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ABSTRACT

THE INDIGENOUS DRAMA OF MESO~-AMERICA

By Richard E. Leinaweaver

In the sixteenth century, two great cultures fell
to the Spanish sword and torch in Middle America--the
Aztec of Mexico and the Mayan of Yucatan and Guatemala.

In art, architecture, astronomy and mathematics, these
cultures were so advanced as to make the conquering
Spaniards gaze in wonder. The social organization, the
ritual, the symbolism were all so rich, complex and

varied that it is inconceivable that the Mayas and Aztecs
would not have developed a form of theatrical expression.
This study attempts to collect the evidence of, and to
determine the precise nature of this indigenous theatrical
expression.

With the beginning premise that Primitive Drama
and Ritual Drama have origins in religious expression, or
at least in the same human impulse and expression that
also manifests itself in formal religion, several chapters

are devoted to an analysis of "Primitive" drama. Further,




four developmental categories of Ritual Drama are hypo-
thesized, to the end of placing indigenous Indian
theatrical forms into these various stages of development.
An essentially anthropological methodology has
been used, consisting of the examination of sculpture,
architecture, painting, artifacts, Indian manuscripts and
the perusal of the many volumes written by sixteenth
century Spaniards. Also considered were later accounts
of Indian groups which were isolated from the Spanish
acculturation process. Such was the case with the Abbé
Brasseur de Bourbourg who in 1850 transcribed a French
translation of the Mayan Rabinal Achi, the only extant
major theatrical work of indigenous Middle America; the

first English translation of Rabinal Achi appears in

Appendix I.

In the major Middle American population centers,
the Indian theatrical penchant was almost immediately
channeled into the Medieval Miracle and Morality play. By
admission of the friars themselves, the transition was an
easy one. The basic premise of the existence of a thea-
trical tradition among the natives of Middle America 1s
unchallenged.

This study gathers the visual, physical evidence
in support of an indigenous theatrical expression and
tradition. Masks, costumes, makeup, settings and stages

are discussed and illustrated in drawings and photographs.




Descriptions of the ceremonies of blood sacrifice are
analyzed for their theatrical elements. Dramatic
literature is considered as far as scanty evidence and
material will allow.

The native rituals and Ritual Dramas are analysed
according to the author's four categories of Primitive
and Ritual Drama. Finally, it is hyopthesized that the
Rabinal Achf is the end form into which the various
indigenous ritual and Ritual Dramatic forms would have

developed.
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CHAPTER I

INTRODUCTION

Purpose

The purpose of this study is to describe the drama
and ritual-drama of those Middle American indigenous
tribes which had attained a high cultural level, princi-
pally the Mayan cultures of Yucatan and Guatemala and the
Nahua (Aztec) culture which dominated Central Mexico at
the time of the conquest.

In the Petén area of Southern Mexico and Guatemala,
a flourishing Mayan civilization of cities and great stone
ceremonial centers flowered while the barbarians were over-
running the Roman Empire. The Mayans had developed the
concept of zero before the Arabs brought it to Europe, and
had a calendar system more accurate than the Gregorian.
The Aztecs of the Mexican Central Highlands were a warrior
race; but as they conquered, they assimilated much of the
art, architecture, and ceremony of those they vanquished.
They had been masters of Mexico less than two hundred
years when Cortés and his ragged band of gonquistadores
came, saw, conquered and virtually obliterated the Aztec

natlion.
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These two American cultures were the flower of the
Western hemisphere, and were in many ways more advanced
than Medieval Europe at the start of the Renalissance. Their
art was formalistic and heavily stylistic. Their architects
built structures of such great size and elaborateness as
was thought impossilble without use of the true arch. Their
ritual too was elaborate and intrlicate. Each twenty-day
month had a festival, and many of these contained highly
dramatized ritual. In the course of his monumental
compilation of Nahuatl (Aztec) literature, Angel Maria
Garibay writes:

By simple deduction of analogy we could accept the
existence of /Azteg/ dramatioc poetry; for where there
is lyric poetry, and where the age has such complex
:ggeggffdiose manifestations, the drama cannot be
There are indications that they were on the verge of
developing true drama, separate from ritual, when the
entire process was arrested by the Spanish Conquest. To
colleot evidence of, and to determine the precise nature

of this Ritual Drama 18 the purpose of this study.

Precedent
In spite of the recent shift in scholarly emphasis
from the historical "facts®™ of wars, conquest, and diota-

torships to the economio and social aspeots of Middle

longel Maria Garibday K., Eistoria de la Literatura
Nahuatl (2 Vols.; Mexico, D.F.s orial Borrua, S.A.,

» Iy pe 331.
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America, the drama, and particularly indigenous drama, has
still been somewhat neglected. There exists no major study
of this topic alone, no detailed or thorough research
strictly from the dramatlic viewpoint.
Among theatre studies there are Antonio Magafia

Esquivel and Ruth Lamb’s Breve Historia del Teatro Mexicana,2

Rodolfo Usigli®s Mexico en el Teatro,3 J. Luis Trentl

Rocamora's E1 Teatro en la America ColonialY and Willis

Knapp Jones® Behind Spanish American Footlight35 all of

whom include an initial chapter on the "Indigenous Heritage"
to what is afterward treated as Spanish-American Theatre.

A recent work which contains much material valuable to this
study is Samuel Mart{ and Gertrude Kurath®’s Dances of
Andhuac® which, although it treats of ®"the choreography

and music of Precortesian Dances®™, occasionally parallels
this study when speaking of the dramatic aspects of many

of the dances.,

2Antonio Magaiia Esquivel and Ruth Lamb, Breve
Historia del Teatro Mexicana (Mexico, D.F.: Edicliones de
Andrea, 1958).

3Rodolfo Usigli, Mexico en el Teatro (Mexico, D.F.:
Imprenta Mundial, 1932).

4J, Luls Trenti Rocamora, El Teatro en la America
Colonial (Buenos Aires: Editorial Huarpes, S5.A., 1947).

5Willis Knapp Jones, Behind Spanish American
Footlights (Austin: University of Texas Press, 1966).

6samuel Mart{ and Gertrude Kurath, Dances of
Ansdhuac (Chicago: Aldine Publishing Co., 196%).
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Several works on the origins of theatre and on
primitive drama give significant, though very cursory
treatment of Aztec Ritual Drama. Noteworthy among these

are Loomis Havemeyer's The Drama of Savage Peoples,7

William Ridgeway's The Dramas and Dramatic Dances of Non-

European Races,8 Sir George Frazer's The Golden Bough9

and Ivor Brown's First Plaxer.lo Each of these works

alludes briefly to the existence of indigenous American
theatricals, but the subject is generally slighted in a
large number of accompanying examples of deeper interest
to the author. None discusses the Aztec drama in any
depth, and thorough examination yields no mention, beyond
the author's speculation of probability, of Mayan Ritual
Drama.

Anthropologists and sociologists, however, are
generally very thorough in observing and noting the
complete spectrum of sociological phenomena. Therefore,
surviving forms of ritual or theatrical expression among
both integrated and isolated Indian groups are included.

Among the best of these works are Rafael Girard's

7Loomis Havemeyer, The Drama of Savage Peoples
(New Haven: Yale University Press, 1916).

8william Ridgeway, The Dramas and Dramatic Dances
of Non-European Races (Cambridge: University Press,
19I5).

9Sir James George Frazer, The Golden Bough (New
York: MacMillan Co., 1960).

10Ivor Brown, First Player: The Origin of Drama
(New York: William Morrow and Co., 1928).

L.M—_.




5

11 12

Los Mayos Eternos and Una Obra Maestra del Teatro Maya,

Eric Wolf*®s Sons of the Shaking Earth,13 George C.
14

Valllant®s The Aztecs of Mexico and J. Eric S. Thompson’s

The Rise and Fall of Maya Civilization. ” But again the

surface 1s only touched; conclusions on antiquity and con-
tinulty of phenomena are more important than interpre-
tations.

It is of the utmost importance for those engaged
in meaningful work in the field of theatre to have as
complete a picture as possible of the origin, the growth
and the development of drama in all major civilizations of
the world both past and present. Since the development of
religion was a major step in the development of civili-
zatlon, and since the highly formal and ritualistic drama
of these cultures again demonstrates the interrelationship
between the drama and religion, there would seem to be

Justified a major study in this area of theatre history.

llpafael Girard, Los Mayos Eternos (Mexico, D.F.:
Libro Mex, 1962).

12Bafael Girard, Una Obra Maestra del Teatro Maya
(Mexico, D.F.: Editorial B. Costa Amic, 1947).

13Eric Wolf, Sons of the Shaking Earth (Chicago:
University of Chicago Press, 1959).

14George C. Valllant, The Aztecs of Mexico (New
Yorks: American Museum of Natural History, 1941).

15Eric s. Thompson, The Rise and Fall of Maya
Civilization (Norman: University of Oklahoma Press, 1954).
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Sources

The major problem in writing on the indigenous
drama of Middle America is a pauclity of primary sources.
The very wealth and magnificence of the Aztec empilre made
it a prize too irreslstible for the Spanish adventurers.
Cortés® letters to the King and Diaz del Castillo’s True
History repeatedly apologlze for the lnadequacy of the
descriptive and flowery Spanish language to describe the
wonders of the scene. Tenochtitlan, the Aztec capital, so
impressed Cortés® rude and rustic soldiers, that they
willingly risked death for its wealth. And so Tenochtitlan,
and the mighty, militaristic Aztec empire were put to fierce
and bloody siege and destroyed. Still another apocalyptic
institution rode with Cortés to complete the razing of the
empire; Renailssance humanism had not yet made itself felt
in the still mystic medieval church of Catholic Spain,16
and the good and simple friars who came to claim souls for
Rome found the complex thought and extreme symbolism of
the Indian cultures too strange, too unlike the world as
1t should be. So after Cortés® soldiers had plundered
the material empire, the priests plundered the cultural
empire.

Since the Indians were pagans, every expression of

their art or thought was therefore pagan and had to be

16Mary Wilhelmine Williams, Ruhl J. Bartlett and
Russell E. Miller, The People and Politics of Latin America
(Boston: Ginn and Company, 1955), PP. 75~92.
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supplanted by the Christian. And so the friars, with but

a few fortunate exceptions, burned the books, destroyed
the idols, sculpture and paintings, and forbade all rites
and ceremonies in any way connected with the pagan past.
The persons of the Indians remained, but their complex
and cruel but well-ordered universe was no more.

As a result of this very effective purge, we are
limited to less than a dozen unquestionably pre-conquest
Indian manuscripts; another half dozen or so of these
codices, written immediately after the conquest, survive.
But these are not without their difficulties; Aztec
writing--deciphered for the most part--was beginning the
transition from pictographic to glyphic; Maya writing had
almost completed the change and, with only deity symbols
and calendrical symbols as exceptions, remains largely
undeciphered.

Thanks to the recent interest in Indian Art, and
the subsequent publication of several well-illustrated
volumes on the subject, additional primary sources are
avallable. Reproductions of these, along with a personal
collection of pictures of the mural frescoes of temples,
scenes painted on pottery, masks, and architectural and
sculptural remains, gathered during several trips to
Mexico and Yucatan, will aid in creating a total picture of
the subject.

Other major sources consist of the observations

and written testimony gathered by the sixteenth century
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Spanish chroniclers, Bernardino de Sahagun, Bernal Diaz
del Castillo, Diego de Landa, Diego Duran, Toribio
Benevente Motolinfa and Juan de Torquemada, who, in spite
of sometimes questionable motives and the definite pre-
judgements of misslonary zeal, offer volumes of detalled
reporting of great worth to this study.

Additional clues will be examined from narratives

of mythology such as the Popol Vuh, Book of the Jaguar

Priest, Book of Chilam Balam de Chumayel, and the Book of

Chilam Balam of Tizimin, which although written by Indian

or mestizo scribes in the sixteenth century, contailn what
was orally transmitted and known verbatim by every Indlan
priest.

These, along with Angel Marlia Garlbay®s magnificent
collection and analyses of Nahuatl Literature taken from

the Cantares Mexicanas, Cronica Mexicana and Anales Manu=-

soripts will serve as the major sources of the Prehispanic
eras.

Although development of the Mayan and Aztec cul-
tures was to a large degree arrested by the Spanish conquest,
many oultural tralts and traditions continued, sometimes,
=-=partiocularly among isolated Maya groups--with virtually
no modification, but in other instances, combining with
their Spanish counterparts. Therefore, later accounts by
such travellers as Thomas Gage and John Lloyd Stephens,
and the Abbé Brasseur de Bourbourg trace the survival of

indigenous traditions., A translation of Brasseur's




Fig. 1

Map of Middle America, showing present national bound-

aries and the approximate Northern and Southeastern

limits of Middle America; (After Wolf, Sons of the
Shaking Earth) -

transcription of the Maya dance-drama Rabinal Achi, will

be included as an appendix so that the English-speaking
reader can, for the first time, avail himself of this

exotic form.

Definitions
A few definitions will serve to set the precise
limits of this study. "Middle America"™, or more properly
"Meso-America®, is a term used in anthropology and sociology
to inciude an area roughly from Nicaragua, north to the
northern Mexican deserts. For the purpose of this study,
Middle America is further limifed on the south by the

boundaries «f the Mayan culture, that is, to just east of
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the present Guatemalan-Honduran border (See Figure 1).

"Indigenous®, as applied to drama, simply means
those forms developed by, and native to the "Indian"
inhablitants of Middle America. Although later, syncre-
tized forms will be consldered, thelr inclusion will be
for the purpose of examining surviving indigenous
characteristics.

