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The study of traditional drama stlll seems to be finding it hard to focus on the
phenomenon as a particular kind of performance. To scholars seeking their ritual
orlglns, the texts of the plays were Inconveniently modern and unceremonial, and
were largely set aside, along with much of the action, to reveal that central and
“original' Act, the fertility-bringing death-and-renouveau:

No matter how many words and scenes the ceremony accrues, loses, or
juxtaposes, it Is all no more than the water breaking, shifting and receding
around the rock-like center of the actlon, It is this center of action that
we must deal with if our study is to have any walue.l

Current scholarly trends, in an understandable reaction to the rituallst obsession
with (parts of) the action, are 'in danger of neglecting it. One tendency, well
represented by Michael Preston's computer-based studies, subjects the texts to
systematisation and comparative analysis, say In the attempt to determine ' which
speeches are traditlonal and which less so, or which belong to distinct reglonal
traditions.? Another recent trend, in itself very welcome, focuses on the status and
functlon of the plays in a social and cultural context. In such studies, for example
Henry Glassie's researches Into Ulster folk plays, registration of the manner of
performance occurs, but is rather onclllory to a wider élm.3 4 sugéest that
“traditional drama', whatever else we demand of it In terms of text and context, to
be worthy of the name must be-characterised by a traditional dramaturgy, which
comprises both verbal and physical aspects.

By dramaturgy ] mean the movements of the performers, their Interaction —
physical and verbal — with each other and with the spectators, in_relation to
organised space. In any tradition of drama, this complex of factors will display a
particular character and configuration, marking the distinct dramaturgical mode
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characteriaing that tradition, and Traditional Drama will have its awn characteris-
tlc mode, facilitating its identification, and the study of its interaction with other
traditions of drama. It is Indeed a particular dramaturgy, distinct from other
familiar types, which is heralded in the Presenter's formula:

Activity of youth
Activity of Age,
The like was never sesn

Upon a common stage.q

As understood here, the dramaturgy of the folk plays can be fully appreclated only
by direct experience of them in performance. Nonetheless some broad dramaturgi-
cal features can be established by second-hand experience via texts and accounts,
and [ oifer by way of Lllustration the following report of the Scandinavian Epiphany
Play of the Three Kings and the Star, as performed in the late nineteenth century
In Nykgbing, on the Danlsh island of Falster. Contemplation of a performance
geographically distant and In content quite di{ferent from the famillar English
types should provide the approprlate conditions for determining just what fs
traditlonal about the dramaturgy of traditional drama.

The Three Kings enter the house. One of them is black, the other two
white; all three have white shirts over their other clothes, golden or
multicoloured belts, and shoulder-pieces or shoulder-ribbons. One of the
white figures has a white stalf or rod In his hand. Sometimes the second
white tigure will have a movable golden star on a long pole, and the black
figure swings a censer ... or carries a rattle, with which they will have
heralded their approach outside. All three have golden crowns on their
heads. As soon as they have entered the room, they move cound In a circle,
singing together:

Good evening, good evening, both man and woman,
Both goodman and lady, boy and girl in here.
May you all find happiness.

As they walk round during the song the circle is gradually made as large

as space permits, [orcing the spectators back against the walls, The song
is contlnued by all three:

In Jerusalem town our Saviour was born.
The three holy kings with gladness of heart
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From their homes set off for Bethlehem town.
They travelled that road so difficult and long,
They went on that journey singing,

To find Jesus In the narrow manger.

They stop singing In unison, and, still walking round, sing the following
dialogue: .

1st white king. Why are you such a black man?
2nd white king. Why are you such a black man?

black king. Because I come from the land of the Moors.
white kings. Because he comes from the land of the Moors.
black king. Why are you both so white?

Why are you both so white?
white kinga. Because we come from Christendom.
all three. Because they (we)} come from Christendom.

Now they narrow the circle towards the middle of the room, and as they
do so alt three sing the beginning of the following song:

Sir Ebbesgn goes out to the woods,
Sir Ebbesgn goes out to the woods;
He cuts cudgels, some four or five,
His wife's back must feel them;
He cuts them long,

He cuts them white,

His frightened wife

Must wear them out.

Durling the last two lines the black figure has fallen to his knees and the
white figure with the staff strikes him with it, as he contlnues to walk
round. Meanwhile the white figure with the star stands still a little
outside the circle, The black figure sings alone, in a sobbing vaices

Ah, ah dear Sir, strike not so hard!
Ah, never cause me this pain and wrong!
I really don't mean to run away.

