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ABSTRACT

THE BOOK OF JONAH AS A SOURCE FOR DRAMA
IN THE ENGLISH-SPEAKING THEATER

By
George W. Ralph

This dissertation investigates the manner in which playwrights in
the English-speaking theater have adapted the Biblical book of Jonah for
the stage. The dramas are arranged typologically, according to the
dramatist's purpose and primary method of adaptation. The categorizations,
however, are not mutually exclusive; and following an historical survey
of the appearance of the character Jonah on the English-speaking stage,
each play is considered individually in terms of its distinctive dramaturgy.

While the prophet Jonah appeared briefly as part of the "Procession
of the Prophets" in at least two of the medieval cycle plays, the earliest
extant full dramatization of the 01d Testament book is Lodge and Greene's
A Looking-Glass for London and England in the late sixteenth century.
Aside from a lost "Jonah" play of the seventeenth century, only two fur-
ther dramatizations are known before the twentieth century. Both are
dramatic poems, not intended for the stage, from the seventeenth and
nineteenth centuries respectively. Between 1920 and 1980 some forty
"Jonah" plays appeared.

The popularity of Jonah in the twentieth century, a phenomenon not
confined to the drama but evident in other literary and cultural forms of
expression, suggests that this alternately comic and heroic figure who
first rebels and then accepts responsibility in the face of ridiculous
odds and even yet is not content with the course of events has been found

peculiarly suited to the modern temperament.



Eleyen of the "Jonah" dramas endeavor simply to retell the story,
with 1ittle comment or interpretation. Three of the plays offer par-
ticular interpretations of the Biblical work. Laurence Housman's The
Burden of Nineveh, for example, offers rational explanations of the
"miracles.” Nine plays are primarily didactic in intent, with emphasis
on one or more moral lessons drawn for the edification of the contem-
porary reader or audience. Seven essentially comic "Jonah" plays,
including three versions by Scottish playwright James Bridie, appeared
between 1920 and 1950. They range from the purely farcical to the
ironic. Wolf Mankowitz's It Should Happen to a Dog, in a Yiddish hu-
morous tradition, exploits a view of the prophet as shlemiel. Six plays
are "adaptive" in nature, the Jonah story serving the dramatist as a
vehicle for commentary on contemporary society. Thematic interest and
focus are drawn from sources outside the Biblical. The English adapta-
tion by George White of Guenter Rutenborn's The Sign of Jonah explores
dialectical relationships between Biblical and contemporary characters
and between stage and audience. Olov Hartman's Prophet and Carpenter,
the only other play in English translation among those studied, is the
single example of a liturgical "Jonah" drama.

As models for the dramatization of Biblical subjects, the "Jonah"
plays represent a wide variety of dramaturgic methods. The "story-

"

telling," "interpretive," and didactic approaches appear on the whole to
produce little of dramatic or theatrical worth. The major exception in
the "story-telling" category is Madeleine L'Engle's The Journey with
Jonah, presenting the narrative in a fresh and entertaining fashion for
children. In the didactic class, the theatrical effectiveness of the
Lodge and Greene play and of David Campton's Jonah is the result of

dramaturgic skill independent of the "lessons" imparted. The comic



dramas succeed in realizing what much contemporary scholarship under-
stands as the tone and purpose of the Biblical source. "Adaptive"
dramatizations create audience interest through the integration of
contemporary ideas and issues with a familiar ancient story. Hartman's
play illustrates the effective use of Biblical literature in a liturgical

dramatic form.
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Introduction

Biblical themes have inspired dramatic performances from the
Middle Ages to the Baroque period. The subject was suppressed by
the Protestant Reformers or went out of fashion in the Enlighten-
ment. The reappearance of the theme in modern drama is a subject
of great interest which so far has not found adequate treatment.
So stated a panel reviewing a doctoral dissertation submitted to the
Sophia University of Tokyo in 1977.1 My own interest in Biblical lit-
erature as a source for drama has grown through five years of directing
and fourteen years of teaching in the area of religious drama. The
dearth of scholarly work in this field has provided a primary impetus for
the present study. The current scholarly interest in the dramatist's
exploitation of classical mythology has not been matched by a similar
enthusiasm for the playwright's use of Judaeo-Christian mythic material.?2
And yet, as is emphasized in the above quotation, Biblically-inspired
drama has also been of significance in the history of our theater.

It is the purpose of the present study to explore the ways in which

a variety of dramatists have adapted for the stage a single 01d Testament

1 Marie Philoméne de los Reyes, SPC, The Biblical Theme in Modern
Drama (Quezon City, Philippines: University of the Philippines, 1978),
p. vii.

2 The classical influence has been notable in, but certainly not
restricted to, the French and German theater traditions. Major contem-
porary studies of this subject include Kate Hamburger, From Sophocles to
Sartre: Figures from Greek Tragedy, Classical and Moderm, trans. Helen
Sebba (New York: Frederick Ungar, 1969); Angela Belli, Ancient Greek

My the and Modern Drama: A Study in Continuity (New York: New York

Und versity and London: University of London, 1969); Hugh Dickinson, Myth
oz the Modern Stage (Urbana, IL: University of I1linois, 1969); Richmond
Y: Hathorn, Tragedy, Myth and Mystery (Bloomington, IN: Indiana Univer-
ST ty, 1962); Leo Aylen, Greek Tragedy and the Modern World (London:
Me t huen, 1964).
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2
legend, that recounted in the book of Jonah. With two exceptions, the
dramas to be considered have originated in the English-speaking theater,
either in Great Britain or in the United States. Guenter Rutenborn's The
Sign of Jonah, written and first performed in German, proved to have
great appeal to religious drama enthusiasts in this country. Among
theologian-critics who felt the production of Rutenborn's play to have
made an important contribution to the tradition of religious drama in the
United States was Tom F. Driver. Driver regarded The Sign of Jonah as
setting the norm for a distinctively Protestant dramaturgy. Furthermore,
the English version of the play by George White is actually an adapta-
tion, for off-Broadway, and as such perhaps may be considered to some
extent an English "original." In addition, Olov Hartman's Prophet and
Carpenter, in a translation from the Swedish by Brita Stendahl, will be
examined as representing the only development of the Jonah theme for the
purpose of a Titurgical drama.