The term *Ritual-Dramav, which will occur frequently
throughout the work, indicates the areas on either

immediate side of a cultural line which occurs when, as

Nietzche says, "The attempt 1s made to present the god as
real and to display the vislonary figure together with
its aura of splendor before the eyes of all; here the
‘drama’ . . . begins.'l7 Using Jane Harrison®s dise
tinction,l8 Ritual-Drama falls between true drama and
dromenon, a somewhat theatrlcalized ritual or ceremony,
at a point where ritual 1s ceasing to be presented, but
where 1t 1s beginning to represent the "story" or the
situation of a deity.

In its advance from simple riltual to true drama,
Ritual-Drama goes through several stages of development,

as 1t becomes increasingly complex or as it adds dramatic

17Friedrich Nietzsche, "The Birth of Tragedy",
The Philosophy of Nietzsche, Trans. by Clifton Fadiman
(New Yorks Nodern Library, 1954), p. 991.

187ane Harrison, Ancient Art and Bitual (New York:
Henry Holt, 1913), p. 1l5.
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elements. To the end of thoroughly understanding the
unfamiliar forms and characteristics of Middle-American
Ritual-Drama, a discussion of the most popular theories on
the origin of drama, examples of Primitive-Drama and several
forms of Ritual-Drama will be included and an attempt made
to isolate and name several classifications or stages of
development. In order to achieve a common frame of ref-
erence, this discussion will precede the chapters on
Middle America.

This work then is first, a study of the development
of the Ritual-Drama of the Middle American Indian; and
secondarily, it is a reaffirmation of the causal relation-
ship between religion and religious ritual, to the myriad

forms, religious and irreligious, which drama eventually

assumes .




CHAPTER II

THEORIES OF THE ORIGIN OF DRAMA

The Indigenous Ritual Drama of Middle Amer:ca
took forms scmewhat different from the forms of Mediter.
rancean Ritual Drama which later developed into Occidental
Drama., And yet ear:iiest man on this continent, 1ike his

counterpart in Eurasia, was first a hunter and gatherer,

and slowly progressed through a reliance on agriculture
and simple tools to the development of complex social
institutions and magnificent achievements in mathematics,
astronomy and architecture. During the course of this
development certain similarities between 0ld World and
New World ritual and drama appear.

T¢ we are to understand these similarities and

‘.

differenc=s and gain a perspective of the final point 1in
drama and. ceremony at which the Middle American arrived
before n:s culiture was so violently uprooted by the Spanith,
it is necessary to go back to the early hunter and gatherer
and to try to trace the development of his institutional
forms,

There is 1ittle about which we can be absolutely
empiricaily certain about this early man, either of the

0ld World or the New. But several complex theories exist

1z
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which attempt to trace the evolution of certain human
expressions angd 1nst1tutions--M1mesis, Dance, Ritual,
Music, and Poetry--into a final dramatic form. Since the
earliest well-known and reasonably documented Drama was
the Greek, these theories are well larded with classic
exampless but, in each case, the intention is to state how
Drama, not Greek Drama, originated and developed, It is

the purpose of this chapter to examine these theories.

Mimesis

Men 1s a natural mime, Nor 1is he particularly
distinctive from other complex animals in his proclivity
for imitation. 1In his formative years, most of the things
8 child learns to do are by imitation. And when he finds
Spoken language lnadequate, he supplements it by mime or
pantomime. In fact, when language was in i1ts formative
stage, 1t seems likely that much more mimic accompaniment
Would be necessary for communioation.l

Primitive man might have taken his first mimetic
step in the relating of a tale~~how he stalked and killed
the deer or how he defeated a foe in combat; and he

reécreated by imitation his feeling of pride and success

lFor further examples and elaboration on the rela-
tlonship of communication, imitation and learning, see for
eXample John J. Honi mann, Understanding Culture iNe: Yorks
Harper and Row, 1963), pp. - vor Brown, Firs
Plaiers The oéigin of Drama (New iork: William NMorrow and
Oey y PP =LiJ, or virtually any recent study on

Ccommunication ér learning.
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and received welcome acknowledgement from his tribal
audience, But simple imitation of that which man likes
or dlslikes cannot long be dlsassoclated from the desire
for the things he likes and the fear of, or aversion to,
the things he dislikes. When hungry or when wishing to
defend his home or hunting ground, he again desires to do
these things, his memory recalls the previous successes
and he might, through mime, recreate his success--but this
time with an important difference. This time he 1is
recreating the situation before the fact; if indeed he
suoceeds, subsequent contemplation might suggest a causal
relationship. Thus simple imitation evolves into a
manifestation of asplration or apprehension--sympathetic
magic.2

Sympathetic magic 1s not yet related to religions
worshlp is the opposite of magic because 1t recognizes
gods who have the power to say yes or no. Magic means
working a known formula to get a known result--like putting
a glven comblination of coins in a machine and therefore
recelving a package of cigarettes. ®"Worship, on the
contrary, is filling out an application, perhasps in

231r James George Frazer in Chapter III of The
Golden Bough (New Yorks:s MacMillan Co., 1960), divides
sympathetic magic into "Contagious Magic" and "Homeopathic
or Imitative Maglc"; for our purposes, the less precise
term ®"Sympathetlc Magic" refers to the imitative.
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triplicate."’
The mimesis of sympathetic magic is serious business.

The mime does not mimic a downpour by pouring a can of
water on the ground because he appreciates raindrops; "he
is not wrapped in aesthetic contemplation. He is acting
a downpour because he wants a downpour. The counterfeit
has become a charm"4 and he no longer considers himself a
Jester visible only to his tribe; his audience has become
the omniscient and controlling deities, and his

« « o primitive acting, like prayer . . . may be

defined as the soul’s sincere desire--transmuted

into sympathetic mimicry. . . . The /primitive/

mime is a mendicant first and an artist afterward.

As man’s ability to comprehend the vastness and

complexity of his universe increased, so did his fears.
And so did his development of the concepts of the super-
natural forces and the spirits he hoped might control his
universe.

Led astray by his ignorance of the true causes of

things, primitive man believed that in order to produce

the great phenomena of nature on which his life depended,

he had only to imitate them, and that immediately, by a

secret sympathy or mystic influence, the little drama

which he acted in forest glade or mountain dell, on

desert plain or windswept shore, would be takepy up and
repeated by mightier actors on a vaster stage.

3w1lliam Howells, Primitive Man and his Religions
(i Tones Donbledny ol osy 2], 5% 900, =

“Browny Pe 5.

5;259,

6Frazer, Vol. II, p. 110.
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And so when he wanted rain or food or sunshine, he felt he
could best obtain it by acting out his desires. But his
most baslic conocern was with life and death, and what better
way was there to assert the will to live, to demand for his
dull soul a victory over dark, dumb destruction, than to
create and to present hls own vivid example of the 1life
cycle=~birth, death and resurrection.

The food supply and man®s life cycle have some-
thing in common; birth, death, and in the case of the
plant food supply, rebirth; if there is rebirth in plants,
a rebirth of ancestors could account for the unaccountable
energies and forces in the universe. These energies and
forces (spirits) are for the most part unfriendly to man;
if communication could be established with them, if
they could be convinced that man's pleas (prayers) were
worthy, life would be less hard. If man then finds a
mimetic ®"communication®™ which by colncidence works, he will
perform it again each time 1t 1s needed. The “"communication"
thus becomes a ritual. If it does not succeed, man might
rationalize that the ritual was not performed with the
necessary exactitude.

Literally, a ritual 1s any ceremony which 1s
conducted or performed in a presoribed form or manner.

A proocession 1s a ritual--it 18 pre-determined which way
it will go, who will follow whom; & hazing i1s an endurance

rituals kicking the tires of a prospective purchase is a
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ritual. All these things, although having no direct
causal link to their larger context, are prescribed, pre-
ordained and formally performed in a given manner--again
and again.
Bitual, however discredited nowadays--and rightly so--
remains as the ghostly mother of all the arts, of
music, of dancing and the ballet, of the drama, of
the poetic myth which accompanies drama, of painting,
which brings these things to light on pottery and on
the temple walls, of statuary, which represents the
gods, of architecture, the first triumph of which was
the building of the temple and the altar.?

Thus the earliest performers were engaged in the
simple business of mimetically, then ritualistically,
controlling the universe, of helping the corn to grow,
and of defying death, by repeating again and again the
ritualized presentation of thelr desires and needs.

There are two schools of thought on the origins of
these dramatic rituals. F. M. Cornford, Jane Ellen
Harrlison and Gllbert Murray, drawilng examples principally
from Greece, contend that these rites and festivals are
celebrations of the periodicity of nature and are expres-
sions of encouragement and rejoicing to the Spirits of
Spring and Fertility. They attempt, by sympathetic
magic, to influence the abstract "force"™ representing

fecundity in nature--a possibly anthropomorphized struggle
between Winter and Spring, with Spring naturally winning.

7Lewis Spence, Myth and Ritual in Dance, Game and
Rhyme (London: Watts and Co., 1947), p. 102.
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William Ridgeway finds these rites, particularly those
which later developed into tragedy, to be coincidental to
the vegetation cycle and to be more causally related to
the propitiation and veneration of dead heroes and kings
in various stages of transition to deity, and thus to man®s
necessary belief in immortality. In elther case, the
important 1dea is that the ceremonies and rites are simple
expressions of basic emotlions--of felt, but not understood,
needs.

Since these early stages of ritual and theatrical
development will be considered in some detail in the
examination of Middle American drama, an elaboration of

the two theories is in order.

Ritual According to the Cambridge School

What has come to be known as the "Cambridge School
of Anthropology®" developed from the students and colleagues

of Sir James George Frazer, principally Jane Ellen

10

Harrison,8 Gilbert Murray9 and F. M. Cornford. The

87ane Ellen Harrison, Ancient Art and Ritual (24
ed.; New York: Henry Holt, 1927), and Themis (Cambridge:
University Press, 1912).

9G1lbert Murra ’ Eurieides and His %ge (Cambridge:
University Press, 1913), an xcursus on e Ritual Forms
Preserved in Greek Tragedy: included in Jane Ellen
Harrison, Themis.,

1OFranoes MacDonald Cornford, The Origin of Attilc
Comedy (London: Edward Arnold, 1914).
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theory is based on the theses of the conjectural development
of human thought and institutions contained in Frazer's

Golden Bough, 1in which he strips away all formal or ritual

accoutrements and reduces primitive man to his deep concern
with fecundity, with the life and death of himself and
his food supply.

Murray, in his EXxcursus on the Ritual Forms

Preserved in Greek Tragedy accepts three axioms on which

he bases his argument: first, that "Tragedy is in origin
a Ritual Dance, a Sacer Ludus . . . /normally representing/

« o o the Alton, or supposed historical Cause of some

current ritual practice . . .';ll

Sacer Ludus12

and secondly that this
1s "originally or centrally that of Dionysus,
performed at his feast, in his theatre, under the presi-
dency of his Priest. . . .";13 and finally that Dionysus
is "an 'Eniautos-Daimon', or vegetation god, like Adonis,
Osiris, etc., who represents the cyclic death and rebirth

14

of the earth® " which 1s to say, of the tribe and the

tribal lands.

11Murray, ¥n Themis, p. 342.

12pne reader is referred to Appendix B, "Glossary",
for subsequent reference of foreign or technical terms.

1Murray, in Themis, p. 342.
l41bid.
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Dionysus, the Eniautos-Daimon,l5 the Vegetation-

Cycle Spirit is, according to Miss Harrison,
« « « The expression and representation of duréelé. ..
W. 1027 « « o arises out of those instincts, emotions,
esires which attend and express life . . . /and which
are/ . . . at the outset rather of a group than of
individual consciousness.l?

As an example of group thinking and group emotion the
Hymn of the Kouretes, discovered in the temple of Diktaean

Zeus, invokes "a daimon, the greatest Kouros . . . /and/

. o o accompanied a magical dance. . . 18

The hymn was part of an initiation rite, "the
central ceremony of which was a dromenon or enaction of
the New Birth into the tribe."? Initiation into a group
emphasizes group life and the figure of the Daimon

represents the unity of the group.

15L1terally "Spirit of the Year"™ (or period); Miss
Harrison rejects the Frazer termss Tree-Spirit, Corn-
Spirit and Vegetation-Spirit, preferring the implication
in Eniautos of a cycle of waxing and waning, and daimon to
the present, genteel, sophisticated connotations In
"spirit"., Harrison, Themis, p. xvii and ch. 8. Although
I support Miss Harrison's scholarly attempt at precision,
particularly since growing seasons in Middle America do not
always coincide with those of the temperate zones, I will
employ my own variation of Frazer's term "Vegetation
Spirit"--"Vegetation-Cycle Spirit".

16Durée, that which endures, although more properly,
that which has endured and therefore will endure.

17Harrison, Themis, p. xiii.
18Ibid., pP. Xiv.
191p1d.
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e o« o The religious conception of a Daimon arises from
a dromenon . . . /Which/ . . . in its sacral sense 1is,
not merely a thing done, but a thing re-done, or pre-
done with magical intent. The magical dance of the
Kouretes 1s a primitive form of dromenon, it commem-
orates or anticipates, in order magically to induce, a
New Birth. The Dithyramb, from which the drama arose,
was also a dromenon of the New Birth. Further, the
dromenon is a EHIng which, like the drama, is collec-
Tively performed.2

Since most food supplies are seasonal and therefore

recurrent, the chief food-supply dromenon logically occurs

in the Spring with its object being the inducement of

fresh life for man, other animals and plants, in short,

for a renewal of the year.