The white figure ceases his blows and replies, now joined by the second
white figure circling round the black figures

Now, since you fall humbly at my feet,

And since you implore me with tears and remorse,
1 shall spare your life and blood,

And you shall be a good wife to me.
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The black figure rises and joins the circle, which is again extended to
cover as much space as possible, while all three sing:

Sir Ebbespn stands there bold and mild,

The wife gets up with courteous manner.

Then they both go to the wood,

Where they embrace lovingly with kisses and smiles,
And bath In gladness wish for the same,

Delighted they linger, there is nothing wrong.

This concludes the performance proper. The singers stand still, and they
are treated to what the house can offer by way of Christmas fare:
fritters, nuts, juice, etc. Gifts are also put into their bag or .box,
whereupon they once more walk around singing:

And 30 we say goodbye to you all,

And so we wish you all farewell.

We wish you all a happy new year,

With vigour and health and happiness,

A son or a daughter a year from today,

A good quiet night, and many thanks;
A good quiet night!

During the last words they walk out of the room and leave the house.”

The Epiphany Play of the Three Kings and the Star s the only varlety of folk
drama with a widespread and sustalned tradition in Sa:andlruavla.6 Early references
permit us to trace It back to the seventeenth and sixteenth centuries, in both
Scandinavla and Germany, from whence it Is believed to derive. One of our earliest
glimpses of it is at the back of Pleter Bruegel's great pictorlal almanac of seasonal
festivites, "The Battle between Carneval and Lent* (1559), where the three kings
with their star can Just be seen emerging from a doorway, preceded by a drummer
and a plper.7 It has been the subject of the inevitable scholarly controversy, some
tracing its descent from the Eplphany liturgy, the officium stellae, others seeing It
as the debris of a primitive mid-winter ritual, particular attention being paid to the
biackened faces, the beating, and the star (=sun).8

Fortunately It is not the origin af the custom that concerns us here, but its
mode of performance, and although the text of the play, an odd combination of an
epiphany carol and a comie shrewtaming ballad, is quite unfamiliar to students of
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English folk drama, the performance eoffers, in a convenlently extreme form,
dramaturgical features which are paralleled in English — and other European —
traditions. The dramaturgy of the Nykgbing performance may be best summed up-
as presentational, non-representational, and formal. It is non-representational In
the sense that very little attempt Is made to foster the illusion of a dramatic
reality distinct from the immediate social reality In which the performance takes
place. As in the case of the English folk plays, this is in part determined by the
physical context of performance, which is the living-room of a house, with no stage
separating players from spectators, and no scenery to create dramatlc illusion. The
stage is merely that part of the room which the performers manage to clear of the
people who were there before, and in the case of the Danish play it Is evident that
the acting space changes In extent, so that a part of the floor which at one moment

is “stoge", at another is “ouditorium®.

This illusion-preventing physical contlguity between play and audience Is
matched by the positive presentation of the play as something offered to an
audience of whom the players are explicitly awares

Godd| awten, goddl awten, bdde mand og kvinde
bAde husbond og frue, dreng og pige her inde.

Such Introductory presentations and greetings are a characteristic dramaturgi-
cal formula af many varleties of folk drama performed in the context of a house-
to-house visit {many of which have evolved a specific Presenter flgure to perform
the task):

Goder aften hadrinne sa mangen { &r

Bade unga och gamla ... {Three Kings Play, Halland, Sweden)

Eln schin guten Abend, eine glickselige Stund',
Winsch Ich Euch Allen aus Herzengrund.
(Sword Dance, Harzen, Germany)

Ich tret herein am Abend spat,
Un wilnsch euch einen guten Tag.
{Paradise Play, Schirding, Austria)

1 tretta { dle Stuba wohl alzue fest,
I grueza mine Herra n'ond mine Gast.
{Summer & Winter Play, Appenzell, Switzerland}?
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They are matched by the formal conclusions, obeisances and farewells with which
such performances often end. Any remaining barrier between performers and
spectators s plerced when the former step forward to take the gg"ele_, or join for a
moment the seasonal festivity of the household they are visiting.

The Danish play gestures towards representational dramaturgy in the costume
of the performers, which is evidently royal and perhaps vaguely orlental, and
legend s duly observed in giving one of them a black face. The action Is most
nearly dramatic in the behaviour of the figure representing Mrs. Ebbesgn, who
kneels and speaks In a sobbing voice as she Is cudgelled by her husband. But she
retains the black face of the King of the Moors, her husband* beats her with what
must have been his king's sceptre, and In general such reallstic touches are
overwhelmed by the non-representational character of the performance as a whole.
The entire text is sung, 30 of its 43 lines by all three performers together. At only
two points, in the discussion between the kings on their respective colours, and the
exchange between Sir Ebbesgn and his wife, s there anything approaching a
performance pac personnages. There Is no indlcation that other parts of the text
which invite dramatisation — say the embraces of the Ebbesgns at the end of their
intermezzo — are accorded it. It is difficult to speak of any acting of roles; at
varlous stages the performers are themselves (opening and concluding stanzas), the
Three Kings, and hr. & fru Ebbesgn, with no sign of any corresponding alteration in
thelr performance.

