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 ABSTRACT

- Ev;ry year in many remote villages in New Mexico people gather
at Christmas and Baster to witness dramatic productions of Biblioal
stories concerning these two seasons., Although i:hese religious perfor-
mances have taken on many new characteristics through the centuries,
they é.re not, as mAny critiecs think; & new and quaint form of folk drama
but instead are a curious remant of a very old form of religious drama
which was trunsported from medieval Spain to colonial Mexico and finally
up the Rio Grande valley to New ifexicoe Certainly these plays have come
a long way from their medieval ancestors, t;f'e reliéious mysteries that
were part of the liturgical services within the church, and have dis-
'integrated and become secularized through their tra.nsmissio.n‘ from the
church to the laity.

Of the ten extant plays in New Mexico today, three treat sub-

jects from the Old Testament: Adén y Eva, Cain y Abel, and Lucifer y
Sgn Miguel. Plays of Adam and Eve and Cain and Abel were not new, having
been presented in Mexico, §pe.in, and central Europe. Five of the extant

plays present subjects from the New Testament: E1 Coloquio de San José,

Los Pastores, Auto de los Reyes Magos, E1 Nifio Perdido, and la Pasibn.

There are two others not liturgical in origin, which can be traced back

to the liiddle Ages, Los moros y los cristianos and las Cuatro Aparisiones

de la Virgen de Guadalupe. The former, which relates the story of the

_battle between the Moors and the Christians and the ultimate victory of



the Christians, was a popular play both in Mexico and Spain, having had
e special festival date set aside for its performance. The latter is
very closely allied to th? medieval miracle play and to the many medieval
legends of miracles performed by the Blessed Virgin Hary.

The New Testament subjects proved to be more popular in New
Hexico. The Shepherds play (Pastores) achieved the greatest pépularity
in the southwestern section of the United States, manuscripts of the play
being found in New Mexico, Arizona, California, Texas, end Céiorado. of
the 119 known manuscripts of this one play, 95 are found in New Mexico.

.. It presents the annunciation of the birth of Christ to the shepherds and

’ .
their journey, amid many comic distractions, to the holy manger, where

they present their humble offerings and adore the child. El Coloquio de
San José contains the story of Joseph's selection as Mary's husband and

the legend of the flowering rod and Auto de los Reyes Magos the visit of

the wise men to the manger at Bethlehem. EL Nillo Perdido (The Lost Child),

while not a Christmas play, is thought to have been performed during the
ghristmas season and contains the story of Jesus before the Doctors in
the Temple. The play achieving the second greatast populﬁ;ity in New
" Mexico is the Pﬁssion play,.Ld Pasifn, dealing with éhe last days of
Christ's ministry on ear%h} his trial, and his crucifixion. Almost no
manuscripts of this play survive, and it has disintegrated into & cere-
monious procession beginning Hol& Thursday and ending with the Easter
morning Masse. — B
That the New Mexican plays still have many liturgical elements

of medieval religious drama can be observed in the Pastores play in the

énnunciation, the adoration, the offering, and the leavetaking; in the



Reyes Magos (Three Kings) play in the offering; and in the Passion plays
in the burial of-the Sacred Host on Good Fridey and its elevation on
Easter morning. Many farcical elements have crept into the plays, but

the religious and devotional spirit has persisted through the centuries.



To Dre Hardin Craip, under whose inspiration in a
ocourse in Medieval Drama the idea for this thesis
originated.
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< INTRODUCT ION

Every year on Christmas Eve in New Mexico and other pe.x;bs of the
American Southwest many villagers gather in the town hall to witness a
Nativity ;lay of the shepherds and the holy family before a very rude
and humble manger. Every _yee;r these s.{mple and rustic folk in these
out-of-the-way towns are inspired by the eternal hope of the Christmas
story and are amused by thé many comic ‘scenes which have through the
centuries intruded themselves into the pl;ys. Yet, what these people -
witness is not merely a curious and cuaint folk drams which they them-
selves have developed through the years but is also & remmant of & very
0ld form of religious drams which was transpor'hgd from Mexico and _g}tia-
mately from Spain, a drametic form which had its origin in the mediev-al
church. The Shepherds Play (Pastores), which is the one given on Christ«
mas Eve, £ this very day has not lost its original defotional purpose,
‘lio tell to its viewers in simple scenes the age 0ld story of man's
redemption through the coming of a Savior. .

- In the ':rollowing spring the villagers meet ag'ain to view another
_ dramatic spectacle, one dealing with Christ's Pa,ssioﬁ, and engage for -
three or four days in the numerous. processions, religiox.xs Masses, and
dramatized sermons, which are combined to make up this Easter celebrationm.
With utmost seriousness they participate in the proce;sion. of the Seven
Stages of the Cross or the Procession of the Angels. In earnest solemmity
they watch the portrayal of the Three Falls, the Crucifixion, and the

" Descent from the Cross. With penitent hearts they kneel with bowed
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heads while the priest on Easter morningv\sings the Mass of Glorye
: Whaet brings the smell groups ;<->f n;mote villegers together each
year to witness a d:r_'e.maf:ization of a Biblical story? Is it ﬁhrough a
desire for entertainmert or out of a dedicated spirit that they come
again a;xd again? Why has the bright figure of Satan, dreséed in horns
and a bright [ed)ult usurped the major role in the Shepherds Pley? How |
did the indolent RBartolo, who would rather sleep than go to see the new- 1
born babe, gain a pi-/émi'nexrh role as a comic shepherd? Where did the role

of the hermit come from? Why did the Shepherds FPlay become the favorite
pley in the religious folk theater, having over 100 extent nﬁ.nuscripts,

each version slightly different?

Certainly these plays have come a long way from their medievel
ancestors, the religious mysteries which were part of the liturgical
§ervices within the church, and have disintegrated and ’t;ecome secvlarized
through their trensmission from the church to the laity. Many new char-
acters have been added, many new scenes devised. More Serious scenes
have been overshadowed by scenes of rude jests and fooli'sh.clowm’.ng. Yot
many basic elements persist which can be traced- bacic to 1;he latin litur-
gical drams of the Middle Ages. The Star of Bethlehem, the gquiet sceme
at the manger, the adoration of the shepherds, the Aappearance of the angel--
these are only a few of \the many basic aspects which have remained un-
changed since the times of the Nativity plays in the Spanish cathedrals
or even the earlier Christmas p]:ay at Benedictbeuern in Germany.

The Shepherds l;lays, however, were not the only Christmas plays

in the repertoire of New Mexican drama, as there are extamt copies of
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El Coloqu:.o de San José, which contains the story of Joseph's selection

as Inry's husband and the legend of the flvwering rod, and Auto de los
Reyes Magos, which treats the visit of the wise men to the holy manger.

El Niflo Perdido (The Lost Child), while not a Christmas play, is thought

~

to have been performed during the Christmas season, and contains the
story of Jesus before the Doc‘tors in the Temple. No records exist to tell
us of the actual performance of these last three pleys; hence we cannot
speculate on their popularity among thé people of the Southwest except to
sey that if they were merely lexican manuscripts transported up the Rio
Grande valley into present-day llew Mexico, they exemplify a much earlier
forn of drams and bear witness to the fact that medieval religious Euro-
pean drama did.not die with the coming of the P;Qnaissance but continued
to grow in Spain in a special and characteristic wey, umtil it was trans-
ported"to the New World, probably by Franciscan miss.{onaries shortly after
Cortés conquered Mexico in 1519.

There are extant New Mexican manuscripts of two 0lé Testament

)

plays, Adén y Eva and Cain y Abel, and here agair we have no record of

théir performance on New Mexicén soile. Should they 'b; merely copies of
Mexican plays they, too, offer testimmy that New ¥orld religious drama -
is the product of & much earlier dramatic f;-;abdition because of so many
s%milar plays in Spain and central Europe. There are numerous extant

versions of Los Moros y los Cristianos, which relate the story of the

battle between the Moors and the Christians and the ultimate victory of
the Christiens. It was a popular play both in Mexico and Spain, having

had a special festival date set aside for its performance. The FNew
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liexican version has some similarities to Mexican versions, and while it
is not liturgical in:origin, it 'doe.s illustrate the way in which’ religiou‘s
drema came to the New World, how it was altered to suit the new environ=-
ment, and how in New Mexico it degenerated into a drema of action, per-

formed oftentimes on horseback. Likewise, Las Cuatro Apariciones de la

Virgen de Guadalupe is not liturgical in origin, but is very closely

allied to the medieval miracle play and to the many medievel legends of
miracles performed by the Blessed‘Virgin Mary.

This body of extant New Mexico plays seems slim at first 'gla.nce,
yet one of them--the Shepherds Play--achieved a great deal of popularity
in towns and villages throughout New Mexico, Arizona, Califonﬁa, Texas,
end Colorado. Of the 119 known muscripés of this one play, no two of
which are identical, 95 are found in New kexico. It will be the purpose
of this thesis to study the extant versions of this body of surviviﬁg
church drama in the Southwest, to describe in detail the wvarious episodes
in each play, to illustrate the sectioné which demonstrate & liturgical
origin, to show what alteratlon or degeneration has takén place, and to
show the overall significance of this sumving body of literature in
relation to the vast tradition of medieval liturgical drama,

This study will undoubtedly entail a brief resumé of what we kmow
of religious_ drema in Spai.n; Here the problems become more difficult
'l{ecause so very little research has been done_ in this area. Only three
primitive tropes from the eleventh and twelfth centuries have beem-foumd,

two Baster tropes from Silos and one Christm!; trope from Huescae. A

fragmentery anonymous play of the twelfth century, Auto de los Reyes Magos,
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exists, but we have no other published rocords of Spanish religious-
mysteries of this centurye. Hov;eve'r, we do know that such plays must
have existed because Alfonso X warned the clergy in his legal df'ocumnt,

Siete Partidas, against the writing end performing of buffoon plays in

the churches and urged them instead to portray the birth of Christ , the
appearance of the three wise men, and the crucifixion and resurrection
of Christes Records have been found which show that during the following
centuries numerous religious plays w.ere performed in the larger cities
both in the ;sathedrals and in the Corpus Christi processions. Urrtii some
research is done in the municipal archives of cities like Valencia,
Seville, and Barcelona, this area will have to be treated only supex;-
ficially on the basis of what few records ha&e been ‘published and what
few studies have been made. .

In less than a decede after Cortds conquered Mexico, m ssionaries
were sent for, and they used religious drama to teach and convert the
. native Indians. Some records have been keft; hence theAhistory of reli-
gious drama in Mexico is easy to trace in fhe sixteenth and seventeemnth

centuries. Many of the sanu; plays which iv'ere I;resented in Europe were
performed in Mexico, but because of a new .environmexrt and an already ’
existing native drama, they took on meny new qualities, qualities which
ocarry over into the New Mexicai pleys. What we know of Mexicen drama
will be outline—d, and extant plays will be discussed whenever they throw
ligl;t on the subject of liturgical drama. Similarities of plot and
character to Spanish plays will be considered in order to show how

closely the two dramatic traditions are related.



CHAPTER I
RELIGIOUS DRAKA IN THE MIDDIE AGES

.Medieval drema, like classical drams hundreds of years earlier,
was religicus in origin\, and arose out of a'religious ritual, the Mass,
which had certain drametic elements within ite. The eight devotional
services of the Canonical Office, which were added to the Mass in the
sixth century, offered even more dramatic possibilities. Dialogue beingv
one of the major prerequisites for drame, certainly the antiphonal re=-
sponses of two.semi-choruses offered at least a begimming for drama. The
chanting of Psalms 24:3-4 in the Mass will illustrate the antiphon:

Quis ascendet in montem Domini? ant quis stabit in loco
sancto ejus?

€

Innocens manibus et mmdo corde, qui non accegit in veno
enimem suam, nec juravit in dolo proximo suo.

Then one liturgical service was expanded to include a special
observance of the burying and raising of a cross or a consecrated Host,
ceremonies called the Dagositio' end the Elpmtib’, we 1;&1;'9 another aspect
of drama--action. ©n .Good Friday between Mass and Vespers, a consecrated
repli::a was buried in some type of sepulchre to commemorate the burial of
Christ and was teken up on Easter morming to symbolize the resurrectionm.
This extra-liturgical ritual did not have impersonation, another quality

necessary for drama; hence it— camnot be called a religious play. As

1Karl Young, The Drems of the Medieval Church (Oxford, 1933), .
Vole I’ Pe 80, ) .
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Karl Young very rightly concludes, the Mass has never been a drama, nor
did it directly give rise to it: "The dramatic featur;s of this sarvice,
along with those of the Canonical Office, and the symbolizing of virtually
every _sentence, goesture and physical accompaniment--these phenomena mey
have contributed suggestions as to the possibility of'invent;ing drema,
and may, indirectly have encouraged it; but the liturgy itself, in its

ordinary observances, remained always merely wmexsh.’l.p."2

b Another liturgical pompositi:on which came to be closely allied
to the .DeEositio and the Elevetio was the Descent inmto Hell, where .Christ
opens the gates of Hell to release the souls bound there by Satan, a story
based on the Apocryphal Gospel of Nicodemus. After the cross has been

lifted from thé sepulchre, the priest often ;oarried'it to the deor of the

chapel and with it kmocked three times, saying, Tollite portas. A person

inside representing Satan answered, Quis est iste rex gloriae? The i.n;-

prisoned spirits them came forth carrying banners and singing Cum rex
glorie. Thus a certain e.lemrrl: of inpers&nation hes entered the liturgy,
and when this is combined‘uith dialogue and action, we izave something
closely akin to genuine dru;ntization. ‘

When these forn‘m of worship are expanded with certain literary
additions, they are called tropess "In its broadest sense," says Karl
Young, “a trope \my be definedn as a verbal amplification of a passage
in the authorized liturgy, in the form of an introduction, an inter-

polation, or a conclusion, or in the form of any combination of theses . .

2Ibido, Pe 85.
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Thei? purpose is to adorn the liturgicsl j:ext, to enforce its meaning,
and to enlarge its emotional appeai."B.,_ The practice of enlaming the
liturgical service bg;an in the minth century. Words were provided for

the melodies given in the Antiphonarium of Gregory the Great, a sixth -
4

century compilation of e.nt‘iphons for different seasons'of th; yeare
These tropes were composed first in prose and later in verse, and were
used both with the Imtroit at the beginning of the Mass as the celsbrant
approached the alter and with the Alleluia at the end of the Graduale.

-The first trope with the greatest dramatic possibilities was one
from a tenth century manuscript of Ste. Gall in Switzerland. Based on
the Easter story found in the gospels of Matthew and Mark, it is a

dialogue between an angel and the three Ha.ry%, who have come to the

tomb of the risen Christ (the Visitatio Sepulchri):

Quem quaeritis in sepulchro, o Christicolae

Jesum Nazaremm crucifixum, o caelicolae

non est hic, surrexit siout praedixerat,

ite, nuntiate quia surrexit de ,sepulchro.g

With the addition of further action, the tropes slowly became

detached from the Introit altogether. The lament of the ’lhrys (Planctus
Mariae) in the Easter play was expanded to add a note of human pathos.
Two disdiples, Peter and John, are added later to the trope. Then the

spio‘e-seller is introduced to sell ointment to the three Marys. He is

31id., p. 178. . -
“E. K. Cheambers, The Medieval Stage (Oxford, 1903), p. 7.

5You.ng, ope cit., Vol. I, p. 201,
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first a mite figure, but 'by the fgurte‘enth century he is given a few
lines to speak. In a later stage of development, as in the Fleury
Visitatio of the monastery of Saint-Benoit-sur-loire and the Visitatio
of the nunnery at Barking in England, Christ appears to Mary Magdelene
in a free adaptation of‘ the Scripi;).xres.6 ) )

The most highly developed plays of the Resurrection are fhe
fourteenth century play from Origny-Sainte-Benoite and the thirteenth
century plays from Klosterneuberg, Tours, and Benedictbeuern. These
plays are, in the words of Karl Young, "composed upon a dj.stinotiy more
ample sceale, showing a considerable inorease in length, & notable advance
in literary elaboration, and fresh intrusions of the vernacular."! In
the Sainte-Benofte play the scene with Chi'j.st and Mary Magdalene (the “
Unguerrbarius) is in French.. There are also scenes between the ointment
seller and the three Marys and between Peter e.nd John and the angel at
the tomb, There is liberal use of the vernacular in the merchant's
scene. The Klosterneuberg play adds a scene with the Roman soldiers
before the tomb. Both this play and the Benedictbeuern. play have a
Harrowing of Hell episode. The Tours play contains the largest range of
scenes, adding a second merchant scene, a lament of Mary Magdalene, a
scer;e with Mary Magdalene and the disciples, the appearance of Christ to

some of the disciples, a meéting of Thomas and two other disciples, and

SHardin Craig, English Rehgious Drame. of the Middle AE
(Ouford 1955), pp. 35-36.

Houng, ope cit., Vol. I, p. 411,
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the appearance of Christ to all the disciples. The play ends with the

Te Deum laudamus. From these four ;xamples we can get a good idea of\the
incremental growth of the liturgical plays with the adciition of extra
socenes, both biblical and Apocryphal, the -free treai.:mnt of the biblical
n;rrative, the introduction of secular elements, the use of emotion and
pathos, and the occa;ional realistic use of the vernacular langusage.
This same memmer of growth will continue in the plays in later cemturies,
long after they have left the churche.

To the Resurrection plays was evemtually added the Peresrinus,.
or Journey to Emmaus episode, the Asc'ensiqn of Christ, and the Descent
of the Holy Ghoste The Passion play seems to have developed much later,
although there are two early plays dea‘l%ng with the eventsf before Christ«'s

burial and resurrecticn. The first, Ludus breviter de Passione, is from

the Benedictbeuern manuscript and is a prologue to a Resurrecti;m play,
telling the events of Christ's last days on earth by the use_ of Sorip-
ture .9 The second, also from the Benedictbeuern manuscript, is longer
and fuller and deals with the Calling of Peter and Andrew and continues
with the Betrayal, Capture, Trials, Crucifixion, Death, and Burial of
Christe In the middle of the account there is a play treating the con-
version of Mary Magdalene and the raising of lazarus. Hardin Craig
believes that ®since the ‘bare prose style with which the play begins is
resumed after the lazarus play, it looks as if a Passion play came into
being by enlargemesnt before and after the Magdalen-lazarus office. That

office was an independent work, and one would naturally think of it as

Brbido‘, Dpe 447-49.
QCmig, OE‘ cit.,.p. 430
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much earlier than the prose parts before and after 1,740
Similar tropes &velomd in relation to the Christmas season.

