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ABSTRACT
TIME AND THE RELIGIOUS DRAMA: AN INVESTIGATION

INTO THE FORMAL DRAMATIC STRUCTURE OF TWELVE
PASSION PLAYS OF THE MIDDLE AGES

by
JOHN WILLIS ARNOLD

The massive corpus of criticism written about the medieval religious
drama contains few studies of either its structure or its dramatic
intensity. Through a consideration of the formal, regenerative structure
of twelve Passion plays encompassing the years 1150 AD. to 1517 AD,
and originating in Italy, Germany, France, and England, I have attempted
to unearth several reasons for their extraordinary theatrical longevity.
The method employed was derived from the phenomenological school of
criticism and especially the treatment of temporal dramatic structures
advanced by Peter Putz. The process of creating anticipation in audiences
was found to be the cornerstone of the formal organization of all dramatic
endeavors, regardless of their time of production. Attention was directecd
to the manner in which medieval playwrights integrated succession as well
as past and future events into a 'present', or audience-imminent time.
Several categories of temporal manipulation were applied to each play
in an attempt to discern how specific authors consciously or unconsciously
employed dramatic-structural techniques to extend their productions
beyond the confines of scriptural records while faithfully representing
the sacred history of Christ's Passion.

The biblical story was found to admit numerous alternatives of
representation, possibilities consistent with religious, cultufal, and
social values and attitudes of the surrounding society. The texts were

divided into chronological groups to afford opportunities to compare



John Willis Arnold
and contrast techtonic methods within the four mentioned national
literatures.

The two texts of Group I (1150-1250) presented the Passion in a
commemorative fashion, celebrating the facts of Jesus' triumph over
His enemies. Group II (1250-1340) gradually redefined and amplified
existing material to stress the Lord's human suffering. This redefinition
led directly back to a renewed Christocentric piety introduced by St.
Bernard, St. Anselm,St. Francis, St. Bonaventure, the Franciscan preachers,
and John of Caulibus. Group III plays (1340-1517) greatly expanded an
awakened interest in character portrayal and social criticism to instruct,
to moralize, and to preach.

The method revealed a correlation of intent and form. Artists chose
or instinctively included certain temporal categories to reflect their
attitudes and designs for the works.

By investigating time structures I was able to identify and evaluate
the curious tendency for anachronistic presentation in medieval Passions,
then to comprehend it in light of the medieval understanding of sacred
history, that is, the eternal 'presentness' of Old and New Testament
truths. There emerged a 'theory of dramatization' perceived by few
medieval scholars. This definition of the consequence of time made many
modern ideas on ideal dramatic forms redundant and inconsequential.

Another result of this study was an expanded aesthetic appreciation
of often masterful, occasionally inspired methods of rendering the age-
old tale of the Passion. It was found that, by employing objective
measurement to non-contemporary dramas,a modern mind, having pﬁt away
its preconceptions and prejudices, could enjoy and more thoroughly

comprehend the artistry behind these monuments of medieval Europe.



TIME AND THE RELIGIOUS DRAMA: AN INVESTIGATION
INTO THE FORMAL DRAMATIC STRUCTURE OF TWELVE
PASSION PLAYS OF THE MIDDLE AGES

by
John Willis Arnold

A DISSERTATION
Submitted to
Michigan State University
in partial fulfillment of the requirements
for the degree of
DOCTOR OF PHILOSOPHY

Department of German and Russian

1977



P2
C‘.

Q) -
O G

(ED copyright by
JOHN WILLIS ARNOLD

1977



DEDICATION
For my understanding and loving wife, Claudia,

for my dear and patient son, Michael, and for
our esteemed mutual friend, Gail.

ii



ACKNOWLEDGEMENTS

It is with a profound sense of gratitude that I recognize the

many persons who have lent their abilities to this thesis:

Dr. Richard Walker, co-chairman, whose unfailing interest, sup-

port, and human perceptions kept me at the task these many months;

Dr. Sandro Sticca, co-chairman, who so graciously shared both his
time and vast knowledge of medieval drama and criticism, and without
whose constant guidance and concern the task would long since have

been abandoned;

Dr. Arnold Williams, who many years ago provided the initial spark
of interest in medieval drama and at whose hands the topic first took
shape;