English traditional drama is equally presentational, with the plays framed by
Introductory and valedictory addresses to the audience, and this feature is
reinforced by the habit of new characters of introducing themselves on thelr first
appearance ("In comes 1, St George"). Some Engllsh plays are accorded a rather
more theatrlcal performance, with the characters dressed in part and hamming
their lines, but there is an alternative convention in which the parformers, rather
than costumed, are"disguised", in straw, ribbons, or strips of paper, declalm their
lines without dramatic intonation, and give only a token rendition of the action.
The drift from one role to another noticed in the Danish play, obviously an obstacle
to dramatic realism, can alsc be encountered in the English corpus, for example at
West Woodhay, Berkshire, where the Presenter, Grandfather Christmas, is suddenly
Bold Tanner, a role he systains through two combats, at the end of which he "lies
bleeding on the ground". As Presenter, however, he Is needed to call for the
Dactor, which he duly performs, rising from the ground without the benefit of a

cum."J This awkward alternation between parts may be due to a shortage of
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performers, but the role-shift solution of the mummers is radically different to the
technique of doubling resorted to by the early professional actors, who faced a
similar problem. There the dramatists were careful to get an actor off stage before
he reappeared In his new role, even if the exit was very lamely motivated: this
degree of verisimititude Is maintained by the early theatre at almost any cost; the
mummers seem unaware of the problem.“

In the Danish play the lack of dramatic realism Is accentuated by a second
positive feature, the extreme formality of the patterns of movement in the
performance. Here again the Danish text offers an extreme example of a feature
common to much traditlonal drama, although the patterns need not always of
course be the same. At the most realistic point of the performance, with Mrs.
Ebbesgn sobblng on her knees, the figure who beats her continues to walk in the
circular movement he has maintained since they came In (and probably beats her in
time to the song). Indeed this circular movement completely dominates the
dramaturgy of the performance. It Is evidently used at the start to establish an
acting-area (although why it should be expanded to press spectators against the
walls is unclear); it is sustained throughout the Three Kings sectlon-and the
Ebbesgn intermezzo, and Is again resumed for the Farewell after the gq_atg,.

It Is such formal patterns of movement which above all else characterise the
dramaturgy of the folk plays, although they have been neglected in favour of the
'central" death-and-revival, to which they are often seen as prellminary and
concluding ad]um:ts.l 2 But it must be significant that whatever the content of the
plays on the level of text or plat — Hero Combat, Wooing, Summer and Winter,
King Herod, Adam and Eve — their dramaturgy is marked by recurrent formal
patterns of movement. The circular movement which dominated the Danish play Is
perhaps the most visible and siriking of such patterns, but it Is only one among
several. In England it occurs as the opening movement of the Sword Dance E‘lays.l3
but may also accompany the Presenter's opening speech In other types._" Some-
times, as in the Midgley Pace-Egg Play, it persists from the beginning quite deep
into the course of the action.!” Most often, perhaps, the circular walk Is the final
movement of the performance, accompanylng or following the Farewell or m_é_:g,
the circle eventually winding out of the performance area, in the manner of the
Morris dance, as the performers make their exlt.16

Formal movement may also characterise the confrontation and combat which
occur In several types of play. In England, the Heroes, as they boast and fight, may
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cauntermarch, clashing thelr swords as they pass each other, a procedure recorded
from places as far apart as Alderley, Cheshire, and Chithurst, Sussex.” Rather
similar in its formalised strife Is the Swiss Summer and Winter Play, where the
figures representing the two seasons confront each other, exchanging insults and
boasts. Each holds a club, which is employed, alter each couplet, to give the
opponent a blow on the shoulder, making a foud noise.!