A particular form of this spring rite was the Dithyramb.
e o« o From the spring dromenon with its magical intent
of the renewal of the year, arose two of the main
factors in Greek religious life and indeed in Greek
civilization: (1) the agones or athletic contests, and
(2) that other contest s%gn{ficantly bearing the same
name, the a§on of the drama. Different though they
seem, and erent as in fact they became, they arose
from the same root, the spring dromenon conceived of

as a conflict, a dramatic setting forth of the natural
happening of the spring.2l

The agon, as expressed in the drama and by the

Olympic Games, and as an expression of the elemental

conflict in nature, goes back to the earliest struggles

and contests, possibly even to Frazer's King of the Wood,

the priest-guardian of the sacred grove of Diana, who

succeeded to that office by the murder of his predecessor

20Harrison, Themis, p. XV.

lebid., p. xvi.



and who restlessly awaited and guarded himself against the
man who was to murder him and succeed him in the priest-
hood.22
The contests, whether athletic games, ritual
warfare or dance, which occur in so many primitive tribes
under the symbol of Winter versus Summer or Tribe versus
Death, are not so different from the formalized enactments
of the same myths (or durées) which developed in Greece.
Lewls Spence believes that
A mimetic element was also present in primitive games,
that in some manner they sought to represent the life
and adventures of the gods, either on earth or in
their own abodes. Indeed the fact that some of the
Greek games actually did so appears to clinch the
matter, although I believe this idea to havs been . . .
subsidiary to the original intention. . . . 3
According to F. M. Cornford, the Greek Olympic Games arose
from a race held by the tribe of the Kouretes, in which
the victor became the daimon of the year, and thus he was
the group and the group®s luck incarnate.zu

The ritual of the Eniautos-Daimon, the Vegetation

Cycle Spirit, who represents both the 1life of the group

and the life of nature, now becomes a representation of

22Frazer, pp. 1-7.

23Lewis Spence, Myth and Ritual in Dance, Game and
Rhyme (London: Watts and Co., 19%7), p. 21.

24p, M. Cornford, "The Origin of the Olympic Games",
Chapter VII in Harrison, Themis.
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« o o the permanent life of the group. The individual
dies, but the group and its incarnation the king
survive. Le roil est mort, vive le roi. From these

two facts, of group permanency and individual death,
arose the notion of reincarnation, palingenesia. More-
over, since the group included plants and animals as
well as human members, and these were linked by a
common life, the rebirth of ancestors and Ege renewed
fertility of the earth went on parl passu.

The principal factors, then, in the increasingly complex
dromenon are the agon, i.e. contest, the pathos, i.e. a
defeat or death, the epiphany, i.e. the triumphant reap-
pearance or rebirth. The ritual of the Vegetation-Cycle
Spirit is similar to what happens to plant and animal life
and also to the ceremony of death and resurrection enacted
in the tribal initiation rite.2®

According to Gllbert Murray, most of the Vegetation-

Cycle Spirits had a special enemy, and it was their fate
to be torn in pieces, scattered over the fields, lost,
sought for, discovered and recognized. In examining the
myths and the various Eniautos celebrations, the simi-
larities he finds bear a striking resemblance to the form
which many Greek tragedies follows

1. An Agon or Contest, the Year against its enemy,
Light against Darkness, Summer agalnst Winter.

2, A Pathos of the Year~Daimon, generally a ritual
or sacrificial death, in which Adonis or Attis is slain
by the tabu animal . . . Osiris, Dionysus, Orpheus,
Hippolytus torn to pieces.

3. A Messenger. For this Pathos seems seldom or

never to be actually performed under the eyes of the
audience. (The reason for this is not hard to suggest,

25Harrison, Themis, p. xviii.
26Ib1d., p. xix.
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and was actually necessary in the time when there was
only one actor.) It is announced by a messenger.
The news comes® that Pan the Great, Thammuz, Adonis,
Osiris 1is dead, and the dead body is often brought in
on a bier. This leads to
4. A Threnos or Lamentation. Specially character-

istic, however, 1s a clash of contrary emotions, the
death of the old being also the trlumph of the new.

5 and 6. An %gggg;;;;;gg-discovery or recognition
--0f the slain and mu ated Daimon, followed by his
Resurrection or Apotheosis or, in some sense, his
Epiphany in glory.27

These characteristics, so familiar to the student of

Greek Tragedy, are similarities 1n word only. An agon

may be the complex debate between Oedipus and Creon, but

in terms of this study, it must be reduced to simple terms,

a single combat--real or ritual, a tug-o-war, or a dance

of ritual battle. A Threnos can be a simple group keening.

An Anagnorisis can be a simple "coming forth" from a cave

or temple door of a personator accoutered as the god. 1In

short, since Mr. Murray 1s making deductions about Primitive

Drama from evidence from fifth century Greek Drama, it

behooves him to reduce these classic terms to primitive

context; but the reader must not be misled. The Vege-

tation-Cycle Spirit exists, waxes strong (proud, in Greek

27G11bert Murray, ®"Excursus on the Ritual Forms
Preserved in Greek Tragedy", in Themis, pp. 343-344.
E.0. James notes the frequent recurrence of similar char-
acteristics in Eastern Mediterranean celebrations. "In
the dramatization of the myth and ritual at the Annual
Festival, lamentation, a sacred combat, the humilliation and
restoration of the king and his ceremonial intercourse with
the queen amid general rejoicling, frequently recurred
symbolizing the yearly decay and revival of vegetation."
The order of the items and the addition of the ceremonial
intercourse are the important differences. In Myth and
Ritual in the Ancient Near East (New York: Fredrich A.
Praeger, 1938), p. 296.
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tragedy), is slain by hls enemy who is at the same time
hls murderer and the Vegetation-Cycle Spirit re-risen, and
who must 1n turn perish at the hands of the succeeding
Vegetatlon-Cycle Spirit who then is also avenger. 1In the
next chapter, it will be seen how this developed into more

complex myth expressed in specific dromenon and drama.

Ritual According to Rldgeway--The Tomb Theory

William Ridgeway's theory of the origin of drama-.-

sometimes called the "Tomb Theory"--was first published in

8

The Origin of Tragedx2 and later restated in a more

thorough fashion in The Dramas and Dramatic Dances of Non-

European Races. It includes these basic conclusions:29

. « o That (1) Tragedy proper did not arise in the
worship of the Thracian god Dionysus; but (2) that

it sprang out of the indigenous worship of the dead,
especlally of dead chiefs such as Adrastus, the ancient
pre-Dorian and pre-Achaean king of Sicyon, as described
by Herodotus in a passage which i1s our earliest
authority for Greek 'tragic dances'; (3) that the cult
of Dionysus was not indigenous in Sicyon, but had been
introduced there by Cleisthenes . . . and had been
superimposed upon the cult of the old king; (4) that
even 1f 1t were true that Tragedy proper arose out of
the worship of Dionysus, it would no less have ori-
ginated in the worship of the dead, since Dionysus was
regarded by the Greeks as a hero (i.e., a man turned
into a saint) as well as a god.

Beyond these points a good part of Ridgeway’s

argument 1is negative, that is to say, he elaborates on the

28W1111am Ridgeway, The Origin of Tragedy (Cam-
bridge: University Press, 1 .

29W1111am Ridgeway, The Dramas and Dramatic Dances
of Non-European Races (CambrIdge: Unlversity Press, 1915),

PP. 5=6.
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holes and inconsistencies he finds in the Cambridge argu-
ment, and then, sometimes tenuously, fills the resultant
voids with sepulchral examples.

He does, however, present an impressive array of
evidence to the end that early Ritual-Drama was held in
connection with funerals. At a wealthy Roman's funeral,
there were hired "keeners", dancers and mimes; the chief
mime wore a mask in the likeness of the dead man and
imitated his speech and manners.3°

Then came the imagines, which . . . were masks repre-
senting distinguished ancestors of the deceased.

. . o Bach was worn by a man who was chosen to resemble
as closely as possible the ancestor personated and was
clothed in the dress of his office. Each rode in a
chariot accompanied by lictors and other insignia of
office. Thus the ancestors of the dead man escorted
him to the family tomb.31

More examples of these ludi funebres follow, from
games and gladiatorial contests to human sacrifice, to
complex impersonation, to complete plays (Terence's
Adelphi at the funeral of Aemilius Paulus in 160 B. C.),32
apparently establishing the celebrations as standard
rather than isolated occurrences.

These ludi funebres seem more frequently to occur

at the temple-tombs of deities rather than men, but

301bid., p. 7.
311bid.

321pid., p. 8.
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Ridgeway resolves this inconsistency by the
« « o sound principle that when a hero or heroine is
found sharing a temple or a festival with a great
divinity, the temple or festival has originally
belonged to the hero or heroine, and that the cult of
the greater personage has been superimposed upon it,
for no one will plant the cult of some minor hero or
heroine upon that of a great deity.
The continual presence of the mask is also stressed
by Ridgeway:; Thespis used only white masks, and these
"were entirely unsuitable for Dionysiac representations,

but eminently adapted for those of ghosts."34

In many
cultures impersonators wear masks when wishing to portray
the spirits of dead men. Furthermore, there is frequently
thought to be a mystical link between the ghost and the
mask, and the wearers of the masks are regarded as temporary
incarnations of the impersonated spirits.35
There would seem to be no doubt that the dead
hero-king would help his survivors. After all, the spirits
at one time occupied this earth, and, though now dead, they
remained anthropomorphic36 and, presumably, as reasonable

and open to petition as they had been in life.

331bid., pp. 36-7.
341pia., p. 11.

35For detailed discussion of the use and devel-
opment of the ubiquitous mask, see Kenneth MacGowan and
Herman Rosse, Masks and Demons (New York: Harcourt Brace
and Co., 1923)% Loomis Havemeyer, The Drama of Savage
Peoples (New Haven: Yale University Press, I1G » PDPe 55-
s A, D, Haigh, The Attic Theatre (Oxford: Clarendon
Press, 1997), p. 242 ff, and Chapters III and V of this

work.

36Havemeyer, D23
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« « o We must keep in view the fact that in the first
primal instance man was not dealing with °‘gods® . . .
but with the spirits of dead men, who, by virtue of
knowledge of the secrets known to the dead, were able,
and at times willing, to help them and to ease their
minds from the anxiety inseparable from absolute
dependence on the food supply. The primary reason why
these dead men should lend their aid is clear enough.
They were thought of as being equally anxious with the
living that the food supply should not fail. If it
did, they too would starve, no offerings would _be made
them, existence for them would be intolerable.37

So the essence of Ridgeway's theory is that behind
the god for whom or before whom the ritual or drama is
performed, we must look for the man, for the hero-king
whom the tribe wishes to honor or from whom it wishes to
obtain aid and intercession with the forces of the

universe.

Compatibility of the Two Theories

It is not my intention here to resolve this disa-
greement between the Tomb-Theory and the Eniautos-Daimon
theory, but only to state both, since evidence supporting
both theories can be seen in the ritual drama of Middle
America. Neither are the two theories quite as irrecon-
cilable as might appear; it seems quite feasible for
primitive minds to consider, at the death of a chieftain
or hero, that they have suffered great loss and that they
would like to have him back. If sympathetic magic works
in other cases, why would not the re&nactment of his

mightiest deeds persuade the "forces" to return him.

37spence, p. 191.
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Neither would it be unreasonable to hope that their hero-
chieftain, like the vegetation, might someday be reborn.

By the time man became sedentary and agricultural, there
could easily occur to him the similarity between the seed

in the ground and the interment of the dead king accompanied
by the hope that each will grow anew; slighter analogies
have bred stranger dogma in more sophisticated cultures.

Ivor Brown suggests a similar duality, but
concludes that man had chieftains before he was a culti-
vator, that he would first be affected by the death of his
hero-king, who was one day all-powerful and prosperous,
the next day lying lifeless, powerless, his "seeming
omnipotence . . . laid in the dust."38 Here is the first
intimatlon of a hero'’s overthrow, of tragic catastrophe.
The mourning and musing of the tribe would surely be
toward immortality; so much nobility could not linger in
the earth.

Magic, myth and ritual would then develop into a
tomb cult where "the struggle between Is and Is Not goes
on."39 Out of this spring passion plays in which an
Osiris or Adonls dies and rises again; the rites become
sacramental, that is, all participate in order that the
celebrant may gain life for himself. Only then, after
the death-cult-ritual 1s long established does man the

38Brown, p. 54,
391b1d., p. 55.
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cultivator see the comparison between the buried seed and
the buried hero; and by then the rudiments of drama have

already been established.uo

Primitive Mimetic Dance and Ritualized Mimetic Dance

These are the major hypotheses on the origins of
Drama. All are based on the presupposition of the mimetic
impulse and mimetic ability in man. But the examples of
mimesis that have been noted so far are not art, unless one
considers art as simple emotional expression, in which
case one would have to say that the origin of art is not
mimesis, but that mimesis springs up out of art--out of
emotional expression.

Primitive Dance and Mimesis are both emotional
expression; both are characterized by a physical release
of emotion through movement. Together they form the
simplest classification of Ritual-Drama--"Primitive
Mimetic Dance".

When simple ritual--pre-ordained, repeated and in
some way staged--is grafted onto this combination of
Mimesis and Dance, a more formal situation develops, and
this will be called "Ritualized Mimetic Dance".

The examples discussed in this chapter: the tomb
rites, the sacred combats, the death-resurrection rites,

seem to fall into these simple forms. In the next

401p1d., p. 57.
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chapter the development of these mythic expressions into
complex rituals and finally into something akin to what
we know as drama will be considered. As the ritual
increases in complexity, as the sophistication of the
culture and its mythology increases, and finally as poetry
is grafted to it, the development of two other classi-
fications of Ritual Drama will also be defined.

But up to this point we have only near-random
organization of the expression of profound needs.
Primitive man looked about him, saw the might and inexorable
forces in the universe, recognized his own minuteneés, his
insignificance, and out of feelings of futllity and despair

decided that he must do something. Dromenon and Drama are

both words with roots of "to do"; and primitive man, in
his first tentative steps toward hope, toward elevating
his soul’s worth, toward implementing progress (a concept
unknown to him), toward controlling his own destiny,
toward flying in the face of Fate (still a major concern
of Periclean Athens) toward finding a place in the Sun,
did something. At best, it was a beginning--a beginning
of knowing himself, and a beginning of drama.