The Officium Pastorum, as the Christ.nas plays were called, probably grew

out of the simple dialogue beginning Quem quaeritis in praesepe, pastores,

diocite? Like the Easter trope, it was attached to the Introit of the
Mass.u In the original Christmas trope the shepherds were conversing
at the manger(praesepe) with the midwives (obstetrices), who first

appear in the second oentm:y Apocryphal Protoeveangelium Jacobi and later

<

in the fourth-century Pseudo-evangelium Matthaei .1‘ Young.'s description

of a liturgical play at Rousn is illustrative of a later stege 'of devel-

opment of the play:

During the singing of the Te Deum whioch immediately precedes
this play seven youths costume themselves with amices, albs,
tunics and staffs, to represent shepherds. As they take their
places in the church at the begiming of the action, a choir-
boy stationed aloft, costumed as an angel, anmounces the
Nativity to them (Nolite timere), and is supported by other
angels who sing Gloria in excelsis. The shepherds then pro-
ceed to the preesepe--situated, presumeably, behind the main
altar--singing appropriate processional Transeamis usque -
Bethlehem. Here ocours the usual dialogue, only slightly
modified, between the shepherds and two olerics whom we may
assume to be costumed for represehting the midwivese In the
Mass which_follows, the shepherds begin the introit and rule
the choir,)

The Officium Pastorum never achieved the popularity and dramatic effec-

tiveness of the Baster plays except in the New World, where, centuries

luter, it becams the most importamt of all religious plays. Young

101p3d., pe 45

- -
Ulyoung, ope cit., Vole II, pe Se
12114,

1bid., ppe 13-14.
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suggests that the failure of the Nativity play to reach a high state of
development' may have b;en due to the meagreness of the Gospel n;rrative
or the superior dramatic opportunities offered by the Magi play (Officium
(Stellae), which tended completely to overshadow the Shepherds Pla.&.l4
The eariiest rudimentary forms of the Magi plays were appropri-

15 In the cere-

ately presented in the Epiphany Mass during the oblation.
mony at Besangon the three kings advance to the pulpit with their gifts

to hear the liturgy reaé. Then they offer their gifts at the main altar. -
This bit of action, like that of the trope from Limoges; takes place
within the Mass of the Epiphany itself. At Rouen the visit of the kings
precedes the Mass, but they make their offerings within it. In other
cities further dramatic materiai\is addéd. At Compidgne Herod rages

when he hears of the flight of the kings, a _scene which is to become a
popular one in later Magi plays. The Slaughter of the Innocents is next
added, followed by the Flight into Egypt. -

Not only were additioﬁal sgenes ﬁsed to expand the text of a play,
but the d1fferent plays also tended to,unite into larger wmitse. Such was
the case with the Pastores and the Stella, where the shepherds, who are
returning from the manger at Bethlehem, moet the three kings, who are on
their way with their gifts to adore the newborn child.

To this oy?le of Christmas plays was prefixed the play of the

0l1d Testament Prophets (Processus P;ophetarumo, who prophesy the coming

of a Savior. It is believed totbe based 6n a twelfth oms-thirteenth cen-

tury sermon, Sermo contra Judasoslfqugnos et Arianos de Symbolo, written

141bid,, p. 20.
151'b1d., Pe 324
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to convert unbelievers. Witnesses both from the Bible and the pagan
world are called forth to t'estify, and they foretell the coming of Christ.
To the Christmas cycle also belongs the Annunciation to the Blessed Virgin
_Mary and the Presentation of the Infant Jesus in the Temple (also called
the Purification). Thus it is‘ already apparent how ;arious related

scenes from the Bible tend to form into cycles.- .

We have seen how the two seasons of greatest dramatic activity

within the lituxfgioal ser'vic;s were Christms and Easter. But other
seasons of the year, too, had plays enacted as part of the o.hurch ritual.

After Epiphany, during the seventh, sixth, and fifth Sundays preceding

Easter (called Dominicae in Septuagesima, in Sexagesima, and in Quinqua-
gesima respectively), the lectiones ;em given to instruction about the
patriarchs }6 Karl Young has edited two early fragmentary texts of 0Old

Testament plays: the first, Ordo de Ysaac et Rebecca et Filiis eorum

Recitandus, from Austria, and the second, Ordo Joseph, from Ia.on.]'? The
first tells the s£ory of Jacob and Esau and the second the selling of
Joseph into Egypte The Norman-French Jeu d'Adan‘Lcorrl:ains plays of Adam
and Bve, Cain end Abel, and the Prophets. The plays of Nosh, Abraham
and Isaac, and Mc;ses would fit into this group, although there are no
Latin plays preserved on these *I:v::x:»icﬁ:.18 |

During Advent,\ the season before Christmas, eschataological plays

were presented--plays of the Antichrist , the Wise and Foolish Virgins,

16Craig, op. cit., p. 63.

1%oung, ope cite, Vole II, pp. 258-76.

18craig, ope cit., p. 65
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arexd the last Judgment. Their origj,ﬁ j.§ somewhat obscure, but it is
probably to be found in the lectiones of Advent season. "In the.case '
of the Antichristus end the Judicium," says Hardin Craig, "the problem
of a liturgical origin becomss acutes The indications of an origin within
the church and out of t}‘m service are not too numerous or too clear,
but they seem sufficient to establish a probability that these plays,
or this play, for they were probably originally one, arose in the usual
and accepted manner of all other Latin reiigious dramas."1® An eleventh.
or twelfth century menuseript from Limoges contains a play entitled
Sponsus, which treats the story of the wise and foolish virgins and con-
signs five of them to devils who carry them off to hell.2C

As mentioned earlier the two most-important seasons for the pré—
sentation of religious plays were Christmas and Easter, and the plays
-tended to group themselves in one of these two c;rcles. In Craig's words,
"The elements in the composition of these groups were invented within
the church and partly united imto cycles in the liturgical stage. After
the secularization of the plays the groups no doubt é:ew larger and more
detailed, but they still maintained their integrity. The plays of the

Nativity extended from the Processus Prophetarum to the Death of Herod,

and the Easter group had to d® with Man's Fall, the Passion of Christ,-
and his Resurrection."?l It is interesting to note the different manner

in which the plays becams .grouped together in different countries in

19rbido, Pe 750

20young, op. cit., Vol. II, pp. 365-69.
21Cra.ig, OPe. Oito. Pe 20. :
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Europe. In Germeny both the Pwégion plays @d the Christmas plays were
greatly expanded. The Pa.s&io\n pi;.y contained the Fall of Man, the Passion
and Resurrectior; of Christ, and sometimes 0ld Testament plays of the |
patz:ie.rohs.‘ |

A very early German Passion play from Ste Gall bears a very close
resemblance to the latin liturgical dramas and relates the events in the
life of Christ from the Wedding in Cana through the Resurrection. A
later foﬁrteeuth century play from Ste Gall has an extensive Christmas
play which begins with a Prophetae, has & Betrothal of the Blessed Virgin

Mary, an Ammunciation, a Pastores, a Stellae, a Purification, the

Slaughter of the Innocents, and the Flight into Egypt.zz The Benedict-
- .beuern Christmas play is another excellent example which shows the tend-
ency of the related plays to group th;mselves into oycle;. The opening
is a kind of prologue with the prophets and the Sibyl, who foretell the
coming of the Messiah. In this part the Jew Archisynagogus engages in
a heated debate with Augustine but is vanquished: The next scens is an
Amunciation and Visit to Elizabeth, in which Mary, too, conceives and
gives birth to a son. Next follows the play of t‘he. Three Kings, who
enoomxbevr Herod before they prooéed to Bethlehem. The shepherds appear
next and are tempted by the devil not to listen to the advice of the

angel.- An angelic chorus sings Gloria in excelsis, and they proceed

on their journeye. When Herod finds that he has been deceived by the
three kings, he orders the childrem to be slaughtered. The death of

Herod is then portrayed, this being followed by the Flight imto Egypt.23

2271bid., ppe 105-6.
23Young, ope cits, Vol. II, pp. 172-96. .
-L-— i
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In France the development 6f late medieval drama was different
<in that the plays did not 'becqme\ grouped in such large cycles or become
small scenes in oné vast play as was the case at Benedictbeuern. The

Mystdre d'Adam looks like an early attempt at cycle building and con-
24

tatins ;.n Adem and Eve play, a Cain and Abel play, and a Prophetas.
There are three religious plays in a collection of‘ manuscripts in the
Bibliothdque Ste. Genevidve which seem to be c:yc:l:’l.c.25 The first of
these, the Nativité, contains a.Creation and Fall of Mah, a conversation
between the Prophets, Seth's journey to Paradise for the oil of mercy, '
the Betrothal of Joseph and Mary, the Annunciation, the Birth of Christ,

and the Coming of the Shepherds. The next play from Ste. Geneviéve,

Geu des Trois Roys, contains the Adorat{on of the Magi, the Slaughter -
of the Innocemts, and the Flight imto Egypt. This last episode contains
the apocryphal legend of the sower, which figures in subseqﬁenb plays,
even in the New World. The third play from Ste. Geneviéve, the Resur-
rection, begins, like the Na.tivité, with the Creation and Fall of Mane.
The scene shiftts from the Sething of the Watch to the souls in hell who
are.praying to Christ for releases. After a Harrowing of Hell, there is

a Planctus Marise, the purchase of oimtment by the Marys from a spice-

merchant, the proceeding to the tomb, and the surprise upon finding it
empty. The final scene shows Christ's appearance to Mary Magdalene and
the other Marys. Because this play contains many of the same scenes

_as the Nativit$, some oritios believe the plays do not make up a cycle,

24Grace Frank, Medieval French Drama (0xford, 1954), pp. T4-84.,

25Tbid., ppe 136-53,
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but instead were designed for indspéndént performance .26

3

There were numerous Passion play‘\s in France--at Nevers in 1396,

St. Maure in 1398, Vie;me in 1400, Paris in 1400, and others from Semur,

Arras, and Angers.27 There is also one very long play, Le Mistére du

Viel Testament, which seems to be an independent 0ld Testamemt cycle of
plays from the Creation of Man to the lives of the patriarchs. The most
abundant type of play in the late Middle Ages was the miracle play,

especially the series called Miracles de Nostre Dame, forty pleys dated

probably in the last half of the fourteenth century.28 Thus in France
We cen see numerous isolated plays but no great tendency toward cycle
building as in Germeny and England.

Religious drama developed fastest in Italy, where the Cividale
play, for instence, was highly developed by ;he fourteenth cen‘l;ﬁry and
was using vermacular language. There were Corpus Christi processional
.plays in Vicenza (1379), Milan (1336), and Florence (1454).2°

By the middle of the thirteenth century in Europe, -the liturgieal
play had reached its highest development as liturgy, and gradually, as it
became more and more secularized, it ceased to_ be 'enactéd .in the church
or as a part of the church sgrvice. It ’thex; passed from the church to
the marketplace, from the hands of the clergy to the hands of the laity.
In Engla.ﬁd, as in Germany, the plays tended to aggregate in the cycles

of Christmas and Baster. But winter and early. spring were hardly con-

261pid., p. 138.

2701-:.15, op. ¢it., pp. 109-10,
28prank, ops. cits, pe 114.
2901-;'1;, ope oit., pe 111,
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ducive to a very lengthy drama if it was held outdoors; hence Whitsun-~
tide became a favorite daj:e for the performance of plays .30 When Pope
Urban in 1264 designated the Thursday after Trinity Sunday as the festi-
val of Corpus: Christi, commemorating the mystery of the Eucharist, the
religiou; procession became the logical place for the presentation of

a series of playse Thus in the larger Corpus Christi processions, an
entire series of biblical stories from the Creation of Man to his Final
Judgment could be enacted. The procession ms'mnaged by civic authori-
ties, and a local guild was sometimes put in charge of one or more of
the plays. Our knowledge of the nature of these processional plays

is more complete in England than in any other coumtry.

At York there were forty-eight plays ranging from the Cregf:ion
and Fall of Lucifer to the Day of Judgment. The plays are arranged in
chronological sections beginning with Genesis (Creation, Fiall, Adam and
Eve, Cain and Abel, Building of the Ark, Noah and the Flood, Abraham's
Sa.crifice, etc.). The scene then shifts to the New Testament and matters
dealing with Christ from his birth to the raising of I.azarus: the Annun-
ciation and Visit of Elizabeth to Mary, Joseph's Trouble about Mary, the
Journey to Bethlehem and the Birth of Jesus, the Shepherds, the Coming of
the Three Kings to Herod, the Flight into Egypt, the Massacre of the
Innocents, Christ with the Doctors in the Temple, the Baptism of Jesus,
the Temptation of Jesus, the Transfiguration, the Woman ta;ken in Adultery
and the Raising of lazarus, and the Entry into Jerusalem. The next group

of plays deals with matters of the Passion: the Conspiracy to take Jesus,

3% oung, op. cit., Vol II, p. 94.
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the Last Supper, the Agony and Betrayal, Peter's Denial of Jesus and
Jesus Examined by Caiaphas, ,the Dream of Pilate's ‘ﬁife and Jesus before-
Pilate, the Trial before Herod, the Second Accusation before Pilate
and the Remorse ‘of Judas, the Judgment on Jesus, Christ led up to Cal-

vary, the Crucifixio Christi, the Mortificacio Christi, and finally the

Harrowing of Hell, The next group have to do with the Resurrection:
Resurrection and Fright of the Jews, Jesus' Appéare.nce to Mary Magdaleme,
the Travellers to Emmaus, the Purification of lhfy, the Incredulity of
Thomas, the Ascension, the Descent of the Holy Spirit, the Death of Lhry.,
the Appearance of Our lLady to Thomas, and the Assumption and Coronation
of the Virgine The last play in the cycle is an eschatological play,
the Judgment Daye . ' -
These forty-eight plays of the York cycle make up thg most complete
cycle of Corpus Christi plays in Engla.nd and illustrate the wide scope
of the medieval drama, There was a fairly complete‘cycle of plays at
Chester--twenty-four in all, t;eginning with the Fall of Lucifer and
ending with the last Judgment. Like the York plays, th?se piays were
staged on pageant wagons which wére drewn through the streets of the
city and stopped at various intervals while the plays were being enacted.
The Towneley collection of plays, thought to have been presented at
Wakefield, contains some thirty plays with, however, a number of missing
léaveé in the mnné;:ript. The Hegge oycle of plays ;_probably given at
Lincoln,’ contains bamms, or proclamations, which indicate that there
are thirty-nine different plays in the cycle altﬁougﬁ the number of

extant plays does not agree with this figure. They are thought to have
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been acted on a multiple stationary stage ‘r\af:her than on pageant wagons .31

From these large cycles in England we can see that religious
drama centered in the festival of Corpus Christi and held a prominent
part in the lives of the citizenry during the late Middle Ages. The plays
/ were ai'r&nged in chronological order and staged by the trade guilds of
each city. The municipal authorities were in charge of the festiwal,
establishing certain regulations concerning the presentation of plays,
and levied certain fines if the plays were not handled with due concern.
The plays there are still religious in essence although many secular
slements have begun to creep ine In the Second Shepherds pley in the
Towneley manuscript, for instence, the scene of the Adoration has been
daarfed coﬁsiderably by Mac and the sheep-stealfng episode.

In Spain little is known about the early development of religious
drama, but from the few extant records today ome can assemﬁle enough
data to present a fairly reliable account of what happened in Spain
and how the drame developed é.long lines quite different from England
and Germany. Iike France, Spain had numsrous liturgical per,ductions
in the cathedrals of her larger cities and a number of individual
religious plays presemted on Corpus Christi day. But this is the con-

cern of the next chapters

31Craig, 02. Cito,b Pe 2450



CHAPTER II
MEDIEVAL RELIGIOUS DRAMA IN SPAIN

It is easy to see the movement of the drame from the church
liturgy eutd;ors to the Corpus Christi procession in countries like
France and England, where there was a similar patfern of development
and a number of existing manuscripts of the cycles of plays. But
in Spain the situation is different because of the paucity of manu-
scripts and edited texts. Because the lines of development of the
drame tended to take certain directions in Europs, we can assume a
certein movement to have taken place in Spaine. Medievel society must
bo thought of as one vast institution in whioh all things are held in
" common. A religious ceremony or practice, on;é it ha;s been instituted,
becomes common property, and there is no such thing as deceit in copying
or imitatinge In literature great writers, like Chaucer for instance,
borrowed freely, feeling no duby to acknowledge their sources or attempt
‘to create anything new and originale Likewise in the drame, a play,
once it had been made a part of the liturgy, became .common property, and
other commmities felt frge to use it in its original form, rewrite it,
add to or subtract from it.l

In Spein, tmfortmately{ there are no complete cycles of plays

like the French Mistére du Viel Testament, the German Benedictbeuern

Passion Play, or the Bnglish oycles of plays at York, Chester, Lincoln,

and Wekefield, The earliest extant texts from Spain are two elevemth

1 N -
Hardin Craig, English Beligious Drama of the Middle Ages
(0xford, 1855), ppe 5-Te
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" century versions of the Visitatio Sepulchri from Silos.2 One Visitatio

ta\.ppearsc in the breviary at the end of. the Processio ad Fomtem of Easter

Vespers. The other follom:s the Processio ad Foxrtem.3 There is a primi-

tive twelfth century Christmas trope from Huesca..4 One of the earliest
nys‘beries?.s e fragmentary anomymous twelfth century pley, Auto de los
Reyes Magos. From the time this mystery play was first presented umtil
the sixteenth cemtury, when we have a more definite type of secular drama
emerging with Lope de Rueda and Torres Naharro, the story of Spanish
drema is & sperse one, one that has left few records and poor documen-.
tation.

What happenéd in these two or three hundred inmtervening years
‘nged not be a matter of puré conjecture, however. There are existing
records, meny of which have been published, that tell of certain d;-amatic
activity both in the cathedrals of Spein and in the Corpus’ Christi pro-
ces~sions in the larger citiese The municipal library in Velencia, for
instence, has the manuscripts for two mystery plays and one miracle
p‘].ta.y.5 Although the mamuscripts were copied in 1672, there is some
evidence that the plays were of an earlier date. .In 1898 J;as;’a Sénchez-
Ar;jdna. published the records covering drametic performances in Seville

from the time of Lope de Rueda to the end of the seventeenth oen’!:ury.6

2Rarl Young, The Drama of the Medievel Church (Oxford, 1933),
Vol. I, ppe 573, 5770

 3mia.

41bid., Vol. II, pe 427,

5 Hermenegildo Corbat§, "Los Misterios del Corpus de Valencia"

Modern Philology, XVI (1932-33).