'Probably the most common formal pattern encountered internationally In
traditlonal drama s the simple sequence (German Revue, or Reihesplel), In which a
series of flgures step forward one after the other, each delivering in turn a short
speech, usually directed to the audience. in English tradition, this is most famillar
In the %‘_t_g sequence which rounds off the Hara Combat Plays. A similar simple
sequence occurs in the Itallan Play of the Months (I Mesi), where twelve figures
representing the months step forward one after anather to dellver a short speech of
self-descriptlon and characterisation.!? In the simplest cases, there is no inter-
action between the characters who thus present themselves, ar between them and
performers already on the stage. But the same secial pattern can be detected In
scenes where some [nteraction does occur, for example in those English Wooing
Plays of the Multiple Wooing type where a serles of male figures — Eldest Son,
Farming Man, Lawyer, Old Man, Fool — woo the Lady with brief speeches of seli-
pralse, and In turn are rejected with brief replies from the La.dy.zr'l Here the
pattern Is focused, the wooers each Interacting with a central figure, the Lady,
and not with each other. Alternatively there may be a llnear pattern of interaction
through the series of speakers, for example in the Greatham Sword Dance Play
where, after the slaying of the Fool, each swordsman in turn denles his responsib-
ility and puts the blame on "him that comes after me".u

Both thesa sequence patterns feature In the folk play's familiar technique for
getting new characters onto the acting area, the "calling on". The linear form can
be glimpsed at the beginning of the Here Combat Plays, where the Presenter
Introduces himself and calls on St. George, who in turn introduces himself and, in
some instances, calls on the Turkish l(nlght:.""z It can be more prominent in some
versions, where the Qufite figures, Instead of stepping forward unannounced, call on
each other In turn. The serles can sometimes reach alarming proportions, as at
Baronscourt, Co. Tyrone, where Prince Patrick {after his death-and-cure) calls on
Jack Straw, who presents himself and calls on Lord Wren, who presents himself and
calls on the Girl ... Blg Head ... Belzebub ... Devil Doubt ... Master Man.2” In view
ol their dramaturgy such plays might indeed best be termed calling-on sequences,

s

53

interrupted at some point by a hero combat and cure. This linear sequence Is also
encountered in Continental traditions, for example In the German Sword Dance
Play, which opens with the calling-on series King of England -- King of Saxony --
Kling of Poland -~ King of Denmark — King of the Moors — and finally Schnortison,
the Fool.2* The device is designated by German scholars as the "Calling-on Chain"
(Hereinrufungskette), since each figure calls on his successor, to distinguish it from
the focusing form, the "Calling-on Stem" (Hereinrufungskamm), where one central
figure {say, the Presenter), calls on ail the c:thers.z's The latter device occurs at
the start of the English Sword Dance Play, where (in conjunction with a circular
movement) the King calls on the dancers In turn, providing a brief characterisation
of each, ta which each responds in turn with a short self-presentation.

' These remarks and {llustrations have been deslgned to confirm my assertion
that a traditional drama must have a traditional dramaturgy, and analysis has
revealed the mode of performance of the folk plays to be presentational, non-
representational, and marked by formal patterns of movement and Interaction.
These features are as fundamental to traditional drama, 1 would assert, as formulas
and Incremental repetition are to the traditional ballad. This dramaturgy may
convenlently and appropriately be termed “ritual® not because it derives from
either the liturgy of the Church or the rites of primitlve cult, but because It
evinces a similarly llmited relatlonshlp to the kind of performance normally
associated with the term "drama® — usually taken to mean something mimetle,
representational, Involving Informal, naturalistic patterns of movement and rela-
tlonship.

Appreciation of the fundamental importance of ritual dramaturgy to tradition-
al drama provides a number of useful perspectives for scholarship. Some of the
points made in the discussion above, for example, suggest that the time may be
ripe for a reassessment of the Quéte sequence which concludes the Hero Combat
Plays. As a simple serles of speeches it is dramatically the least complex part of
the play, and there has been some doubt about [ts status and purpose. Some suggest
that the figures in the Quéte once played a more prominent part in the action (i.e.
the "dramatic” action}, but having been displaced by 5t George & Co. found a Jast
refuge in the Quéte with only one speech to their names to remind them of former
glory. Alex Helm even speculated that they may once have been the men whose job
It was to form a circle round the acting area, and that it was found expedient to
give them a speech eac:h.26 But from what has been sald earlier, It Is evident that
the Quéte needs no excuses: In terms of dramaturgy it Is about the most traditional

action traditional drama has to oifer.
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Of particular interest for the study of recent traditlons is the signiflcance of
thls dramaturgical awareness as a device for measuring the traditional status of
problematic texts. [ have argued at length elsewhere that the Revesby Sword Play,
despite its unusual length and medley of parts, and despite its limited verbal
parallels to other texts, all of which has prompted doubts about its traditional
status, is nonetheless so thoroughly marked by the ritual dramaturgy of the folk
plays that it Is extremely difficult to see it as a nen-traditional, “literary”
production. Its structural and verbal idiosyncrasy in the context of the available
corpus of plays must be due to the loss of eighteenth century or earller traditions
with which it would be compatible, and of which there are indead some hints in the
early records.??