CHAPTER III
RITUAL DRAMA: STAGES OF DEVELOPMENT

In the previous chapter the motives and reasons
of primitive man for originating Ritual Drama, or more
simply, why he needed this expression, have been examined.
The purpose of this chapter is to determine how it was
expressed. It has been seen that mimesis, grafted onto
primitive dance, resulted in the expression of a mixture
of a hope and a consciousness. Hope is eternal, but
consciousness grows from feeling to mythic consciousness
to empirical knowledge; and for this reason, myth--the
next graft on this dramatic tree--will be briefly
examined.

Next, it will be seen how dance can express the
increasingly complex myth, how the need for the "specialist™
--the actor, develops, and how the visual aspects of perso-
nation increase. A few more examples of Ritual Drama in
a more complex or sophisticated form will be followed by
an attempt to isolate specific stages of development in
Ritual Drama. Working forward from the simple mimetic
expressions discussed in Chapter II and working backward
from Aristotle’s account of pre-Aeschylean Greek Ritual
Drama, four developmental classifications will be defined--

e
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"Primitive Mimetic Dance", "Ritualized Mimetic Dance",
"Dromenon Drama" and "Proto-Drama", each representing the
addition of new or increasingly complex dramatic elements.
This background will then serve as a common frame of
reference for the discussion of the Ritual Drama of

Middle America.

The Grafting of Myth to Ritual

Our conjectural early mime has been seen to
return from a hunt and reénact his kill. As this pleases
him, and he repeats it, and as others join with him, it
becomes a re&nactment of the hunt, not a specific hunt.
As the re&nactments, now enactments, naturally take on
the most pleasing or most spectacular aspects of several
different hunts, there is, for a time, confusion between
history and myth. Malinowski sees in this, not "confusion",
but

. « o a special class of stories, regarded as sacred,
embodied in ritual, morals, and social organization,
and which form an integral and active part in primitive
culture. These stories live not by idle interest, not
as fictitious or even as true narratives; but are to
the natives a statement of a primeval, greater, and
more relevant reality, by which the present life,
fates, and activities of mankind are determined, the
knowledge of which supplies man with the motive for
ritual and moral actions. . . .

. . . e o e o 0 6 o e o e e o e e

Myth as it exists in a savage community, that is in
its living primitive form, is not merely a story told
but a reality lived. It is not of the nature of
fiction . . . but it is a living reality, believed
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to have once happened in primeval times, and continuing
ever fince to influence the world and human destinies.

As questions occur to man, they must be answered.
Since the simplest questions are of causal relationships,
ritual and myth would first develop around the immediate
causes of historical situations and events--the food
supply, rain, the sun, propagation, etc., as has already
been seen to be true.

Eventually the primal cause-~the creation or the
founder of the race--1s arrived at, and becomes the predo-
minant theme in ritual in virtually every primitive
society.,2

By setting forth the beginning of things in
narrative form as a cult legend the primeval reality
was affirmed and translated into action in a set of
dramatic performances in order to make supernatural
power accessible here and now. The purpose, however,
was not to explain the cosmic processes, but to main-
tain a right relationship with . . . the spiritual
forces that controlled them and regulated human
affairs. Therefore, in the cult drama the . . .
divine power vouched for in the legend was re&nacted
and made accessible in the ritual for the good of the
community as a collective experience. To this end
the sacred had to possess a form, visibly and audibly,
so that ritual and myth were, as they have always
been, two facets of the same sacramental activity.3

lBronislow Malinowski, "Myth in Primitive
Psychology", in Magic, Science and Religion and Other
Essays (Boston: Beacon Press, 19%48), p. 100.

2E. 0. James, Myth and Ritual in the Ancient Near
East (New Yorks Frederick A, Praeger, 1938), p. 292.

31bid., pp. 292-3.
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"The good of the community as a collective
experience" then is the most important aspect of mythic
ritual. As such, it can have more specific ends, among
the most obvious, didactic.

Havemeyer tells of a New Guinea initiation
ceremony in which a man dresses as the mountain god.
The frightened boys are led into the wilderness to his
presence; he then delivers an impressive address to the
end that he will be their friend if they obey the elders.q
In short, the dramatization of this myth acts as a school
of obedience. In Australia, the actions and habits of
different animals are depicted in initiation rites as
part of the novice'®s instruction in the sacred lore
connected with the totems and ancestors of the various
clans. The mores and expected behavior of the tribe are
other frequent subjects. In these cases, as in the
Medieval Morality plays, good triumphs over evil.5

Communality, or its more zealous expression
"patriotism", is another end of the mythic primitive drama.
In simplest form, war dances, aside from their use as
sympathetic magic, serve to work up the participants to
a high pitch of excitement so that they are able to rush

into battle and display great bravery in the face of

4Loomis Havemeyer, The Drama of Savage Peoples
(New Haven: Yale University Press, 1916), p. 148.

5Ibid., pp. 126-8.
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danger. In more sophisticated form, the sense of pride
and belongingness resulting from the larger-than-life
portrayal of the mighty and heroic deeds of our ancestors
and our gods in comparison perhaps to the modest depiction
of their enemies, better effects the direction of tribal
or national energies.

Didacticism and communality are, of course, in
addition to the earlier and simpler purposes of renewing
the processes of fertility and stabilizing society in
relation to the transcendental sacred "forces", or even
more simply, of amusing the "forces®™ and inducing them
to grant the desired request.

In all cases, a reality of tribal or group iden-
tity is inherent. Often the myth purports to be history.
And so it is; but not in the sense of being an accurate
description of an event or course of events in the precise
manner or chronology in which they actually occurred in
time and space; although it is doubtful whether mytho-
logical events which do not have some roots in the his-
torical process could have any meaning. But historical
discrepancy is as irrelevant to myth as it is to poetry,
art and musici for they are of the same order of reality.

The purpose of myth is to express man's under-
standing of himself and the world he lives in, not to
portray an objective picture of the world as it is.

Human values must be applied to non-human phenomena.
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« o « At a deeper level of experience there are
recurrent situations of profound emotional and spiri-
tual significance which can only find expression in
symbolical representation. For this purpose myth and
ritual often are the most adequate and efficacious
ways of setting forth fundamental realities and
values, since it is their primary function to commun-
icate transcendental beliefs and congepts in their
own particular mode of presentation.

It may be difficult to see the "communication of
transcendental beliefs and concepts"™ in the "leaping
dance" common to almost all primitive tribes, but this is
where it must be sought again, in that impulsive, almost

instinctive means of human expression--the dance.

Dance as Myth and Ritual

Dance was apparently the first form of mythic
expression. The "Snake Dance", the "Rain Dance", the
"Harvest Dance"™ were and still are, rituals with sacra-
mental significance to the participants. In the case of
the ubiquitous leaping dance, this is one of the easiest
in which to find "transcendental concepts", for it is
simply symbolic of sexual intercourse and expresses a
desire for human and/or plant and animal fecundity.
Although Havemeyer would call this "unconscious drama"?
along with that great mass of dance which is "nothing

8
more than a means of working up religious excitement",

6James, p. 308.
7Havemeyer, pp. 12-13.
8Spence, pPs 95.
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nevertheless sexual intercourse and religious excitement
seem most basic in speaking of "fundamental realities"
and "transcendental concepts®.

In the Upper Paleolithic Era, some twenty thousand
years ago, on the wall of the cave of Lascaux in France,
someone painted a dancer 1in a mask and wearing a spotted
skin, impersonating a mythical or sacred animal.? It
seems evident that dancing and mimetic imitation are
natural to men who have "advanced hardly at all along the
road of intelleotual development; they might almost be
called animal funotions.!lo

The earliest known form of true ritual dance is
a dance of Lamentation in pre-dynastic Egypt. It was
performed ", . . in connection with the Osirian drama . . .
by persons of both sexes, who in their movements and
gestures, imitated the sorrow of Isis and Nephthys . . .
at the death of their brother,"ll

The ritual dance which accompanies the Hymn of
the Kouretes, the earliest dithyramb, is a prayer to the
god to rejoice in the dance and song which the worshippers

make to him while dancing.

9James, p. 23.

1°Ivor Brown, First Player: The Origin of Drama
(New York: William Morrow and Co., 1928), Pe. 53.

llgpence, p. 96.
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The worshippers dance around the altar of the Kouros

because 'here the shielded Nurturers took the Kouros,

an immortal child f{gm Rhea, and with noise of beating

feet hid him away'.
The god i1s not present at the beginning but is bidden to
"come", to "leap". The god then performs the same ritual
as do the participants; he "leaps when his attendant
worshippers leap and the land 1is rertile."13

The dithyramb, as it evolved into the choral ode,

was still accompanied by dance, well into fourth century
Greece. Indeed, in Aeschylus' plays and in other

+ « o Serious tragedies . . . the dance was hardly

lessened in importance, and therefore such plays

were a kind of composition which might well be termed

orchestikotera (more appropriate for dancing). This

harmonizes well with the fact that Thespis, Phrynichus,

Pratinas, and Choerilus were all termed dancers by

the ancients and that Aeschylus invented many new

figures, the fact being that the drama was still

merely an operatic performance. . . . b
Spence quotes Lucian in the Peri Orcheseos as stating that
there cannot be found "a single ancient mystery in which
there is not dancing. . . . But as all men know, many
people say of those who reveal the mysteries that they
dance them out."15

Essentially the dances that release instinctive

emotion or which are part of a mythic ritual fall into

12Harrison, Themis, p. 10.
L1baa.

1“31dgeway, Dramas and Dramatic Dances of Non-
European Baces, p. 4%

1l5Spence, p. 100.
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two categories: the dance that commemorates or celebrates

by re-presenting, and the dance which anticipates by

pre-presenting, that is, the dance of sympathetic magic.

Almost every culture has had an enactment of a

mock combat in its background. As an expression of that

most basic dramatic characteristic, conflict, it is one

of the most ubiquitous dances which hovers on the

borderline of drama. The English Morris Dance with its
clashing of sticks, is first cousin to the sword dance.16

Havemeyer contrasts the dance in the drama of the
savages and of the Greeks by the quantitative criterion
that "in the first it dominated the whole performance, but
in the second 1t was subordinate to the more important
action."7?

The dance, ritual and mimesis easily graft to
each other, for they arise from the same emotions and
needs, and to some extent they depict the same expressions
of those emotions as myth. Dance, also, is

« « o Of the nature of myth, the sister of ritual,
in that it depicts and brings to light the circum-
stances of myth.

o o o Thus ritual is the mimetic magic by virtue
of which religious acts for the behoof of the com-
munity are performed; myth is the account of_those
acts in words, while . . . /Jdance and ritual/ . . .

actually bring them into view. It is thus a living
friéze of ritual action from which the myth emanates

1éBrown, p. 7H.
17Havemeyer, p. 102,
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in the choral song which frequently accompanied the
sacred dance. Yet all three--ritual, dance and myth
--are really one; . « o indivisible parts of a single
thought-process. + . .18

From Tribal Particlpation to Specialist

In the course of development from the relatively
simple sacramental dance as an expression of emotion to
the more formal and complex rituals, there also developed
the specialist or the actor. In the early ritual-dances,
sacramentalism was essentlal; everyone had to take part,
not only for his own beneficial communion with the god
or "forces" but also because the entire tribe might better
"overwhelm" the god by their sheer numbers. But as the
dances and rituals became more complicated, as communication
wlth the "forces" became more esoteric and involved, the
need developed for a "speclalist" to devote more time and
attention to their performance. After all, if they were
not performed exactly the same way each time, they might
indeed lose their effectiveness, As time went on, and
staging became more elaborate and involved, fewer and
fewer of the common people could participate; although a
part of the ritual--an answering chant or a preceding or
subsequent general dance--was always reserved for them,
the distinction between an audience and the "speclalist”

had begun.l9

18spence, p. 101.
19Havemeyer, pp. 102=3; 175-6.
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Considering the most primal needs of individual
man, it 1s easy to be a bit cynical in the conjecture of
the first "specialist", at least while the ritual was still
essentially based in sympathetic magic. We can see how
this priest-medicine-man-actor might hold sway over his
more superstitious fellow tribesmen.
.« o o He learns by a careful study of weather condi-
tions when a storm is due and then holds a ceremony
to bring the rain. When the rain comes he claims
the honor of having brought it. If animals are needed
for food, he discovers through scouts or other agen-
cies where they are likely to be found and then has
a ceremony performed, telling the people that by
intercession with the gods through the mystic sympa-
thetic magic rites the _deities have been persuaded
to grant his requests,20
The people believe and he is secure and permanent in his
office.
A priest 1s, technically, a mediator between gods
and man, and thus, in the strictest sense, everyone with
a role in a religious ritual-drama is a priest. In many
cultures dancing and ritual are a special branch in the
education of a priest or priestess.21 If the chief deity
is a war god, the chief roles may be taken by a warrior
by reason of stronger sympathetic magic, but more than
likely, if it is a war-dominated culture, as much of
Middle America was, its aristocracy would probably be the

warrior-priest, again by the reasoning of sympathetic

2°Havemeyer, p. 39.
2l1pid., p. 176 ff and Chapter VI of this work.




Fig. 2

Two primitive cave drawings showing animal disguise.
Birdman from the Cave of Lascaux (Magdalenian Period),
"The Sorcerer" from the Cave of Trois Fréres (Aurig-
nacian Period). (S. Giedion, The Eternal Present,

New York: Bollingen Foundation, 1962. Birdman, p.

511, "Sorcerer", p. 504).

magic.22 So during most of the development of Ritual-

Drama, the priest was both actor and stage manager.

Masks and Accoutrements in Ritual and Ritual Drama

Masks, as aids in impersonation of animals, of

persons, and of abstract ideas, have several times been

221pid., p. 177.
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alluded to. They are lndeed characteristic of Drama
throughout its development, preceding Drama, Ritual-
Drama and simple ritual back to the earliest occurrence
of sympathetic magic.