The English medieval Biblical drama has, of course, received con-
siderable scholarly attention. Otherwise, critical material relating
directly to the present study, particularly for the modern period, is
relatively scarce. Robert Speaight's Christian Theatre remains the
standard historical survey of Judaeo-Christian traditions in the the-
ater.3 The work is brief, and the author does not offer criticism of
Biblical drama. William V. Spanos' The Christian Tradition in Modern

British Verse Drama offers detailed analyses of twentieth-century British

3 Robert Speaight, Christian Theatre, Henri Daniel-Rops, ed., The
Twentieth Century Encyclopedia of Catholicism, vol. 124 (New York:
Haw thorn, 1960).
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3

dramatists dealing in verse with religious themes.4 None of the "Jonah"
dramatists, however, comes within this purview. Prabodh Chandra Ghosh in
Poetry and Religion in Drama is concerned with a variety of dramatists
who write in a Christian tradition or who deal with Christian subjects or
themes.5> Maria Philoméne de los Reyes in The Biblical Theme in Modern
Drama studies twelve plays based on Scripture, but none dealing with
Jonah,6

Five recent studies in British drama touch on the subject of the
present study. Two works, Ruth H. Blackburn's Biblical Drama under the
Tudors and Lily B. Campbell's Divine Poetry and Drama in Sixteenth-
Century England provide an analysis of Biblical subjects and motifs which
is generally lacking for later periods of theater history.7 Lodge and
Greene's 4 Looking-Glass for London and England is one of the four Tudor
plays studied in Naomi E. Pasachoff's Playwrights, Preachers, and Poli-
ticians.8 Gerald Weales' Religion in Modern English Drama examines the
influence of religion in the theater in England from the late nineteenth

to the mid-twentieth century.9 Weales is primarily concerned with

4 William V. Spanos, The Christian Tradition in Modern British
Verse Drama: The Poetics of Sacramental Time (New Brunswick, NJ: Rutgers
University, 1967).

5 Prabodh Chandra Ghosh, Poetry and Religion in Drama (Calcutta:
World, 1974).

6 Reyes.

7 Ruth H. Blackburn, Biblical Drama under the Tudors (The Hague and
Paris: Mouton, 1971); Lily B. Campbell, Divine Poetry and Drama in
Sixteenth-Century England (Berkeley, CA: University of California, 1959;
New York: Gordian, 1972).

8 Naomi E. Pasachoff, Playwrights, Preachers, and Politicians: A
Study of Four Tudor 0ld Testament Dramas, James Hogg, ed., Elizabethan
and Renaissance Studies, no. 45 (Salzburg: Institut flr Englische
Sprache und Literatur, Universitit Salzburg, 1975).

_ 9 Gerald Weales, Religion in Modern English Drama (Philadelphia:
Uni wersity of Pennsylvania, 1961).
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doctrinal and theological themes in the drama, and consequently does not
devote much attention to Scriptural adaptation. He does not limit him-
self, as does Spanos, to verse dramatists, and his work contains a brief
discussion of James Bridie's "Jonah" plays and a reference to Laurence
Housman's The Burden of Nineveh. Murray Roston's Biblical Drama in
England studies methods of adapting Biblical material for the stage.10
He stresses the influence of a period's culture and mores on the assump-
tions governing dramatic adaptation. While not offering exhaustive
criticisms, Roston treats the "Jonah" plays of Lodge and Greene, A. P.
Herbert, James Bridie, and Laurence Housman. Other works in the area of
religion and theater, such as those of W. Moelwyn Merchant, Kay M.
Baxter, Ernest Ferlita, Jerome Ellison, John Van Zanten, Richard E.
Sherrell, Alfred R. Edyvean, Nelvin Vos, and Nathan A. Scott, Jr., relate
theological motifs to themes in both "religious" and "secular" drama, but
without dealing in depth with the matter of Biblical adaptation.ll

Of work in the broader field of religion and literature, the studies
of James S. Ackerman, Thayer S. Warshaw, Kenneth R. R. Gros Louis, and

their colleagues at Indiana University's Institute on Teaching the Bible

10 Murray Roston, Biblical Drama in England, From the Middle Ages
to the Present Day (Evanston, IL: Northwestern University, 1968).

11 W. Moelwyn Merchant, Creed and Drama: An Essay in Religious
Drama (London: S.P.C.K., 1965); Kay M. Baxter, Speak What We Feel
(London: Student Christian Movement, 1964); Ernest Ferlita, The Theatre
of Pilgrimage (New York: Sheed and Ward, 1971); Jerome Ellison, God on
Broadway (Richmond, VA: John Knox, 1971); John Van Zanten, Caught in the
Aet: Modern Drama as Prelude to the Gospel (Philadelphia: Westminster,
1971); Richard E. Sherrell, The Human Image: Avant-Garde and Christian
(R4 chmond, VA: John Knox, 1965); Alfred R. Edyvean, This Dramatic World:
Ue Zng Contemporary Drama in the Church (New York: Friendship, 1970);
Ne T vin Vos, The Great Pendulum of Becoming: Images in Modern Drama
(PUé!shington, D.C.: Christian University, 1980); Nathan A. Scott, Jr.,
ed. , Man in the Modern Theatre (Richmond, VA: John Knox, 1965).




5
in Secondary English has the closest relevance to my own research. The
Institute has been concerned with the study of the Bible as literature,
with the study of modern literature directly employing Biblical sources,
and with the study of modern literature containing thematic parallels to
Biblical writings. The first two of these areas are pertinent to an
analysis of "Jonah" drama. Publications by Institute authors provide
extensive coverage of 01d Testament material, including treatment of the
book of Jonah as literature and as literary source.

Jonah seems to me a particularly timely choice for a study such as
this. Although there have been in the English-speaking theater a few
earlier dramatizations of the story, notably Thomas Lodge and Robert
Greene's A Looking-Glass for London and England in the late sixteenth
century, the subject appears to have become especially popular in the
most recent decades of the present century. The "Jonah" dramas available
for analysis represent both professional and non-professional theatrical
production. And because these plays present a broad range in style,
intent, and manner and degree of adaptation, their study can offer insight
more generally into the dramatization of Scriptural material.

In this study the "Jonah" plays are arranged typologically. Since
the playwright's primary purpose in dramatizing the book of Jonah will
determine the type of adaptation, I have categorized the plays on this
basis. The groupings cannot be considered absolute or mutually exclu-
sive, as certain plays share some of the characteristics of more than one

type. The categorization or typing, nevertheless, will serve to delin-
eate major differences in dramatic treatments of the Biblical source. At

the same time, each drama within a given group will be analyzed separately
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6
in order that the playwright's approach be revealed in its distinctiveness
and not simply assumed to follow a particular pattern.
Following a brief chronological account of known "Jonah" plays in
English, six typological groupings are discussed in turn, and some
attention given to each of the dramas in each group. The "story-telling"
treatments of Jonah endeavor essentially to relate the Biblical account
without interpretive or extra-Biblical thematic additions. Though the
playwrights in this group tend to follow the plot strictly as narrated in
the source, they may employ contemporary dress or language or other
elements of a more contemporary style. The "interpretive" treatments
seek to suggest the meaning or significance of the book of Jonah in terms
of its own period and setting. The didactic versions attempt to draw
from the story a moral lesson applicable to the dramatist's own time and
addressed to a contemporary audience. Basically comic treatments of the
book of Jonah range from the humorous and ironical to the purely farci-
cal. The "adaptive" dramatizations employ the Biblical source as a
vehicle for the author's own point of view. The Jonah narrative provides
only the occasion, and is otherwise incidental to the theme of the drama.
Fi nally, Hartman's Prophet and Carpenter demonstrates the use of Jonah in
a Ti1turgical play. A short concluding chapter will suggest the impli-
cations of the variety of "Jonah" dramatizations for Biblical drama in

gener,l, 12

\

whe 12 1n The Biblical Theme in Modern Drama Reyes implies a typology

T4 E1 Ch at points relates to that employed in my study. In her chapter

dw XpPeriments with Biblical Themes" she distinguishes between those

b3 ?mausts who add to the Biblical characters a psychological believa-

the ty, those who employ a Biblical source as a vehicle for presenting

bh =1 v own ideas or ideologies, and those who employ Biblical material to
"ig into a unity of experience an historical incident and contemporary

1fe Later in her book she discusses Biblical drama as interpretive







of the source material, as well as "comedy with Biblical dimension."
Her final chapter, "Structural Metamorphosis in Dramatic Art--Biblical
Themes as Mythopoeic Designs," employs Northrop Frye's notion of "dis-
placement" in which "the events comprising the plot of the biblical
archetype have been displaced by events occurring in our times." The
chapter is of particular interest with respect to my classification of
"Jonah" dramas as "adaptive."