Interestingly enough, the equally problematic play from Ampleforth, York-
shire, fares less well under such scrutiny. Its dialogue, like Revesby's, Is only
sporadically related to that of the other folk plays, and large chunks of It are lifted
from Willlam Congreve's Love for Love, 1695 (and, | suspect, from other, earlier
stage plays). Neither of these circumstances, however, nor its length and dlvision
into flve miscellaneous parts, Is as declsive In assessing Its traditional status as the
substantial presence In its dramaturgy of a mode which is allen to traditiopal
drama. This mode, manifestly theatrical, Is characterised by explicitly motivated
{even if poorly motivated) entrances ("Here's one that doth me follow"), exits ("My
father calls, [ must obey"), sustained dlalogue, conversations with three active
participants (all those on stage at the time), and a naturalistic interplay of words,
gesture and movement:

King. (Goes up to the Queen) O, madam, do but hear me;
P've got something more to say.

Queen. (Gives him a prick) Don't stand so near hard by me;
Stand further off, I pray!l

(King goes up to the Queen again; she gives him a prick, and
stamps her {oot and says —)

Queen. Begone, thou piece of valour! ... 22

Evidently this play is a mixture of the traditional {it does have some calling-on
sequences, for example) and the less traditional, and dramaturgical analysis offers
a useful means of determining their proportions and Interaoction, and thus the
exact status of the play as a whole.
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My own Interest In the dramaturgy of the folk plays is due to its potential
value in the task of charting the earller phases of tradition, in that dark period
before the Revesby Play, before the chapbook taxts, back beyond the point where
the references to the now familiar types of folk drama in historical sources peter
out in the early eighteenth century. In the absence of play texts amd accounts of
performances, the student of early English traditional drama Is obliged to make an
awkward sideways approach to it, via parallels in those other traditions of drama
for which texts and accounts survive to us in greater quantities, for example the
drama of the early professional theatre. This naturally presents serlous problems of
method and assessment. The Initfal problem is to decide whether a paralle] is
significant or merely fortultous, and even in cases where the parallel is quite
specific and persuasive, there remains the problem of determining the direction of
the borrowing. The one thing we can assert with confidence about early English
traditional drama ls that it entered into a llvely interactlon with the popular
professional theatre, with exchanges of material and techniques In both directions.

From all that has been said earller, it Is evident that the mest difficult to
assess are the purely verbal correspondences, striking and suggestlve as these may
be in themselves. The following snatches of dlalogue from early stage plays all
provoke direct reminiscences of lines or characteristic verbal habits of the folk
plays famillar today: '

Coomes. ... [ have seen the world, and ! know what belongs to causes, and
the experlence that | have, I thank God I have travelled for it.

Frank. Why, how far have ye travell'd for it? -~

Boy, From my master's house to the ale-house.
{Henry Porter, The Two Angry Women of Abingdon)

Will Cricket. ... a3 long as Hunks with the great head has been about to
show his little wit in the second part of his paltry poetry...

{wily Beguiled)

Marcus. O Titus, see, O see what thou hast donel
In a bad quarrel slain a virtuous son.
(Titus Andronjcus)
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Mouse. O, horrible, terrible! Was aver poor gentlemon so scar'd out of his

seven senses? ...

A was a little, low broad tall, narrow, big, well-tavoured fellow.

{Mucedorus)
Damplay. Why so, my peremptary Jack?
Boy. My name Is Iohn, Indeed. (The Magnetic Lady).??

But are they borrowed from the folk plays, or are they comic verbal commonplaces
of the popular theatre which have drifted Into traditional drama via the traveiling
companies? They may even be catchphrases and verbal tricks common to much
popular lterature, since similar parallels are readlly encountered in non-dramatic
texts:

Fye vpon the Captaine Care,
And all thy bloddye band!

For thou hast slayne my eldest sonne,
The ayre of all my land. {Child 173A, "Captaln Car",

5t.18, late 16th cent.)

Win up, win up, now Lord Ingram,
Rise up immedlately,

That you and I the quarrel try,
Who galns the victory. (Child 66E, "Lord Ingram and

Chiel Wyet", st.36, 19th cent.)

God keepe you out of the traitor's hands!
For you wott full litle what man hee |s.