6308¢ Sénchez-Arjoma, Aneles del Teatro en Sevilla (Sevilla, 1898).
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A menuscript in the Biblioteca Na.‘ciona.‘.t in Madrid, which contains ninety-
six avonymous plays thought to have fb:é:: wiitten from 1550 to 1575 and
many of them based on earlier plays, throws some ligh-b on the later \
stages of developmn:t of the religious drama. They ha.ve been very capa-
bly edited by Léo Rouanet. 7 Between 1916 and 1922 the Aca.demia Espafiola,
under the supervision of Jenaro Alenda, published an alphabetical list

of the kmown manuscripts in the Biblioteca Nacional, private collections,

8

and published collections,  Many of these plays had been published

earlier in the Biblioteca de Autores Espafioles, and edited by Eduardo

Gonzélez Pedroso.’ Sinoe many of these pleys are very late versions of
earlier plays and many have long since become secular in nature, they
will not be of much help in tracing the line of devc;lppmenb of religious
drame. in the Middle Ages. However, some must be adaptations and redac-
tions of earlier plays, and many are exemplary of a new form of religious

drema peculiar to Spain alone, the auto sacramemtal, which reached its

highest development in the seventeemth centurye.

1y

The fragmentary Auto de los Reyes Magos, found in Toledo, be-

longs to the twelfth centurye. This Three Kings play) based on Matthew
2:1-9 and written to celebrate the feast of the Epiphany, presents three
soliloquies by the three astrologers from the east asserting their sur-

prise and mistrust of the newly discovered star, their imability %o

7coleocién de Autos, Farsas, y Coloquios del siglo XVI (Barce-
lona and Madrid, 1901), 4 Vols.

8"ca.‘lzilogo de autos sacramentales, historiales, y alegéricos,"
Bolet{n de la Real Academia Eapa.ﬁola Vols. 3-9.

9"Au'l:os saéramcntales, desde su origen hasta fines del siglo IVII,"
Biblioteca de Autores Bspafioles, LVIII (1865).
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interpret the mystery, and their visit to Herod, who, after they leave,
wrathfully bids his astrologers int\;rpx‘-o“t the mystery. Here, after 145
lines, the manuscript ‘breeks off, leaving the scribes and a’stroloéers
disputing among themselves.

~ Winifred Sturdevant, in a study of this earli‘est of the Three
Kings plays in the vernacular, traces the various motifs of the play to
the liturgy and liturgical plays.lo She shows how the play is not
directly related to latin liturgical plays, anc how all must have had a
common source-~the Roman liturgy.n She then cites sixteenr Three Kings
plays in the vernacular, which are based on latin liturgical plays, and
shows that a closer resemblance exists between these and the Spanish
play than between it and the latin liturgical plays themselves. Among
the plsys which she cites are the Benadictbe:xern Christmas pla};‘; French
plays from Ste. Geneviéve, Chantilly, and Valencienne; ‘and the English
'thi plays of the cycles at York, Chester, and Wakefield. Although
this last group, the Bnglish plays, came rather late, almost three
hundred years after the Spanish play, they are closer to the Spanish
play in dramatic structure and technique than are 'the Lﬁtin liturgical
pleys. Naturally they 'ouldvbe, having been less secularized. Here is
ancther instance in which plays which are greatly separated in time and
space follow a similar line of development. Miss Sturdevent concludes
that the ultimate dramatic source of Reyes Magos was probably a litur-

gical Epiphany play brought to Spain from France .12 Fitzmaurice-Kelly

10Minifred Sturdevant, The Misterio de los Reyes Magos (Baltimore,
1927). ' .
11Ibido, ppo 46"55.

lzlbi.d., PPe 56‘79 °
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is undoubtedly right when he traces the general development of this
Spanish n;ystery back to the Latin liturgy in places like Limoges, Rouen,
Nevers, Compiegne, and Orleans. The legend, he says, is

w eco de piadosas tradiciones, parte orales y parte ampli-
ficaci6n de apberifo Protevangelicum Iacobi Minoris y de la
Historia de Nativitate Marise et de infamtia Salvatorise
Estos dramas liturgicos franco-latinos, compuestos durante los
siglos XI y XII, y mencionados a.nteriomeube por el orden de
su probable redaccién, fueron traidos a Espafia por los bene-
dictinos de Cluny, y de la misma suerte que cada nueva
redaccién representa una modificacién de la precedemte, as{
en la obra espafiola aparecen desarrollados los primeros
modelos.

Thus we can see from this suggestion the typical manner in which religious
dreme developed in the Middle Ages. FPlays were amplified, expanded, or
modified to suit their new enviromment, the emphasis not being on indi-
vidual authorship or on original and creative c;ﬂipositi@. ™

The Three Kings play combtinued to be performed thronghout the
Middle Ages in Spain. Miguel Lucas de Iranza's chronicle of Enrique IV
tells of a performance in 1461 of a "representacién de los tres Reyes
Magos" at the king's palace in Jaén and mentions anocther performance
there in 1464. 4 Henri Merimee mentions a thirteenth century Three
Kings play performed in the cathedral in Toledo.l5 The sixteemth cen-

tury Valencian play Misteri del Rey Herodes, performed on Corpus Christi

day, begins with a Three Kingss episcde. The records of the Cabildo

Cathedral in Seville tell of a presen;l:ation of los tres Reyes Magos in

1560. and another in 1561. The first play won the prize ("un marco de

13Quoted in Adolfo Bonilla y San Martfn, Las Bacantes (Madrid,
1921), Pe 68.

14pa1ph Be House, "Religious Pla.ys of 1590," Univ. of Iowa Studies
in Spanish language and Literature,. Ho.. July, 1935, Ppe 9-10,

‘15Henri Merimfe, L'Art Dramatique & Valencia (Valencia, 1913),p.39.
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}:ala:ba") offered by the city for the best presentation during Corpus
Christi.le Ons last play on this theme' is an anonymous play, Camedia

de la Historia y Adoracion de los Tres Rreyes Magos (ca. 1590)s Ralph E.

House, who edited this play, states that it is not closely connected
with the av;ilable texts of other Magi plays in relation to action and
the nameys_of minor characters.l“? However, it is easy to see that the
plays, although they have many dissimilarities, were indigenous every-
where in Spain and had a common source inm the liturgical plays of the»

. Epiphany.

» We do know that there were other religious mystery plays in Spain

in the thirteenth and fourteenmth cemturies because of a reference made

to them by Alfonso X in his exhaustive legal code, Siete Partidas,

written about 1260 In it he forbids the clergy to attend or to write

juegos por escarnio, or buffoon plays, and urges them ‘instead to por=

tray the birth of Christ, the appearance of the three wise men, and the
crucifixion and resurrection of Christ. The greatest number of plays
in ;:he Middle Ages in other parts of Europe was related to the two
seasons of Christmas and Easter; hence it is probable t}'zat if a great
body of medievel dramm "existed in Spain, it, too, would deal mainly with
these two seasons.

A record from the cathedral of Gerona, dated 1360, states that

it was customary to present a Three Marys play om Eastor.ls ‘This is

183 énchez-Ar jona, op. cit., p. 22.

17House, ope cit., p. 1l.

185, Po Wo Grawford, Spenish Drama Before Lope de Vega (Phila-
delphia, 1937), p. 1. o
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undoubtedly & liturgical play based on the Visitatio Sepulchri tropes

Another reoord tells of a Christmas representation at Valencia in 1432,

and another refors to dalogue in 1440.19

-There can thus be no question
that the second was msrely o,}still scens or mrte representation.

A. As Parker tells of a play of the Temptation of Christ which was pro-
duced in Gerona on Christmas afternoon in 1473. "A year later,"™ he adds,
"the Chapter agreed to preserve the customary Resurrection pley performed
at matins on Easter morning’."zo The play is obviously a late version of

the Quem quaseritis trope to which had been added scenes related to the

centurion, the apparition of Christ to Mary Magdalene, and the incredulity
of Thomas. As late as 1581 a Nativity play was being presented in the
Huesca Cathedra1.21 "In Mallorca,"q?ays Parker, "these liturgical pl;ys
seen to have reached their highest development round tﬁe year 1420, when
the accounts of Palma Cathedral show the greatest expenditure for this
purpose. o .Q‘l‘wo fragments of a liturgical play dramatizing the conver-
sion of Mary Magdalen were discovered among papers taken from a Mallorcan
convert.*22 In the first of these Mary begs to anoint Jesus, Simon com-
plainé, and Jesus rebukes him. vLiturgical' pleys were also popular in
Valencia, and some form of the Prophetae was being presented there umtil

]531.23 Because we do not have manusoripts for these plays, we do not

191b44., pp. 3-4.

205, A. Parker, "Notes on the Religious Drama in Medieval Spain.
and the Origins of the 'Auto Saoramental,’'® MIR, XXX (1935), 173.

2lmid., pe 173,

221pia.
2314,
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know the exact nature of them. We may suppose that they took a line of
éevelopmem: similar to that of plays of the same name in France, Germany,
and Ttaly. ‘

Ve do, however, have some fragmentary manuscripts of other plays
which were given in the churches in Mallorca in the fifteemth and six-
teenth centuries, and éhese plays illustrate very well the fact that
Spain had the whole of medieval drama, ‘A Catalan manuscript containing
forty-nine fragmentary plays was -discovered in 1887. The plays in it
are called consuetas, an antiquated Catalan word meaning a theatrical
presentation which was & part of the church ritual in the cathedral.??
Of the forty-nine plays, six of them deal with the Nativity of Christ:

Consueta per le nit de Nadal (two plays);: Consueta o obra del Sanct{ssimo

nacimiento de nuestro sefor Jesu Christo llamada del peccador, Consueta

de la nativitat de Jesus Crist, Aucto del Nacimienbo: and Representacid

per la nit de Nadal. Of all the plays in the manuseript only two have

the names of authors or redactors listed, and those two occur in this

group. The Consusta o obra del Sanctissimo nacimiento de nuestro sefior

Jesu Christo was composed by Bartolome quricio'and the Aucto del Naci-

miento was "compuesto y compilado™ (composed and compiled) by Juan
Timoneda, a sixteenth century author and publisher in Valencia. The
inference here is that he merely redacted the familiar biblical material

of the Christmas story, as was usually the case in the growth and devel-

opment of religious playse.

24Gabriel Llabrés, "Repertorio de 'Consuetes' Representadas en
las Iglesias de Mallorca," Revista de Archivos, Bibliotecas, y Museos,
'V (1901), 920, fn. 1. N




-29-
There are two Shepherds plays in the Mallorcan menuscript--

‘Consueta dels pastorells snd Obra llamada la Pastorella. There are two,

Magi plays, both called Consueta dels tres reys de Orient. There are

two ple.ys of the Tempbation of Christ, Conspeta de la tentacib; feta en

l'any 1597 and Consueta de 1a representacié de la tentacif que fonch

feta a nostro S,°7 Xpt‘. Four plays in the collection treat the Descent

from the Cross: Cobles del deuallament .de la Creu, Del Descendimiento

de la Cruz, Consueta del deuallgment, and Representacid del douallamant

de la creu. Only one play, Consueta de la Resurectib de Jesuxrispb

nostre senyor en la qual entren vint persones, treats the Resurrection

of Christe
The Mallorcan manuscript also ha.s 0l1d Testament plays. One is a

Sacrifice of Isaac play called Consueta del sacrifici de que Abram volia

fer de son fill Isach. Another relates the story of Jacob--Comensa

Jacob y diu & sos fills, en t3 de eterne rerum. The Apocryphal story

of Tobias is included, too, in a play called Consueta de la historia de

Tobiese. There is one play from the book of Esther, the Consusta del
Rey Asuero. Finally, there is another play originating in the Apoory-
pha--Representacid de Judith.

Mallorcan plays from the gospels include two of the Prodigal Som,

both called Consusta del fill prodich; one of the Good Samaritan, entitled

Consueta de la samaritana; one of Susanna, called Consueta de Susana del

-quart diumenge de la quaresma; and two of lazarus, both named Consueta
de latzer. |

From this -li'st of plays we can see a tull cycle of Catalan pio,ys
dealing with th; Christmas and Baster seasons, the Old Testament, the
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ministry of Chris{:, aad finally an eschatological play, Consueta del juy

(Last Judgment). The collection from Mallorca also includes eight
saint's plays, pertaifding to the lives of St. Francis, St. ‘George, St.

Christopher, St. Matthew, St. Peter, and St. Paul, The last one is a

play of the Conversion of St. Paul--Representacié de la conversif del

beneuenturat sant Pau, treta en part de la sua historia y lo demes per

considerationse

Of major importance in the 'developm_ent of Spanish drama was the
festival of Corpus Christi, established by Pope Urban in 1264. By the
early fourteenth cenmtury the Corpus Christi procession had been well
established, particularly in France. Existing records tell us of the
inauguration of the Corpus Christi procession in Spain in the fourteenth
century, but here the line of development is different. The Spanish
processions, as far as we can tell, did not produce a wast cycle of plays
" for Corpus Christi day, plays which covered the entire range of time from
Creation to the Last Judgment. Nor was there a Corpus Christi play as
such; i. e., & lengthy play made up of smaller plays or episodes from
the Bible. The English oycles--Chester, York, Wakefield, and Lincoln--
best illustrate the grouping of plays into one large cycle, each play
being performed either on a i)ageant wagon pulled through the streets df
the city or on a multiple stage at soms fixed location within T.he tom.
Such cyclic formation, as far as we can tell, g.id not occur in Spanish
cities, with the possible exception of Barcelona.

The first Corpus Christi procession in Spain was celebrated in

Barcelona in 1322. There are records of "repréaent-acionos" which
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accompanied the Yestivals in 1394,25 and at one time 108 differemt "repre-
sentaciones" were gi.v'en.z6 No one Beems: to be sure about the exact nature
of these "representaciones," whetl'mr they were actual performances of
plays or mere static tableaux made up of statues or images borne through
the streets. A dooument ddted 1583 from the m‘micipal Magistery of
Barcelona gives some clue to their nature. Jos§ Sol y Padr{s describes

the entry in Origines del Teatro Espafiols

En la oreacifn del mumdo habré doce éngeles cantando: Semyor
ver Dou: & 8sta y otras segufa el mayoral con su maza ¥
veinticuatro diablos que batallaban & pie con veinte &ngeles

de espada capitaneados por San Miguel: y entre otras repre<

sentaciones infinitas habrd la Anunciacién de la Virgen, en

la cual cantaban dngeles; el entremés de Belén con los Reyes

Magos & caballo; el entremds de la misma Santa con Daciano y

doctores, y otros varios que seria largo enumerar.

B )
This description is undoubtedly of an actual Corpus Christi playe.

Since the religious procession usually preceded the vlays, it is
quite possible that it is these mute processions rather than the actual
plays that are being described in extant records. It is thought that the
Corpus Christi plays in Barcelona followed the same processional pattern
as German plays, the procession stopping at various stitigns throughout
the town to p.resent the plays.28 A document in the Barcelona Archives,
dated 1453, desoribes the decor of three entremeses, or platforms, on
which three plays were given. The plays mentioned are the Creacid del

Mon, Bellem (alias la Nativitat de Jhuse xpst.), and la Anunciacib.

25Bonilla y San Martin, ops oit., p. T4e
26parker, ope ocite, p. 176.
27Sénchez-Arjona, op. cit., p. 2.

280raig, ope cite, p. 107,



-32-

These plays indicate &t least & certein diversity which would be in
k;eping with the Corpus Christi play, which was made up of smaller plays
from the Creation of ;Lhn to the Lest Judgment.

All'bhough the Corpus Christi processiop was inaugurated in Valencia -
in 1355, we kmow very little about the nature of the plays there umtil
the sixteenth century. We do have records of a vigorous dramatic activ-
ity within the church service at the cathedral--Nativity plays, plays of
the Assumption of the Blessed Virgin l;!ary,' and on the day of Pentecost
& play in which the Holy Spirit descends in the form of a dovezb fun
colombe qué, grdce a un mécanisme, descendait de la voilite sur le maftre-
autel, tandis que par des piéces d'artifice ingémnieusement disposées elle
semblait lancer des éclairs et montrait & -la multitude les langues de feu
dont parle 1'Ecriture."?® The Assumption of Mary play deals with the
death, burial, and resurrection of Mary, and will be discussed later in
. this chapter with the other liturgical plays presented within the church.

In the Corpus Christi procession it was common for the figures
of saints or other religious personages to be carried through the streets
on the entremeses. Valencian documents mention such platforms in 1402,
and the word was probably used even earlier. By the end of the four-
teenth century the word is quite common.>° Unfortunately historians
have coﬁi‘used these entremeses and their mute figures with the actual
 plays themselves and try to show how little by little live actors re-

placed these statues and dialogue and action converted the still scene

29%srimde, ope cite., pp. 4-5,

30Ibid o', Pe 11.
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into a play. Such is the concept of Merimée:
Pourtant, un changement -survint: la transition de la

statue & l'acteur:se fit dés le premier quart du quinziéme

siécle, et elle se fit par le moyen de figurants. En 1407,

"notre pere Adem et Bve" ne sont plus des images inanimses,

d'honnétes Valenciens tiennent le rdle. Ba 1408, les trois

Rois d'Orient, gaint Sébastien et saint Georges grossissent

& leur tour le groupe des personnages vivants, et, dds lors,

ltimportance de la figuration humaine augmenta vite Sl

Certainly the early liturgical dremas grew out of the religious
tropes, which in turn stemmed from the antiphons of the church service.
But never has & Corpus Christi play sprung forth from a mute scene, at
least in any other part of the continemt or in England. The religious
mysteries, long since created, were merely reassembled and in some cases
redacted to form a cycle of plays to be given for the feast of Corpus
Christi. With the establishment of the procesgion, the plays took.on an
ambulatory form and were preceded by a religious procession of the Sacred
Host, which, unfoftumately, too many critics have misteken as a series of
tableaux from which sprang the Corpus Christi playe. The cart is before
the horse here, since the plays were in existence long before the estab-
lishing of the procession.

We have a record of a play presented in 1435 in Valencia, Entremés

del Paradis Terrenal,32 which is either a play of the Creation or an Adam
and Eve playe. The central figures in the play are God, Adam, Eve, the

serpent, Death, and two angels. The only extant mysteries from Valencia

i 31Ibido, PPe 14"150

32Bonilla y San Mart{n, ops cite, pe 77.
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are very late, the manuscripts, as menmtioned earlier, dating from 1672,
Evex; if the plays are of the late fifteemth century, they still are most
probably redactions of earlier works. Corbgté, in his study. of these
three plays‘,.v:ery aptly describes the way in which the religious plays
developed: "Se puede afirmar que existia en todas las representaciones
sagradas un fondo comfin do leyendas e incidentes, y los autores utili-
zaban o afad{an todos aquellos detalles que les parecfan propios o
w33

adequados a las circunstancias de su nacién y tiempo.