CHAPTER ONE

Jonah on the English-speaking Stage

The first appearance of Jonah on the English stage was inauspicious.

Though records indicate the performance of a medieval French "Jonah"

play, none existed in Eng]and.1 The Biblical prophet appears in only two
of the extant cycle plays. In these he takes the stage to deliver a
single speech as part of the "Procession of the Prophets." A1l of the
prophetic utterances in this "Procession" relate to the coming Christ.
Jonah alone among these prophets makes reference to Christ's descent into
hell where he is to remain for three days before ascending. The parallel
is of course with Jonah's own three-day incarceration in the belly of a
fish before emerging alive once more onto dry land.

In the Ludus Coventriae "Procession" the prophets alternate with 01d
Testament kings in delivering prophecies concerning the coming messiah.
Jonah is twelfth of the twenty-seven speakers. His four lines directly
foretell the resurrection experience of the Christ.

I, Jonas, sey that on the iij.de morn

ffro dethe he xal ryse, this is a trewe talle,

Fyguryd in me, the whiche longe beforn
Lay iij. days beryed within the qwaHe.2

1 Hardin Craig cites a "Jonah" drama as one among several on 01d
Testament subjects performed in France during the middle ages. Craig,
Engl'gsh Religious Drama of the Middle Ages (London: Oxford University,
1955), p. 111.

2 James Orchard Halliwell, ed., Ludus Coventriae: A Collection of
Mysteries, Formerly Represented at Coventry on the Feast of Corpus
Christi (London: The Shakespeare Society, 1841), p. 67. Slight spelling
variants in the text will be found in K. S. Block, ed., Ludus Coventriae
or The Play Called Corpus Christi (London, New York, Toronto: Oxford
University, published for The Early English Text Society, 1922), pp. 59-
60. It is now considered unlikely that this cycle, also referred to as
"Hegge" and "N. towne," was performed at Coventry.

8
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The "Procession of the Prophets" has been combined in the Chester cycle
with the dramatic sequences concerning the Ten Commandments and Balaam
and Balak. In the Prophets portion of the play Jonah appears as the
fourth of only seven prophets, whose speeches are separated by explan-
atory comments delivered by an Expositor. Jonah is assigned eight lines,
prefaced by the recitation of the Latin text of Jonah 2:2. Jonah recites

his own experience, and it is the Expositor who relates that experience

to the Christ.

JONAS:  Clamavi de tribulatione mea ad Dominum et exaudivit; de
ventre inferi clamavi et exaudisti voecem meam et proiecisti
me.

I, Jonas, in full great any

To God I prayed inwardlye,

And he me hard through his mercy,
And on me did his grace.

In middes the sea cast was I,

For I wrought inobedientlye.

But in a whalles bellye

Three dayes saved I was.

EXPOSITOR: Lordinges, what this may signifye
Christ expoundes apertelye,
As we reade in the Evangely
That Christ himself can saye:
Right as Jonas was dayes three
In wombe of whall, so shall He be
In earth lyinge, as was he,
And rise the third daye.4

3 "I called to the Lord, out of my distress,/and he answered
me;/out of the belly of Sheol I cried,/and thou didst hear my voice."
Jonah 2:2, Revised Standard Version.

4 pavid Bevington, Medieval Drama (Boston: Houghton Mifflin, 1975),
p. 351. Because of textual uncertainties, some scholars decline to view
the "Procession" as properly part of the Cappers' play in the Chester
text. Lumiansky and Mills have not included it with the Ten Commandments
and Balaam material, but have published it as an appendix to the text.
Bevington agrees that, as the prophets episode appears in only one of
the five available Chester manuscripts, it should be regarded as a late
addition. Bevington, p. 337. For slight textual variants see R. M.
Lumiansky and David Mills, eds., The Chester Mystery Cycle (London, New
York, Toronto: Oxford University, published for The Early English Text
Society, 1974), vol. 1, p. 478.



10
Robert A. Brawer calls attention to the particularly wooden quality
of the prophets in the cycles which employ the "Procession."
It is essentially a string of dramatic recitals rather than a
dramatic action, since it consists of a series of impersonations of
prophets whose function it is to exposit future events to be
enacted in the cycle . . . Thus the procession of the prophets
differs fundamentally from the cycle play's more complex dramati-
zations, most of which imitate rather than foretell events and
which create and develop characters who cgnmunicate with each other
rather than merely address the spectator.
This characteristic of the "Procession" material in the cycles, according

to Brawer, reflects . . their adoption of the ceremonial, formalized
manner of representation characteristic of the liturgical drama."6

A second cardinal feature of the "Procession" prophets is their
exclusive role as harbingers of Christ. In the case of Jonah, the
prophet not only foretells but also prefigures the coming messiah. As
Erich Auerbach points out, in both homiletic literature and theological
treatise during the period figural interpretation was common practice.7

In preaching and in Biblical commentary Jonah was characteristically

viewed as a type of Christ.8 Although the most significant literary

5 Robert A. Brawer, "The Form and Function of the Prophetic Pro-
cession in the Middle English Cycle Play," Annuale Medieval 13 (1972),
p. 88.

6 1bid., p. 105.

7 vt a very early date profane and pagan material was . . . inter-
preted figurally; Gregory of Tours, for example, uses the legend of the
Seven Sleepers as a figure for the Resurrection: the waking of Lazarus
from the dead and Jonah's rescue from the belly of the whale were also
commonly interpreted in this sense." Erich Auerbach, "Figura," trans.
Ralph Manheim, in Auerbach, Scenes from the Drama of European Literature
(Gloucester, MA: Peter Smith, 1973), pp. 63-64.