Before man had a concept of an anthropomorphic
deity he had a concept of animism, the separate spirit-
essence of animal and plants, and of totemism, the
fraternal adoption of a sacred taboo animal by the tribe.
These two concepts were demonstrated and served by the
wearing of animal sklins and masks.

In the previously mentioned cave at Lascaux 1is a
painting of a man with a bird shaped head (Fig. 2), and
another of a "masked figure of a sorcerer in a spotted
skin of some bovida impersonating a mythical or sacred
animal. . . . On its forehead are two long horns. . . .23
Numerous representations of men wearing animal masks or
heads at other Palaeolithic sites in Southern France and
Northern Spain "confirm the evidence respecting kinship
with the animal creation and the mimetic dance in the
Upper Palaeolithic."?

Another early source is the ancestor mask. There

is overwhelming evidence25 that actors wear masks when

23James, pP. 23.
241p1d., p. 27.
25Brown, p. 45.
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wishing to portray the spirits of dead men. "The actor
. . . may be one who keeps the spectre from the door;

or he may himself become, by the adoption of ceremonial
uniform, a living version of the dead man whose spectre

is abroad."?6

If at funerary rites ancestors are to be
portrayed, it would be difficult to imagine them in the
unmasked face of a fellow tribesman. The dead man, too,
frequently wore a mask. Sometimes it was buried with him,
but on other occasions it might be kept for a future
ceremony in which the dead man, now an ancestor, would
return to preside at the funeral of a descendent.

When we look at the murals depicting the seemingly
anthropomorphic animal-gods of Egypt, over five thousand
years old, the question arises as to whether these are
meant to be real gods or if they depict personators in
the masks and trappings of the gods. The question can
probably never be finally resolved; nevertheless, there
is a high probability that anything which appears artis-
tically represented, and for which an image appears in
nature, almost surely exists or existed.2? So, if a man
is depicted wearing a mask, even the serpent-like head
of the Egyptian ibis, or if there are stone sculptures
of masks, it is highly likely that masks existed and were

261bid.
27Giedon, p. 321.
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worn in that time and place.

In Greece, at the Hymn of the Kouretes ritual,
Titans, "the white clay men" were real men dressed up as
"bogies” with faces painted white to perform their
initiation rite.28 Paint was one of the first materials
used as masks 1in Greece.

The contrast between the ancient and the modern
actor is masked by nothing so conspicuously as by the
use of masks. These masks . . . were a regular
feature in the old Dionysiac worship, and were
probably inherited as such by the tragic stage. . . .
Thespis, the earliest of the tragic actors, . . . at
the commencement of his career . . . merely painted
his face with white lead and purslane. Later on he
employed masks; but these were of a very simple
character, consisting merely of linen, without paint
or coloring. . . . Aeschylus was the first to employ
painted masks, and to portray the features of a
dreadful and awe-inspiring character.?

Early masks, that is, those depicting animistic
or totem animals, usually consisted of the skin of the
animal, stretched or shaped to fit the wearer. Leather
remains as a major material for masks. The Mandans of the
American Plains, when dancing the Bull Dance, wore the
head skins of bulls, bears, wolves, and swans.jo

The Alaskan Eskimos have an historical myth to the
effect that all animals had a dual existence, and that,
at will, they could become either animal or man. When

the animal wished to become a man, that is, the thinking

28Harrison, Themis, p. 17.

29). E. Haigh, The Attic Theatre (Oxfords:
Clarendon Press, 1907), p. =

30Havemeyer, p. 141.
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part of the creature--it pushed up i1ts beak or snout as
if it were a mask. The human form, called the inna,
also became the ghost at the death of the animal. At
the "Inviting In" feast the dancers wear masks representing
their totem animals, and the dancers become, or at least
are endowed with the spiritual essence of, the animal. To
this end, the masks are made with double faces, that 1is,
the beak or snout of the animal 1s *“fitted over and con-
cealing the face of the inna below".31 The outer mask is
sometlimes pegged to the other for easy removal or is built
around hinged doors which open, indicating a metamorphosis.
When the dancer wears the mask of his totemic animal he
needs no double face, since he already represents the
inna of the animal.32
In advanced cultures, leather usually gives way
to more workable materials. In Athens
Masks were generally made of linen. Cork and wood
were occasionally used. The mask covered the whole of
the head, both 1n front and behind. Caps were often
worn underneath, to serve as a protection. The white
of the eye was painted on the mask, but the place for
the pupll was left hollow, to enable the actor to see.
o o o It varied in size according to the character of
the personage.33

In Mexico today masks are still made of wood, cloth,

leather, clay, paste and paper.34 Considering the number

311bid., p. 56. 321bid., p. 57.
33Haigh, p. 24k.

34Frances Toor, A Treasury of Mexican Folkways
(Mexico, D.F.: Crown Publlshers, 1947), D. O%.
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of Middle American masks which will be submitted as

evidence in this work, one point must be made on these
materials: masks are almost never made of stone or any
durable material, with the exception of the gold masks of
the Aztecs and Incas, which were one of the first things
in the Spanish melting pots. For the most part, the
ancient masks that have survived, both in the Mediter-
ranean and in Middle America, are not the actual ritual

or dramatic masks, but artistic representations of them.

Ritual Drama: Four Stages of Development

Having examined some of these developmental
aspects lndividually, theilr comblnation in the several
stages of development will now be considered. Examples
of the most primitive dramatic expressions have already
been noted; it 1s now necessary to set the other limits--
the point to which Ritual Drama can advance without
becoming true drama. To thls end, an example from Attlc
tragedy will be considered; and borrowing from Ridgeway’s
method3d of working in reverse chronology, an attempt will
be made to deduce the nature of pre-Aeschylean Drama and
to determine 1f 1t was truly "primitive".

Aristotle in the Poetlcs notes several metabolae

or chronological changes through which tragedy advanced

35Ridgeway, Dramas and Dramatic Dances, p. 3.




in its evolutionj

Aeschylus first introduced a second actor;

he diminished the importance of the Chorus,

and assigned the leading part to the dialogue.

Sophocles raised the number of actors to three,

and added scene painting.

« o o The short plot was discarded for one of greater
compass,

and the grotesque diction of the earlier satyric
form for the stately manner of Tragedy.

In reverse chronology, the final metabola is that

it was late that tragedy got free from the grotesque
diction of the earlier satyric form and took on the stately
manner of Tragedy. Ridgeway interprets this last to mean
that by the elimination of grotesque diction, tragedy
"became completely dignified".37 While grotesque diction
could conceivably refer to a lack of decorum, that is,
the diction could be untrue to type or untrue to char-
acter, it could also refer to untoward obscenity or
vulgarity either in language or action. But we are at
least certain that the Satyr play was not "completely
dignified" nor of a "stately manner", and that it
occasionally dealt with all too human (i.e. undignified)
problems and situations.

The sixth point, that the short plot was discarded
for one of greater length, is simple enough. Greek plays,

by most standards, still appear short. We can assume that

36s. H. Butcher, Aristotle®s Theory of Poetry and
Fine Art (4th ed.; New York: Dover Publications, INC.,
s Pe 19.

37Bidgeway, Dramas and Dramatic Dances, p. 34.
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pre-fifth-century plays were more the length of the
Medieval cycles and possibly diminishing back through time
to "trope" lengths and even, as Aristotle and Miss Harrison
suggest, beginning with little more than a dramatized
dithyramb. So far we have short plots without thoroughly
dignified diction and, probably, theme.

Point five, the addition of scene painting, would
seem logically to support the short-plot idea. If there
is, say, a crucifixion or a "coming férth" from a temple,
any "place" could technically suffice as a specific place,
supported only by a line of dialogue. If Osiris comes
from the Nile or Dionysus from a mountain, the coming-
forth is more important than the mise en scene. The point
is that a trope-like incident or event could as well be
enacted on a threshing floor, at the front of a temple
or on a raised platform or scaffold, and in any of these
places, painted scenery or, indeed, any scenery would
represent an unnecessary luxury.

Item four is the addition of the third actor.

It goes without saying that the scope and complexity of
the plot or the tropaic incident is limited by the number
of characters possible. Reviewing to this point, we have
a relatively short playlet, of a relatively free form--
that is, not stately nor completely dignified--probably
staged in a "limbo" or proto-platea by two actors and a

dancing chorus.
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The first three items listed by Aristotle can

really be considered as one great development, since

they seem inextricably linked by causal connection.
Aeschylus® adding of the second actor made possible the
increase in the prominance of the dialogue between two
actors, which in turn, would tend to reduce the rdle of
the Chorus. Before this, there was a Chorus and one
"answerer"; the long hymns or odes of the dancing chorus
probably alternated with similarly long passages by the
single actor. Dialogue, at least in the more recognizable
and familiar stichomythic form found in the agon probably
did not yet exist.

From the evidence presented by Aristotle then,
pre-Aeschylean drama can be deduced to have taken place
in a staging area with little or no scenery to represent
the true locale; and with long odes or speeches alterw
nating between a single personage and a dancing chorus.

It was a short work, contalning probably one major "plot.
incident", or, at most, a distillation of the struggle-
death-lamentation-epiphany of a hero/god. Even this,
however, would be difficult to ghtage with oniy one actor
without considerable supplementary narrative. Apparently,
the popular taste for comedy and burlesque allowed less.
than~stately presentatlions of what was, to some minds,
serious. For example, the personation of Dionysus, apprce

¢ rite, while not whoily

priately accoutred, in a
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inappropriate to his nature, would not lend itself to
"the stately manner of Tragedy". Thus, divergent types
began to appear.

But even as far as this drama is from our modern
concept of theatre or even from the great plays of
Sophocles and Euripides, it is even further from that
first mimetic "hunt-telling" of the conjectural primitive
tribesman. The order of development of these stages will
now be considered, along with the addition and complexity

of dramatic elements.

Primitive Mimetic Dance

As has already been seen, Primitive Mimetic Dance
is almost exclusively dance. For the most part it is
imitative of animals and their behavior, and occasionally
of hunters. The animal personators usually dress them-
selves in the hide of the animal they represent, including
the flayed head skin of the animal, and attempt to vocally
imitate the sounds appropriate to the animal. There is
sacramentalism, that is, the whole tribe partakes; if not
the whole tribe, then a large group, €.g., all the women
or all the hunters. The subject of the dance is, to use
Miss Harrison®s term, durées--the food supply, death and
propagation. Totemic dances, Ritual warfare of divided
groups, and Spring-vegetation rites would come under

this heading.
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Ritualized Mimetic Dance

Myth is an ordering of "knowledge"; and as it
becomes more ordered, the ritual expressions of it take on
more formality. As the name implies, "Ritualized Mimetic
Dance", is still primarily dance, but now the dance is in
imitation or reconstruction of a simple event. As in the
Sacer Ludus, it frequently represents an aiteological
incident. Simple language is added too, although for the
most part it is probably random with the only formal
language a brief narration or "ode"™ as in the Greek
"Hymn of the Kouretes". The ritual is still sacramental,
but here a specialist may begin to appear, either as the
personator of the answering god or as the "narrator"™ or
leader of the hymn. Painted or solid masks and simple
symbolic trappings appear, at least on the focal figure--
the god or hero/king. The simpler funeral rites described
in the section on Ridgeway’s Tomb Theory would fit this

category.

Dromenon-Drama’®
This category would most nearly fit the popular

concept of Ritual-Drama. For it is a very definite

38Although I borrow the term dromenon from Miss
Harrison (Themis, pp. 33-38), I am using it a little less
broadly than she. For while by her definition all four
of these categories plus the Mass and an Elks initiation
could conceivably be covered by it, I am attempting to
use it to indicate that stage where the spark has just
lighted, that stage immediately preceding the one which
is easily recognizable as Drama.
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ritual and it does recognizably include several dramatic
elements, notably spectacle, dialogue, and something of
character. The "Dromenon-Drama" is characterized by dance
separated from the "episode": it is the staging of a
moment or single event with a focus on a single person--
real or allegorical«-and his deed, and includes a first=-
person oration by the central figure along with a group
hymn, ode or lamentation. Since the central figure is
now a specific person, there must be individuality of
mask and accoutrement along with the creation of a real
or symbolic aura about the central figure, not in the
sense of scenery, but as a hint of his godship or king-
ship given by his attendants and by their relationship
to him.

These can be more clearly seen with an example
from the 0ld World. E. O. James draws from the Tammuz
Liturgies of Mesopotamia an account of the Annual Festival
in which Tammuz, the suffering god, and Ishtar, the
sorrowing goddess, symbolize Autumn. Amid the singing of
dirges, Ishtar wandered in barren fields in her sorrowful
search for Tammuz in the underworld.

In the laments of the priests and people the cry of
the suffering Shepherd-god echoed until he was re-
leased by the Goddess and restored to the upper world.
Then sorrow was bturned into Joy and defeat into
victory, celebrated by a royal banquet furnished with
gifts from deified kings . . . offered to Ishtar to

rejoice her heart, ending with a doxology addressed
to the reunited gods in the bridal chamber for their
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bestowal of renewed life, vigour and prosperity.39
The vegetation symbolism is clear in this. When the
growth process declines in Autumn, while Tammuz is in the
underworld, the hope for the revival of the vegetation
was associated with his subsequent liberation

. « » and a sacred marriage ritual to promote fer-

tility in nature and mankind recorded in the form of

liturgical texts recited or sung in the temples in

Ugarit dedicated to Ball and his father. There

amid stone phalli, female figurines and plaques,

representations of animal masks worn by priests,

and bulls® horns, the cult drama was celebrated in

the prescribed manﬁer, the texts explaining the

actions performed.+0

This comes very close to the epitome of "Dromenon-

Drama"™. Although the accounting is sketchy, there is
sacramentalism in the dirges and lamentation of the
priests and people; and this is separated from the
"episodes" of the royal banquet and the marriage ritual.
There was definite personation of Ishtar and Tammuz and
possibly of the gift-giving, deified kings. The priests
wore animal masks. A doxology or hymn was recited or
sung to the reunited gods in the bridal chamber. There
is no evidence of real dialogues, and although, technically,
there were several plot incidents, it dramatized a single

situation.