Dr. Ann Harrison, who first introduced me to the French branch

of the medieval dramatic family and constantly supported me with

her wisdom;

Dr. Kurt Schild, a demanding, but understanding taskmaster, who

taught me to read;

Dr. John Yunck, a singularly knowledgeable and effective teacher,
whose insights into medieval culture and literature, combined with a
well-honed wit and deeply-appreciated humanity, excited my curiosity

and caused me to endure the difficulties of a lengthy investigation;

Mr. Walter Burinski and the staff of the Inter-Library Loan
Facility at Michigan State University, who cheerfully and expertly

provided many specialized texts upon which the thesis rests.,

iii



TABLE OF CONTENTS

LIST OF TABLES. . ... . .
LIST OF ABBREVIATIONS AND SHORT TITLES,
PREFACE .
CHAPTER
I Introduction .
II Traditional Scholarship.
III  Methodology. . e e e e e e e e
The Stratum Theory of Literature.
The Stratum of Linguistic Creation,
The Stratum of Meaning Unity.

The Stratum of Represented Percelvable ObJects
The Stratum of Schematized Aspects.

Medieval Drama and Literary Temporal Parameters .

Successive Ordering of Events . . . . . ..

Presentational Time and Represented T1me

Temporal Foreshortening . .

Tempo- Acceleration and Retardat1on .

Parallelism, Interruption, and Psycho-
intellectual Moments .

Suspense and Anticipation . .

Iv Formal Consideration of Drama and the Dramatic .
The Genre Drama and the 'Dramatic' Style.
Medieval Drama as 'Drama' . .

\Y Group I- Montecassino and Benediktbeuern . .
‘Time of Presentation and Represented Time .
Succession of Events. . . . .

Adverbial Evidence . .
Temporal Linking of Events .
Spatial Movement . . .
Appearance and Withdrawal of Characters.
Succession by Dialog .
Plot .
Design and Reallzatlon
Command and Execution . .
Mention and Appearance of Characters.

iv

.viii

. 1x

. xi

23

33
35
36
37
39
40
42
44
46
49
51

53
57

63
63
66

74
75
78
78
79
81
84
87
92
93
96
97



VI

Tempo of Succession . . . . .
Temporal Parallelism . . .
Interruption and Suspension.

Discourse on Mary Magdalene.

Anticipation of the Future . .
Proclaimed Occurrences 0r1g1nat1ng 1n

the Material .

Announced arrivals .

Prophecy .
Oaths. . . . .

Forms of Proclamat1on Emanatlng from

Structure.

Intimated Occurrences 0r1g1nat1ng 1n

the Material .

.

Time Consciousness .

Mood . . . . .
Dreams . .

Forms of Intimation Emanat1ng from

Structure,

Discourse on Conventions of

Early Stages .

Silence.
Music, . .

.

Recovery of the Past .

Events Previous to the Onset of

Dramatization.
Remembrance.
Trials .

Expositional Forms of Remembrance .
Narrated Pre-history . .
Pre-history as a Present C1rcumstance
Actualized Pre-history . .

Retrieved Events Within Dramatlzed T1me .

.

.

.

.

.

.

.

Epic Application of the Chorus.

Group II- St. Gall,

3

.

.

.

.

Time of Presentation and Represented Time.
Succession of Events .

Adverbial Evidence.

Temporal Linking of Events

Spatial Movement,

.

Appearance and Withdrawal of Characters .
Succession by Dialog.

Plot. . . .

.

Design and Reallzat1on o v e e

Command and Execution

.

Mention and Appearance of Characters .

Passage of Time .

\'

.

.

.

Wien, Palatinus, Autun B and R.

.

. 99
.102

.105

.111

114

.115
115
.116
.120

.122

.123
.124
.126
.128

.130

.130

.132
.134

.135

.137
.137
.139
.142
.143
.144
.145
.147
. 149

.160
.173

184

.185
.187
.193
.200
.204
.213
.214
.218
.218
.220



Tempo of Succession .

Discourse on the Virgin and her
Structural Importance in the Passions
of the Fourteenth Century.

Temporal Parallelism .
Interruption and Suspen51on

Integration of the Future. .

Proclaimed Occurrences Or1g1nat1ng in
the Material . .
Announced Arrivals . ..
Prophecy . . . . . . . . . ..
Oaths. . . . .