He Is brasse within and steele without ...
(Child 167A, "Sir Andrew Barton",
513.26-7, mid.-17th cent.)>®

. & fayre yong childe, aboue XV hundred yeares olde, come in the
place of the bread, ... O cruel and unmersyfull fathers so to handle
your poore yong old chylde, (Thomas Becon, The Displayeng

of the Popysh Masse, 1.563).3l
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Even the "tangletalk’; generally thought to be native to the folk plays {] met a bark
and he dogged at me"), is common verbal property, listed as Submutatio in the
standard manuals of rhetoric: "When a sentence is sald with contrary order of
words” — "Open the day, and see if it be the window' (Peacham, The Garden of
Eloquence, 1577).>2

It is correspondingly easier to speak with confidence about the direction of the -

borrowing when the verbal echo In a stage play, or a famlliar plot metif, is
supplemented by modulation into the characteristic dramaturgical patterns and
presentational mode of the folk plays. Indeed, dramaturgical analysis can reveal
the presence of folk play elements in scenes where there is little or no signal on
the verbal level or in the specific content of the action. The early professional
dramatists seem to have utilised foll play dramaturgy in two ways. There is tirst
what we might term the dramaturgical quotatlon, In which there Is no break in
contlnuity on the level of plot, but material which would have been dramatised
anyway, in the more usual theatrical mode, Is presented in the [olk play manner, [
think something of the kind happens, for example, at the beginning of Shakespeare's
A Midsummer Night's Dream, where Duke Theseus hears the complaint of Egeus

about hls daughter and the young men who court her. Theseus has just ordered the
arrangement of "merriments" and "revelling" for his forthcoming wedding day. He
Is ultimately rewarded with the “very tragical mirth* of Pyramus and Thisbe, but in
a way Is treated to a merriment at once as Egeus, Hermia, Lysander and Demetrlus
Intrude on the Duke and his court In the manner of a party of mummers entering a
squire's hall. Egeus functlons as Presenter and steps forward .first to- offer
greetings: "Happy be Theseus, our renowned Dukel* The mummers' formula, "In
comes I ..." may even be echoed in his"Full of vexatlon come 1% and he goes-on to
explain the matter: "... with complaint / against my child, my daughter Hermla.*
There follows what amounts to a formal calling-on (a calllng-on stem), as Egeus
presents the two young men:

Stand {orth Demetrius. My noble lord,
This man hath my consent to marry her.

Stand forth Lysander. And, my gracious Duke,
This hath bewitch'd the bosom of my child, (L.1.24.7)

One would like to think of Egeus walking round in a circle throughout this
presentation. In the argument that {ollaws, with the two lovers urging thelr claims
to the girl;
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1 am, my lord, as well deriv'd as he,
As well possess'd; my love is more than his;
My fortunes every way as fairly rank'd ... (99-101)

there may be something of the competitive wooing of the Lady in the Multiple

Woolng Plays, but the parallel peters out as the dramaturgy modulates back to a
more realistic mode.”?

Alternatively, the dramatlst can interrupt (while still furthering) his plot by
inserting a comptete rounded performance In the folk play mode, in the same way
that we {ind plays-within-plays, masques-within-plays, jigs-within-plays, etc. A
neat example of the technique cccurs in Marlowe's Doctor Faustus, sc.vi, after
Faustus has made one of his sporadic gestures towards repentance. Lucifer,
Mephistophilis and Beelzebub upbraid him, and he desists. As they often do In this
play, the devils divert Faustus's thoughts with a show. They have already intruded
on him at home (he is "in his study’) like a group of mummers, the paralle! doubtless
reinforced by their "disguise"(Mephistophilis as a friar, the other two as devils), and
Beelzebub (himself a famillar folk play figure) now introduces the show In a
manner that mirrors exactly the folk play Presenter. He announces their arrival
(we are come..), and their purpose (to show thee some pastime), asks the
audience to settle down {51t down..!}, and reveals what Is o come (“thou shalt
behold..) (sc.vi,, 11.104-107). He is seconded by Lucifer, who calls for attention
{mark the show’) and tells Mephistophilis to “fetch them I (a kind of #calllng-on+
which, in its use of a surbordinate as an Intermedlary, is paralleled In the German
Sword Dance Play), The performers, who represent the Seven Deadly Sins, enter
together, led by a piper. We may imagine them guised, and perhaps masked, in
extravagant fashlon: Beelzebub has promised (11.106~107) that they will be™in their
own proper shapes and llkeness."There {ollows a performance which is a classic
example of the simplest dramaturglical pattern of tradltional drama, the speech-
sequence or Reihespiel, as each 5in steps forward in turn and delivers a short comic
speech of self-characterization:

[ am Pride, I disdain to have any pacents ...
I am Covetousness begotten of an old churl In a leather bag ...
I am Envy, begotten of a chimney-sweeper and an oyster wife ...