Because one of the plays, Misterio de San Cristébal, is a miracle

play rather than a mystery play, it will not be discussed in this study.

The second Valencian play, Misterio de Herodes, is in diction and versi-

fication quite unlike its predecessor of some three hundred years, the

Castilian Auto de los Reyes Magos, although they are both outgrowths of

a long tmdition of Herod plays and follow the same basic story from the
Sceripture. The Valencian play has three basic episodess the adoration

of the three kings, the flight into Egypt, and the slaughter of the immo-
cent children. One can easily see here the similarity to liturgical
plays dealing with the Herod story in Framce, Italy, Gormany, and England,
where oftentimes it is part of a Nativity playe The three topics were
united very early. The episode of the five mothers wﬂo weep over their

decapitated children is similar to the Digby play, Herod's Killing of the

Childrene.

The Valencian Mistero de Adén y Eva follows closely the lectiones

in the servioe of Septuagesime. As Corbat states, "Este misterio sigue

3¢ orvats, ‘op._cit., p. 42.
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con fidelided el relato bfblico de la creacidén y cafda de Adén y Eva,

;r no afade mis que el arrepentimiento de embos y la promesa de Dios
referente a la futura redencién del género humano,"3% The pley is some-

what similar to the anonmymous Aucto del Pecoado de Adan (XL in the Codex -

of ninety-five plays in the Biblioteca Nacional edited by Rouanet).
There are references in documents dated 1517-1523 to other

Valencian mysteries, but we do not have the manuscripts .3’5 The plays

mentioned are: Misterio de Belén- (with Joseph and two kings), Misterio

del Deuallament de la Creu (a Descent from the Cross play), Misterio

del Juh{ (a play of the last Judgment with "seven saved souls, seven

darmed souls™), end Misterio de los Sanmtos Padres (probably an Adam and

Eve play) .36 There is an anonymous Descent from the Cross play in the

codex in the Biblioteca Nacional called Aucto del ,Desoendinﬁénbo de la

Cruz (XLIII), thought to be from the second half of ‘the sixteenth cen- -

turye. Another play, El Descendimiento de la Cruz, was given in the

cathedral at Seville in 1532.37 There is still another anonymous play,

dated 1552, entitled Auto agora nuevemente hecho sobre la quinta an-

gustia que Nuestra Seflora pass§ al pié de la cr:uzJ devoto y contem-

plativo. Although these Descent plays have slightly different sets of

characters (according to the lists of dramatis personae given with the
play titles) and probably vary considerably in dramatic structure and

technique, they do agein illustrate very well the extensive scope of

34Ibido, pe. 46,

36Ibido.‘ Pe 83.
3T8&nchez-Ar jona, op. cite, pe 6
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medieval drama.
Merimfe mentions some lost plays of 1587 in Valencia: Lo misteri

de nostre senyora quant fugie a Egipte and Lo misteri del Rey Erodes ab

los tres reys de Orient (not the same as the previously mentioned Herod
play)s3® The first play, s Flight to Egypt play, usually follows the
Herod play in the Chri stmas cycle. Between 1571 and 1583 memtion is made

of other mysteries: Venda de Joseph, Fill Prodich, Rich Avarient, and

Castell d'Emaus.>] From this list we can see thet Spain had the whole of

medievel drama and much in the same form as it appears in cther countries
in EBuropee.

Corbaté, in a chapter devoted to the antiquity of these three
extant Valencian mysteries, believes that they were in existence long
before the formation of the Corpus Christi processions:

Tenemos pruebas de que en la catedral de Valencia se repre-

senteban antiguamente dramas litfirgicos en lat{n de los cuales

procedieron los dremas sacros en lengua vulgar dentro del
mismo recinto sagrado. Los dramas litfirgicos de la catedral
de Valencia estaban, desde tiempos muy antiguos, incorporados
en el breviario valentino y a mediados del siglo XVI uma comi=-
8ifn de eclesifsticos se ocupé de una refzsm que exclufa del
breviario antiguo estas representaciones.-, -

The Corpus Christi procession also came rather early to Gerona.
A cathedral consueta (or codex which contains the ceremonies and the

drames presented during religious festivals), dated 1360, mentions the

presentation of the Sacrificio de Isaac, the Suefio y venta de José, and

38yorimfe, ops cite, pe 32.

39001’1)“6, OEo c:l.t., Pe 83.

40
Ibide, pe 67e
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othersacred subjects "%l Bhat these other sacred subjects were is
not known unless perhaps they make up part of a smell cycle of plays
presented during ;COrpus Christi. The Sale of Joseph play was also
mentioned in the records from Valenci&. The Sacrifice of Isaac play
Was very common in Europe in the Middle Ages. It was presented on a
roca in the procession in Valencia in 152842&nd in numerous processions
in Seville, as will be seen latere

The Corpus Christi procession came much later to Seville--in
1451, Perhaps the reason for this late date is that the plays were
regularly performed in the cathedral, even during the feast of Corpus
Christi, wmtil quite late. Parker asserts that "liturgical plays must
have been performed in the cathedral in the fourteemth cemtury, but they
appear to have centered on the new feas:i: of Corpus Christi. Though not
connected with the recitation of the Office of thé feast, they yet
remained liturgical in the widest sense of the word in that they were
regulerly performed in the sanctuary as part of the service and not in
the open."43 Parker relates one incident which might be responsible
for the movement of the plays from the church %o the streets. "In 1579
a sumptuous catafalque was erected in ﬁhe choir of the cathedral for
ceremonies comnected with the translation of the remains of sovereignse

Thié left no space for the performance of the plays, which were there-

IS

4lponille y San Mart{n, op. cit., p. 72.

42Manuel Carboneres, Relacién y explicacién histéric la.
soleme procesién del Corpus que anualmerte colebra Ta cfudad
Valencia (Valencia, 1873), p. 46. :

43P'a.rlcer, ope cite, Pe 177,
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fore acted in the west poroh."% Once the plays were removed from the
church, they were staqu\on i)latform, or rocas, which Sénchez-A‘rjona
describes a8 "una especie de andas llevadas por doce ho;nbres, y encima

iban los que representaban la liarfa, Jesucristo, Sto. Domingo y S. Fran-

(g_iicg, y los cuatro Evangelistes. Ademis habfa seis dngeles y ocho
profetas, m&aﬂtaﬁendo, no sabemos si sobre la roca, aunque creemos
irfan a pie como los diablos y los édngeles, que segim hemos visto salfan
en Barcelona formando una especie de danza .45
A later emtry in the records of the Cabildo Cathedral in 1532
lists seven plays that were presented: El primero Adan y Eva, El segundo

Le Epiphanfa, E1 Descendimiento de la Cruz, La invencién de la Cruz, lo

de la conversifm de Constantino, cuando mendd soltar los nifios, El” Juicio

Ad - A
con Parafso § Infierno, and Immicién del Spiritu Santo.*® The Adam pley

in this list is a common play in Spanish, and we have two surviving Adam

plays in the Codex of plays in the Biblioteca Nacional, Aucto del Peccado

de Adan (XL) and Aucto de la Prevaricacion de Nuestro Padre Adan (XLII),
both based on Genesis 3 but completely differemt in structure and empha-
sis. Adam and Eve were evidently prominent fiéures in the Valencian

Corpus play El Paraiso terrenal. Needless to say, there were numerous

Adam and Eve plays in France and Englande The French Mistére du Viel

Testement treats the subject in 11. 966-1290 and 1561-1768., Italian

versions of la Creazione di Adamo ed Eva occurred in Aversa in 1534,

441pid., pp. 177-78.

4SSémshez--Ax-_;)ona., ops cite, Pe 3.

6
5 Ibido. Pe €e
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Sessa in 1541 and 1548, the play of the latter year being called Quando

Adamo ed Eva se pentio del peccato.47 i N

The Descenmt from the Cross listed in the Cabildo emtry in 1532

is analogous to the Biblioteca Codex play Aucto del Descendimiento de la

Cruz (XCIII) and the aforementioned British Museum play. Other plays in
Europe having this episode are the Benedictbeuernm play, the St. Gall Jeu

de la Passion and the Passion Play of Oberammergau. The York and Coventry

cycles in England also had the episode of the Descent from the Crosse.

In France there is a twelfth century Resurrection du Sauveur and in Italy

e thirteenth cemtury Rappraesentatis Passionis et Resurrectiomis Christi.t®

The Juicio con Parafso é Infierno, a Judgment Day play, listed above in

the Cabildo records might be the Same play as El Pe.rg{so v el Infierno
printed in Burgos in 1539.

The history of religious drams in Seville is easier to follow
from the last half of the sixteenth cemtury on because of records and
documents that have been found in Seville and edited by Sénchez-Arjona.
By this time the Corpus Christi procession has been firmly established,
and the presentation of plays is in the imands ;af the mmicipal aubhoﬁ-
tiess An eadvisory committee, made up of the mayor and certain persoms
designated by the church, was set up in 1532 to watch over the proces-

sion.49 As in England, each carro de representacion was under the care

of one of the trade guilds. The custom of coﬁposing a kind of prologue

47Tcolecoibn de Autos , Farsas, y Coloquios, Vol. ¥; pp. 238-39,

481131('1. s PPe 353"54 .

495&nchez-Arjona, ope cite, Do 6.
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called a loa de sacramento aro‘se during this time. Because so very

meny of the pla.ys of the Biblioteca Codex conmtain loas, it is thought
that they may have been performed at Senlle.sl
Sénchez-Arjona lists the records of the plays given during Corpus

Christi in Seville in 1560, Among them are Abraham, la muerte del Rey

Saul, and la Visitacion de Nuestra Sefiora a’Samta Isabel, and Los tres

Reyes Magos. Because Alonso de la Vega received 160 "ducados" "por
sacar dos carros de represemtacibén y siete danzas,"™ Sebastién de Arcos

received 25 "ducados" for le Muerte del Rey Saul, aud Cosme de Xerez

received the same amount for le Vitsii:eu:ion,52 it should be noted that

they did not necessarily write the plays, as many critics have assumed,
but were merely in charge of thé 'cirr_\_g on which the pla:y was presente;l.
If they did have & hand in its composition, they probably made a redac-
tion of an edrlier play, and certeinly the Abreham plays, at least, were
abundant.s The Three Kings play given this year has been mentioned
earlier in relaetion to the twelfth cemtury Castilian play,

In 1561 there were other Old Testament plays given in Seville:

Le soberbia y cefds de Lucifer, Rey Nabucodonosor y el Horno, Rey Saul

cufndo libré Mical 4 David, as well as another Three Kings play and a

play of the Circumcisione. There are two Nabuchadnezzar plays in the

Codex of ninety=-six pleys at the Biblioteca Nacional, Aucto del Rey

Nabucdonosor Quando se Hizo Adorar (XIV) and Auto del Sueno de Nabuco-

50Tbid.

SlIbidc, Pe 8e

Sszido. Pe 182
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donosor (XV)e. In 1563 a play Tragedia de Nabuc Donosor was given in

Plasencia, which was most realistic: "tan al vivo el echar los nifios en
el horno,’ que creyeron algunas personas que 1o§ nifos se quemaban de
vere.s."SB The Prophets Play of Saint-lMartial de Limoges has a small
Nebuchadnezzar episode. Nebuchadnezzar's vision is found in the Mistére -

du Viel Testament, 1l. 39689-39895 and 40043-40197. There were two

early Daniel plays in latin which dealt with Nebuchadnezzar's vision,
one from a monastery in Beauveis and the other from the wandering scholar
Hilarius ,54 and these Nebuchadnezzar plays might easily have descended

from theme Another play of the Circumcision was given in 1585,

A pley of the wise and foolish virgins, las virgenes prudentes
y fatuas, was given in the Corpus Christi procession in 1563, as well as

a Solomon play, la coronacibén del rey Salomén. The next year Cosme de

Xorez won the "premio de un marco de plat;" for his presentation of

la Asuncifn de Nuestra Seflora. Another Assumption play was given again

in 1583. Los cuatro Evangelistes y cuatro Doctores de la Iglesia was

also presented in 1564, ‘
In 1570 the plays presented during Corpus Christi were Lucifer,

Desposorio, San Antonio y San Pablo, and Los hijos de Jacobe The

Desposorio might be the seme play as ons by Juan de Timoneda, printed
five years later-in Valencia. There is a St. Andrew and St. Paul play

in the Biblioteca Codex enmtitled Visitacidn de San Antonio 4 San Pablo

(IXXVI), as well as a Jacob play, Aucto de Quando Jacob fue Huyendo &
s,

SBIbido, Pe 16.

54Cra.ig, Ope cite., ps 664
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Ias Tierras de Aran (IV). In 1571 Diego Tejada received thirty-three

"ducados" for Bautismo de San Juan, probably the same play which was .

also presented in Valladolid in 1527 to celebrate the ‘baptism of Felipe
II.SS, One other play of the Baptism of Ste. John is listed by Alenda in
his catalogue of plays, a play prepared by Tanco for Quadragesima called

Baptismo Celebrado en el Rfo Jorddn. None of the Tanco plays have as yet

been founde Also in this year was another Abraham play, El convite de

Abrahﬁm. .
In 1575 Luiz Diagz was in charge of a carro with seven figures,

which presented la demenda que pone el Demonio, and Lufs de Sagrameno

was in charge of one with eight figures,which presented Rl Nifo Perdido,
a play of the boy Jesus with the doctors in the temple and one which )
survives in the New World. Also presented that year during Corpus Christi

were two Old Testament plays, Nacimiento de Moisés and Los desposorios

de Josephe A Joseph play of this exact title is found in the Codex of
ninety-eix plays in the Biblioteca Nacional, A play called José, pre-
sented the next year, might be the same as one of these. Another Moses

play, Las teblas de Moisés, was given in- 1578 in Seville. There is an-

other play of the ‘lost child (Nifio Perdido) given later in 1590

In 1576 Cosme de Xerez "sacd el carro" of la hufda £ Bgipto, a

play which has possible redactions in 1582 in Juan Gonzalez's presenta-

tion of Cuando Nuestra Seflora salid de Bgipto pare Galilea and in 1584

in Tomds Gutierrez' la hufda de Egipto. There is also a Flight into

Egypt play in the Biblioteca Codex (LII).. A play of San Pablo, also

SSSﬁchez-Lrjona, op. éit., pP. 44.
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given in this year, possibly is another version or redaction of the two

anonymous pleys, both entitled‘\ Aucto de la Conversion de Sant Pablo

(XV and III::(I) in the Biblioteca Codex. These last two have numerous
lines which are identical, and Rouanet prints them in italies. Another
Conversion of St. Paul was given in Seville in 1588. There is an English
play of the Con;rersion of Ste Paul in the Digby manuscript. A Fleury
manuscript of a much earlier date has a latin play of this title,

Another play of the wise and foolish virgins was presented by
Juan Eautista in 1577, simply called Las virgenes. It is perhapé a

redaction of the early vplay in 1563 las virgemes prudentes y fatuas,

presented by Lufs Cerdefo, and this play in turn is most probably a free
adaptation of the eleventh or twelfth century latin Sponsus from Li;noges »
mentioned earlier. Still another play of the wise a;nd foolish virgins,

las vix;genes locas y prudentes, was presented the following year by Alonso

de Cisnerose. We must not assume free authorship here or that these men
composed original works. Possibly they wrote the plays, or at least
probably rewrote them, utilizing the same material that had been common
property for years. The documents from ’Sevilie , however, merely teil

us that each man "represent8” (represented) the play or "sacd el carro"

(was in charge of the pageant wagon). A Limoges manuscript in the Biblio-

| teca Real of Paris has an early play of the wise and foolish virgins in
which Jesus spesks in latin and the virgins in Provengal.s 5

In 1584 a play las llaves de San Pedro was given during Corpus

Christi. In the same year a temptation play, la tentacion, and an

558&nchez-Arjona, ope cite, Pe 59
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« Antichrist play, la venida del Ante-Cristo, were given. This last play
has to do with the last-days o\f the world, a topic of the eschatological
plays. Very few of these plays exist in Spain, as far as we know, and

the next is a play of the next year, la Apocalipsis de San Juan. Thus

these plays of the Antichrist and the last Judgment will complete the
circle of religious drama and show that Spain had the entire scope of
playse.

The last decade of the sixteenth century shows a number of 0ld
Testament plays presented in the Corpus Christi processions in Séﬁlle:

El desposorio de Isac con Rebeca (1590), David (1591), David y Naval

Carmelo (1593), Holofernes (1596), la escala de Jacob (1597), Jonas

(1598), E1 arce de Noe (1599), and El rey Nabucodomosor (1599). The

Jonsh play was presemted in 1578 in Plasencia, where a "sea" sixty feet
by twenty feet, was buil‘b.57

By the end of the fifteenmth cemtury the Corpus Christi pro-
cession had been firmly established in Valladolid. Existing records tell
of Corpus Christi plays as early as May 28, 1498 and that they were pre-
senhed on "carros," or wagons, 58 By- the m‘iddle of the sixteenth oentury
the performances are quite abundant, Corpus Christi plays being given in
1541, 1544, 1551, 1552, 1563, 1564, 1565, and 1566. Even the route of
the procession is outlined--beginning at 1:30 in the aftermoon at the

palece,where the hﬁg is stationed, and moving then to the pla.za.sg

S7Ibido, De 97, fne. 1.

58Narciso Alonso Cortés, "E1 Teatro en Valladolid " Boletin de la
Real Academia Espafiola, IV (1917), 600-1,

591bid., v (1918), 28, 27, fn. l.
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Alexso Cortés, whose lengthy study of the theater in Valladolid runs

through several volumes of the Bolet{n de 1la Real Academia Espafiola,

believes their origin to‘ have been guite early: "Desde los iltimos afios
del siglo XV, a que alcanzan los librog d.el ayuntamiento, ya encuentro
tesbimoz;ios acerca de la celebracidén de juegos y entremeses en las
fiestas del Corpus, y aim p;zede por ellos conjeturarse que la costumbre
era anterior."®0
Corpus Christi plays were performed in Cérdoba and lMdlaga as
well. In Malaga performances were given in the cathedral, and on Decem-
ber 20, 1526, the Cabildo Eclesidstico suppressed Nativity pla,ys.61
That the plays were taking on a secular nature which was alarming to
the reiigious authorities is evident in the removal of the plays from
the choir and their presentation in the nave of the chapel, and ;imlly
in 1574 to the portico-outside the church.62 A manuscript in the Aca-
démia de la Historia in COrdoba conmtains three plays presented between
1556 and 1572, one in honor of the Blessed Virgin Mary, another about
‘Lucifer, and a third in honor of the festival of Corpus Christi: Actio

in honoren Virginis Mariae, Comaediae Lucifer furens , and Comaediae

habite Hispali in festo Corporis Christi 1562. The last one was written

both in latin and in Castilian.63 Further evidence of the dramatic

activity on Corpus Christi day can be seen in a Cabildo emtry in Cérdoba

_—_—

801bid., IV (1917), 600.