Forms of Proclamatlon Emanatlng from
Structure.

Intimated Occurrences 0r1g1nat1ng in
the Material .
Time Consciousness .
Mood . . . . . . ..

Dreams . . . e e e e e

Forms of Intlmatlon Emanatlng from
Structure. . . . . « ¢ ¢« e .
Silence. . . . . ¢ v ¢ 4 e 4 e .
Music. . . . e o . e e e e e

Reflection and Contrast

Integration of the Past. .

Events Previous to the Onset of
Dramatization. e e e e
Remembrance. . . . . . . . .

Trials . . .. .

Expositional Forms of Remembrance .
Pre-history as a Present Circumstance.
Actualized Pre-history . .

Retrieved Events Within Dramatlzed T1me .

VII Group III- Chester, Towneley, Gréban's Mistere,
Donaueschingen, Alsfeld. .
Time of Presentation and Represented T1me
Succession of Events . . . . . .
Passage of Time . . . .
Succession by Dialog.
Plot. . . .
Design and Rea11zat1on . .
Mention and Appearance of Characters .
Tempo of Succession . . . . .

Discourse on the 'Reality' of the
Crucifixion. . . . . .

Temporal Parallelism .

vi

.223

.235

.268
.273

.289

.289
.289
.290
.293

.294

.297
.297
. 300
.202

.303
.303
.304
. 304

.311

.313
.313
.315
.317
.318
.319
.320

.332
. 349
.374
.374
.376
.384
. 284
. 386
.388

.396

.408



Interruption and Suspension.

Integration of the Future. . . . .
Proclaimed Occurrences 0r1g1nat1ng in
the Text . . . . . . . . e e
OQaths. . . . . . . « ¢« « ¢« . . .
Intrigue . . . . ..
Forms of Proclamat1on Emanatlng from
Structure. . . . . . . . . . . .
Intimated Occurrences Originating in
the Material . .
Time Consciousness .
Mood . . . . . . . . .
Unconsciousness. . . . . . .
Forms of Intimation Emanatlng from
Structure. . . . e e e
Meaningful N01ses .
Reflection and Contrast.

Integration of the Past. . .
Events Previous to the Onset of
Dramatization. .
Expositional Forms of Remembrance .
Narrated Pre-history .

Pre-history as a Present C1rcumstance.
Retrieved Events Within Dramatized Time .

VIII Conclusion.
APPENDICES .
FOOTNOTES. .

LIST OF REFERENCES .

vii

-412
.425
.425
.425
.427
.434
.441
.441
.442
.443
.446
.446
.448
.455
.455
.457
.457
.459
.463
.477
.486
.509

.602



LIST OF TABLES

List of Plays Examined . . . . .

Adverbial Evidence of Succession .

Table

1

2

3 The
4 The
5 The
6 The
7 The
8 The
9 The
10 ‘The
11 The
12 The
12 The
14 The

Scenic
Scenic
Scenic
Scenic
Scenic
Scenic
Scenic
Scenic
Scenic
Scenic
Scenic

Scenic

Structure
Structure
Structure
Structure
Structure
Structure
Structure
Structure
Structﬁre
Structure
Structure

Structure

of Montecassino . . . .

of BenP .

of St¢ . .
of Wien . . .
of Palat. .
of Autun B.
of Autun R.
of Chester. .
of Towneley .
of Mistére. .
of Donau. . .

of Alsfeld.

viii

ooooo

.22

. 486

. 488

489

490

. 493

494

. 495
. 496

. 497

499

. 500

. 503

. 506



LIST OF ABBREVIATIONS AND SHORT TITLES

Alsfeld

Autun B

Autun R

BenP

Chester
Christusbild
Configurations
Deutsche Drama

DLK
DL:1500

Donau
DMC
Drama

Drama

DVjs
EES

Eigenform

Elemente

English Religious Lyric
Erkennen

Figure

Das Alsfelder Passionsspiel

La Passion d'Autun- B(iardi) manuscript
La Passion d'Autun- R(omani) manuscripg
Das Benediktbeurer Passionsspiel

The Chester Cycle

Pickering: ,Das gotische Christusbild,
Zu den Quellen mittelalterlichen
Passionsdarstellung."