There may even be a humorous hint of a quéte in Gluttony's request, "...wilt thou
bid me to supper?*(1.155}. The sequence complete, Sins and piper march off. Here

is a complete traditional performance inserted into a stage play: it may reasonably
be credited to Marlowe's collaborator, who also adopted significant folk play action
elsewhere in the scenes he contributed.*

In concluding this line of enquiry it Is possible to go one stép further and
speculate whether whole genres, rather than just bits of plays, may reveal, when
subjected to dramaturgical analysls, a direct indebtedness to traditional drama.
This is unitkely to apply to any genre of regular drama. it Is possible to speak
meaningfully of a genre of "Festive Comedy’, comprising a cluster of Elizabethan
stage plays, which, as C.L. Barber has demonstrated, owe much of their content,
structure, themes, and occaslonal sequences of action to the folk drama of seasonal
festlvity.” They remain nonetheless fundamentally theatrical plays, and their full
appreciation requires a wider literary and dramatic aw'ar-:l'tess.‘.’6 More likely
candldates are the many sub-dramatlc genres of the later middle ages and the
sixteenth century, such as the Jigs, whose direct derlvatlon from popular szasonal
custom has been argued at length by C.R. Baskervll!,” and the even more obscure
varieties — merriments, drolls, pastimes, gambols, etc. — which are now little
mare than a name to us. Particularly Interesting are the Jacobean Court Masques,
and the less elaborate Tudor mummings and disguisings which preceded them. The
derivation of the Court Masque from folk drama has been suggested by Margaret
Dean-5mith, in a study which provided a general review of such signiflcant features
as season, functlon, disguise, and patterns of actlon.>® Much earlier C.R. Baskerviil
had pointed to concrete parallels in two specific masques by Ben Jonson, The
Masque of Christmas and Love's Welcome at Welbeck.>? Further dramaturglcal
analysis s likely to confirm the masque as not so much a derivative of the folk
play, as a specifically courtly elaboratlon of traditional drama. A specifically urban
elaboration, meanwhile, is provided by the traditional German shrovetlde plays, the

Fastnachtspiete. As | have argued elsewhere, the Fastnachtspiele of the fifteenth
and early sixteenth centurles, in additlon to presenting characters and motifs
familiar from English folk drama — multiple wooing, combat, cure, Doctor & comic
servant, etc. —reproduce fully and clasely the context, mode of performance and
dramaturgical patterns of traditional drama. They are indeed a useful illustration
of what [ would assert is the primacy of the physical over the verbal in determining
the traditional status of a performance; for while a new play was written for each
Fastnacht, tradition sustained the characteristic mode and patterns of performance

from year to year, through all the changing texts and [.'alc:n.-..';‘cl
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If awareness of traditional drama's characteristic dramaturgy facilitates
detecting its presence in other dramatic traditions, the reverse s equally the case:
dramaturglcal analysis may reveal features which, in historical terms, are intru-
sions into traditional drama from without. For if the dramaturgy of the tradition as
a whole —~ Presentations, Cailing-ons, Boasts, Combats, Wooings, Quetes and
Farewells — ls ritual, the dramaturgy of the Cure Scene, common to all three types
of curcent English felk drama, is just as emphatically vaudeville: not merely in the
sense that It Is humorous, but because under most of the headings discussed earlier
its mode of performance |s essentially theatrical.

In the matter of costume, for example, the Doctor is sometimes an idiosyn-
cratic figure, invariably dressing in part. In those instances where all the other
characters do the same, he merely follows the general pattern; but In the
alternative conventlon where the players appear In a guise of ribbon, paper or
straw which effectually obliterates their distinct identities (as Individuals and
dramatlc characters), the Doctor often stands out as a naturalistic exception with
his black coat, hat and hag."1 This visual idiosyncrasy is matched by physical and
verbal aspects of the Doctor's performance. Particularly revealing is the motiv-
ation of his entry, which is odd in being motivated at all. The ritual dramaturgy
dominating the tradition as a whole customarily utilises non-motivated entries:
characters merely step forward and say their lines, or are explicitly called on by
someone already in the acting area. The Doctor, in contrast, is provided with a
motivated entry by the character who laments the slaying which has occurred, and
asks, 'Is there a doctor to be found ...7"The Doctor duly responds: he is called for,
not on, and no one Is asked to"Make rooni” or”Clear the way" {or him.

Once In the acting area the Doctor performs in a mode which comes closer
than anything else In the plays to deserving the deslgnation”representationalt He Is
one of the few characters to speak prose {though not exclusively}, and in the
discussion of hls learning, abilitles and fee participates In what is virtually the only
sustained conversation the English folk plays can offer. Even his formal boast of
the powers of his medicines, while addressed to the world at large (including the
audience, and to this extent "presentational'), presumably imitates the kind of
performance put on by the travelllng quack doctors familtar from town squares and
country markets. Examination of the patlent, diagnosis and cure are acted out,
even if with grotesque exaggeration. They provide opportunities for the clownirg
and horseplay which are generally restricted to this scene, and give scope for the
improvisational talents of the inspired or inebriated mummer: indeed one has the

impression that the role of the Doctor Is often assigned to the performer with the
mast developed histrionic talents.