39James, p. 300.
401bid., p. 87.



56
Proto-Drama

The final classification of Ritual Drama, and the
closest one to true Drama, will be called "Proto-Drama”.
The prefix "proto" means "first", and in the most tech-
nical sense, it can be called first-drama. But in
actuality "Proto-Drama" is still more ritual than true
drama; it has all the needed ingredients for drama
except those which enabled the Greeks to develop Tragedy--

poetry and philosophy.41

imesis; dance, myth, ritual,
and music gravitate easily to each other; but together
they do not quite make up the drama. They still await
the final ingredients to make the brew ferment--poetry
and philosophy.

The dialogue of "Proto-Drama" consists of very
long speeches or odes alternating between two characters
or between one character and a group. The amount of dance
decreases further, and it is again separate from the
episodes, preceding or coming after them. Although there
are probably several incidents, the plots are short. The
central figure is a "historic" hero-king-god (a single
concept) completing the anthropomorphism. Since he rep-
resents a specific person; there is again individuality
of masks, costumes and properties. There are no more

than two major impersonators, and real sacramentalism

41Harrlson, Ancient Art and Ritual, p. 146.




2

I
DN

gilves way to a symbolic sacramentalism, represented by a
group or Chorus.

An example of "Proto-Drama" is the Akitu Festival

in Sumer which took place in the third millennium B. 0.42

When Babylon became the capital and Marduk replaced
Tammuz as the male devine figure the Akitu was celebrated
in the spring. The ritual opened with elaborate purifi-
cation rites and the recitation of the Enuma elish, a
sacred narration. The king was then escorted by the
priests to the shrine of Marduk where he was left alone.

The high-priest then emerged from an inner sance
tuary, where the statue of the god stood, and divested
the monarch of his regalia, slapped his face, pulled
his ears, forced him to his knees before the image and
extracted from him a negative confessions

I have not sinned, O Lord of the lands,
I have not been negligent regarding thy divinity,
I have not destroyed Babylon.

To this the priest replied by a kind of absolution and
blessing from Marduk, and restoring to him his
insignia he re-established him in his royal office for
the ensulng year,

In the meantime there had been increasing com-
motion in the city during the search for Marduk, who
was imprisoned in the "mountain" of the underworld,
and whose captivlty was reflected in the desolate
state of the land. Mock battles ensued for the pur-
pose of releasing him. This was accomplished on the
sixth or seventh day by his son and avenger Nabu.43

After the liberation of Marduk and the reinstatement of

the king, the statues of the gods were assembled in the

Y27ames, ppe 55-57.
31b1d., p. 55.
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Chamber of Destinies to confer upon their leader, Marduk,
their combined strength for the conquest of the forces of
Chaos and Death and to determine their collective destiny.

The king holding his sceptre in his hand then pro-
ceeded to the great hall to receive a fresh outpouring
of divine power. Grasping the hands of the great

lord Marduk, he and the other gods went forth in
procession along the sacred way to the Festival House
(Bit Akitu) on the outskirts of the city.

e e 4 s e o e . o e s e o . .

« « o It is probable that it was in the Festival
House that the primeval battle was re-enacted, or in
some way made efficacious. Thus, at the conclusion
of the rites in the Bit Akitu, a banquet was held to
celebrate the triumph of Marduk, and all that this
involved for the well-being of the country. Then,
on the eleventh of Nisan, after the banquet, a return
was made to the Esagila. There the sacred marriage
was consummated By %Ee king and a priestess, probably
of the royal blood, perhaps in a chamber decorated
with greenery . . . erected on one of the stages of
the ziggurat.** By this ritual union the fertility
of the fields, the flocks and men was restored because
the god and goddess upon whom fecundity in nature
depended were united and from their intercourse life
sprang forth.

It now only remained for the gods to reassemble
on the twelfth of Nisan in the Chamber of Destinies
to ratify the divine decree concerﬂing the fate of
society in the ensuing year. . . .45

The Annual Festival concluded with this final act, after
which the gods returned to the cities and the men to the
tilling of the soil with the confidence that the agri-

cultural hazards of the turn of the year had been safely

dealt with.

uuThe "Ziggurat" or "Zikkurat" was a temple built
in the form of a pyramid, not unlike the great ceremonial
edifices of Middle America.

45James, Do 574
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In analyzing this "Proto-Drama", it is interesting
to note that it took several days to perform, as did the
Tammuz Liturgy performance. Several sacramental groups
can be determined, although only the mock battles could in
any way have been general; the banquet, the procession and
assembly of the gods were probably all enacted by the same
group of priests, probably similar in number to the size
of the Greek chorus. The ritual seems to have been divided
into two parts separated by the mock battles and procession.
The first part had two major rcles, the king and the high-
priest. The second part had only one, Marduk, unless we
consider the priestess with whom Marduk had ritual inter-
course. In the first part the chorus were priests repre-
senting themselves: in the second; they probably represented
the gods, although it is possible that the gocds were
represented by the statues only. The mcnarch was regaled
in his kingly attire as was the high-priest. Although no
mention is made of masks or costume for Marduk, there was
surely some real or symbolic way for the audience to
recognize him as the god and not the personator. Part One
took place en route to and before the shrine of Marduk
with no hint of additional scenery; Part Two took place
at the Chamber of Destinies, along a procession route to
the Festival House, and the consummation of the royal
marriage took place in a decorated chamber, apparently

built especially for that purpose atop a nearby Ziggurat.
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Other than the confession of the king and the recitation

of the Enuma elish, there is no further indication cf

formal speech; and indeed, all the incidents could easily
be pantomimed. Although the "Proto-Drama™ lasted seven
or eight days, the plots of the two parts are simpie and
short.

Since most of the Ritual-Drama of Middle America
falls into the two meore compiex categories, it may serve
the reader to consider ancther less perfect but more
familiar example-.-.the Passion Play or Mystery Play of
Osiris which was enacted in the two great festivals of
spring and autumn. The festivals and ceiebrations were
highly symbolized and ritualized, but the death and
resurrection cof Osiris, regarded as two aspects of a single
event, were represented relatively realistically with
appropriate lamentation and exultation°46

Senusert; the second king of the twelfth dynasty,
visited a number of Niie cities immediately before his
coronation and played *the rcle of Horus in the Mystery
Play at each town, supported by the princes and officials
of his court. By identifying with Horus, the throne and
the iand became mystically united047

The victory of Horus over Seth in the myth was among

the scenes, described as Horus taking possession of
the Eye (i.e., of his royal power loccated in the crown),

461pid., p. 298.
471bid., p. 87.
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and the treading of barley by oxen on the threshing-
floor, symbolizing the dismemberment of Osiris by
Seth and his fellow conspirators in a vegetation
setting. This was avenged by Horus (i.e. the king),
who ultimately revivified his father (Osiris). The
coronation of the Pharaoh was then enacted in a series
of scenes which included his investiture with the
royal insignia, censings, the distribution of half-
loaves of bread as the symbol of life, to those who
made homage to him. . . . Next followed dirges in
honour of the dead Osiris by two women in the guise
of Isis and Nephthys as a prologue to the burial
rites when the corpse had been "found" by the priests
called "spirit-seekers" impersonating Thoth. The
"Opening of the Mouth" ceremonies were indicated by
the articles offered to them. . . .48
The play concluded with a scene portraying the resurrected
Osiris with appropriate exultation.

Here is a "play" which seems to have been inter-
rupted by a ritual "Interlude” which bears only slight rela-
tionship to the larger work. The "Interlude" was an
enactment of the coronation of the Pharaoh, and was,
except for no mention of dance, a "Dromenon-Drama® in its
own right. The interpolated scenes, however, were probably
specifically for the anticipation of the accession of
Senusert, since it was not common practice for the Pharaoh
to perform in them.

The Passion Play itself was nearer "Proto-Drama"
than the less complex "Dromenon-Drama®". No mention is
made of dance, although there likely was some movement

in the lamentations, dirges and exultations which were

481p1d.
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presumably sung or "wailed" by a group or chorus. There
was a minimum number of impersonators at any given time,
although at least three major characters took part--Osiris,
Seth and Horus--and possibly the two sisters-~Isis and
Nephthys. The “episodes" were separated by lamentations,
dirges and exulatations which may have been general, but
were more likely performed by a group of priests. The
various scenes took place in different parts of the cities,
and no mention is made of any attempt at formal settings
other than the royal trappings and possibly the use of the
Royal Barge.

These are the forms of Ritual Drama. For easy
comparison and reference in the later chapters, there
follows a chart containing side-by-side lists of comparable

characteristics. (Figure 3)

The Pleasure Play

It may be well here to discourage any idea that
all or most ritual develops into drama. Ritual continues
in many forms--~hazing, kicking tires, setting tables (for
people or gods) in a specific way. Even those rituals
which develop into Ritual Drama frequently die on the vine
due to the very formality that made it Ritual Drama.
Ritual Drama usually develops on a branch of the tree of
a formal religion; and formal religious systems are
notoriously unreceptive to new ideas and forms for their

liturgy, sacraments or rites. What then can cause the
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Fig. 3
Types and Characteristics of Ritual Drama
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change from the sacramental and edifying ritual presen-
tation tc the Pleasure-Play? In Greece, at least for
Tragedy, it seemed to be the result of the new wine of
poetry and philosophy bheing poured into the old vessel of
ritual song and dance.“9 Virtually every high culture
develops a complex ritual with the basic dramatic ingre-
dientss; but in most cases 1t remains as ritual. In fifth
century Athens, the "Prologues and messenger’s speeches
and everpresent chocruses that trouble us are ritual forms
still surviving at a time when the drama has fully
developed out of the dromenon".5o

Comedy is another way out of ritual. If Comedy
dsveloped from a different kind of ritual--a "revel song"
emerging from "the rural ritual designed to make the crops
grow, and held amid merry-making and the lifting of all
restraints in word and action" lo.then it has changed
little except to lose some cf the formal ritual aspects.

F. M. Cornford suggests that Tragedy and Comedy
developed from precisely the same Ritual-Drama, that the
plcts are similar, and that the major distinctlions are in

the completely human hero of comedy and on the simple

Y9arrison, Ancient Art and Ritual, p. 146.

50Tpid., p. 122,

5lspenoe, p. 69.
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emphasis on the conflict and death of the hero in Tragedy,
and on "the joyful ressurrection and marriage that followed"

in Camedy.s2

An emphasis on reunited lovers and the
associated sexual badinage has been a major characteristic
of comedy throughout history.

Ivor Brown finds an ". . . inevitable connection
of comedy with Liberty. So long as primitive man goes in
terror of his tyrant or his gods he cannot become a public
Jester."53 Possibly for this reason, references to comedy
are rare in pre-columbian Middle America where life was
cheap, and the communized, cruel city-state was ruled with
the hard hand of the warrior-priest.

Drama seems to have originated with the dance and
the dirge and the incantation--collective, sacramental
features--and with a deity or a hero as its theme. As
such it might be moving and beautiful, but it could not
change; it could not be various. Conservatism is a virtue
in ritual, but it can also prevent a livelier form from
breaking out of its conservative mold. "Ritual must wane
that art may wax".54 The growth of the drama from ritual

is a slow one; ceremony conserves its own inertias and

52Franeis MacDonald Cornford, The Origin of Attic
Comedy (London: Edward Arnold, 1914), p. 21Z2.

53Brown, pe. 70.

54%4arrison, Ancient Art and Ritual, p. 228.
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"when the priest is stage-manager there is little hope
of progress."55

In pre-columbian Middle America the priest was
still the stage-manager; and the indigenous forms of

Ritual-Drama discovered by the conquering Spaniards were

still, for the most part, more ritual than Drama.

55Brown, p. 62.



CHAPTER IV

A PLACE IN THE SUN: THE SOCIO-GEOGRAPHY
OF MIDDLE AMERICA

Geography

Next to the sun, the most constant presence in
Middle America is the volcano. The ancient prophets
spoke of five great eras, each doomed to destruction;
the fifth period, in which we now live, will see the
destruction of the world in a cataclysmic earthquake.l

Mountains are the backbone of this land, dividing
it into three distinct areas--the Southeastern Highlands
in Guatemala and Southeastern Mexico, the Southern High-
lands in Southérn Mexico, and a Central Highland in
Central Mexico, by far the most fertile area, the most
economically and politically important of the three
(Fig. 4).

These three highlands are generally well watered
and'arable. North of the Central Highlands and along the

entire narrow west coast is desert. Along the wider east

lgric Wolf, Sons of the Shaking Earth (Chicago:
University of Chicago Press, 1959), p. 1.
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Physical features, areas and pre-columbian sites
in Middle America.

coastal plain and in the flatlands of Yucatan there 1is
heavy rainfall; 1n the thick tropical jungles of the Mayar
Petén it rains for nine months each year and averages over

one hundred inches of rainfall.

Theories of Origin

It 1s generally accepted that man first entered

2

this continent around 25,000 B.C.” crossing from Siberia

2Ipbid., p. 21.
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Fig. 5

Distribution of Maya and Nahua speaking peoples (after
Frederick Johnson, The Mayas and Their Neighbors).

to Alaska in pursult of herds of large game. Subsequent
migrations continued probably into the Christian era. 1In
spite of frequent romantic theories of origins of the
American Indian from Egypt, the conjectural continents of
Atlantis and Mu, and the even more serious attempts at
identifying him with the Lost Tribes of Israel,3 the
generally accepted theory is that man developed in

America from the game hunter through the various

e

3Robert Wauchope, Lost Tribes and Sunken Continen
(Chicago: University of Chicago Press, 1962), p. 28. The
Lost Tribes theory is widely held to this day by follower:
of the Book of Mormon.




e

70

agricultural stages as he did in Eurasia.