8 A discussion of medieval commentators on the book of Jonah will
be found in F. N. M. Diekstra, "Jonah and Patience: The Psychology of a
Prophet," English Studies 55:3 (June, 1974), pp. 212-214; and in D.
E. Hart-Davies, Jonah: Prophet and Patriot (London: Charles J. Thynne
and Jarvis, 1925), pp. 20-22.
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treatment of Jonah up to this time, the homiletic poem Patience by the-
anonymous "Gawain-poet," does not stress the typological significance of
the prophetic book, Malcolm Andrew notes in this work Jonah's ". . . three
days in the whale as a type.of Christ's three days in hel1."9 In the
sacred art of the period one also sees Jonah as a type of the Christ.
The prevailing theme is of death, burial, descent into hell, and resur-

rection. Hans Walter Wolff describes this "Jonah" motif in church

9 Malcolm Andrew, "Patience: The 'Munster Dor,'" English Language
Notes 14:3 (March, 1977), p. 165. See also W. Michael Grant, "Comedy,
Irony, and Compassion in Patience," West Virginia University Philological
Papers 20 (1973), p. 10. Patience, as the title suggests, is an apology
for this particular virtue among those enumerated in the Beatitudes,
with Jonah exemplifying the lack of the virtue. The poem is available
in several editions. Recommended are J. J. Anderson, ed., Patience
(Manchester: Manchester University and New York: Barnes and Noble,

1969); and Margaret Williams, R.S.C.J., trans., The Pearl-Poet: His
Complete Works (New York: Random House, 1967). Ordelle G. Hill identifies
the approach of the Patience poet as tropological, an approach containing
the seeds of a satirical, comic treatment. Hill, "The Audience of
Patience," Modern Philology 66:2 (November, 1968), p. 106. See Beryl
Smalley, The Study of the Bible in the Middle Ages, Second Edition
(London: Oxford University, 1952), pp. 244-245. Relevant critical
commentary on Patience will be found in Hill, pp. 103-109; Grant, pp. 8-
16; Diekstra, pp. 205-217; A. C. Spearing, "Patience and the Gawain-
Poet," Anglia 84 (1966), pp. 305-329, reprinted with slight expansion in
Spearing, The Gawain-Poet: A Critical Study (Cambridge: Cambridge University,
1970), pp. 74-94; Charles Moorman, "The Role of the Narrator in Patience,"
Modern Philology 61:2 (November, 1963), pp. 90-95; Lynn Staley Johnson,
"Patience and the Poet's Use of Psalm 93," Modern Philology 74:1 (August,
1976), pp. 67-71; Jay Schleusener, "History and Action in Patience,"

PMLA 86:5 (October, 1971), pp. 959-965; James R. Hulbert, "A Hypothesis
Concerning the Alliterative Revival," Modern Philology 20 (1931), pp. 405-
422; and Ordelle G. Hi11, "The Late-Latin De Jonah as a Source for
Patience," Journal of English and Germanic Philology 66 (1967), pp. 21-
25. On the medieval "Jonah" poems see, in addition to Hill's article on
the pseudo-Tertullian Carmen de Jonah Propheta, her "The Audience of
Patience," pp. 103-109. David Bevington, stressing the pervasiveness of
a "patience" tradition connected with Jonah, suggests that Lodge and
Greene's A Looking-Glass for London and England is an argument for
patience as opposed to rebellion even when government is oppressive and
unjust. The play is thus ". . . orthodox in its disapproval of lower-
class restiveness; the commons are, in a conventional metaphor, the

'feet' of the commonwealth, and when they rebel against their head 'The
city's state will fall and be forlorn' . . ." Bevington, Tudor Drama

and Politicse (Cambridge, MA: Harvard University, 1968), pp. 235-236.
Bevington's thesis is not typical. Other interpretations of A Looking-
Glass are discussed in chapter four, pp. 76-83.
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sarcophagus engravings dating from the third century and on "whale-
pulpit" carvings from the twelfth century and later.10 Certain examples
of liturgical art, furthermore, appear to have a direct relationship to
the "Procession of the Prophets." M. D. Anderson points out that all but
the last two of the kings and prophets of the Ludus Coventriae "Pro-
cession" are depicted in the "Jesse tree" window presently located at St.
Mary's Church in Shrewsbury.11

The course of development, and even the exact origin, of the "Pro-
cession of the Prophets" is subject to some dispute. But it is generally
agreed that it was derived directly or indirectly from the late fifth- or

early sixth-century pseudo-Augustianian sermon Sermo contra Judaeos,

Paganos, et Arianos de Symbolo.12 This sermon does not include Jonah

10 Hans Walter Wolff, "Jonah--The Messenger Who Obeyed," trans.
Elisabeth Kohl and Rod Hutton, Currents in Theology and Mission 3:2
(April, 1976), pp. 88-89. On both the popularity and the figural inter-
pretation of Jonah in early Christian art see Hart-Davies, pp. 20-22;
George Ferguson, Signs and Symbols in Christian Art (New York: Oxford
University, 1958), pp. 38-39; Cyril C. Richardson, "The Foundations of
Christian Symbolism," in F. Ernest Johnson, ed., Religious Symbolism
(New York: Institute for Religious and Social Studies, 1955), p. 8.
Reproductions of third- and fourth-century "Jonah" art will be found in
Elias Bickerman, Four Strange Books of the Bible (New York: Schocken,
1967), pp. 5-8. On the persistence of the salvation theme in "Jonah"
art of the sixteenth century see J. Richard Judson, "Marine Symbols of
Salvation in the Sixteenth Century," Marsyas: Studies in the History of
Art, Supplement 1 (1964), pp. 136-155. An interesting revival of the
major early "Jonah" motifs can be seen in a print by Fritz Eichenberg,
reproduced in The Catholic Worker 43:7 (September, 1977), p. 1.

11 MEary] D. Anderson, Drama and Imagery in English Medieval
Churches (London: Cambridge University, 1963), p. 37. Anderson calls
attention to a rare appearance of Jonah among the rood screen prophets
and apostles, at Ipplepen. Anderson, p. 38.

12 Brother Linus Urban Lucken, Antichrist and the Prophets of
Antichrist in the Chester Cycle (Washington, D.C.: The Catholic Uni-
versity of America, 1940), p. 78. Though concerned primarily with
Chester's "Antichrist" prophets' procession, Lucken also discusses the
"Advent" procession at some length, as does Leslie Howard Martin in his
"Comic Eschatology in the Chester Coming of Antichrist," Comparative
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among the prophets cited, nor does Jonah appear in the "Procession" of
the earliest recorded Latin dramas, at Laon and Limoges. The Rouen play,
however, more than doubled the number of prophets, and included Jonah.l3
Anderson discusses the ordo prophetae, following the pattern of the Sermo

eontra Judaeos, . as a liturgical procession of priests, imperson-
ating the Prophets, who foretold the coming of the Messiah, and which
thus served as an Advent prelude to the Christmas drama."14 Glynne
Wickham maintains that the Sermo contra Judaeos was not chanted by a
procession of priests but rather employed as a reading in the liturgy.
"The passage in this lectio chosen for dramatization was that in which
the Jews are told to call upon their Prophets to bear witness to the
coming of Christ."15 Thomas P. Campbell argues that the prophet-play did

not evolve directly from either the Sermo contra Judacos or the priestly

ordo prophetae, which he describes as a liturgical "static procession.”