Nelson: '"Some Configurations of Staging
in Medieval Drama."

Michael: Das Deutsche Drama des Mittel-
alters

Ingarden: Das Literarische Kunstwerk

Michael: ,Deutsche Literatur bis 1500:
Drama."

Das Donaueschinger Passionsspiel
Young: Drama of the Medieval Church

Brinkmann: ,Das ReligiSSé Drama im Mittel-
alter: Arten und Stufen."

Hartl: ,Das Deutsche Drama des Mittel-
alters."”

Deutsche Vierteljahresschrift

Wickham: Early English Stages: 1300 to
1600, vol. I.

Brinkmann: ,Die Eigenform des mittelalter-
lichen Dramas in Deutschland."

Muller, Maria: Tragische Elemente im
Passionsspiel des Mittelalters

Woolf, Rosemary: The English Religious
Lyric in the Middle Ages

Ingarden: Vom Erkennen des Literarischen
Kunstwerks

Meyers: A Figure Given: Typology in the
Wakefield Plays

1X



List of Abbreviations and Short Titles (cont”*d)

Formgeschichte -

French Drama
GR

GRM
Grundbegriffe
JEGP

Lit and Art

Mimes
Montecassino
Mistére
Palat

Passion
Pilate

PMLA
Prozegssionsspiele
Spirituality

StG
Stil

Teufel

Themes and Images

Toumeley
Untersuchung StG

Verschmelzung

Wien

Bockmann: Formgeschichte der Deutschen
Dichtung

Frank: The Medieval French Drama

Germanic Review

Germanisch-Romanisches Monatsheft
Staiger: Grundbegriffe der Poetik
Journal of English and Germanic Philology

Pickering: Literature and Art in the
Middle Ages

Gamer: '"Mimes, Musicians, and the Origin
of the Mediaeval Religious Plays."

The Montecassino Passion Play
Gréban: Le Mistére de la Passion
La Passion du Palatinus

Sticca: The Latin Passion Play

Williams: The Characterization of Pilate
in the Towneley Plays

Publications of the Modern Language
Association

Michael: Die Geistlichen Prozessions-
spiele in Deutschland

Sticca: '"Drama and Spirituality in the
Middle Ages."

Das St. Galler Passionsspiel

Mﬂller, Walther: Der Schauspielerische
Stil um Passionsspiel des Mittelalters

Rudwin: Der Teufel in den deutschen
geistlichen Spielen des Mittelalters
und der Reformationszeit

Gray: Themes and Images in the Medieval
English Religious Lyric
The Towneley Cycle

Hartl: ,Untersuchungen zum St. Galler
Passionsspiel."

Wolff, Ludwig: ,Die Verschmelzung des
Dargestellten mit der Gegenwartswirklich-
keit im Geistlichen Drama des Mittel-
alters."

Das Wiener Passionsspiel



PREFACE

In the subsequent analysis of medieval drama I have selected a view-
point which emanates from a personal reading of the texts. The reasons
for such a non-traditional approach to these products of ages long past
are twofold: my primary interest and intent during this exercise is to
offer aesthetic insights for modern readers which will enable them, if
not to thoroughly enjoy, then at least to respect the accomplishments of
artisans operating within a set of literary rules or 'handicaps' sig-
nificantly different from those we take for granted; the resulting
structural analysis may provide insights into medieval thought and life,
providing in the mirror of staged activity at least a glimpse of the
possible reality laying behind it. The uninterruptable flow of chron-
ology has made the way back through the centuries, particularly through
the vehicle of literature, fraught with cultural, religious, even
historical misunderstanding;1 we cannot renew an acquaintance with med-
ieval drama in the same manner as did its contemporary audiences; we
must rely on manuscripts which, in many cases, have not well withstood
changes in religious dogma, war, or general neglect, and which are
subject to scribal whim, the ultimate significance of which we can only
conjecture. We also view dramatic activity from an altered point of
view. But the unyielding curtain of time and change may prove to have
small tears in it through which we may occasionally peek. In the final
analysis, however, the cultural and religious distance between then and
now is simply too great to bridge with complete success. We may ap-
proach that flickering mirage of truth, and, if we are careful and
fortune smiles, chance to touch it here and there. Nevertheless our