Linguistic Distributions

Oover two hundred and sixty languages have been
recorded in Middle America in three major families--
Uto-Aztec (Nahua), Oto-Zapotecan, and Mac:ro-l"{ayan.L‘L The
constant expansion and migration of tribes have caused
the great diversity of language from valley to valley
and village to village. Before the third millenium B. C.
the Macro-Mayan group occupied the entire east coast
from Texas to Yucatan. Subsequent movements, principally
by Nahua groups, left the Huastec and Totonac groups
in small coastal pockets isolated from the main Mayan
area of Yucatan and Guatemala (Fig. 5). The Nahua area
extending from the Central Highlands to the Gulf of
Mexico, is by far the most densely populated area of
Mexico, accounting for some fifty percent of the population.
The unmarked areas in Figure 4 represent a large number of
small groups principally of the Oto-Zapotecan family.

In the century before the Conquest, Nahua was the

dominant language of the Mexica state,5 preceding and

4WOlf, p. 36.

5Ibid., p. 41. Ancient and modern writers seem
unable to settle on a term for the civilization which was
centered in the Valley of Mexico and occupied the Central
Highlands. In more popular literature "Aztec" is invar-
iably used, although the Aztecs were a relatively small
group. Nevertheless, it was the Aztecs of Tenochtitlan who
were the conquerors of Mexico, whom Cortés conquered and
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following the Aztec conquests. It became a lingua franca,
the language of trade and politics for much of Middle
America, and carried sufficient prestige that many people
adopted it and gave up their own language.

The Maya languages of Yucatan-Guatemala are very
similar to each other, indicating that they have been in
the area for a long time and have been relatively undis-
turbed. The Huastecs and Totonacs of the Gulf Coast,
although originally of the Macro-Mayan family, are now
virtually unintelligible to the Yucatec or Guatemalan
Mayans, due to their long separation and close proximity

to other language groups.

Food Supply
Since the ninth century B.C., the diet of the

Middle American Indian has remained basically the same.
It consists of plant food--a basic "trinity" of maize,
beans and squash. Except for the turkey, and in pre-
columbian times, small fattened dogs, meat was rare. The

Mayans raised bees, but used the honey principally for an

who, due partly to their penchant for human sacrifice,
have held the popular imagination for three centuries.
"Mexica" is a looser term, including all the Nahua-
speakers and their allies or subject peoples of the loose
Aztec "nation". Nahua is, technically, a linguistic term;
except when speaking specifically of the Aztecs or when
citing other sources, "Nahua" will be used in this work,
and will include the Aztecs but exclude the non-Nahua
speaking tribes of the Mexico state. In sixteenth century
Spanish, the "h" is sometimes omitted.
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alcoholic drink. Occasional supplements to the basic
diet were moths and their eggs, sesame and squash seeds,
peanuts and pifion nuts, iguana, turtle, snakes and rats.
But the most important food, and the one with which the
most important god and ceremonies were concerned, was
maize. As a result, religious concepts were geared to
the cycle of planting and harvesting; and the Mayan
calendar, which was more accurate than the Gregorian, was
a religious instrument. Each day had a god, and the gods
and their rituals were inextricably tied to the land.
The amount of land required by the slash-and-burn system
of cultivation, in which acreage of equal size lay fallow
every other growing season, kept the size of villages

small.

Ceremonial Centers

The great centers that did rise--Chichén Itzd,
Mayapén, Teotihuacén,--were not true cities, but were
ceremonial centers to which the inhabitants of the
surrounding villages would come for rituals and cere-
monies, and to worship their gods. In these centers
the temple precincts were usually oriented toward the
position of the sun during either the solstices or the
equinoxes.

In Middle America religion was the most vigorous

social force; and the earliest period is called the
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Theocratic period.6 Priests, not chiefs, governed the
various tribal groups, ". . . ever conscious that they
must placate the gods who controlled all natural pheno-
mena."? Painted murals and pottery of the Theocratic
period show priests but seldom warriors.
The leading figure of the society dominated by the
ceremonial center is the full-time servant of the
gods in whose mediation between supernatural and
human beings the welfare of man depends. He is the
steward of his gods on earth, their representative
on earth. While he lives, he wears their symbols;
whenahe is buried, these symbols are buried with
him.

By means of ceremonies and magical rites the
priesthood controlled the religious calendar which told
people when to clear the land, when to plant and when
to harvest. Ceremonies were held "to further the tasks
of cultivation"? and they were always held at the cere-
monial centers. Although priests lived in these centers,
for the most part, the supporting populace lived in a
twenty to thirty square mile area around the ceremonial
center proper. But at times of the ceremonies themselves,
thousands of Indians from miles around would gather there

to help maintain the order and consistency of the

universe.

6Wo1f, pp. 69-109.

7George C. Vaillant, Artists and Craftsmen in
Ancient Central America (New York: American NMuseum of

Natural History, T9G5), p. 22.
8Wolf, p. 79. 9Ibid., p. 81.




S

L
There is overwhelming evidence that every building
in these centers was of a religious nature.19 The temples
and palace-like structures were solely intended for the
enactment of rituals or as the repositories of sacred

images, including the calendar stone.

Time

The calendar inextricably links astronomy, time
and the food supply. Middle America had its own vision of
time, in which there are many universes, each of which
had its allotted time which would end in catastrophe.
When one is destroyed, there is born another universe
which, 1ike the priest-murderer, Frazer's King of the Wood,
must then awalt its own violent distruction. The concept
of the universe’s time is complicated by a concern with
the two mystical numbers--two, which represented the
cosmic duality, and four, representing the directions
and the four past universes. In spite of the great pre-
cision of calendric measurements and calculations, the
Mayans curiously failed "to distinguish between past and
future in the prophetic chants. What had gone before and
what lay ahead were blended in a way that is baffling to

our Western minds."ll The calendar set the time for

10Charles Gallenkamp, Maya (New York: Pyramid
Publications, 1962), p. 78.

115, Eric S. Thompson, The Rise and Fall of Mayan
Civilization (Norman: University of Oklahoma Press, 195%),
p. L
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celebrations and crises, and determined individual fate.
Virtually every individual identified in codices is
identified by his day-name-- Five-Ralin, Two-Rabbit, One-

Reed, etc.

Dualism

Probably the most essential principle of the pre-
Cortesian world is the concept of dualism. It influences
views of man, gods, nature and art. In many cases,
specific dualistic concepts appear to be aetiological
resolutions of the contradictions in nature, where
opposites are frequently interdependently parts of a
whole. Spirit and matter depend on each other and the
chief danger to the sun (spirit) is that when it descends
into the earth it may fall into the inertia of matter.
The concept of Quetzalcoatl embodies this dualism.
Quetzalcoatl, as do many of the important gods, takes
two forms; "as Venus he 1s pure matter condemned to
incarnation; as a dog (X6lotl) he is matter. . . nl2

Two of the most frequently recurring architec-
tural motifs are the symbols for burning water and the
flowering stone. Reason cannot allow these as precise
representations of "what exists in nature®, but such a

broad freedom of concept, which would permit the unamazed

121 aurette Séjourde, Burning Water (New Yorks
Grave Press, 1960), p. 71.
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acceptance of such opposites within a single entity could
go far to reconcile man with the inherent paradoxes of the
universe. The Great Temple at Teotihuacan reinforced
this principle, for the gods of rain and celestial fire
were placed side by side at the top of the pyramid.

It is only natural that the Aztec creation myth
should also embody dualism. The father of the creator
gods 1s Ometecuhtli (Two-Lord); his wife is Omecihuatl
(Two-Lady); they live in Omeyocan (Two-Place). “Funda-
mentally, these two deities are one, embracing the opposing
principles of the masculine and the feminine. . . ."13 and
represent the governing dualism of the whole ancient
universe.

In the religion, ritual and drama of indigenous

America, seeming paradox and seeming non sequitur abound.

To the mind schooled in a system of Aristotelian grammar
and logic, this kind of dualism is difficult, but it is

the sine qQua non to an understanding of very different

cultures and their expression.

13Paul Westheim, The Art of Ancient Mexico (Garden
City, New York: Doubleday and Co., Inc., 1965), p. 8.




CHAPTER V

FROM THE BEGINNINGS TO THE AZTEC FLOWERING

The beginnings of sedentary culture in Middle
America are lost in the mists of time. Excluding the
Maya states which will be discussed in later chapters,
writing came very late to the Central Highlands. The
Aztecs learned picture-writing from the Mixtecs, a
culture that preceded them in the Central Highlands, but
this was not until the fourteenth century.l So the
problem of finding evidence of ritual-dramatic expression
before that time is limited to sources classified as
archaeological-~figurines, masks, pottery paintings,
murals, wall frescoes and architectural remains. And
even these evidences require more interpretation than
one would prefer; for except for the Olmec ritual group
of Figure 10 , the evidence is, for the most part, com-
posed of simple dance and personation of totem animals
and anthropomorphic gods. These are perforce the earliest

and most primitive stages of development of Ritual Drama.

1Vaillant, The Aztecs of Mexico, p. 104.
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Fig. 6 Fig. 7
Clay figurine from Valley Olmec wooden mask fro
of Mexico, c. 900 B. C. Guerrero. (Miguel
(After Wolf, p. 71). Covarrubias, Indian

Art_of Mexico and Cen
tral America; New Yor
Knopf, 19573 Plate IV

Early Olmec Culture

The first stone "religious"™ buildings that have
been discovered date from around 900 B.C. From that date
to about 400 B.C. was the Olmec period. The word "Olmec"
more properly defines a style of sculpture which centered
in the ceremonial center of La Venta on the Gulf Coast,
but which spread far and wide into areas which later were
definitely Maya and Nahua. Little is known of the languag
they spoke.

One of the earliest figurines we have is from
Tlatilco in the Valley of Mexico. It dates from the ninth

century B.C. and shows traces of Olmec influence. This
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masked man (Fig. 6) in a ritual costume and formal pose
suggests the emergence of the full-time religious
specialist of that era.

Figure 7 shows an Olmec mask, which is very
rare in the fact that it is made of wood. The mask is
seven inches high, has openings through the eye and can
be worn, although no mouth opening exlists. Its use has
not been determined, although carvings and traces of paint

indicate it was probably ceremonial rather than funerary.

The Mask in Middle America

Since the mask is a major evidence of theatrical
expression and since the wearing of masks is probably the
single characteristic ubiquitous to all of the higher
cultures of Middle America, it may be well to discuss
them here.

To the western mind a mask is an attempt to conceal
or an attempt to portray or impersonate. In pre-columbian
Middle America, in such rudimentary developing theatricals
as there were, thls was also true; but the mask was also
much more; with its help a man was transformed into the
being the mask represents, and all the physical and magical
qualities of the being passed to him. The ferocious
characteristics of the eagle and jaguar were transferred
to the warrior who wore these masks and costumes--both in

his eyes and, as he hoped, in the eyes of his enemy.
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As the crown represents and effectuates the
sovereignty of the king, so the mask represents and
effectuates the power of the deity. In the codices, gods
are seldom represented without masks, as are his priest.
impersonators. In the ceremonies, those priests and
captives who impersonated a deity invariably wore masks
for the duration of the ceremony, which sometimes lasted
twenty days.

The mask both impersonates and elevates the wearer
above others of his species. For instance, the dog, who
has the duty of conducting the dead to a lower world,
"like his model the god Xd&lotl, is transformed into
X6lotl, thanks to the mask".? (Fig. 8)

Quetzalcdatl, whose cult spread over all of
Middle America, was sald to have declared, after consi-
dering the body that the gods had given him, that he would
never consent to showing himself in such a form.
Coyotlinahuatl (Double Coyote) proposed to correct this.3
. He made him first a dress of quetzal feathers
. + » from the shoulders to the waist. Then he made
him his turquoise mask, and took red dye with which
he reddened his lips, took yellow dye, with which he
made little squares on his forehead, then he drew in
his teeth as if they were serpent®s, and made his wig

and his beard of blue feathers and of ﬁed guacamaya
feathers, and arranged them very well.

2yWestheim, p. 9k.
3séjourné, p. 131.

uGaribayy Vol. II, p. 311.



Fig. 8

Pottery effigy vessel from Colima. Dog wearing human (?)
mask. (Lothrop, Foshag and Mahler, Pre-Columbian Art,

New York: Phaidon Publishers, Inc., 1957), D. 72.
Quetzalcéatl looked in a mirror, saw that he was beautiful,
and was pleased. The costume and the turquoise mask of
Quetzalcdatl have survived almost to today, in theatre and
in ritual.

So masks might be worn not only as sacred and
profane theatrical disguise but as expressions of aspir-
ation to higher spirit, to identify oneself with a deity,
as a funerary ornament or to impersonate a deity. The
impersonations are limited to deities because in the
Aztec pantheon, virtually every significant animal had
been totemically aligned with a deity; and the individual,

except as occasional gods may have been historical



Fig. 9

Olmec rock carving from Morelos, just South of Mexico City.
(After Covarrubias, p. 64).
personages, did not exist.

Figure 9 1s an Olmec pictographic rock-carving
showing three "priest".dancers wearing masks--each one
different from the other..-engaged in what appears to be a
phallic dance. A fourth member has doffed his mask and
his costume and sat on the ground, although apparently not
in exhaustion. His head appears to be still partly covered
with a monkey mask-.approprilate enough, since the monkey is
identified with dance and fertility rites.”? With no
additional information, the situation would have to be

classed as a "Ritualized Mimetic Dance"™ by reason of the

5WOlf, p. 58,
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number of participants, the totemic animal-deity masks
and the evocation of sympathetic magic inherent in every
phallic ritual. Although the complexity of the costumes
and accoutrements would tend more to the "Dromenon-Drama",
the lack of supplemental information would make this an
extremely hazardous guess.