Drama 5:3 (Fall, 1971), pp. 163-176. On the origin of the "Procession
of the Prophets" and the medieval 01d Testament drama in general see, in
addition to Lucken, Hardin Craig, "The Origin of the 01d Testament
Plays," Modern Philology 10:4 (April, 1913), pp. 473-487; E[dmund] K.
Chambers, The Mediaeval Stage, vol. 2 (London: Oxford University, 1903),
pp. 52-56; Karl Young, The Drama of the Medieval Church, vol. 2 (London:
Oxford University, 1933), pp. 123-171; Oscar Cargill, Drama and Liturgy
(New York: Columbia University, 1930; New York: Octagon, 1969), pp. 60-
104; Grace Frank, The Medieval French Drama (London: Oxford University,
1954), pp. 39-41, 74-84.

13 Lucken, pp. 78, 80. See also Brawer, pp. 92-93. Hardin Craig
cites later French Prophetae (Craig, p. 474). Maximilian J. Rudwin
lists fragments of three German prophet-plays from, respectively, the
twelfth, thirteenth, and fourteenth centuries. Rudwin, A Historical and
Bibliographical Survey of the German Religious Drama (Pittsburgh:
University of Pittsburgh, 1924), p. 26.

14 Anderson, p. 23.

15 Glynne Wickham, The Medieval Theatre (London: Weidenfeld and
Nicolson, 1974), p. 230. See also Chambers, vol. 2, p. 52.
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Rather, he feels, the form and style of the prophet-play was influenced
more generally by liturgical form and sty]e.16

At least three of the extant English cycles contain the "Procession
of the Prophets." The Wakefield, or Towneley, cycle does not include
Jonah. While the York cycle lacks a prophetic procession, Brawer argues
that it has simply been displaced by

. . . @ single speaker, Prologue, who recites and explicates the

prophecie§.. The form 9f.the York dgsmatization is thus a throwback

to the original Augustinian sermon.
In any case, as has already been noted, Jonah appeared as one in the
succession of prophets in only the Ludus Coventriae and the Chester
cycle. Martial Rose suggests that in the former the prophecies ". . . pre-
pare more for the advent of the Virgin than for Christ."18 Lumiansky and
Mills argue that in the Chester cycle the "Procession" was eventually
changed so as to constitute an Advent play in the New Testament sequence,

rather than remaining the concluding 01d Testament drama. 19 Bevington

believes the Chester "Procession" likely to have been derived from an

16 Thomas P. Campbell, "The Prophets' Pageant in the English
Mystery Cycles: Its Origin and Function," MLA Research Opportunities in
Renaissance Drama 17 (1974), pp. 107-119.

17 Brawer, p. 115. For a discussion of the differences in treat-
ment of the prophetic material among the four cycles, see Brawer,
pp. 105-123.

18 Martial Rose, "The Staging of the Hegge Plays," in Neville
Denny, ed., Medieval Drama, Stratford-Upon-Avon Studies 16 (London:
Edward Arnold, 1973), p. 203. For a discussion of the place of the
prophet-play in the Ludus Coventriae and its performance, see Kenneth
Cameron and Stanley J. Kahrl, "The N-Town Plays at Lincoln," Theatre
Notebook 20:2 (Winter, 1965/6), pp. 61-69; and the same authors' "Stag-
ing the N-Town Cycle," Theatre Notebook 21:3 (Spring, 1967), pp. 122-
138, and 21:4 (Summer, 1967), pp. 152-165.

19 Lumiansky and Mills, p. xxviii.
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earlier play based on the Apostle's Creed.20

By the sixteenth century Jonah was apparently a fairly popular
subject. According to Thomas H. Dickinson, ". . . references to Nineveh
and Jonas are frequent in the literature of the time."2l In both Henry
the Fourth, Part Two, and The Merry Wives of Windsor Shakespeare's Falstaff
offers quotations from the book of Jonah.22 The first full-Tength
dramatization of the book of Jonah in English in this period appears to
have been a Jonas by Ralph Radcliffe, ca. 1519-1559. Ruth H. Blackburn
mentions the Iisting by John Bale of ten plays by this schoolmaster-
dramatist. Six of the dramas, including Jonas, were based on Biblical
subjects.23 William Hazlitt cites Jonas and eight other titles of
Radcliffe's plays, specifying that none was ever printed.24 Whether
Robert Greene knew of the Radcliffe version, and whether he and Thomas
Lodge had any reference to it in composing their own 4 Looking-Glass for

London and England, cannot be established. Hazlitt points out, however,

20 Bevington, Medieval Drama, p. 337.

21 Thomas H. Dickinson, ed., Robert Greene (London: T. Fisher Unwin
and New York: Charles Scribner's Sons, The Mermaid Series, n.d.), Intro-
duction, p. xlix. One of the most notable literary uses of Jonah,
though by a French rather than an English author, was in Rabelais' Quart
livre of 1552. See Alice Fiola Berry's discussion of the Jonah motif in
this work, in her "'Les Mithologies Pantagruelicques': Introduction to a
Study of Rabelais's Quart livre," PMLA 92:3 (May, 1977), pp. 473-476.

22 Cited by Edna Moore Robinson, "Shakespeare's Use of Scripture,"
in Roland Bartel, James S. Ackerman, Thayer S. Warshaw, eds., Biblical
Images in Literature (Nashville and New York: Abingdon, 1975), p. 315.

23 Blackburn, p. 65.

24 W[illiam] Carew Hazlitt, ed., 4 Manual for the Collector and
Amateur of 0ld English Plays (London: Pickering and Chatto, 1892),
P . 122.
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that another of Radcliffe's plays, Dives and Lazarus, was mentioned by
Greene in 1592 in his A Groatsworth of wit.25

Later in the century Lodge and Greene's A Looking-Glass was per-
formed in London. Though this is not likely to have been the original
production, the first performance of which we have record was at the Rose
on March 8, 1592.26 Edward Andrews Tenney documents the play's popu-
larity:

It proved to be a first attraction, for in March, April, and June,
1592, Lord Strange's men revived it four times at the Rose Theatre,
and it had the honor to be chosen for the Easter-day performance,
at which it realized the goodly sum of fifty-five shillings.27

Tenney further suggests the reasons for the play's popularity.

There are many reasons why A Looking Glasse had a strong
popular appeal. It is a comic satire directed against the vices of
London and England. It satirizes and rebukes every class. The
dissoluteness and pride of the aristocracy and the Court are
Turidly set forth in the plot of Rasni, King of Nineveh, and his
debauched followers. The corruption and greed of the middle class
are exposed by the satire on the usurer, the lawyer, and the judge;
and the drunkenness and immorality of the lower class are rebuked
in the clown and in the wife of the blacksmith. In pageant-1like
sequence, one spectacle of vice follows another; and after each,
the prophet Hoseas, suspended from "the heavens" in a throne,
pronounces judgment and the coming wrath of God. Finally Jonah
arrives to announce the approaching doom. Thereupon, every one
dons sackcloth and ashes in sincere repentance, and God's wrath is

25 Hazlitt, p. 65.

26 Waldo F. McNeir, "The Date of 'A Looking Glass for London,'"
Notes and Queries 200 (July, 1955), pp. 282-283. McNeir summarizes
major arguments concerning the play's date of composition, on which see
also John Clark Jordan, Robert Greene (New York: Columbia University,
1915; New York: Octagon, 1965), pp. 177-179.