The humorous element {Including the scope for horseplay and Improvisation) is
vastly Increased In those plays where the Doctor Is provided with a comic servant,
the lazy and Impudent Jack Finney. Thelr interactlon is the nearest we get In the
plays to something fundamental in most regular drama, a personal relationship
between characters, and together they can put on a performance which seems
almast designed for the vaudeville comedian and his straight man:

D. Hold my hoss, Mr. John Finney.

F. Will he bite?

0. No.

F. Will he kick?

D. No.

F. Take tow to hold him?

b. No.

F. Hold him yurself then.

D. What's that, you saucy young rascal?
F. ©h, I hold him, sir.

etc., tc. {Weston-sub-Edge, Gloucestershire).*2

Altogether the Cure Scene has very much the look of a vaudeville sketch

. Inserted into the quite allen dramaturgical framework of traditional drama. The

idea gains plausibility from the consideration that the plays could do perfectly well
without its given the general lack of concern for motivation and verisimilitude in
the plays there Is no reason why the defeated champlon or executed Fool (who In
terms of this rudimentary dramaturgy is now neither dead, nor wounded, but
merely lylng down) should not merely stand up, without the interventlon of a doctor
or a cure to achieve dramatic realism.

Just where the Doctor comes from is therefore a matter Inviting specutatlon,
although the matter Is decidedly complex: even leaving aside the social reality
itself, or literary sources such as the songs discussed by Paul Smith at the 1980
€onference, there are many quack doctors In the dramatic traditions of the Middle
Ages. There Is one in the French Jeu de la Feuillée, a play with many falk play
connections interestingly explored by Richard Axton.*? He is a frequent character
in the Fastnachtspiele, and an identical figure occurs In the more elabora_te of the
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continental Easter liturgical plays, as well as in the German Passion Plays
(Ostersglele).“ All of these flgures correspond in many details to the English folk

play Dector. Charting their relationships is however extremely difficult. There has
for example been a lively debate In continental scholarship on the priority of the
Fastnachtspiele versus the liturgical and Passion plays, with the Doctor (and his
comle servant, who is very similar to Jack Finney} as the central lssue.“ Dramatur-
gical considerations suggest an independent source in a tradition with a more
positively mimetic mode of performance. And, as we have known for a long time, a
quack doctor routine also featured, as early as the thirteenth century, in the
repertoire of the jongleurs, the direct ancestors of both the professlonal theatre
and the vaudeville. This routine, the Herberle, was a dramatic monologue, with one
performer sustaining one role (in this ¢case an itinerant herbalist); the simplest of
the sub-dramatic genres evolved by the jongleurs, and the texts of three such

Herberles survive from the thirteenth t:!.-ntl.lry."'6

Insofar as is possible In a one-man turn, these French performances are
representational, evidently mimicking the boasts, the audience manipulation, the
favourite turns of phrase, and presumably the gestures and poasturings, of the
travelling mountebanks. There are striking parallels to the Doctor of the English
folk plays (not to mentlon the corresponding figure In the Fastnachtspiele,
liturgical plays, and Passion Plays). The speakers in the Hecberjes emphasise their
learning and abilities, their superiority to ocdinary quacks, their education (which
Involved extensive travelling), the potency of thelr medicines and the many
diseases for which they have a remedy. There are occasionally close verbal
parallels:

Je suis bons mire et bien sages
Je sal garcir de toz malagesw

(cf. "1 am a Doctor pure and good [ ... all sorts of diseases")

and many of their boasts could be taken over verbatim by a nineteenth or twentleﬂ:\
century English mummer:

If you know of any man who has such a bad toothache that he can't eat
tough food like badly cooked beef, I'll make him eat as eagerly as a man
who hasn't eaten for three days; and if he has got any good teeth left
among the bad ones I'll make him eat like a man who hasn't eaten for four

They have a medicine for rejuvenating the old (not an unknown boast for their
English descendants), and one Herbalist even claims to have medicines "Qui font
resusciteir le mr.art.""9 It may be such claims, dramatlcally approprlate here as the
ultimate absurdity in a parody of the real mountebanks' boasts, which facilitated
the intrusion of the Doctor into the folk plays, at whatever stage in their evolution
it was felt appropriate or desirable to motivate the revival of the slain or executed
figure.

Just when, how and why thls transfer occurred Is a difficult issue. [ suspect the
professional stage clowns had some hand in 170
much at home In the role of Jack Finney. But I have now commenced speculating

Dick Tarlton would have been very

without the benefit of support from dramaturgical factors, which Is precisely the
point where speculation should cease ...
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