tools will remain imperfect at best, for any modern analysis or
xi



discussion, though it purport to contain ultimate viewpoints and per-
ceptions similar or identical to the Middle Ages, will inevitably
betray its anachronistic bias to one degree or another.2 I have,
therefore, chosen to adopt a stance which is obviously modern, but which
at its most challenging point demands that each work be considered in
light of the exegencies of literary creativity which define it and make
it unique. It is not only naiveté, but intellectual folly to expect,
for example, a complete originality of plot and character from medieval
drama. The initial step on the path of acceptance and literary enjoy-
ment is to recognize that that particular value so highly prized

by twentieth-century man has little, and in many instances, no appeal
or value of its own in medieval times.3 But this is not the only
problem inherent in the ensuing discussion. The theme of the analysis
and the critical method employed therein raise several fundamental liter-
ary questions. Some relate to the concept of temporal experience,

one which has undergone substantial mutation in the centuries separating
us from the Middle Ages, while others appear as part of an essentially
mbdern literary theory generated by the philosophy of phenomenology.

To afford methodological clarity, it will be necessary to different-
iate between medieval and modern thought on the nature and experience
of time. A second category requiring amplification will be the phil-
osophical distinctions which separate the two ages. It is also nec-
essary to consider the experiences which bind the two eras to complete
the picture.

Several basic observations concerning the inner workings of
phenomenology must be made, since this method has rarely been applied to
medieval texts. Although the following remarks offer an outline of
numerous literary tenants of this philosophy, my interest in offering

xii



them is to establish the validity of the approach, not to engage in a
protracted examination of the psychological and philosophical back-
ground of the method. I shall discuss only those portions of
phenomenology which have directly affected the outcome of this literary
investigation. Readers who feel the inclination to explore these
theories further are referred to the works on the subject quoted in
later footnotes and in the general bibliography.

The attempt to define the playwright's intention through structural
analysis is made with the full realization that the result must remain
only an attempt. One must be something of a modern Renaissance man
for complete understanding of a complex phenomenon like medieval drama.
Thus, I do not imply a thorough recapitulation of medieval philosophy,
rather a recognition of the correlation of form and intent at a
fundamental level of artistic creation.

Since my interest is not specifically to ascertain the origins of
particular characters or dramatic forms, or to investigate other than
in the most superficial way the influence of the liturgy or Easter
plays on evolving Passion plays, I have omitted the normal discussion
of the evolution of liturgical drama from the tenth-century 'Quem
quaeritis' trope through the several steps culminating in Easter plays
and preparing the way for fully-developed Passions. A particularly well-
written outline of this development is offered by William L. Boletta in
The Role of Music in Medieval German Drama: Easter Plays and Passion
Plays (Nashville, 1967).

Allied with my cardinal interest in the coming paragraphs is the
desire to investigate through the techniques of structural measurement

the degree to which medieval men were able to fashion meaningful

xiii



dramatic forms from biblical material. I choose formal analysis which
turns upon the successful integration of several temporal phenomena in
order to ascertain how well the Middle Ages reconstituted drama with-
out knowledge of previous Greek and Latin theatrical practices. What
forces act upon the author as he attempts to mold the story which
precedes the dramatic genre?; how will he shape a tale which turns on
supernatural and miraculous events and whose sequence permeates the
whole of historical time? How does his product employ structural-
temporal necessities of effective theatrical performance? What follows
is a consideration of the reformulation of a genre as witnessed by
dramatic structure. How an author provides for spectator interest is

a very real indicator of the quality of that reconstitution.
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CHAPTER 1

INTRODUCTION

The experience'of time is a universal human phenomenon. Each
person experiences time in some fashion, for, as Meyerhoff explains,
"There is no experience . . . which does not have a temporal index at-
tached to it."1 From the dawn of civilization mankind has studied the
passage of time and determined methods of measuring it, thereby relat-
ing himself to its movement. He has not always occupied his present
psychological and philosophical position relative to the coming and
going of events. Modern man's predilection for viewing past events as
separate from his present situation (except as one event causes another)
is a function of his historic sense, one which places developments into
specific contexts relating social, cultural, religious, and political
events to one another and to a given historical situation. For modern
man there is little sense of continuity in life or art. His is a world
in continuous flux; innovation becomes an artistic virtue of exceeding
importance. It is for these reasons that to more clearly understand
medieval art in general and medieval religious drama2 in particular,
we must consider the ancient concepts of man's relationship to the
passage of time and contrast it with our own modern ideas. Only then
will we be prepared to ask what the medieval religious drama communicated