27 Edward Andrews Tenney, Thomas Lodge (London: Sidgwick and
Jackson, 1933), p. 99. Five quotations from the play are included in
Robert Allot's Englands Parnassus (London: 1600), ed. Charles Crawford
(London: Oxford University, 1913), pp. 119, 125, 179, 181, 266-267. The
Subjects illustrated by the quotations are, respectively, "Justice,"
‘Lechery," "Policie," "Prayer," and "Of Tempests."
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averted. Such a play, with its cutting satire, its broad comedy,

its spectacular episodes--thunder, 1lightning, naked swords in the

sky, angels, devils, and Jonah cast forth upon the stage from the

belly of the whale--could hardly fail to draw a crowd. And in an

age when the dreadful intermittent plague symbolized an avenging

God, there can be no doubt that many citizens were deeply moved by

A Looking Glasse, for London and EngZand.28
Dickinson cites the ubiquity of Jonah, the Whale, and Nineveh in puppet
shows for two decades after 4 Looking-Glass as further evidence of the
popularity of the Lodge and Greene play.29 Blackburn, emphasizing the
influence of A Looking-Glass, calls attention to both the puppet drama
and ". . . 'ein comedia auss dem propheten Jonah' performed at Nordlingen
in 1605,"30

Some time in the first quarter of the seventeenth century Zacharie
Boyd, a Scottish clergyman, wrote his dramatic poem The Historie of
Jonah. Hazlitt lists another seventeenth-century "Jonah" play, no longer
extant, entitled Nineveh's Repentance. "This tragi-comedy is mentioned

in the List annexed to the Careless Shepherdess, 1656."31 No further

28 Tenney, p. 99. Critics, it should be noted, do not agree that
the play is so predominantly satirical. Critical opinions are cited in
the discussion of A Looking-Glass in chapter four.

29 pickinson, p. 78. Alexander Dyce cites references to "Jonah"
puppet plays in Beaumont and Fletcher's Knight of the Burning Pestle,
Ben Jonson's Every Man Out of His Humour and Bartholomew Fair, and two
other Elizabethan dramas. Dyce, ed., The Dramatic Works of Robert
Greene, vol. 1 (London: William Pickering, 1831), p. x1ii.

30 Blackburn, p. 171. The German stage performance is also cited
by W. W. Greg: "A Jonah comedy performed by English players at Nord-
lingen in 1605 may have had some connexion with the present piece."
Greg, ed., 4 Looking-Glass for London and England by Thomas Lodge and
Robert Greene, 1594 (London: Oxford University, for The Malone Society,
1932), p. viii. :

31 Hazlitt, p. 166. Coleman designates Ninecveh's Repentance "a
lost play." Edward D. Coleman, comp., The Bible in English Drama: An
Annotated List of Plays Including Translations from Other Languages (New
York: The New York Public Library, 1931), p. 77.
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dramatizations of Jonah are recorded until late in the nineteenth cen-
tury, when John Ritchie's romantic "closet drama" The Life of Jonah, the
Prophet was published.

What might be regarded as a revival of "Jonah" dramatic activity had
its beginnings in the second decade of the twentieth century. In 1921
A. P. Herbert's The Book of Jonah (As almost any modern Irishman would
have written it) appeared in The London Mercury. This tongue-in-cheek
commentary on the Irish temperament and British rule, though not written
for performance, may be considered the first comic treatment of Jonah.
In 1924 The Jewish Chronicle of London carried L. V. Snowman's A Second
Chapter of "Jonah," again a dramatization not intended for performance.
Snowman's short play offers an interpretation of the Biblical Jonah as
representing Israel's world mission and her reluctance to accept that
mission. Edward D. Coleman in his bibliography of Biblical drama in
English lists a play by John A. Maynard which may have been the first
"Jonah" drama published in the United States. Coleman's entry reads
simply: "Jonah; a play in five episodes. (Boston: American Unitarian
Association, n.d.)"32 Since Coleman's bibliography was published orig-
inally in 1931, it can be said with certainty only that Maynard's play
was written prior to that date.

In 1927 Harry W. Githens published A Fish Story, possibly the first
of a number of "Jonah" plays written for non-professional, church produc-
tion. Githens' Preface to his Dramatized Stories from the 0ld Testament

specifies the types of production situations he had in mind, and his

32 Coleman, p. 77. The present writer has been unable to locate a
Copy of this play.
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suggestions may serve to indicate the varied uses for which later church
"Jonah" plays have been intended.

These short, dramatized stories are suitable for use on
various occasions. They may be presented at the Bible-class lesson
hour, or at a Bible-class social, at a C. E. devotional service, at
mid-week church night, at a vesper service, at a missionary meeting,
orhus$d for a feature in the opening worship program of the Bible
school.

They are suitable for use with a morning or evening church
service, or may be given as a Sunday evening series. They can be
effectively used by training-classes and in summer camps of young
people. 33
The decade of the nineteen-thirties witnessed somewhat increased

“Jonah" dramatic activity, particularly in terms of actual stage pro-
duction. In 1932 Scottish playwright James Bridie's first version of
Jonah, Jonah and the Whale, was both produced and published. The play
was directed by Anmer Hall for the Westminster Theatre in London. The
play was presented with Bridie's one-act The Amazed Evangelist for forty
performances.34 Among the actors appearing in the production were Edward
Chapman, Gillian Scaife, and Joan White.35 Bridie commented on this
production of his earliest "Jonah" play:

Aﬁmer Hall . . . doggedly kept on presenting successes of
esteem at the Westminster Theatre, losing many thousands of pounds
in the process. One of these was my Jonah and the Whale, a little

piece with an enormous cast. The Westminster_Theatre weathered it
for forty days, like the Ark but not so full.36

33 Harry W. Githens, Dramatized Stories from the 0ld Testament
(Cincinnati: Standard Publishing, 1927), p. 11.

34 Winifred Bannister, James Bridie and His Theatre (London:
Rock1iff, 1955), pp. 84-86.

35 James Agate, "Jonah and the Whale," in Red Letter Nights: A
Survey of the Post-Elizabethan Drama in Actual Performance on the London
g%nge, 1921-1943 (1944; reissued New York: Benjamin Blom, 1969), pp. 304-

05.

36 James Bridie, One Way of Living (London: Constable, pub. 1939),
P . 276.
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Jonah and the Whale was later produced at the Tewkesbury Festival.3/

In 1933 The American Mercury printed a "Jonah" play not intended for
production, Charles Lee Snider's Jonah in the Bible Country. Here Jonah
and the events of his career are not portrayed, but the characters are
rather members of a men's Bible class engaged in é discussion of the
Biblical book. The "Burns Mantle Yearbook" for the 1935-36 season notes
one of San Francisco's "little theater" groups, the Wayfarers, as ". . . open-
ing its new home with a production of Robert Nathan's 'Jonah.'"38 1t is
extremely doubtful that this play was an earlier version of Nathan's
Jezebel's Husband as produced in 1952. One may conjecture that the
Wayfarers rather presented an adaptation of Nathan's 1925 novel Jonah .39
Also in 1936 Hammond B. Gayfer's one-act farce The Subsequent History of
Mr. Jonah was first copyrighted. The play was published in an acting
edition in 1938, with no production information listed.