6larciso Dfaz de Escovar, E1 Teatro en Milaga (kflaga, 18963

20.
pe 621bid., pe 22e

63Rafael Ramirez de Arellano, El Teatro en Cdrdoba (Ciudad Real,
1912), PPe 7"80 .
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in 1625 where Roque de Figuerqa, a Spanish dramatist in town for the
festival, promised to see that "h:ciudad tiens dos loas, dos autos, dos
entremeses y dos bailes en las calles por donde fuese 'la. procesién con
la gente de su compaBia. . 64
i From the preceding lists we can get some idea of the extent of
the Corpus Christi plays in some of the more prominent cities in Spain.
¥We know that the plays mentioned were represented in the Corpus Christi
processions. There remain, héwever, a number of plays about which we
know very little except that we have the actual copies of some (made at
a much later date) and records that the others were written. Some plays
from the Codex of ninety-six plays in the Biblioteca Nacional have
already been mentioned in the discussign of the Corpus Christi festivalK

in Spain as possible variants or redactions of plays given in Valencia

end Seville. The compendious catalogue in the Bofletin de la Real

Academia Espafiola lists the names of plays for which there are existing

55

Spanish manuscripts, as well as documents meking reference to the playss
Perhaps the best way to handle a discussion of thésq plays would be to
arra.ngevthem according to the liturgical yea;' and show the extent of
medieval religic;:nf drama in Spain.

The liturgical year began with the season of Advent, which began
on the Sunday between November 27 and December 3 and ended on Christmas
Eve. During this time eschatological plays were presented which dealt

with such topics as the coming of the Antichrist, the wise and foolish

641p1d., p. 26.

65See fn. 8o



-47-
virgins, and the Last Judgment. There is very little trace of the Anti-
christ play in Spain except for two plays already mentioned given in

Seville during Corpus Christi--la venida del Ante-Cristo and le apoca-

lipsis de San Juan. Three Judgment Day plays have been cited already:

the Consueta del juy from Mallorca, the Juicio con Parafso § Infierno

fron Seville, and the Parafso y el Infierno from Burgos. Most of the

Spanish plays of the wise and foolish virgins were presented in Seville
(on Corpus Christi day in 1563, 1577, ahd 1578).

Christmastide, the next season, covered the twelve days from
.Christmas to January 6, during which time plays of the Prophets, the
Annunciation, and the Shepherds were given. Nativity plays presented
in Valencia and Gerona have been touched upon earlier in this chapter
along with the Prophets play presented in Valencia. The Bolet{n cata-

logue mentions several a.rionymous Nativity plays: A lo pastoril, Auto

del Nacimiento, El Nacimiento, auto pastoril, El Nacimiento de Cristo,

El Nascimiento de Cristo Jesﬂ, Salvador Nuestro, El Nascimiento del Hi jo

de Dios Humanado, and Pesebre Celestial y Pastores de Beleri, A msnu-

*

seript, dated 1652, now in possession of Wellesley College, contains a

play entitled Auto del Nacimiento de Christo Nuestro Redentor. The play,

edited by Ethel Dane Roberts, is made up chiefly of the annunciation
and adoration scenes.®® The Bolet{n oatalogue lists an anonymous play,

la Purificacion de Wuestra Sefiora y Presentacidn de Su Hijo en el Templo.

This piay might have been presented as part of the Nativity group of

66]!"l:hel mne Roberts, "Auto del Nacimiento de Christo Nuestro
Redentor," Revue Hispanique, LXXVI (1929), 346-59.
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plays or on February 2 for the Feast of the Purification of the Blessed

Virgin Marye. Of the Natiyity plays, it is the Shepherds play that wi~11
achieve the greatest popularity in the New World. ‘

On Epiphany, January 6, the Magi plays, the Slaughter of the
Innocent;, the Flight into Egypt, and the Baptism of Jesus were given.

A Valencian play, Misteri de la Degolla, has the adoration of the Magi,

a flight imto Egypt, and the slaughter of the innocents,67 a8 does the

later Misterio de Herodes. Other Spanish Magi plays have been considered

in relation to the early Auto de los Reyes Magos from the twelfth cen=

tury. Of the Epiphany plays the Flight into Egypt seemed to be the most
popular; at least we have m.ore references to it, especially in the
Seville Corpus Christi processions.

In the services following Epiphany the lectiones dealt with
subjects from the Old Testament from the Creation to the i)rophecy of
Jeremiah of the coming of Christe There are & number of plays in the
‘Biblio_te'ca Codex dealing with this season, some of which have been men-
tioned earlier in connection with the Corpus Christi proc'essj.ons in

Seville. The B#roelona Creacid del Mon and the Vale;.xcian Entremés del

Paradis Terrenal were early Creation plays. The Adam and Eve plays were

numerous, &8s has been seen already in the Corpus Christi plays in Valen-

cia and Seville and in the extant Valencian play Misterio de Adén y Eva.

The play in the Biblioteca Codex called Aucto de los Hierros de Adan

(XLIV) certainly has morality features with characters such as Trabajo,

Herror, end Ignorancia, A play with a similar name, Auto de las cadenas,

67Parker, ope cit., pe 176,



-49-

was given in Seville in the Corpus Christi procession in 1592.6’3 An-

othe;' Adam play in the Codex, la Justiciae Divina Contra el Peccado de
Adan, is an allegorical‘debaté based on Psalms 84. It is ini;eresting to
note here that one of the surviving New Mexico plays is an Adam and Eve
playe.

It was common for @y Adam and Eve plays in the Middle Ages to
have a Cain and Abel episode. Many times, however, this episode was
treated in & separate play. Rouanet -mentions a record of a Catalan

69

mystery of the fourteemth century called Cafn. The Biblioteca Codex

of ninety-six plays has an Auto de Cain y Abel (XLI). Rouanset in an

appendix publishes two remaining fragments of Cain and Abel plays in
Spe.in.70 This play, too, survives in New Mexi‘_can drama, i
The Sacrifice of Isaac seemed to be an important and popuiar
part of the 0ld Testament cycle--at least it offers grea:i: possibilities
for .drama. and human pathos. As mentioned earlier there was such a play
at Gerona cathedral in 1360, in the Valenocian Corpus Christi procession
in 1528, and in Seville in 1637. In France similar plays were presented
in 1505 at Chartres, in 1527-at Auriol, and in 1557 and 1558 at Nancy.
In Ttely the Isaac play was presented in 1449 in Florence, in 1481 in
Parma, and in 1558 in Sessa.l 1In England the play was given at York,

Chester, Wakefield, and Norfolka There are two plays in the Biblioteca

Gesé.nchez-Arjona, ope cit., p. 82.

69¢o1e0cibn de Autos, Farsas, y Coloquios, Vol. IV, p. 138.

Tbid., pp. 383-94.
M1bid., pp. 139-40.
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Codex dealing with Isaac's marriage (V and VI), both called Los Despo-

sorios de Isac. Plays in the Codex which treat the life of Abraham are

Auto del Sacrificio de Abraham (T), Auto del Destierro de Agar (II),

Auto de Quando Abrghan se fue a Tierra de Cansan (III), Aucto de Abrahan

Quando Vengio los Quatro Reyes (XXII). The last has a parallel in the

Chester cycle.
Several plays in the Rouanst collection are concerned with the

life of Jacob: Aucto de Quando Jacob fue Huyendo a las Tierras de Aran

(IV), Aucto de la Lucha de Jacob con el Angel (XI), and Aucto del-Fina-

miento de Jacob (XII). Auto del Robo de Digna (VIII) treats the rape of

Dinah, Jacob's daughter. Aucto de los Desposorios de Joseph (XX) treats
Joseph's marriagee. A play by this name was presented in Seville in the
Corpus Christi procession in 1575 and one in 1570 called Los hijos de

Jaco'b.72 Auto de los Desposorios de Moysen (XLIX) is based on Exodus 2:

15-25 and treats the marriage of Moses. There was a Corpus Christi play

in Seville in 1575 called Necimienmto de Moisés and ons in 1578 called

Las tablas de Moisés. Auto del Magma (X) is a play about the manna in

the wilderness,which becomes symbolic of the Eucharist. This is un-

doubtedly a late play, an auto sacramental.

From the book of Judges come the stories for Auto de Sanson (XIII)

and Auto del Sasrificio de Jete (XXIV), the second treating the life of

Jepthah. Thé Samson play has the hair-cubting episode and the blinding

of Samson, followed immediately by the destruction of the Philistine

temple. Another Samson play, las fuerzas de Sanson, was presented in

1284nchez=Arjona, oPe cit.,‘ pPP. 43, 55.
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Seville in 1618 during Corpus G}u’-'ilsti.73
During Lent (Ash Wedn;sday\\to Easter Eve) the readings covered
Christ's Ivﬁnistrg‘( to his Entry into Jerusalem (on Palxn Sunday), followed
by the Passion, Maundaey Thursday commemorates the Last Supper and Good

Friday the Crucifixion. Vasco Dfaz Tanco refers in his Jard{n del alma

cristiana (1552) to seventeen plays called Autos Cuadregesimales which

he wrote in his you‘éh for performance in Lent: "los autos cuadragesi-
males sacados de los evangelies y escriptura sagrada, al modo de repre-
sentaciones para toda la cuaresm."74 The manuscripts of these plays

have never been found, although we do have the titles. Those dealing

with Lent are Cémo Jesucristo Ech los Cambiadores del Templo, Cémo

Jesucristo Sand al Ciego, Cémo Jesucristo Entrd en Jerusslen con cla-

A3 —

mores, la Prisién de Cristo en el Huerto, Consejo de los Jud{os Sobre

la Pasibn de Cristo, Cémo Jesuoristo Fué Acusado y Crucificado, and

Cémo Judas, Desesperado, se ahorc6e There is an Entry inmto Jerusalem

play in the Biblioteca Codex edited by Rousnet called Auto de la Entrada

de Xpo en Jerusalen (XLVI)e. A similar Catalan mystery of the fourteenth

centuryv is entitled la entrada triumphent de’ Jesus & Jerusalem. Auto

del Despedimiemto 'de Christo de su Madre (LIV) might be compared to

another Catalan mystery of the fourteenth century called la presa del

hort:.75 . Aucto del Descendimiemto de la eruz (XCIII) might be related

Bia., p. 192.

74Joseph E. Gillet, "Apumtes sobre las obres dramatiees de Vasco
Diaz Tanco de Fregenal," BLata de Autores, Bibliotecas, y Museos, XLIV
(1923), 352. ,

TGoleccibn de Autos, Farsas, y Coloquios, Vole IV, ps 282.
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to the Benedictbeuern Passion play, the Ste. Gall Jeu de la Passion, the
Cber&;mergau Passion play and the Passion ~p1ays of York and Coventry‘.

Aucto de la Redencion del Gemero Humano (XCIV) has a Harrowing of Hell

episode, common in French and English playse
The Conversion of Mary Magdalene was usually part of the Passion
play but sometimes existed as an independent play. The Biblioteca Codex

has one lagdalene play, Aucto de la Conversion de la Madalena (LXIV).

The Bolet{n catalogue lists an anonymeus play, Coloquio de la Magdalena.

The two fragments of a liturgical play from the Mallorcan convent have
already been cited. There were Conversion of Mary Magdalene plays in
the Valencian Corpus Christi processions in 1432 and 1451 and in Gerona
in 1539, In Frence }hgdaléne plays were presented in Iyon in 1500,
Montélimar in 1530, and Auriol in Provenge in 1534. A play at Chartres,

Le Mystére de saint ladre, seint Madeleine et saint Marthe, was given

in 1491, There is also the Magdalene episode in the Benedictbeuern

Passion play in Germany, and lfagdalens pleys occur also in the Digby,
16

+

Chester, and Coventry cycles.

An anonymous Passion -play, Tres Pasos de la ’Pe.si6n, was printed

at Burgos in 1520.77 It has three main episodes: David, Solomon, Ysayas,

and Jeremias pass judgment on Christ and render the sentence of death
although they deplore its necessity; Christ takes leave of his mother

and goes to Calvary; and Mary and John at the foot of the cross lament

the death of Christ, a kind of Planctus Mariaee Another play, called

76Ibid ey PDe 307"130

1308eph Eugene Gillet, "Tres Pasos de la Pasién y una Bgloga de
la Resurreccidm,"™ PMIA, XLVII (1932), 949-80.
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gg_loga de la Resurreccidn, appears in the same Eurgos terl;.78 In this

play, given on Easber Sunday, the prophets in limbo and the Sihilla
Erithrea sing separately a prophecy of deliverance. On the third day,
Mary, at the tomb, prays for the resurrection of her son. UNext Christ
appears with his angels, sending Gabriel to announce the resurrection

to Xary. The following scene is a Descensus, after which Christ presents
to Mary the souls liberated from Hell. Three Resurrection plays are
listed in the Rouanét collection” (L, IXI, and XCV). The first two are
much like morality pleys with their meny allegorical figures. The third
has "lluestra Sefiora, Dos Angeles, Christo, Maria Salome, Maria Jacobi,
la liagdalena, Sant Pedro, Sant Juan, Sant Phelipe, Santo Tomas, Lucifer."
Tanco refers to a Resurrection play wh:.ch he wrote called Auto de la )
Resurrescion de Jesu Christo, muy complido, por estilo muy extrano y

€

muy regocijados There is a Fleury manuscript of Les saintes femmes au

tombeaue Resurrection plays were given in France at Cambrai in 1376,
Paris in 1390, 1398, and 1402, Amiens in 1413, Angers in 1456 and 1471,
and Poitiers in 1486.7° ‘
Pfofessor Gillet, who edited the Bdrgos' texts mentioned above,
has edited a play of the Peregrinorum theme, Pedro Altamirande's (or

Altemira's) la Apericién que Hizo Jesu Christo a los Dos Disc{pulos

que Ivan a Emaus (1523).80 The original copy of the pley was lost,

T1pid.

TColeccién de Autos, Farsas, y Coloquios, Vols IV, pp. 361-64.

80Joseph Eugene Gillet, "La Aparicidn que Hizo Jesu Christo & los
Dos Discfpulos que Ivan & Emauss An Early Sixteemth Century Play,"
Romantic Review, XIII (1922), 228-51.
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but the Biblioteca Nacional in Madrid has & copy of a later edition.
The Emmaus theme usuall& occurs as part of a Resurrection or Pasx‘sion
pley, but here it occurs by itself. Other instances of single Emmaus
Eplay's , cited by Creizenach, occur in Fleury and Rouen, in the thirteenth

81 .
and fourteenth .centuries. Another exmmple in Spanish is Juan de

Timoneda's Aucto del Castillo de Emaus, written for Corpus Christi dsy,

eccording to the prologue of the playe Christ appears as a pilgrim to
an Emmaus innkeeper and };is wife as they are breeking bread togethers
After Christ leaves, a shepherd named Human Desire enter;é and discourses
on the nature of the Divine Sacrament.

After Easter there were fifty days unmtil Pentecost, which commemo-
rates the Coming of the Holy Ghosil'.". Ten days before Pentecost was the
Feast of the Ascension. During Easter and Pascual Time the readings
were from the Book of Acts, the Apocalypse, and the Epistles of Sts.
Peter, James, and John.82 Plays dealing with the Conversion of Ste Paul
mey be given here or on the special feast day, January 25. There are
two such plays in the Biblioteca Codex (XXV and LXIII)e Both plays are
based on Acts 4:i—19, and they are c;losely alike, as mentioned earlier,
containing many identical lines.

After Pentecost, from August to the end of November, the readings
were from Kings, Proverbs, Ecclesiastes, Solomon, Job, Tobias, Esther,

laccabees, Bzekiel, Daniel, and the Minor Prophets. From the books cf

81Ibido, Pe 229,

82Craig, ops cits., pe 30.
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Kings, come the stories for Aucto de la. lepra de Naaman (XVIJI), Aucto

de la Ungion de David (XIX), anc Auto de Naval, y de Abigail,.y David,

y Quatro Pastores, y dos Soldados, y un Pastorcillo, y una Moza Llamada

Savinilla, y w Fovo llamado Jordan (LIX). This last play was written

in rrosees Two plays based on the book of EBsther are Aucto del Rey Asuero

Quando Desconpuso a Basti (XVI) and Auto del Rey Assuero Quando Ahorco

a Amen (XVII)s The play of Tobias (¥XXI) is fron the Apocryphal gospel
of the same name. The Nebuchadnezzar plays based on the book of Daniel

have teen mentioned already, as has the Jonah play. Aucto de la Pacien-

cia de Job (YCVI) treats the life and afflictions of Jobe There was an
Aubo de Job given in lMadrid in 1592, one at Metz in 1514, Nancy in 1533,

Limoges in 1540, and Rouen in 1555.83 An anonymous Los Trabajos de Job

¢

is listed in the Boletin catealogue.

The feast of the Assumption of the Blessed Virgin Mary came on
August 15. The play was evidently a popular one from records of its
performance in Valencia and in Elche. In Valencia the spirit descended
in the form of a very complicated mechanical dove. There are three

Assumption plays in the Codex at the Fiblioteca Nacional (X211, XTIIT,

and LX1I), all called La Asuncion de Nuestra Sefora, but each one being

different. The elaborate production of an Assumption play at Elche is
thought to belong to the second half of the thirteenth cemtury or the
first half of the fourteenth, because of the antiéue musical score.84

The first part was presentsed on August 14 after vespers. Someons

83Coleooi6n de Autos, Farsas, y Coloquios, Vol., IV, pp. 355-66.

84pBonilla y San Mart{n, ov. cit., pe T5e
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ropresenting lary entered, genuflected Qseveral times, and then lamented
the loss of her son. ;A large glbbe began to descend, from which stepped
an angel, who gave her a palm branch to carry to her death. lhen St.
John and the other apostles arrived, she gave Ste. John the branch and
then diede In the second part, vlayed on August 15, there was a solemn
burial. A throng of Jews opposed the burial, but were finally converted.
The body of lMary was then carried up into heavsn. Another-Catalan litur-

gical play, mentioned by Eonilla y San Mart{n and called Representacio

de la Asumpcio de Hadona Santea Meria, is thought to be still oldei‘.85

Eefore we leave the discussion of the mystery play in Spain, we
must not fail to consider some .of the early Spanish dramatists from the
middle of thé fifteenth century to the mcﬁile of the sixteerrbh who either
vrote or rewrote plays, some for religious services (usually Y¥atins),
some for the entertainmemt of royalty, and some to be~ included in the
Corpus Christi processionse

Gémez Manrique composed a type of Officium Pastorum called

Representacién del Nacimiento de Ifuestro Sefior a instancia de dofia Marie

O

Manrique, vicaria en el Yonasterio de Calabaganos, hermana suya (ca. 1467-

81) to be presented as‘enterbaimnenb-for the nuns at the convent of Cala-

1::aza.nos».8‘3

The play contains Joseph's trouble about Mary, the appearance
of an angel to Joseph, the Ahmmciation to the shepherds, and their adora-

tion at the l_na.nger. The child is presented with a cup, a rope, a whip,

85Tbid.