to its audience and what form the message took.
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In the temporal frame of reference which constituted spiritual be-
havior medieval man perceived himself surrounded by abiding things.
He counted himself part of a heirarchy of existence from the lowest
forms to the highest, whose members possessed an intrinsic continuity.3
All existence was created existence and seemed to be created each moment,
not anew, but continually. God gave things being and at the same time
caused them to endure.4 There was a specific form of continuity
inherent in the creative act which linked man and his surroundings to
previous and succeeding generations. In its most general sense time
was not horizontally linked fromone secular event to another, but
rather evolved on earth and rose vertically into eternity.5 The
result was incomplete duration, a system continually developing towards
some uncharted future union with the Creator. Georges Poulet explains:

Thus sustained by the permanent continuity of substantial

form, the moving continuity of time unrolled itself, so

mobile and so fluid that it was impossible to distinguish con-

secutive moments. No doubt such fluidity implied a part

of non-being. But what distinguished this time from Hera-

clitan time or even Platonic time . . . was that it was a move-

ment towards an end. .. . . Even in his body the Christian of the

Middle Ages felt a continuous orientation towards a spiritual

perfection. Time had a direction. Time finally carried the

Christian toward God.®
*Tor medieval man, then, time was "strictly limited in duration and
importance: it differed from eternity, and in eternity lay all human
goals."7 Eternity, as understood by our ancestors meant not infinite
time, but timelessness.8 This concept of time which placed God outside
the confines of human temporal experience, but recognized His unlimited
dominion over it, projects numerous staged conventions upon medieval

theater, most notably that of a pervasive anachronism, which at first

glance seems strangely out of place or 'foreign' to us. As we delve



further into certain of the peculiarities of medieval theater, its
importance and appropriateness will become apparent.

The perception modern readers bring to literature is conditioned by
the habit of attaching chronology to all events, their genesis, con-
tinuation, and exodus being delimited by fairly specific dates in
history. They do nét lead to eternity, but issue from one, continue
into another, only to disappear into the vagueness of past time. They
may be recalled, but are seen as having left the consciousness of pre-
sent things, resting somewhere in the realm of history. Even when we
bring an event nearer our reality through memory, an inescapable logic
tells us that it continually recedes into history, or as Roman Ingarden
observes:

Es wird immer ,glter', immer mehr ,ancien', immer langer
,vergangen'. Zwischen das vergangene Ereignis und unsere
immer neue Gegenwart schieben sich immer neue, soeben noch
gegenwirtige und jetzt schon vergangene Tatsachen, Prozesse,
usw. . ., . Aber auch diese . . . eben noch werdende aktuelle
Gegenwart geht nichtsdestoweniger vorbei und verwandelt sich
in eine neue Vergangenheit, . .
Modern man distinguishes consecutive moments and marks them in his
mind. But he has lost the benefits inherent in relating himself to
past events and experiencing the implied continuity. He has instead
substituted history in its broadest sense. His chronological notion
not only colors his philosophy of life, it also permeates his
literature. Modern man has little tolerance for anachronism in art,
events or objects out of chronological order with their surroundings.
Medieval man, on the other hand, referred his whole cultural, social,
and religious life to the vast panorama of preceding events and_found a

satisfying sense of endurance. In his religious life, our ancestors

from the Middle Ages formulated their weekly communion with God in terms
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of sacred history. History for them was not, as Weber puts it,
"a descriptive ordering value",lo giving events a life of their own in
a chronology which might be conceived as a relationship between cause
and effect; man's final reality, his origin, end, and center of time,
was the Almighty, Who dwelt beyond time.ll