The burgeoning of "Jonah" plays continued during the nineteen-
forties. James Bridie's radio dramatization The Sign of the Prophet
Jonah was presented by the British Broadcasting Corporation in 1942. In
November of the same year a revised version of his stage play Jonah and
the Whale, in which Bridie incorporated material from the radio version,

was directed by F. Sladen Smith for the Theater of the Unnamed Society in

37 George R. Kernodle, "England's Religious Drama Movement,"
College English 1 (Fall, 1940), p. 420.

"

38 Fred Johnson, "The Season in San Francisco," in Burns Mantle,
ed., The Best Plays of 1935-36 and the Year Book of the Drama in America
(New York: Dodd, Mead, 1936), p. 26.

39 Robert Nathan, Jonah (New York: McBride, 1925; London: Heine-
mann, 1925). The novel was later published in the United States as Son
of Amittai (New York: Alfred A. Knopf, 1934), and in the same year
reissued in England with a new forward by the author. See Clarence K.

Sandelin, Robert Nathan, Sylvia E. Bowman, ed., Twayne's United States
Au thors Series, no. 148 (New York: Twayne, 1968), p. 138.
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Manchester. Both of Bridie's 1942 "Jonah" plays were published in 1944,
with the stage version appearing under the title Jonah 3. The 1942 stage
version was revived in 1943 by a "little theater" group in Glasgow at the
Park Theatre, and in 1954 at the Pitlochry Festival Theatre.40 Winifred
Bannister notes a fourth Bridie "Jonah" dramatization, for television,
but does not record its performance date. "The television play is called
simply Jonah and keeps fairly close to the final stage version, Jonah
z.m41

In 1942, which appears to have been Jonah's landmark year for the
decade, British dramatist Laurence Housman published his The Burden of
Nineveh and American Paul Goodman wrote his play Jonah. The latter was
not published until 1945; and the first performance of Jonah, with
revisions by the author, occurred in 1966. American poet Robert Frost's
dramatic poem 4 Masque of Mercy appeared in 1947. Lisl Beer's comic
puppet play Jonah and the Whale, though published in 1961, was first
performed in 1949.

American novelist Robert Nathan's play on Jonah, Jezebel's Husband,
was written during 1951 and 1952, and published in 1953. The premier
performance was on August 4, 1952, at the Pocono Playhouse in Mountain-
home, Pennsylvania.42 Claude Rains appeared as Jonah in the original

production.43 Clarence K. Sandelin notes that the Nathan play failed to

40 Bannister, pp. 88-89.

H 1pid., p. 88.

42 sandelin, p. 16.

43 David James Harkness, comp., "The Bible in Fiction and Drama: A

B1i bliography with Notes," The University of Tenmnessee News Letter 35:6
June, 1956), p. 6.
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reach Broadway after a New England run, probably as a result of Rains
Teaving the company. Unlike Nathan's other dramas, Jezebel's Husband has
been presented occasionally since the initial production. In 1963, for
example, it was popular among community theaters in the United States and
abroad. 44 |

In 1956 British playwright Wolf Mankowitz's popular and much-anthologized
one-act comedy It Should Happen to a Dog was first published. Marilyn
Matney's unproduced Jonah was probably written in the nineteen-fifties,
and Jerome Bayer's Pity for the Gourd during this decade or in the early
nineteen-sixties.

Das Zeichen des Jona, by German pastor and playwright Guenter
Rutenborn, had its premiere in 1947 in Germany where it was performed
both professionally and non-professionally.4> In May of 1957 the play
received its first production in English by students of Union Theological
Seminary, New York City, where The Sign of Jonah was given three perform-
ances.46 Subsequently George White was granted exclusive translation
rights. The Sign of Jonah in White's adaptation opened off-Broadway on
September 8, 1960, at the Players Theatre, and ran for fifty-three per-
formances.4’ It has since been revived by church and college theater

groups.

44 sandelin, p. 88.

45 Peter Bauland, The Hooded Eagle: Modern German Drama on the New
York Stage (Syracuse, NY: Syracuse University, 1968), p. 212. "Rutenborn's
drama had approximately five hundred performances in small towns in East
Germany alone, where the troupe of players was constantly on the run so
as not to be forced to answer questions by the communist authorities."
Bauland, p. 213. See "A Pastor's Fine Play," Life (June 10, 1957), pp.
121, 123-124.

46 Bauland, p. 213; "The Sentencing of God," Time 69:19 (May 13,
1957), p. 72.

47 Bauland, p. 213.
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The White version of The Sign of Jonah inaugurated Jonah's most
prolific two decades on the English-speaking stage, with the nineteen-
sixties witnessing a slightly larger number of dramas than is on record
for the nineteen-seventies. In 1961 Richard McBride's From Out the
Whale's Mouth was produced by the Bread and Wine Mission in San Fran-
cisco. In the same year Sarah Walton Miller's Jonah was published in a
collection of "dramatic features for group worship." The first perform-
ance in English of Swedish playwright Olov Hartman's 1iturgical drama
Prophet and Carpenter took place at the First Prebyterian Church in
Stamford, Connecticut, in September, 1965.48 Having appeared in Swedish
in 1954, the English version was published in 1966.

During the 1965-1966 season T. J. Spencer's Jonah was produced at
the Catholic University Theatre in Washington, D.C.49 It was produced
and directed professionally by Hal Thompson at the off-Broadway theater
Stage 73, opening on September 21 and closing on October 8, 1967.50
Paul Goodman's Jonah was also produced off-Broadway, at The American
Place Theatre at St. Clements Church, for eight subscription performances
beginning February 5, 1966, and public performances from February 15

through February 25. The production was directed by Lawrence Kornfeld,

and featured Sorrell Booke in the title role.51

48 Bernard Ikeler, "Jonah: Prophet and Sinner," Presbyterian Life
18: 20 (October 15, 1965), p. 49.

49 Leo Brady, "Washington," in Otis L. Guernsey, Jr., ed., The
Be s £ Plays of 1965-1966 (New York and Toronto: Dodd, Mead, 1966), p. 67.

50 otis L. Guernsey, Jr., ed., The Best Plays of 1967-1968 (New
Y © rk and Toronto: Dodd, Mead, 1968), p. 385.