86 gngel Valbuena Prat, Literatura Dramftica Espafiola (Barcelona,
1930), Pe 17.
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a crowm, & cross, nails, a lance--symbols of his passion and resurrection.
The shepherds then sing a lullaly to the child: "Callad, fijo.mio chi-'
quitoe" There are no comic elements in the play, and no attempt is made
to~preSent the shepherds realisticallye. Menrique also wrote a brief

play for Good Friday, Lamentaciones hechas para Semana Sancta, in which

ary, John, and Mary Magdalene mourn the death of Jesus.

Juan del Encina, who is considered by many critics to be the
founder of Spanish drama, or at least vth-e first dramatist of importance,
published eight plays, called fglogas, in 1496 under the title Cancionero.
Of these plays two bear some semblance to older European Nativity piays
in that they have an Annunciation or Adoration scene. In the first,

2gloga representada en la mesma noche dé;‘-Nav:idad, four shepherds, named

tatthew, Mark, Luke, and John, discuss the prophecy that Jesus will
redeen the world. They then depart to go to Bethlehem to adore the child.

The second, Otra egloga representada en la noche de Navidad (also called

Egloga de las grandes lluvias and published in the 1509 edition of Can-

cionero) has more comic elements. After a vig?rous' discussion of the
floods, an angel e.ppear‘s to the shepherds,Awho then prepare to make the
journey %o Bethlehen;, where they will offer their simple gifts: cheese,
butter, pudding, eggs, etc. These humble offerings persist in later
plays even ix.{ the New Worid. The first edition of _Cancidnero also con-

tained religious plays for the Easter season. The Representacién a la

miyy bendita pasifn y muerte de nuestro precioso Redemtor, writien to be
performed on Good Friday at the palace of the Duke of Alba in either

1493 or 1494, contains an episode with Veronice, who tells the events
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of the resurrection to two hermits who have come to the tombe. She shows

N

them the handkerchief with which she wiped Christ's brow, and which con-

tains an imprint of the Savior's face. His Representacidn a la sant{sima

resurrecidén de Cristo, presented in the chapel at Easter in 1493 or 1494,

87

contains the Emmaus episodes
A contemporary of lianrique, Lucas Ferndndez, wrote two religious

Jativity plays: Egloga o Farsa del Nascimiento de nuestro Redemptor

Jesucristo and Auto o Farsa del Nascimiento de nuestro Sefior Jesucristo.

Crewford believes that the F_‘,E_ggg was composed slightly before 1500 and
that the olays were performed outside the church but under the direction
of the author, who was cantor of the Carl:hech-al.g’3 Both plays show the
intrusion of farcical elements, and both portray their shepherds in a
realistic menner. Ferndndez also composed an Easter pleay, Auto de la
P;_as_'n_._é_n_, in which the liturzical element is very pr;nounced, especially
in the planctus. The play was presented on Good Friday in the cathedral
of Se.lla.manca..89 |

Gil Vicente, an early Portuguese djra.matist;_ composed a Prophets

3

play, Auto de la Sibila Cassandra, which was performed at the convent

of Xabregas at Christmas matins about 1513.90 The Erythraean Sibyl had

appeared in the eighth century pseudo-Augustinian sermon Contra Judasos,

Paganos et Arianos, from which the Prophets plays stem. Not -nly was

87Crawford, ops cit., pe 14.
88&{_{., Pe 336
89_Ili_d;., Pe 45.
90@_.., p. 35.
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Vicente a writer of plays but pe was also an actor, acting the part of
the boisterous wvaqueiro in the mon;logue entitled Visitegam (1502).
The monologue is an expression of his joy at the birtﬂ of an heir to
the Portuguese throne. After the monologue a group of shepherds enter
;o make %heir humble gifts of chcese, milk, and honey, zifts which are
typical in both Spanish and lexican Hativity playse The queen asied
him %o repeat this —erformence at Christmas, but he chose to compose a

new play for the occasion, suto Pastoril Castelhano (1502), in which an

angel appears to several rustic shepherds and tells them of the birth of
the Savior.91 The shepherds go to Bethlehem to worship the child at the
praesepes A few days later on the Epiphany Vicente composed a Three

Kings play, Auto dos Reis Magos, for tﬁg Queene This play introduces a

hermit, a figure common to most Spanish Shepherds plgyce

Vie know very little about the actual manner of performance of

Torres Naharro's Diflogo del Nascimienmto (ca. 1515), Hernén Lépez de

Yancuas' Bgloga en loor de la NWatividad de Nuestro Sefior (ca. 1518),

Pedro Ldpez Ranjel's Farsa a honor y reverencia del glorioso Nascimiento
C Y = -

*

de Yuestro Redemptor Jesuchristo y de la Virgen gloriosa madrs suya

(ca. 1530), Esteben Martin's Auto como San Juan fué concebido (1528),

and Juan Pastor's Auto nuevo del santo nascimiento de Cristo Huestro

Sefior (1528). Of these playwrights Torres Naharro was the firsi to
use conéistently the introito, or shepherd monologue in which a shepherd

gets the attention of his audisnce, apologizes for his dress, boasts of

91pubrey Fe Ge Bell (ed.), Four Plays of Gil Vicente (Cambridge
University Press, 1920), pp. xiv-xve ‘
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his ability as an actor, and gives & brief synopsis of the play to be
presented. "Ne.ha‘rro formed his introito," says Joseph A. Leredith, "by
combining various humorous elements that existed in Spenish lyric and
drametic tradition before him."92 The loa, first used in 1551, replaces
é%e introito in religious drama of the second half of the sixteenth
centurye It is of a laudatory nature, usually praising the listeners
or some great personage among them: Of the ninety-five plays in the
codex published by Rouanet, sikty-six have prologues, twenty-nine en-
titled Argumento, twenty-two entitled Loa. The loa still exists in
Hew llexican drame.

Diego Sénchez de Badajoz was one of the most prodigious drama-
tists of this early period, having composed twenty-eight "farsas." "It»
apoears from internal evidence," says Crawford, "that twelve of these
were performed on Christmas, ten on Corpus Christ; day, two on saint's

days, and four on other occasions."gj Four of the Corpus Christi plays

dealt with 0ld Testament themes: Farsa de Isaac, Farsa de Abrahéam,

Farsa de Moysn, and Farsa del Rey David. His play of St. Suseana,

Farsa de Sancta Susa¥a, is based on an apocryphal chapter of the book

of Daniel in which two lecherous old men accuse Susanna of adultery
when she will not yield to their lustful proposal.94
Where did the comic elements come from in these early Spanish

religioué plays? Did they arise out of the Shepherds plays themselves,

92 joseph A. Meredith, 'Introito’ and 'Loa' in the Spanish Drama
of the Sixteenth Century (Philadelphia, 1928),. p. 4.
93

Crawford, ope cit., Pe 40,

94Adolfo Bonilla y San Hartfn, "Cinco Obras Jramfticas Amteriores
a Lope de Vega," Revue Hispanique, XXVII (1912), 390-498,
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or were they a product of the juglares, or popular enterteiners on feast
days, as Faral sugges’c‘s?g5 We have seen already how many of th‘e rlays
by Encina, Vicente, Naharro, Fernindez, and Diego Sénchez have realistic
" scenes with some farcical elements and comic characters. ?ernén&ez'

Erloga o farsa del Hascimiento de nuestro 'Redemptor Jesu Cristo has

quarreling shepherds, Bonifacio and Gil, types which are found in lew

lJecrican drama centuries latere Pascual, in his Auto o farsa del Nasci-

miento, is a glutton, another tyne which survives in the twentieth cen-
tury Shepherds plays on the Americaa continent. These 'shepherds are
oftentimes very stupid or ;a.sk stupid questions to prepare the way for
a treatise on theology. By the middle of the sixteenth century they
have become stereotypes. "Even;before 1525," says Crawford, "the Pastor
had assumed certain definite characteristics and had become more or
less stereotypeds « « The popularity of the type may be appreciated from
the fact that he plays a definitely comic rdle in more than thirty of
the ninety-five relizious plays published by H. Ldo Rousnet."®

The native comic characters in early Spanish religious and
secular crama }';ave been divided by. Willjam S. Hendrix imto two broad

types--stupid and clever® l--and the qualities which he enumerates for

each one survive in Shepherds plays in twentieth century New Mexico.

953, Pu Vo Crawford, The Spanish Pastoral Drama (Philadelphisa,
1915), De 14,

96, P, W. Crawford, "The Pastor and the Bobo $.the Spanish
Religious Drama of the Sixteenth Century," Romantic Review, II (1511),
380. | :

- ®Tgilliam S. Hendrix, Some Native Comic Types in the Early
Spanish Drama (Columbus, Ohio, 1924).
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The stupid group, for exampl?, often speak of their own family and
relatives, they’ often quarrel among themselves, they-are alﬁays hungry
and sleepy, and they often use collequial language. The use of the
-dev;lce of sleep, Hendrix suggests, "possibly developed from the litur-
cical plays, especially the Nativity plays iﬁ ﬁich sleeping shepherds
are awakened by the angel to announce to them the glad tidings."98
The role of the devil should also be mentioned at this point
because he plays an important part in later religious plays, particularly
the Shepherds plays, in the New torlde He plays an important role, of
course, in the Adam and Eve plays, where he tempts Eve, and in the Cain
and Lbel vlays, where he incites Cain to murder Abel. Satan's grudge -
against mankind is of long s‘canding.“" In the words of Crawford, "The
chief motive for this enmity was that man had been redeemed by Christ,
while the devils were still condemmed to suffer. This element is most
clearly shown in (XIV) | in the Rouanet plays] , which represents Lucifer

"39 I like manner he shows animosity

laying claim to Mankind before God,
toward Christ, who is born to redeem mankind and overcome Satan's power.
Seldom does he appear in Spanish plays merely for comic purposes.

There were miracle plays in Spain developing along with these
liturgical plays. A rlay of the life of St. Stephen was regularly per-

formed in the cathedral at Gerona during the Christmas Season.loo A

98Ibido, Pe 730

993, P, W. Crawford, "The Devil as Dramatic Figure in the Spanish
Religious Drama Before Lope de Veza," Romantic Review, I (1910), '377.

100pgricer, ops cit., ps 1724
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Valencian play of the life of Ste-Christopher, L'entrames de peu de Sent

Chripstofol, haddeveloped imto & full pley by 1553.191 Several plays

in the Biblioteca Codex deal with the lives of saints: Aucto de Quando

Sencta Elens Hallo la Cruz de I'uestro Sefior (XXIiI), Auto del lartyrio

de Sancta Barbara (3TOVII), Aucto del Martyrio de Sancte Eulalia (czv1nT),

and Aucto de Samt Francisco (X0XX™). A Ste Ceorge play was presented

during Corpus Christi in Valencia in 1512 end in 1531, and in Seville

in 1559. In Yevers, France, in 1428 a St. “eorge play, la vie de mon-

seigneur saint Georges, was given on ?en‘cecost.lo2 Auto de §anct
Christoval (3VII) might.easily e the play performed in Valencia..
A play of Ste Felen was nerformed in Seville in 1597.103 There are
numerous French plays of the martyrdoéxof Ste Ferbarae

Because religious dram was late to deve%op in Spain, it is
natural thet it would not follow exactly the same paths as French, Ital-
ian, and Bnglish drama. The religious trope developed from the church
I'ass as it did in other European coumtries. But liturgical dramas did
not aggregate in great Corpus Christi cycle§ as ﬁappened in other coun-.

triese Instead a different type of draQQ, the auto sacramental, later

arose out of the festival of Corpus Christi end became Spain's great
contribution to seventeenth century religious drama.

The auto sacramental, es opposed to the general Spanish auto,

which means act (hence a play of one actj reached its highest develop-

ment in Spain in the seventeenth century. There were two genaral types

101ps4,, p. 176.

102¢o1ecciédn de Autos, Farsas, y Coloquios, Vol IV, pp. 199-201,
1031bid., p. 214, -
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of religious drame in the sizteéngh century: the historical represen-
tations of sacred history (ﬁysteries or miracles) and moral-allegoriéal'
rieces (moralities).lo4 The first were called aubos, the second farsas.

_It vas from this second group that the auto sacramental developed.

There has been a great deal of confusion among critics in their

definition of the auto sescramentale. The most common definition is thet

it is a pley celebrating the Eucharist, the blessed sacrament. It was
in this manner thet Lope de ﬁéga defined the genre:

Y ¢qué son autos?--Comedias
& honor y gloria del pan,
que tan devota celebra
esta coronada ville,

porque su alebanza sesa
confusién de la herejfa

y gloria de la fe.nuestra, .
todas de historias divinas 10>

later Calderén de la Barca stressed the allegoritcal features of the auto
sacramental, implying thet the plays were intended to interpret philo-
sophical problems and provide theological instruction for the laity:

Sermones
puestos en verso, en idea
representatle cuestiones
de la Sacra Teologia,
que no alcanzen mis razones
a explicar ni comprender,
y al regocijo dispone
en aplauso de este dfa.

It is on this last suggestion, the drametization of abstract concepts,
that Bruce V. Wardroprer builds his thesis, emphasizing the allegorical ‘

aspects of the genre. He agrees basically with Vaelbuena Prat!s defini-

1044ug0 Albert Rennert, The Spanish Stage in the Time of Lope de
Vega (llew York, 1909), p. 8, fn. 2.

105 ruce We Wh:éropper, Imbroduccién al Teatro Religioso del Siglo
~ de Oro (Madrid, 1953), ppe. 19=-20,
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tion: "“El auto sacremental serf, pues, una pieza dramftica alegérica
en una jornada, escritae en loor del Sacrememto del Alta; o de-.le San=-
t{sima Virgen Mar{e y representada en ocasién de la festividad del

Corpus Christi."108

Thus the Corpus Christi play in Spain becomes a
Play about the Holy Eucharist rather than a pley of the history of man
from the Creation to Final Judgment.

On looking at some of thec farsas of the Rouanet collection in

the Eiblioteca Nacional, one cen sec the difference between the his-

torical auto and the auto sacramental. The Aucto del lagna, as mentioned

earlier, is a loses play dealing with the manna which falls from heaven
in the wilderness. At the end of the pley, there is a villangico, which
shows thé connection between the wilde;hess menna and the body of Christ:

Este es pan del cielo:
Cojed, pecadores;
este es el consuelo
de nuestros dolores.

Este es el magna
de Dios ynbiado
este pan nos da
Dios glorificado,.
Este pan sagrado
cojed, pecadores; '
este es el consuelo
de nuestros dolorese

In this play the allegorical element is missing except for the one
symbol expressed in the villangico. In another play in the codex,

Farsa Sacramemtal de la Residencia del Hombre (IX), Justice and lercy

debate for the soul of kan. Thile Man actually merits damation because .

of the influence of Viorld and Flesh, he finally triumphs over Lucifer.

1083 001as Gonzélez Rufz, Piezas Maestras del Teatro Teoldgico
Espafiol (Madrid, 1546), Vels. I, pe xVe
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The struggle is basically similer to the English morelity The Castle

of Perseverance. Justicé then drews the parallel between the plot and

the "Samto Sacramento.” In another play, Farsa del Sacramento (LXIX),

a. number of allegorical figures are intermingled with the two prophets
Jeremiah and Isaiah--Faith, Care, Hope, and Charity. Other autos sacra-

mentales in the Rousnet collection include Farsa del Sacramento de las

Cortes de la Yglesia (LXVIIT), Farsa del Sacramiento de los Sembradores

(1277), Parsa cdel Sacramentd del Engafio (LXXVII), Farsa del Sacramento

de lbselina (ILXYVIII), Farsa del Sacramento de los Cinco Sentidos

(IXX1X), Farsa del Triunpho del Sacramento (LXXXI), Farsa del Sacra-

mento de los Tres Estados (LiZX711), Farsa del Sacramento del Entendi-

miento Nifio (LXXXV), and Farsa deI:}acramento de la E{Ibrada del Vinc;
(L3ZXVIII). |

Why should this particular type of plg.y become the dominamt
form of religious dreama in Spairn, usurping even traditional religious
themes, when in other parts of Europe the mystery play became more and
more Secularized? The fact that the church, ﬁhiph held a prominent
posifion in municipal affairs in Spain, v;as still largely in control
of the performances would keep them from becoming too worldlye. Ward-
ropper suggests that it was the nature of the feast which was being
celebrated by the drama: "This feast glorifies, not a past event, but

an ever present miracle., Dramatists approached the true idea of the

auto sacramental to the extent that they conceived it as an intrin-

sically sacramental drema, and not merely as a drama 'in honor of' the

Bucharist," He thus emphasizes the sacramental as well as the
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theatrical aspects of the pl&&s: "The sacramental world lends itself
to the altar, rather than %Q th; stagee o o The most succ?ssfpl sacra-
mentel play w;s that which succeeded in blending tﬁeatre and sacrament
while still preserving en artistic interest."!C7T It is Calderén de la
Barca in the Golden Age who succeeds in doing this,.

Certainl& the liturgical drema was plentiful in Spain, as was

seen from the two very early Visitatio Sepulchri from Silos, the Three

liaries play in Gerona, and-the liturgical plays in the cathedrals of
Velencie, Seville, Huesca, and lfallorca. As with Zuropean drama £he
Christmas and Easter plays were more sbundant; examples are the Three
Kings plays at Toledo, Jaen, Valencia, and Seville and the Resurrection
plays at Gerona, Silos, and I».’allorc?. Surely the mystery play develgped
widely throughout Spain even though we have only the one early surviving

fragment of the twelfth century, the Auto de los Reyes Magos from Toledo;

the two Easter tropes from Silos; and Alfonso E1 Sabio's admonition to
the clergy to write plays of the Kativity, the Passion, and the Resur-
rection rather than the secular buffoon plays,‘wﬁich were becoming
popular in the early thirteenth century. |

. The late but very important discovery of forty-nine fragmentary
Catalan plays in Mallorca has illustrated very conclusively the extent
of the religious mystery play in Spain in that the manuscript comtains
a variety of plays which illustrate every feature of medieval drame

from the Fall of Man to the lLast Judgment. Hot only are there plays

107Bruce We Wardropper, "The Searoh for a Dramatic Formula for
the Auto Sacramental," PMLA, LXV (1950), 1196-97.
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from the 0ld end New Testamsnts, but there are also plays dealing with
the lives of saints. Hencg tvo types of medieval drama--the myster&
play and the miracle play--are illustrated in Catalan literature. It
should be noted here, too, that Barcelona, a city on the Mediterranean
in northeastern Spain facing the islands of Mallorca, Minorca, and
Ibize, had a vigorous flourishing of religious drama, particularly in
relation to the festival of Corpus Christi. 7Tt was earlier noted that

at one time 108 different representaciones were givene It is quite

possitle that becth Barcelona and lLallorca were influenced b& the same
religious drama from France and that their religious mysteries are
redactions or adaptations of French plays. Should any of these early
pleys from Barcelona be found, it iévvery possible that they would bear
the same, or at least similar, titles as the plays from Mallorca.