Even if man considered himself part of incomplete duration, he
was, by virtue of his temporal bondage and human condition, conscious
of the passage of time in other ways. He experienced night and day,
the changing seasons, the times of nature. But this natural time was
impossible to mark with accuracy until the beginning of the fourteenth
century, when the introduction of counter-poised clocks afforded him
freedom from the vicissitudes of inclement weather.12 Before the advent
of this invention, mankind reckoned the movement of time by motion of
heavenly bodies-- when he could see them. These phenomena all conform to
sidereal or conceptual time,vof calendar and clock time, recognized
by modern scientists and mathematicians in their calculations. For
medieval man conceptual time was decidedly inferior to his spiritual
timepiece. Conceptual or natural time may have guided his system of
food production, his lying down and rising up, but in things of the
spirit, he was indifferent to its passage, as Scholes and Kellog
state: ''For ancient man the significant (i.e. ritual) actions, by
virtue of their identification with mythical events, took place out-

13 Medieval man's spirit was

side of ordinary chronological time."
bound to an entity beyond his reckoning of days and years. Unchanging
rituals integrated individuals into the community of true believers;

the liturgy subsumed every aspect of the person into direct affiliation

with his Lord's life.14 Even natural time and seasonal changes were
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integrated into the Church calendar by alliance with stages of re-
demption: autumn prepared Christ's inception into human time by Advent;
the long period of penitance during Lent flowered with nature in
spring and came to bloom in Easter; summer was equated to Pentecost.15
The Roman Mass, occupying the center of liturgical celebration, was
ordered in its variable parts to stress the lives of saints (though on
a daily, not seasonal basis).16 For members of religious orders even
the hours of the day were fixed, not by the natural course of time
(though Prime and the rising of the sun were linked allegorically),17
but enclosed in prayer and a reformulation of sacred history using
Scripture, according to Weber, to ''relate each day to the seasonal
(religious) cycle of the year and to interpret the passage of the day
in the life of the individual soul."18 Thus was medieval man's life
ordered far beyond natural or conceptual time; every moment or wish
on his part or on that of the congregation was 'articulated and con-
secrated by the liturgy of the Church."19 His eyes saw the ultimate

truth of a God-centered universe beyond his sensual experience of

changing hour and season.

As noted, natural or sidereal time is a constant. But entirely
different methods of experiencing the flow of time exist which employ
criteria other than the constancy of moving bodies; they prevail out-
side the barriers of natural time; they are not always steady, determined
or defineable passages of minutes, hours, or days. This time exper-
ience has its origin in each individual consciousness, a fact recognized
by ancient and modern minds alike. It is also somewhat independent of

the idea of sacred history, for though it may be directed by the sacred,
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its ultimate reality exists in the psyche of every indiyidual.

St. Augustine, in rejecting the concept of sidereal time as the
final arbiter of temporal experience,20 was perhaps the first to
recognize the presence of an alternative perspective based on the
eternal presentness of actions.21 Although every event must be placed
into a present systém to occur at all, it is possible to employ memory
and expectation to account for past and future happenings.22 The past
was understood to be the present memory of past events and the future
a present anticipation or expectation of unrealized conditions:

. « . nec proprie dicitur: tempora sunt tria, praeteritum,
praesens, et futurum, sed fortasse proprie diceretur: tempora
sunt tria, praesens de praeteritis, praesens de praesentibus,
praesens de futuris. . . . praesems de praeteritis memoria,

praesens ?ﬁ praesentibus contuitus, praesens de futuris ex-
pectatio.

With his discussion of time based on memory and expectation, St.
Augustine initiated the investigatioﬁ of the subjective relativity of
temporal experience. In view of these considerations, this study attempts
to stress this subjective relativity of time, of the consciousness of
temporal experience, by applying certain modern techniques of form analy-
sis developed primarily by the phenomenological philosophy of literature,
a system which places the experiencing individual at the center of

consideration.

Each literary epoch contains certain artistic possibilities. These
alternatives are reflected in form. Since man is the center of the
literary process, it follows that his art will reflect an understanding
of his world at a particular time. Thus, in the medieval period, life
may revolve around the Creator, but the understanding and form taken
by literature is supplied by human beings, who interpret through human

images and communicative devices.
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Each author we shall investigate perceives the events of the Passion
in a singular perspective and creates certain time structures, if
only intuitively, to reflect this subjective experience. Each pro-
vides a separate statement on the accepted flow of events culminating
in the Resurrection. It is also of utmost importance to realize that
the cultural and soéial milieu in which the artist finds himself will
greatly influence what he choses to commit to record and how he ac-
complishes it. The monastic surroundings of Montecassino will do
much to define that first preserved Passion, as will the market
and urban experiences of writers of the late fifteenth century.

