,
"Clouds in Captivity," Living Aze, CCCXVII (April 21, 1923),
180-181.
Colit, Davidas. 1

i 121
"The Poetic Element in the liedieval Drams,
Atlantic Monthliwv, LVI (September, 85), 407-415
Collins, Fletcher, Jre '"Music in the
ALVIT (September, 1932), 613-621.
Craig, Hardin.

Craft Cycles," PMLA,
English Religious Dra of the liddle Lges
Oxford: At the Clarendon Press, 1955.
Dearmer, Geoffrey., "iHiracle Pl Saturday Review,
CAAXVII (Jarnuary 5, 192i), 8-9.
Deimling, Hermann (ed.). Harly English Text Society. The
Chester Plays. Pte le London: Oxford Unlversity
Press, 1092,
"The Drama in the Middle Ages," The National Megazine, II
(nlaI‘Ch 1893}’ 221 22L.
"Dramatis Personae," MacHMillan's lMecazine, LXXI (February,
1895), 202-266.
Duckworth, Francis R. G.
1910,

Chestere London: A. & C, Black,



95

Fort, Margaret Dancy. '"The Metres of the Brome and Chester
Abraham and Isaac Plays," PMLA, XLI (December, 1926},
\332"8390

Gauss, E. Fe L. "The So-Called Ny

y stery Plays," The Open
Court, XIV (July, 1600), L15-21.

Gayley, C. M. "The Miracle Plays," The Internati
Quarterly, X (October, 190Lh-January, 190°F

Hooper, Luck H, "Mysterles and Miracle Plays," Appleton's
Journal, XXV (April, 1881), 299-303.

Hussey, Maurice, The Chester llystery Plays. London:
William Eeinemann, Limited, 1957.

Jackson, H. H. "Chester Streets," Atlentic Monthly, LII
(January, 188L), 12-2lL.

Jusserand, J. J. "The Drama ol the lilddle Ages," The
Cheautauguan, XIX (April, 1594), 65-69.

Kernodle, George R, From Axrt to Theatre. Chicago: Unlver-
sity of Chicago Press, 19.3.

Lyman, Duane., "The Architecture of lMedieval Chester,"
Architectural Record, XL (September, 1916), 285-287.

llangan, Re L. "The Nativity in Early Pageants," Catholic

Mershall, Mary Eatch., "The Drematic Tradition Established
by the Liturgical Plays," PMLA, LVI (December, 1941},
962-991.

Matthews, G. W. (ede)e The Chester Plays. Early English
Text Society. Pt. 2. London: Oxford University Press,
1916.

MicNeir, Waldo F., "The Corpus Christi Passion Plays as
Dramatic Art," Studies in Philology, XLVITI (duly,
1951), 601-628.

¥1ill, Anna Jean, '"Noah's Wife Agein," PMLA, LVI (September,

1941), 613.

Murphy, Lady Blanche. "Chester and the Dee," Lippincott's

in

lMagazine of Popular Litersture and Science, XX ( NOoVem-

ber, 1877), 393-L05; 521-535.




96

"liystery or Passion Plays," Blackwood's Magazine, CVI

(December, 1869), 671-693

X . n e
=~ :

"The Pageants of the Middle Ages,

5, 1909), 887-888.

The Spectator, CII (June

eval Cult of Jﬁsus.eaj the
(December, 1965), 508~5lli,

Robinson, J. W. 'IT
ystery Plays,"

It

-457.

ns of the Chester Plays

Salter, Frederick M. "T¢ lan
s, XV (October, 1939), L3

Review of English Studi

PJ'-

3}

« Medieval Drama in Chester. Canada: University of

Toronto Press, 1955.

SChutt, J. H. ”A L«UiQe to .._41: .,.'..

ish ies: The Study of the
liedieval Drama," Enslish &J1u

ud
r KI (1929), 11-17.

"Sharpe's DlSoO”t tion on the Pageants or Dramatlc Mys-
teries," Retrosvective Review, XIII (1826), 297-316.

"The Sketcher in North Wales," Leisure Hour, XII (1852),
518-522,

"Some Realistic Ste iffects," Chambers' Journal, LXXIII
(December 5, 1890), 776-T778.

Southern, Rlchard. Changesgble Scenery. London: Faber ana
Faber Limited, 1952.

. The Medieval Theatre in the Round. New York:
Theatre Arts Books, 1957.

—2
v‘1 .T
e

"Stage Deluge," The Literary est, LVI (March 2, 1918), 25.

St age Storms,” All the Year Aound, XXVIIT (August 10,
1872), 30L-307,

Stuart, Donald Clive. Stage Decoration in France in tThe
liiddle ires. New York: The Columbia University Press,
1910,

Styan, J. L. "Drama as Ritual," lModern Lenguage GQuarterly,
AXVII (Septemver, 1966), 323-331.

Trewin, J. C. "Look at the Clock," Illustrated London lews,
CCIXX (July 7, 1951), 26.




Verney, Lady P. "lysteries, Morelities, and the Drama,"

P
Jae
The Contemporary Review, XXV (March, 1875), 595-609.

e

Ward, A. W, and A. Re Waller. The Cambridge History of
English Literature. In XV Vols. Cambridge: At the
University Press, 1950.

Wickham, Glynne, ZEarly Enslish Stages, 1300-1660., In II
Vols, New York: Columbia University Press, 1959.

Wilson, Robert H. "“The Stanzaic Life of Christ in the
Chester Plays," Studies in Philology, XXVIII (July,

1931) s L|—13"L!-320

Woodforde, Christopher. English Stained and Painted Glass.
Oxford: At the Clarendon Fress, 195l

Wright, Louils B, "Animal Actors on the English Stage before
1642," PMLA, XLII (September, 1927), 656-659.

Young, Karl., The Drama of the liedieval Church, In II Vols,
Ox;ord: At the Clarendon Press, 1933.