It is now obvious that the Corpus Christi play in Spain did not
develop as it did in central Zurope and in England, where a vast group
of Biblical plays were combined with some semblance of chronological
order and presented in a long seduence either on wagons drawn through
the streets or on fixed stages in the éublic square. Certainly many
Spanish cities ﬂad Corpus Christi processions and presented religious
mystery plays in the streets on soms type of platform or wagone Such
was the case in Barceiona, Valencia, Seville,Valladolid, and Cérdoba.
BPut the plays were presented independently ;nd oftentimes in no partic-
ular chronological order. Since in Spain there never was $he large
middle class of merchants and tradesmen, there was not the prominent

systen of guilds to teke charge of the presentation of plays as was
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the case in England. True; the mmicipal authorities saw that the
procession and the plays- were both properly executed end ‘even off;red
e prize of gold or silver for the best play written for Corpus Christi
cfay, as was done in Seville. We cannot be sure about Barcelona, and
some critiecs, includingﬂére'izonach, are of tile opinion that the Corpus
Christi play, as we know it in Europe, did exist ‘l:here.m8
It is interesting to note further that the plays presented on
Corpus Christi day were qt;ite diversified, ranging from the Adem and
Eve play in Valencia to the Antichrist plays in Seville. .Equaf.lly
diverse are the surviving manuscripts in the Biblioteca Nacional in
Madrid (in the -ocollection edited by Rouanet), the plays published in the

Biblioteca de Autores Espafioles (e?l‘itod by Pedroso), and the Alenda list

of extant manuscripts throughout Spaine. Except in the case of the Rouanst
collection, which is quite certain to be plays from the last half of the
sixteenth century, the dating and authorship of the extant mamiscripts

are difficult to determine. The handwriting, as well as the verse form,
is often typical of the late seventeemth ,century, but this would not-
prove that the pll;ys were 8o r'eoerrﬁlyA composed. Rather they are the
survivels of o.n earlier body of drama. They have been reworked ';y

“later redactors, and some have finally been written down after years of
oral transmission. 'i'heir very diversity is a strong indication of their
popularity and the phenomenal way in I“hich medieval drame spread through-

out Europee.

108y, Creizenach, Geschichte des Neueren Dramas (Halle, 1893-
1903), Vol. I, pp. 234, fn. I; 351-53.
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When we compare this large list of Spanish plays (including the
multifarious references to piays in municipal records and church docu:
ments) to the list of plays given in other parts of Burope during the
various seasons of the liturgicel year, we can see that there were playé
in Spain for every season--Jativity plays for Christmastide, Magi plays
for the Epiphany, 0ld Testament plays for the Sundays of Septuagesima,

Sexagesima, Quinquagesima, and Cuadragesima, plays of Christ's lfinistry

for Lent, plays of the Passion-and Resurrection for Easter, plays for.
Pentecost and the Feast of the Ascension, miscellansous subjeéts, includ-
ing saint's plays, for the long season tetween Pentecost and Advent, and
finally eschatological plays for Advent. Even plays for special feast
days existed in Spain, such as the Cor&ersion of Ste Paul-(January 25)
and the Assumption of the Blessed Virgin Mary (August 15)e Thus we see
that Spain was in no way lacking as far as the scope and extemt of
medieval dreme are concerned.

Because so many of Spain's early drematists like GOmez Manrique,’
Lucas Fernéndez, Torres Neharro, and Diego Sdnche:z.were imterested in
religious as well as ;ecular drama, the épmish religious mystery re-
ceived & literary impetus which it would not have had if the plays had
been perpetuated by the populace alones. The Corpus Christi festiwal
in Spain took on a pecuiia.r religious significance toward the end of
the sixteenth century, and the plays, too: attempted to capture that
devotional and sacramental spirite Thus we subsequently have-an alle-
gorical type of drama emerging in the seventeenth century, one which is

concerned with the bread of heaven, "el consuelo de nuestro dolores."
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When this type is in full bloom under Calderén, the other has slowly
withered under his rich luxurience. It is not dead, however, for eerly

in the sixteenth century it was transvorted by a tiny band of friars

seiling to a new world and a new life. Its seeds slowly began to take

root in the New World,



CHAPTER III

MEDIEVAL RELIGIOUS DRAMA IN MEXICO

Tt was not long after Hernfn Cortés conquered Mexico in 1516
that missionaries from Spain were sent for and the eva.ngelizaf;ion of the
country was begun. After Cortés made several recuests to Charles V for
missionaries, Pope leo X, in a papal bull in 1521, appointed and approved
the dispatching of twelve Franciscans, who arrived in Mexico two years
latere. Shortly thereafter emerges a pattern of religious drame with
many of the same plays that were found in Spain. As the native Indians
already had a very crude form of primitive drama aend religious ritual,-
the Spanish plays were consequently sub;fécted to mative influences and
slowly began to take on many new characteristics.e. Nevertheless, some
basic patterns which are products of the earlier medievel religious drema
in Burope can be seen, and it is these survivals which come down to the
present day both in Mexico and the southwestern United States.

In Mexico again, as in Spain, there i a paixo*;ity of texts, and
we must depend on a few extant records in order to get a picture of the
dramatioc activity of the church in the New Worlde The most reliable and
most often quoted eye-witness account of early missionary drama is ons
given by Fray Toribio de Benavente, otherwise called Motolinia, one of

- the twelve missionaries semt from Spain in 1523, His Historia de los

Indios de Nueva Espafia, covering the years between 1536 and 1541, re-

lates the history of the first Franciscan order in the New World from the

time the twelve friars left Spain to the establislment of schools and
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churches in the vice-royalty and the gradual ocivilizing of the heathen
Indians, Two or tliroo chapters of 'bl;is prodigious work are devoted to
Christian services and festivals and impart a scant amount of information
about early drame in Mexico. The Historia has recemtly been translated
byiFrano:la Borgia Steck for the Academy of American Franciscan History
in Washington, D. C.:l

It is only natural that the conquering nation would institute
its own religious ritusl and perform it just as it was performed in the
mother ocounrtry. But in Mexico, the Catholic Church, confronmted with a
completely un-Christian people, showed an amazing flexibility and adapt-
ability in establishing a foothold on new soile The dramatic performance,
with its visual appeal, was a unique an‘iilvnatural way to teach a people R
of a foreign tonguee That the drame was used as & means to convert and
instruct the oconquered nation ocan be witnessed in P;ru, where a certain
religious order wrote dramas “para que las represemtasen los indios,
porque supieron que las representasen en tiempos de sus reyes Incas y
porque vieron que tenfan habilided e ingenio para l'o‘ que quisiesen en-
seﬁa.rles."2 In Ciudad de los Reyes a dia.légue’of the Blessed Sacrament
was read in two languages, Spanish and Peruvian. The results were
emazing: "Los muchachos indios representaron los diflogos en todas las
cuatro partes oon tanta gracia y donaire en el hablar, con tantos meneos

y aocciones honestas, que provocaban a comtemto y regosijo, y oon tanta

Lyobolinia's History of the Indians of New Spain (Washington,
De Co, ]-ggi)o ’ .

2J0sé Juan Arrom, El Teatro de Hispanoamrica en la Bpoca
Colonial (Habana, 1956), p. 48.
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suavidad en los camtares que muchos espafioles derramaron ligrimas de
placer y alegrfa, viendo la gracia y habilidad y buen ingenio de los
indiezuelos. « ."3 In Mexico, too, many of the plays mré given in
two languagese

Thus the religious drame, like some of the other portions of the
church service, adapted itself to the partioular enviromment into which
it was transplanteds From the union of the old and the new, a new type
begins to emerge. In the words of José Juan Arrom:

El teatro misionero fué, por tamto, mfs que mero trasplante,

verdeadero injerto de temas occidentales en la cepa teastral

americana. . . Aquellas representacionss fueron, pues, s{n-

tesis de dos tradiciones dramfticas: europeas por el tema y

el propdsito e indf{genas por todo lo demfs. De esa s{ntesis

result8 un género nmevo, dia‘iinto de sus antecesores, wm

teatro genuinamente mestizo.

The first mention of a religious play in Mexico is found in

Chamalpain's Séptima RelaciSn Histérica, which tells of a play given in

1533 in Santiago de Tlatelolco, twelve years after the conquest of Mexico
by Cortés and five yaa;"s after the arrival of the Franciscan mission-
aries.s It is "una representacién del fin del mumdo,"™ evidently a Judg-
ment Day play like those performsd in Europe- in :I:he lﬂ:ddle Agese No
text of the play has ever been found, but Corbaté suggests very strongly
that it is an adaptation of the Spanish play El Juicio Fiml.s Such a

play was given in a native dialect a few years later (sometime between

3mid., ppe 48-49. 4Tb3d., ppe 41, 45.

5ﬂommgndo Corbat$, "Misterios y autos del teatro misiomero
en Mjico durante el siglo XVI y sus relaciones con los de Valencia,"
Anales del Cenmtro de Cultura Valenciana, No. 1, 1949, p. 7. .

6ma.
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1535 and 1548) in the church of San Jos$ de los Naturales, a few miles
from Hexico City. Written by a Mexican, Fray Andrés de Olmos,’ it had
a profound and moving effect on all present "para darse &' la virtud y
dejar el.mal vivir, y § muchas mujeres erradas, para, movidas de temor
y oo:npungidas, convertirse & I)l.os."8 Again it oan be seen how religious
drama was utilized to fulfill a devotional or evangeliocal purpose.

Motolinia's account records the second known religious play in
Yoxioco, when he describes the emthusiasm of the Indians for a Three Kings
play: "The feast of the Three Kings also makes them very happy, ‘because
they regard it as a feast which is properly theirs, Many timss on this
day they stage the allegorical play representing the Kings' Offering to
the Infant Jesus. They pull the star from a considerable di:tanoe."g
Although there is no surviving manmuscript of this play tha% wo know of,
it is very possible that it is a Spanish play tmnapianbed directly with
little alteration.

Fray Alonso Ponce, the Camisario Gensral in Tlaxamilco, describes
a Three Kings play given there January 6, 1587, Ihich had elements of
both the older Shepherds ‘and Magi plays:

Somewhat apart fran the Nacimiento was an arbor in which Herod

was seated in an arm chalre . ¢ From a hill behind the town

descended the three Kings on horsebacke. « o With them was an

Indian on foot, and behind them came an old Indian of eighty

years bearing the gifts which were to be offered to the Child
e o o An angel appeared intoning “"Gloria in Bxcelsis Deo," and

7Arrm, Op. oit., ppe 45-46.

Sgnrique de Olavarrfe y Perrari, Raso&. Histérica del Teatro en
Moxioo (Mexico, 1895), p. 12.

SHistory of the Indians of New Spain, p. l42.
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giving them the news of the birth of the Child Jesus. The
shepherds were dazed by all this, but coming to themselves,
they hurried to the portal bearing their gifts for the child:
one & goat, another a » others some loaves, and another

a baby's bomet and other gifts, which they offered with much
devotione ¢ o Then arrived the Kings, guided by a star of tinsel
which moved by ocords placed on pulleys, one on the hill, the
other on the door of the Church; when the Kings had arrived

at the church. door, the star disappeared. . . 8oon the Kings
came imto the presence of Herod, who called together oertain
wise men who searched in & big book for the prophecy concerming
the Messiahe ¢ o Finally he gave permission for the Kings to
adore the Christ-Child. . « The star appeared again, and guided
by it, the Kings arrived at the portal, where prostrating them-
selves they offer baskets of gifts e of silver to the Divine
Infant .10 .

Many traditional elements can be seen in Motolinmia's account--the Ammun-
ciation to the shepherds, the moving star, the arrival of the kings,
their encounter with Herod and his searsh for the prophecy of & Messish, i
and the offering made by the three kings at the manger. In this play the
Shepherds play and the Magi play are united, as was the case in many
medieval Nativity plays. In most Mexican plays, however, each episode
appears as a separate play. Fray Ponoe explained that the old Indian
had been acting in the Tlaxamulco play for thirty y‘aqs; thus the play

was probably given as early as 1557,
A later play, Adoracién de 108 Reyes, was found in a manuscript

from the second half of the eighteenth.century and was edited in 1900
by Francisco del Paso y Tronooso, who believes it is a variant of the

play presented at Tlaxamuloo in 1587.1} The portal de Belén, as in the

" 10 ranslated by Sister Joseph Marie, The Role of the Church and
the Folk in the Development of the Barly Drama in Bew Mexioo (Phila-
delphia, 1948), p. 38. . ~ m i ‘ .

prandisco del Paso y Troncoso (ed.), Adoracién de los Reyes
XII Congreso Intermacional'de Americanistas (Flerenoe, 1500), p. ﬁ.
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Tlaxamulco play, is within the church: “se detiene' la estrella encima
del arco de la entrada & pbrtioco; ei mensajero, despachado para ver 'lo
que dentro habfa, entra en la iglesia, vuelve & salir, refiere 4 los
Magos lo qno‘ vi§, y 8stos emtran 4 su vez con el objecto de adorar el
ni%o, desapareciendo por lo mismo de la vista de los espectadores,
colocados en el patio del templo. » 12 The plot is traditional,
Herod receives the kings graciously but is greatly disturbed when Mel-
chor tells of Balaam's prophecy. Whe;a the priests are called in to
search the book of prophecy, they find that Christ will be borm in '
Bethlehem. The star appears on the portico, and the kings enter the
church to worship the Christ child at the altar. An angel appears,
warning them to flee the revengeful Herod. TNI!e engel then warns- Joseph
to flee to Egypt because Herod is killing the immocent children.

There was another Magi play redacted in 1607 by an Indian (thought

%o have been August{n de la Fuentel3) emtitled Comedia de los Reyes.l*

+ The play, written in the Nahuatl language, is more fully developed than

the preosding Adoracién de les Reyes; it has more characters and is more

dramatice It begins with a :'t'ully developed acar.:e of the appearance of
the star, carried by an a;tor, and the arrival of the kings from the east,
The next episodes, the arriwval of the kings at Herod's palace in Jeru-
salem and the adoration of the ..lb.gi, are closely akin to the two major

lzIbido, PPe 36-37.

Lianuel . Pazos, "El Teatro Franciscano en ngioo durante el
Siglo XVI," Archivo Ibero-Americano, No. 42, April-June, 1951, pe 176.

l4prencisco del Paso y Tronocoso (ed.), Comedia de los reyes -

escrita en Mexicano a prinoipios del siglo XVII, XIII Congreso Inter-
SacTonal % Orfentalistas (Plorence, T00Z)—
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episodes of the Adoraciéne The final scenes, ths Slaughter of the
Imocents and the Flight imto Egypt, are actually staged, whereas in
the Adoracién the angel at the manger intimates what the wicked Herod
will do. The miracle of the wheat sower completes the play. In it a
farmer is asked by one of Herod's captains if he saw the holy family
passing that way. Be replies that it would be impossible to overtake
them because they passed that way when the wheat was being sown. The
Virgin had caused the wheat :bo grow miraculously overmight.

Because the Adoracifn de los Reyes Magos and the Comedia de los

Reyss both treat (or at least memtion) the Nativity, the A.dora.tibon of

the Three Kings, the Slaughter of the Imoocents, and the Flight into
Bgypt, €orbatd believes they are both closely related to the Valencian
play Misterio del Rey Herodes., Furthermore, th? Valencian play has the

incident of the "labradores"™ who sow wheat that miraculously grows and
is soon ready for harvest. "El misterio valenciano es el fmico qus
recoge en Espafa la tradicién del misterioso crecimiento dsl trigo,"

says Corbat8. "Ahora bien: la Comedia de los Reyes presenta este inci-

dente con rasgos idgntiws a los del msterio valencia.no."ls Joseph

Be Gillet suggests that the miracle episode may have been transplanted
to Amerioca through the ballad, since the episode does occur in Provengal
and Catalan ballads.l® Jos§ Arrom maintains that no direct desoent from

Valencia can be proved and that the Mexi oan play is a free adaptation of

5corbats, op. oit., p. 20.

16Josoph B. Gillet, "Valencian Misterios and Mexioan !isiionn.ry
Plays in the Barly Sixteenth Century,* Hlspanic Review, XIX (Jan., 1951),
60, .
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a Spanish play: "Y ol de la Adorecifn de los Reyes, aunque tiene estrecho

parecido oon una obra valenciana, tampoco pusde afirmarse ocategéricamente
que desoienda en v{a directa de ella. Todo lo cual viens a corroborar
la tésis de que las mis de las veoces no fueron meras traducciones sino
libres adaptaciones o arreglos ."17 Nevertheless the pattern of trans-
mission is the same as it was in Burope. Plays were freely adapted or
redacted to sult the particular needs of a ocertain emviromment. The
essential Bible story is there, as is a 6enhra1 religious purpose.

Fray Jerfnimo de Mendieta, in his Historia Eoclesifstioa

Indiama (1611), speaks of an Auto del Ofrecimiento in the "fiesta de

los Reyes." He adds that "en otros dfas tales en que se haoce memoria

de semjanéos pasos de nuestra redonoi&i:,\-tambi‘n los repro&pntan.'ls

This Ofrecimiento harkens back to the Offertorium of: the church liturgy.
The Three Kings play did not die in Mexico in the seventeenth

century but continued to be presemted in many villages umder the sponsor-

ship of municipal a.utﬁorities rather than the church. Tomfs Teresa Leén

tells of a twentieth cemtury production of the 'Auto .c_lo.los Reyes Magos

in the village of Paredes de Nava in Palencia.)® It was given with great
pamp and splendor in the barbacana of the Manrique palace "desde tiempo
immemorial.® Although its immediate origin is unknown, Terfesa Leén is
oconfident that it can glory in being "hijo de nuestros autos medievales."2

17Arron, op. adte., Pe 50.
18Quoted in Arrom, op. cite, Pe 46.