True literary masterpieces refuse to be frozen into 'period pieces',
objects of little consequence for any but the most dedicated specialist.
Their form, the structure given them by human intellect, is the key to
their existence. Ideological and cultural investigations are useful,
but they do little to clarify the artistry reflected in great literary
endeavors. Théy do not take into account the degree to which the
intellectual content of the work, the ideas of a cultural period, are
rendered into a form which transcends chronological barriers.

Paul Bockmann argues convincingly: '"Solange man das Eigenrecht der
Epoche allein aus ihren geistes- oder kulturgeschichtlichen Bedingungen
heraus rechtfertigt, kommt man nicht zu einer Erkenntnis ihrer dichter-

ischen Mgglichkeiten."24

We may speak of cultural and bibliographic
inputs of an era and perhaps gain some shred of understanding for the
creative process at a given time. But this says precious little about
the power of poetic creation at work in an Zndividual writer or group of

writers. When one makes clear that certain historical situations direct

artists down specific paths, that the method of literary communication
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is unique to a period, that it does not follow an abstract norm nor
conform to some ideal set of rules, then, and only then will the deeper
and more productive questions of the mutation of form and its importance
be asked.25

Literary masterpieces communicate independently of the ideas
expressed in them.26 Works of art certainly convey attitudes and ideas;
these are the unavoidable raw materials of intellectual endeavor.
That which separates them from mundane transmission of information is
the structuring of the informational process. The history of form and
its manipulation is the history of ideas and their mutation. When
form jis studied, a satisfying aesthetic appreciation for the author's
creative talents constitutes an added benefit for the initiated reader.
Form places man before himself,27 as in a mirror, and in the words of
Bockmann:

Es erweist sich dann, dasz in allem dichterischen Schaffen

nicht um beliebige Formen geht, sondern immer um diejenigen,

in denen sich das Menschliche seiner selbst vergewissert . . .

Es geht nicht um eine Technik der kunstgerechten Wirkung,

sondern um eine Erkenntnis der Formen, in denen der Mensch

sich selbst zu begegnen vermag.
With all this stress upon the position of man in the literary equation,
critics may argue that he is not the center of interest in medieval
drama. Ample evidence to the contrary may be cited. One can point to
a change in the pattern of Christian consciousness of existence which
as early as the twelfth and thirteenth centuries began to dissolve the
objective participation in the Mass and in liturgical drama as the
mystical Body of Christ; instead one perceives even in the years which

contain the earliest preserved Passions of Western Europe a movement

towards fractionalization of the community of believers into a group of
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individuals, all experiencing the plays in a subjective way.29

There are to be found in late medieval religious drama statements on
the meaning for the individual of Christ's sacrifice. Such a pro-
nouncement is made by the Proclamator of Alsfeld:

got gebe das mer das spiel 8szo triben,

das mer got damidde eren

und alle sunder und sunderyn sich bekeren

die dissze horen und sehen.?
The context is purely religious, but mankind remains the focal point.
This example provides evidence that representation of the ultimate
offering by the Christ is not experienced as a purely historic and
far-removed event, performed as a known deception; an intensive aware-
ness of His sacrifice for man is called for and a response anticipated.
Later paragraphs on the peculiar nature of drama will lend further
weight to the argument.

The relationship between content and form which gives a literary
work its unity, reflects the author's world of experience and brings
it to view.31 When one considers the origins of medieval drama in the
Church liturgy, when one notes the religious positions of those
identified as having written Passion plays, as well as the fact that
they long remained under the auspices of Church authorities, one
recognizes the relationship between expressed ideas and the form they
took. Even with all the elaborate discussion of 'secularization' of
religious drama, which, it is supposed, accounts for the numerous
worldly elements of later plays, one must not overlook the fact that
the Church did not eject the plays into the streets, but guided them
there '"on grounds of convenience",32 maintaining control over much of

3

the performance even after they left 'consecrated ground!, 3 by virtue
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of the division of clergy into regular and secular mcmbership.34
Mere acceptance of a theatrical hand from laymen, particularly from’
guild members in France and England35 in no way altered the basic
message or reason of performance. We can expect, therefore, that the
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