51 Guernsey, The Best Plays of 1965-1966, pp. 430-431.
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By the mid-sixties interest in the religiously-oriented musical was
growing, and for the next decade and a half Biblical material was fre-
quently the focus of such productions. In 1964 the first version of
Lawrence Waddy's Jonah, written in 1962, was produced by the BBC as part
of a Sunday evening television series entitled Meeting Point. That same
year dramatist-composer Waddy directed a stage production of his Jonah
at the Bishop's School in La Jolla, California. In 1975 he again pro-
duced Jonah, with some textual changes and expansions and a new score.52
In 1967 Colin Hodgetts' Jo Jonah was published, after having received its
first production in England at the St. John-at-Hackney church. As
described by Kathleen Bainbridge-Bell, "'Jo Jonah' is a rather noisy
musical, liked by the young."53
In 1967 Madeleine L'Engle's whimsical dramatization for children,
The Journey with Jonah, was performed at Columbia University's McMillan
Theatre by students of St. Hilda's and St. Hugh's School in New York
City. The text was published in the same year. In England, Laurence
Manley's Jonah appeared in or shortly before 1968.54 Swedish dramatist
Olov Hartman's On That Day was written in 1967 at the request of the
Wor1ld Council of Churches for its Fourth Assembly held in 1968 in Uppsala,

Sweden, where the play was performed in the city's sports arena.®® on

52 Letter of September 28, 1978, from Lawrence H. Waddy to the
pPre sent writer.

53 Letter of June 6, 1976, from Kathleen Bainbridge-Bell to the
Pre sent writer.

54 1bid. The manuscript, undated, was received by the Library of
the Religious Drama Society of Great Britain in 1968.

55 0lov Hartman, On That Day, trans. Brita Stendahl (Philadelphia:
Fo r~tress, 1968), Introduction, pp. vii-viii.
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That Day was also published in an English translation in 1968. The play
is based primarily on the book of Amos. Jonah appears as a character
only briefly, in "The Sixth Song," with three lines. Before an Israelite
assembly Jonah attempts to support Amos' claim that current political and
business practices are unjust to the poor as we]llas nationally isola-
tionist, but he is laughed out of court. Gordon C. Bennett's So Why Does
that Weirdo Prophet Keep Watching the Water? was presented by students at
Eastern College in St. Davids, Pennsylvania, in 1969. The play was
published in 1973. The short Jonah, You're My Man, a "street-talk"
dramatization not intended for performance, was published in Karl F.
Burke's anthology God is Beautiful, Man in 1969.

In 1970 Sarah Walton Miller published her second "Jonah" dramati-
zation, The Man Who Said No to God, as a "discussion-starter" play for
junior high-age young people. Marion Fairman's In The Belly of the Fish
appeared in print in 1971. In the same year David Campton's Jonah was
presented in Chelmsford Cathedral in England. The play was published in
an acting edition the following year. Brian Tunstall's Jonah was written
in or shortly before 1972.56 Jonah, a puppet play for children by Ewart
A. and Lola M. Autry, was published in 1972. Lawrence Waddy's musical
Jonah was performed in a revised form in 1975 and published in 1978. Two
"Jonah" productions by church youth groups occurred in 1977. Jim Rose's
The Fish Who Went Manning was performed by the author and youth of the
North West Bible Church in Dallas, Texas; and John J. Debrecini's musical

Jonah of Joppa was presented by senior high young people at the Wyckoff

56 The manuscript, undated, was received by the Library of the
Religious Drama Society of Great Britain in 1972. Letter from Kathleen
Bainbridge-Bell.
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Reformed Church in Wyckoff, New Jersey. W. A. Poovey's Jonah--The
World's Greatest Miracle was published in 1972 to be used as ". . . an
introduction to a Bible class, as a discussion starter, or as an alter-
native to the Sunday sermon . . ."57

Chicago's Body Politic in 1978 performed a "story theater" version
of Jonah. The production, directed by James Shiflett, employed panto-
mime, mime (as in the depiction of the ship), and configurization (as in
the representation of the whale swallowing Jonah). Beginning in the
spring and continuing for nine months or a year, Jonah toured churches on
Sunday mornings as part of a program of Bible stories presented through
story theater techniques. In the fall of 1978 Jonah was performed on

NBC-affiliated WMAQ for the religious television program Everyman.58

57 w. A. Poovey, Six Prophets for Today: Dramas on Jonah, Obadiah,
Habakkuk, Hosea, Micah, Amos (Minneapolis: Augsburg, 1977), back cover.

58 The writer is indebted to Mark Atkinson for details of this
production. A member of the original company, Atkinson played the Jonah
role for the television performance. On stage Jonah had been played by
a woman, chosen because Jonah had to be picked up and thrown about a
good deal and this particular actress was the smallest member of the
cast. Atkinson recalls that church audiences frequently objected to the
casting.






CHAPTER TWO

Story-telling Treatments of Jonah

More than one commentator on the book of Jonah has noted the dra-
matic, if not stageworthy quality of its structure. In arguing against
the widely-held view that the Biblical work is an attack upon Israelite
religious nationalism, Elias Bickerman refers to the book as a drama:

. . . the morality play of Jonah has a cast of three characters:

God, the prophet, and the Ninevites . . . there is nothing about

Israel. The opposition between Israel and the Gentiles 1i intro-

duced by commentators who find more than is really there.

Bickerman describes the book of Jonah in terms of strong dramatic action.
Its plot is simple: a prophet announces the destruction of a city;
the inhabitants repent and are spared. This sermonizing theme is
transformed into an exciting tale by holding back the solution and
keeping the reader in suspense.

The Biblical writer first wrings suspense from his theme of the dis-

obedient prophet.

How would he be compelled to fulfill the command? In such cases

the usual means of celestial discipline was bodily pain. But this

trite motif is shunned by our author.

. . . Jonah's self-sacrifice shows his faith in God's justice; thus

the reader knows in advance that the prophet will be saved. But

how?

The task is accomplished through the introduction of a new danger in the

giant fish. What should be Jonah's finish is actually the means of his

1 Bickerman, p. 28.
2 Ibid., p. 4

27
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rescue.3 Again employing the terminology of dramatic criticism, Bicker-
man points out that in the sparing of Nineveh from destruction ". . . the
narrator introduces a new reversal of situation."# T. Henshaw describes
the book of Jonah as ". . . a good short story," but with such character-
istics as plotting, scene division, and characterization as to suggest
again the vehicle of drama.

Though slight the plot is well-knit and is developed in three
clearly defined scenes, namely, (1) the flight of Jonah which ends
by his being swallowed by a fish and vomited on land; (2) his
preaching to the Ninevites and their sudden conversion; (3) his
meeting with Yahweh who rebukes him for his intolerance. From the
moment Jonah appears, fleeing from the presence of Yahweh, our
interest is roused and is sustained throughout the story, which
ends abruptly, leaving us to wonder what happened to the Ninevites
and to Jonah. Though the characters are lightly sketched, they are
not dim shadowy figures but real individuals who can be easily
distinguished. Even Yahweh is not a mere abstraction but a living
personality, who speaks and acts 1like a human being. The book is
the work of a born storyteller endowed with a fertile imagination,
a sense of dgama, a touch of kindly humour and the power of graphic
description.:

T. T. Perowne says of the book of Jonah: "In style it is almost dramatic.

3 Ibid., pp. 10-12. Bickerman cites Jerome as the source for his
perception of the dramatic irony in the fish swallowing Jonah. Critics
would not by any means be generally in accord with Bickerman's sug-
gestion that the book of Jonah is by design or in effect suspenseful.
But note Leslie C. Allen's description of the book of Jonah in terms of
the "element of surprise":

In fact this little book is a series of surprises; it is crammed
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