The Ritual pictured in Figure 10 shows a more
typical Olmec style, which is typified by the long eyes,
the jaguar mouth mask so highly conventionalized that it
looks in many cases simply like a very embittered human
mouth, and the too-high brow and crown. The figurines

shown here were found at La Venta deeply buried, indicating

Fig. 10

Olmec ritual depicted in figurines. Height: eight inches.
(S. K. Lothrup, Treasures of Ancient America; Geneva
Editions d°Art ATbert Skira, 1908%), D. 22.
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their great age. Before a miniature wall of upright jade
axblades, a small figure of coarse stone confronts fifteen
individuals of jade or fine serpentine. Although there
seem to be no dance positions, a certain physical tension
is apparent in some of the figures. A few have mouths
open indicating speaking while most are either closed or
"loose". Taken together, it has a distinctly ritualistic
appearance, although, like Figure 9, it defies precise

classification on our scaie of ritual development.

Teotihuacan Culture

The mother«culture of the Valley of Mexico was
what is called the Teotihuacén culture with its center
at that great site. Teotihuacan endured over a thousand
years. Its Pyramid of the Sun is the largest edifice
ever built in this hemisphere before the Twentieth
Century. Many of the cultural features of the Teotihua-
cdnos survived in the Aztec culture. Teotihuacédn was a
theocracy, as were most Middle American cultures, with a
very formalized ritual and art. It was probably Nahua-
speaking, but only distantly related to the much later
Aztecs.

Masks are relatively common artifacts, but not
of the type to be specifically worn in a ritual. Figure
11 shows two of these; both are hollowed out in the back
like practical masks, but both were at one time set with

inlaid stones in the eye concavities and were probably




Fig. 11

Two classical Teotihuacén masks, one of onyx, one
of limestone, both formerly with inlaid eyes. (Left:
Lothrop, p. 45; Rights Lothrop, et al, plate VII.)

Fig. 12

Teotihuacén Bowl, height four and one half inches, showil
impersonater of Xochipilli. (Lothrop, p. 47.)
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not used for impersonation since the wearer could not see.

Impersonations are evident however in two artistic
representations of the same culture. Figure 12 shows a
classical Teotihuacdn bowl. The plaster coated walls
picture Xochipilli; Lord of the Flowers. The priest imper-
sonating Xochipilli is wearing an eagle and flower maske-
headress, a separate mask-piece around the mouth, and is
speaking--as evidenced by the speech scroll emanating
from his mcuth. This kind of scroll is characteristic
throughout much of Mexico for indicating speech.

The classic Teotihuacdn fresco found at nearby
Tetitla shows a richly dressed individual disguised as a

Jaguar with one knee bent to the ground. He probably

Fig. 13

Teotihuacdn fresco shows impersonator of Tlaloc (28 5/8
by 83 5/8 inches)(Lothrop, et al), Plates XXV-XXVI.
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represents Tlaloc, the god of rain, as identified by his
large feather headress, his legs and body covered with a
net, and the shield and rattle on the end of a shaft, both
adorned with plumes. Again the large scroll, partly
obscured by the rattle, indicates speech. To the left of
Tlaloc, not shown, is his temple. True linear perspective
had not been achlieved by the Indians, so 1t 1s probably
safe to assume that the ceremony 1is taking place on or
before the temple. This could well be a presentation of
the often cited dramatic ®"Hymn to Tlaloc"6 which will be
discussed in length in Chapter VIII.

Another mural discovered at Teotihuacan shows
Tlalocan, the "Earthly Paradise of Tlaloc" (Fig. 14).
Tlalocan was reserved for people who had died in specific
wayss there were those killed by lightning, those who
died of leprosy or an incurable disease and those who died
by drowning, in short, those who had already suffered and
grieved.-as Westheim suggests, Tlalocan is compensation
for excessive suffering.7

When the new arrival reached Tlalocan, he intoned
a long song of thanks and joined the others lolling beneath

the trees or swimming in the lagoon, and passed the time

éSee Daniel G. Brinton, Rlg Veda Americanus
(Philadelphia: D. G. Brinton, 1 s PP+ 22-23 and
Garibay, Vol. I, pp. 14l-2.

7Westheim, p. 25.
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Fig. 14

"Earthly Paradise" of Tlaloc. (National
Museum of Anthropology, Mexico.)

singing with his companions, joining in their games, and
sharing their pleasures.8
It is interesting to note that virtually every
"soul™ in Tlalocan is pictured with a speech scroll, and
almost every one is in some position indicating dance--
many in quite energetic and extreme dance poses. The group
in the far right is forming a line with hands joined
through their legs; since each also has a speech scroll,
presumably they are also joined in choral song or choral

speech. Many characters are in definite stances indicating

8Alfonso Caso, The Aztecs (Norman: University of
Oklahoma Press, 1958), D.
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song or lmpassioned oration. It is interesting to speculate
on a musical-theatrical heaven; it is also interesting to
consider one in which, unlike the somber, silent life of
the individual in a theocratic society, heaven is everyone
speaking at once.

The style of the mural is similar to some of the
later pictographic codices and, 1n a sense, could, like
some of the codices, be "reminders"9 of actual ritual.

If this were the case, the scene would depict a "Ritualized
Mimetic Dance",., The large number of participants indicates
sacramentalism; --and a QEEéE (life-death-immortality) is
being reconstructed. In a badly deteriorated section, the
god Tlaloc can be seen in his customary mask and trappings
centrally overseeing the entire scene. There is no
indication of a speech or narration, but definite speech

or song is overwhelmingly evidenced by the major part of
the participants; almost all the requlrements for "Mimetic

Ritual Dance"are met.

The "Ceremonial®™ Platform

Teotihuacén was laid out with several quasi-
central plazas. The maln plazas had platforms in them of
varying size but mostly from eight to ten feet in height.
Figure 15 shows the platform of the central plaza in
front of the Pyramid of Quetzalcdatl at Teotihuacdn. It

9Caso, p. 84.




Fig. 15

The platform of the main plaza at Teotihuacédn, as

restored. Hereinafter, if a picture or drawing

is not otherwise identified, it i1s by the author.
is about ten feet high and has stairways on all four sides.
It was on these platforms that the Spanish chroniclers
observed the plays, farces and ceremonies of the New
World.1® It is interesting to note that, to a man, the

writers use the word teatro, not plataforma or tablado

when discussing these platforms.
George C. Vaillant contends that the fundamental

idea in Middle American architecture was "to create a

1obiego de Landa, Relacion de las cosas de Yucatan
(Mérida: Alfredo Berrera Vasquez, 1938), p. 120,
Hernando Cortés, The Despatches of Hernando Cortés (New
York: Wiley and Putnam, 188437, transl,, Georgée Folsom,
pp. 319-320. Fernando de Alva Ixtlilxdchitl, Historia
Chichimeca (Mexico, D.F.: A. Chavero), p. 212.




Fig. 16

Tepeyolohtli (From Codex Borbonicus 3).

focal point for ceremonies which took place outside the
buildlngs".ll The oldest buildings known to us in America
were platforms of this type--not temples; the underlying

idea was to "attain elevation and thus to dramatize the

1lyaillant, Pe 23,
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ceremony".12 Such platforms exist in every major center
in Middle America, almost always in the geometric center
of the main plaza, and before one of the most important
larger temple buildings.l3 Occasionally a small dais or
"altar" or figure stands on the platform.

Except for the many small, unsophisticated figurines
in dance positions discovered in Teotihuacan tombs, and
pictured in most collections of pre-columbian ar‘t;:U‘L the
only remaining non-Aztec evidence of certain pre-columbian
age are several codices. Even these are from relatively
late in the Aztec period, since we know the Aztecs learned
picture writing from the Mixtecs in the fourteenth century
after they were well established in the Valley of Mexico.Ll?
Nevertheless, the hints of ritual and the portrayals of
the gods can safely be assumed to be older than the actual
drawings, since, of all things, gods and their rites
change most slowly. Indian history and mythology were
handed down by word of mouth. The codices were intended
as alds or reminders--a way of recalling events already

known by memory.l6 As such, the picture writing of the

127bid., p. 25.
131bid.

14The most thorough discussion of the dance aspect
is in Kurath and Mart{, Dances of Andhuac.

15yaillant, p. 104.
l6caso, p. 8k.




Fig. 17

Mictlantecuhtli (From Codex Borbonicus 10).

Aztecs and Mixtecs was quite sufficient to their ends.

The persons pictured from the surprisingly real-
istic Codex Borbonicusl? (Figs. 16, 17, 18) are thought
to be priests impersonating specific gods.18 Just as
Michaelangelo®s "Hand of God" is a very human hand, so
have artists throughout history and throughout the world
imitated what they have seen, not what they have imagined.

Extending this idea, representations of specific Middle

170tner definitely pre-conquest codices, less
ritual and more historical, are Vaticanus 3773 (B),
Bologna (Cospiano), Borgia, and Mapa Quinatzin.

18kurath and Mart{, pp. 52-55.




Fig. 18

Quetzalcéatl (From Codex Borbonicus 22).

American deities can, with reasonable safety, be concluded

to be representations of priests or other impersonators.
Figure 16 shows Tezcatlipoca (Smoking Mirror)

in his disguise of Tepeyolohtli, the god of mountains.

Through the jaguar skin and mask, the impersonator’s
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hands, part of his face and one foot show--in place of the
other foot is a Smoking Mirror, characteristic of all
Tezcatlipoca®’s disguises. The figure is in a dance position
and a speech scroll comes from his mouth indicating a
definite ritual-dramatic situation.

Figure 17 shows an impersonator of Mictlantecuhtli,
the god of death. While the headress and mask show a
stylized death®s head, the uncostumed hands and feet are
again very human. Like the figure of Quetzalcdatl in
Figure 18, Mictlantecuhtli is in the pose of a ritual
dance. The Quetzalcdatl impersonator is wearing the long
Jaw-piece mask in his disguise as the god of wind.

The two headed apocalypse of the Spanish adven-
turer®s greed and the friar's religious zeal left little
of the old culture; what survived was concealed by the
dust of the centuries or by the careful concealment of a
few zealous Indians. Although some of these examples may
seem somewhat tenuous to the uninitiated, the similarities
between these simple artifacts and the circumstances of
the ritual and drama to be seen in the next chapter are
strong. With the coming of the Spaniards came written
history--still subject to the conjecture, interpretation
and prejudices of the observers and writers--but offering

more easily comprehensible data for analysis.




CHAPTER VI
THE BLOOD CEREMONIES

To the popular mind, the single common fact
concerning the Aztecs of Mexico is the unbelievable
incidence of human sacrifice. Every schoolboy knows that
the Aztec priest, standing over a victim atop a mighty
pyramid, ripped out by the roots a beating heart and
offered it to the sun god; beyond this, nothing.

But this alone is a ceremony dramatic enough; and
although blood sacrifice did not occur at the festivals
of every one of the Aztec eighteen months, it was indeed
regular. By reason of this frequency, the impressive
dramatic elements contained in the festivals, and the
complete spectrum of complexity which the ceremonies
contain, the blood rituals will be treated separately in
this chapter, leaving detailed discussion of the performers,
"disguises", settings, and dramatic literature to later

chapters.

The Aztecs
The Aztecs displaced the Toltecs and founded

Tenochtitlan (Fig. 19) in 1325; they subsequently allied

96
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o Texcoco

Tlacopan

Fig. 19

The Valley of Mexico in 1521
(Wolf, p. 123)
themselves with Texcoco and Tlacopan and expanded into a
wide and mighty federation.l They adopted and venerated
several of the gods of the people they conquered. Thus,
although the ceremonies took on a generally comparable
pattern, the festivals for the entire year could only be
described as eclectic.
The main Aztec concern was with the need to unify

the various city states into a strong central government

and a single language and tradition. The principal

lyaillant, p. 100. Wolf, p. 131, lists the date
as 1345.
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problem was the reconciliation of the violent, bloody
rites of the northern tribes associated with the deity
Tezcatlipoca-Huitzilopochtll with those of the more advanced
and humanistic cult of the older sedentary peoples of the
south associated with the god Tlaloc—Quetzalcéatl.2

The Aztec method of accomplishing E pluribus unum
was a fanatically strict control of all aspects of life,
including ritual and the associated dance, music and
song. Severe punishment resulted from the slightest
deviation of a step, a note or a word.3 These rituals
were intended (as theatre from primitive to modern has
always served to do) to produce "phatic communion"4 or
rapport among members of the community, a "togetherness"
reénforced by the common holding of the myths and sacred
utterances of the combined past, present and future.

Human sacrifice, the Pathos of the Mediterranean
Ritual-Drama and the focal point of many of the Aztec
rituals, is "definitely not characteristic of the simplest
human cultures . . . /Since it requires/ . . . considerable
economic independence and advanced political organization.“5

"Advanced political organization®™ was tightened by the

2Kurath,and Mart{, p. 15.
J1bia.
uJames, p. 285.

SHowells, p. 228.




phatic communion of the most empathically involving of

all spectacles-~the ritual of human sacrifice.

Source

Fray Bernardino de Sahagun (1499-1590) was the
first scientific anthropologist among Americanists.
Somehow he escaped the purge of the Jews from Iberia and
ended by discharging his scholarly bent as a monk in the
New World. From the rubble of the once magnificent Aztec
priesthood and society he gathered about him a group of
native informants and picked thelr brains of their memories
of what had been taught them in their youth. Carefully
selecting them for their knowledge and integrity, he
gained thelr confidence, and got them to relate their
information in the way to which they were accustomed--in
picture writing. He verified this data against the oldest
of his native disciples who knew Latin and Castilian in
addition to their own 1anguage.6 Sahagun combined devotion
to scientific method with a sincere sympathy for the
conquered Mexicans; and his monumental work, the Florentine
Codex, 1s the principal source for most pre-Spanish
studies of the Nahua speaklng peoples.

In 1950 and 1951, Drs. J. A. Anderson and Charles
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