197cmks Teresa LeSn, "Drametioa; auto de los Reyss Magos," .
Revista de Dialectologfa y Tradiciones Populares, III (1947), 579-89.

zoIbid., Pe 580.




=80= .
Of oourse, it iz a duoendaub of modieval drama and has both the story
of the Magi a.nd the chepherdl. Tho shepherds go to Bethlshem to make
their offering; They speak of the Three Kings who are to oome, but the
two groups never meet in the playe To this Three Kings play is appended
a second part in which a Christian defends the virginity of Mary and a
Moor denies it. ‘!"hey finally ocoms to blows, and the Christian wins
"demostrando al moro la verdad del misterio que 61 defendfa."?! The Moor
then asks to be baptized and promises thenoceforth to dafpnd the purity
of the Virgin. This debate may also be related to the fiestas of the
Moors and the Christians. A very short play in which the Three Kings
talk with the Virgin was found in 1936 in Daimiel, in the Spanmish pro-
vinoe of Ciudad Real.Z?

The feast of Corpus Christli was also celebrated in the New World.
Notolimia describes in detail such a festival in Tlaxcala in 1538. He
desoribes the procession with its platforms bearing images, its danoes,
and its songs, but makes no mention of dramatic productions until the
feast of St. John the Baptist the following Iondws

On Monday they represented very dawutly the Annunciation of |

the birth of 8t. John the Baptist, as made to his father,

Zacharys The play lasted about an hour, ending with an ex-

oellent motet with organ accompaniment, Immediately after,

on another stege, they represented the Anmmeiation of Our
lady; and this n; very beautiful play and lasted as long

as the first one

2lmsa. -

zzh.nnel Vicente Loro, "Dramatioca; Auto de los Magos,*
Revista de Dialectologfa y 'rrndie&onn Pepnlmn, I (194 730-33.

23 gtory of the Indians of New Spainm, p. 155.
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Rojas Garoiduelias maintains thut this play is identical with that pre-
sented in Valladolid in 1527. The Corpus Christi prooession then -
continues to the next “station":

Thereupon they marched in proocession to the Church of St. John.
Imnediately on arriving in the patio, before Holy Mass, the
Visitation of Our lady with St. Blizabeth was staged on anocther
platform. It was a pleasure to see how gracefully the stages
were adorned and embellished. After Holy Mass, the Birth of
St. John was played. In place of the Circumcision, the Sacra-
ment of Baptism was conferred on a child, nine days old, whom
they named John. It was amusing to see the things they handed
mute Zachary before giving him the slates which he had asked
for, acting as if they had not understood him. This stage play
ended .with 'the Benedictus Domimus Deus Israel, the relations
and neighbors of Zachary rejoicing with him over the birth of
the ohild and bringing him presemts and food of all kinds}
whereupon, the table being set, t sat down to eat because

it was already the hour for this.

Imedistely in this acoourt ape can see the titles of plays that
were presented in Spain, France, Germany, and England in the Middle Ages.
The first two Mexican plays, the Ammunciation of (tho Birth of St Johm
the Baptist and the Armunciation of Our lady, have their anocestry in

the Processus Prophetarum, which often preceded the Hativity cycle.

Bardin Craig explains how the scenss of the Amuridgtion to the Blessed
Virgin Mary and her Visit to Blizabeth were invcntod early and placed |
between the Prophecies and the Nativity: "When these various scenes are
arranged chronologically, as in the Benediotbeuern Christmas play, they
form a series so comnected that we may be sure we have an early, still
liturgical form of the great comtinental cycles of the Nativity and also
of those still used, although degenerated, popn;l.nr Christmas plgys of ‘

24J0s6 Rojas GarcidueBas, Bl !owkro de Nueva Espafia en e1 315_1_
XVI (Mexioo, 1935), ps 52. _

zsmatog of the Indians of Few Spain, p. 142,
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Spain, Spanish Americe, and certein parts of Europe."26 Earl Young
primts & liturgical play from Cividale in Italy which has the Amun- .
clation to Nary that ;she has been chosen tp be the mother ;:f Jesus and
her Visit to Elizabeth, who has slready conoeived and is to bear John
the Baptist .27 A similar fourteenth century play was given in the
cathedral st Padua.?8

’ We have seen already how the liturgical Prophets play was pre-
sented in Valencia (a.ithough we do.not know that it had an Annunciation
play or a play of Mary's Visit to Elizabeth), how e play called la

Visitacion de Nuestra Semors & Santa Isabel was presented during Corpus

Christi in Seville in 1560, and how Esteben Mart{n wrote or redacted a

play in 1528 entitled Auto como San Juan fyé coneebido. In England

there is a York Prophets play with an Annunciation and Visit t‘d Eliza-
beth, Taunéley end Coventry plays of the same, and a Chester play en-
| titled the Salutation and Nativity in which Gebriel speaks to Mary
end in which there are prophecies from Octavien and the Sibyl, Thus
these Mexioan versions of religious pleys are not origim'l with the
Franciscen missionaries but rather are the products of 'e. long tradition
of religious plays whose origin lay within the liturgy of the medievel
churche

In the following year in Tlaxcala the members of the Confraternity

2650 rain Crat e
g, English Religious Drams of the Middle Ages
(Cxford, 1955), p. 49. ==

2Tkarl Young, The Drama of the Medieval Church (Oxford, 1933),
Vole II, pPe 247, . . ) )

381p5d,, p. 248,



» -83-
of Our Lady of the Inoarm;t'tion celebrated a feast during the Easter
season "representing th; Fa?:l of our First Pa,rents."zg‘ This is the
correct pl;oe for the play according to the seq;xenco in medievel drama,
as the Fall of Adam usually preceded the Crucifixion and Resurrection
in the Baster plays.BO Motolinia describes the setting in detail--all
kinds of fruit trees and flowering trees, numerous types of birds "whose
chattering and screeching was so loud that sometine's they disturbed the
play," plné artificial plants end animals as well:

As soon as the procession arrived, the stage play began. It
lasted for e long time because, before Eve ate and Adam con-
sented, Eve went from the serpent to her husband end from

her husband to the serpent three or four times, Adam always
resisting and, as if indignant, pushing Eve away; she on the
other hand besought and molested him, saying that the love

he had for her seemsd apall and that she loved him more than
he loved her; then, takinhg him in her lap, she 8o importuned
him that he finally went with her to the forbidden tree. Here,
in the presence of Adam she ate of its fruit and gave him to
eat. While they were eating, they immediately recognized the
oevil they had done. Although they hid themselves as well as
they could, they were not able to prevent God from seeing them.
And God entered with great majesty accompanied by many angels.
When God called Adam, the latter blamed his wife; whereupon
she put the blame on the serpent. God ocondemmed them all and
imposed a penance on each one. Then angels brought two gar-
ments, well simulated and resembling skins of animsls, and
oclothed Adam and Bve. What made the greatest impression was
to see the two depart, banished and in tears. Three angels
ocarried Adam and three others carried Eve; they all left the
place, singing to the accompaniment of the organ Circumdederunt
e o o A cherub remained, guarding the portel of paradise
with a sword in his hand. Thereupon the world was represemted,
another land quite different from the ons from whioch Adam and
Bve had been banished. It was full of thistles and thorns and
many smakes together with rabbits and hares., When the new
inhabitants of this world arrived there, the angel showed Adam .
how he would have to work and cultivate the land, while to Eve

2984 story of the Indians of New Spain, p. 157.

) 300n1g, op. odits, Pe T0.
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were given spindles to.spin and make clothes for her husbend

and children. After consoling the two who remained there and

showed great sorrow, the angels left singinge « <o 1

The Adem and Eve play, too; is Buropean in origin and was origi-
nally presented during the week of Septuagesima. The Anglo-Norman ._igg
d'Adam has already been mentioned briefly as has the Viemna Passion pley,
which begins with the Fall of Lucifer and the Fall of Man. In Iteglj

there was la Creszione di Adamo ed Eva and Quando Adamo ed Eva se pentio

del pecoato. HNumerous Adam and Bve plays also existed in Spain, as has
been seen already: the Valencian Misterio de Adén, Entremés del Parad{s

Terrenal, and Misterio de los Santos Padres; the Barcelona Aﬁ y Eva

and Creaci$ del Mon; end the plays of the Rouanet collection entitled

Auto del Peccado de Adan, Aucto de la Prevariocacion de Nuestro Padre

Adan, Aucto de los Hierros de Adan, and lea Justicia Divina Comtre el

Pecado de Adan. In England Adam and Eve plays existed at York, Wake-

field, Chester, Coventry, Norwich, and Cormwall. Thus it cean easily be
seen how the L@ and Eve play was easily transported from Spain to
Mexioco and finally to New Mexico. i |

Corbet8, in a comparative study of the missionary theater of
Mexico and the traditional mysteries of Valencia, asserts that the
Mexiocan play of Adam and Eve is a direct descendanmt of the Valencian

Misterio de Adin y Bva.3? The Corpus Christi celebration, he believes,

was similar in form and spirit in both countries: "El1 fondo, el espiritf
de la fiesta, la ornamentacién extrema, los personajes bf{blicos, las

3151 story of the Indians of New Spain, PP. 158-59.

‘32(‘:orbd;6, op., cit., Pp. 5-23.
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nfisicas y bailes, todo\pzfosgntaba el mismo marco que tuvieron en
Valencia las represexite.cionas sagradas de autos y misterios a,d‘juntos
a la procosi6h.“3 3 Because there is no surviving text of the Mexican
play, it is impossible to say conclusively what is the immediate origin
of the play. Corbaté is oorrect in his suggestion of the way the plays
were handed domn: "aunque no tengamos pruebas de que el texto valen-
ciano sirviera de base para el autc mejicano, es probable al menos que
algfn misionsro franciscano, familiarizado con el misterio de Adén y
Eva, que ya se representaba a prinsipios del siglo m', siguiera el
plan general y los varios incidentes de éste al escribir el auto para
los tlaxcoltecas."34 )

In his historical acoo%nt, Motolinie includes a letter from
Father Antomio de Ciudad Rodrigo, the prov?.ncial minister, telling of
& feast in Tlaxcala to celebrate the peace treaty in 1539 between Spain
and Franoce. The Mexicans and Spaniards "arranged and represented the
conquest of ‘Rhodos," and the Indians of Tlaxcala, on the feast of Corpus
Christi shortly thereafter, respondod' rith & play called the Conquest of
Jernso.leun.3s Motolimia describes the staging--five towers on top of a
one story hﬁilding, vhich was being erected for the town ocouncil:

To the right of Jerusalem was the royel camp where the army of

Spain waa to be lodged. Facing this was a place prepared for

the provinces of New Spain. In the center of the plaza stood

Santa Fe where the Emperor and his army were to have their
lodging. All these places were surrounded by walls, on the

33Ibid.. Pe 9. ‘
A1md., p. 10.

35History of the Indians of New Spain, p. 160.
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outside of which were paintings that very realistiocally simu-
lated mason-work with embrasures, loopholes and many uxlonc.36

There is no amtecedent play of the Conquest of Rhodes that I
can find which exists before the Tlaxcalan play in 1539. The Conquest
of Jerusalem may be original with the Mexiocans in that it does not have

the story of \fospa.tian and Veronice found in European plays of the
Destruction of Jerusalem but rather conmtains a great deal of spectacle
as each army marches back and forth in brilliant battle array. The
Spaniards are attired as Spaniards and the Indians as Moors. Tiwro is
shouting and the noise of drums and fifes, as each army clashes. The
only apparent dialogue is an intermittent imterchange of letters, which
are evidentlj read aloud by messengers. When the Spaniards are almost
overcame by the Moors, they kneel before the sacrmg\nb and pray to God
for helpe The apostle Samtiago, patron saint of Spain, appears on a
white horse to aid them, St. Hippolytus, patron saint of New Spain,
is next senmt to their aid. The combat is a realistic one:
large balls made of reeds were discharged together with balls
of mmd dried in the sun. These were.filled with moistened red
earth, so that the ons who was 'struck by them seemed badly.
wounded and covered with bloods The same was done with some
red priockly pears. The archers had fastened to their arrow-
heads little pockets filled with mg earth, so that it seemsd
to draw blood whenever they struck.>!
The Moorish Sultan surrenders and is conducted by the Spanish Emperor
to-the Pope, who directs a priest to baptize him. The play ends, and
the proocession forms again, passing by three artificial hills: *rhese

were very realistic and on them three good mystery plays were s‘bngmi."38

.361p44, ‘ 3Tmi4d., p. 165.
”mdo, pv..‘166'.
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The three plays performed here are the Temptation of Christ,
St. ;‘rancis' Sermon to the Birds, and the Sacrifioce of Abraham. In the
first play, Lucifer, disguised as a hermit with two ‘ho:;ns on his head
and claws on his fingers and toes, tempts Christ with ™all the properties
and tr;asures which were in the province of New Spaine. « « many ships and
immense armed fleets which carried across the ocean great riches and huge
wares in cloths, silks, and brocades."39 The second is largely in sermon
form with little dra.mti‘c action. At the end of the sermon a wild beast
from the forest rushes at St. Freancis, but he makes the sign of the Cross
over it, and it becomes meek as a lamb., Of the last play, the Sacrifice
of Abreham, Motolinia tells us little: "It was short, the time already
being afternoon. So nothing is said about i%, except that it was very
woll staged. After this play the procession returned to the ehu:"ch."4°
The Temptation play and the Sacrifice of L‘brahan; were both

common religious plays in Burope in the Middle Ages, as we have seen
already; henoe it is quite natural that they would make up a part of the
early drama in Mexico., A Saorifice of Isasc play, ocnpdqed in 1578 in
the Nahuatl 'laﬁgmge, wes edited and translated by i’uo y Troncoso in
1899.%1 In the play Hager is portrayed as Abrahsm's servant rather than
his oonoubine, possibly, as Paso y Tronocoso suggests, to keep from fur-
ther encouraging the India.n‘ noblemen, who had been keeping mistresses
as well as legiibini.to wives. After God appears to Ahra.ham and asks him

P ma, 4°ma., p. 167.
4lpransisco del Paso ¥ 'l'roncoso (ed.), Sa,oriﬁcio de Isasc, Auto °

en “?."ﬁ Mexioans Escrite en el A%o 1678, XII @”o Tnternacional de
s a8,

orence, 1599) .
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to take Isaac up to the mountain, the Te Dsum laudamus is sung. As

Abraham raises the Imife to ohy_h??s s;i, an angel appears and tells
nim thet Iseac doesn't have to die. The Angel then addresses the
l.udienoo,soffering a personal application fo the play: "ajustad bien
vuestro modo de vivir & sus divinos mandemientos: no violeis uno solo,
y ouidad & vuestros hijos para que no vivan carnalmente, pars que vivan
con moderacidn; para que sirvan & Dios nuestro Sefior; para que merezcan
también el reino de los cielos. As{ sea.".

As in Spain, the religious drams in Mexico flourished during the
two seasons of Christmas and Easter. The Nativity plays and the Magi
plays have always held a prominent place in the dovblopn’ent of church
drama. The Corpus Chrikti festival had grgat prominence in the spring
festivities, but the plays dealing with Christ's Passion never developed
80 fully in Spein or in Mexico, with a separate play for each episode in
. the Passion, from the Conspiracy to take Jesus to the Crucifixion. There
were a few autos in Spain, which have already been considered, but in

Mexico we have only a bare record of an early representacién of sermons

on the Passion. Fray Augustin de Vetanocourt tells of such productions
in the church of San José de los Nu.tnr;los toward the end of the six-
teenth century. This church, situated near the monastery of 3t. Francis,
was a leading church of the colomial period and rivaled the Cathedral in
~ Mexioo Oﬁy. - The sermons were given to the parishioners, some being
dramatized: ‘

e + « todos los domingos hay sermén por la m. yala

tarde se representa un ejemplo historial que llaman neix-

ouitilos. Bl Doningo ‘de Ramos, la Pasién de Cristo Nue
Be¥or. . « aoude sta y a las demfs representacionss tut
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gran concurso, que no hay lugar vacfo en el patio y las
. azoteas.

These dramatized sermons were called neixcuitiles, an Aztec word meaning
"an example or guide for one's conduct." Fray Juan de Torquemada said
he had composed some of them.43 Fray Francisco Gemboa produced Passion
plays on Palm Sunday in the chapel of San José toward the close of the
sixteenth cerd:ury.u' Fray Juan Bautista wrote three volumes of comedias
which tell within them in Nahuatl of the Passion and Death of Christ 045

A Dominioan chronicle records & Passion play given on Good Fri-
day, April 13, 1582, at the Church of St. Dominioc in Mexioo. Because
there is no dialogue or impersonation, it is not a play at all. The
central figures are images of Mary and the Crucified Christ, the image
of the Sorrowful Mother moving its hands mechanically. On Good Friday
priests carried the image of the Crucified Christ to the Church of the
Conoeption, where it was interred. On Easter morning~1t was resurrected
and returned to the St. Dominic Church.4® The pattern here is exactly
the same as the Depositio and the Elevatio of the early medieval Easter
tropee. .

’

The history of the Passion play in Mexico becomes clouded in

42Quotod in Arrom, op. cit,, p. 46.

43porothy Schons, "The Mexican Background of Alarcfn," PMLA,
LVII (1942), 89-104. j

4434 ster {fosoph Marie, ope cit., p. 49.
" 45pedro Henrique Urefia, "El teatro de la fmerica espafiola en la.

época colonial," Instituto Hacional de Estudios.de 'l‘eatro, Cuadernos
de Cultura Teatral (Buenos Aires, 1935) > Do 23

4654 ster doseph Marie, ope cit., pe 39
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obscurity in the next century, partly /iaeoause the plays were coming less
and less under the scrutiny of the “ohuréh and were being taken over by
the laity to be presez;tod on the tablado in the pnrkotplaoé. \
lhfmsrous Passion plays were presenl';ed in Mexico in the eighteenth
century. On Palm Sunday in 1768 plays were given in Ogumba and Ameca-

meoa.47 In Ozumba the piay la Pasion de Ntro. Sr. Jesuoristo began at

4:00 in the afternoon. A great public scandal ensued because the person
representing Christ appeared nude in publie., Consequently the loeal
tribunal passed legislation against such indecent and scandaloué pro-
ductions, and levied fines, mede arrests, and ordered exoommuni cation .48
Similar Passion plays were presented in other small villages, such as
Chautla de Amilpas, Yautepeo, and Xochit1lén. In the first two the plays
were given in Castilian; in the last the pl;y was presented in Indien.%®
The Passion play conmtinued to be presemted in the nineteenth and
twemtieth centuries. Francisco Pimemtel relates how “todavia en las
aldeas de la Repfiblica Mexicana, como en el pueblo de Tacuba, & orillas
de la capital, se representan con gran aparato y ante gran conourrencia
los Juéves y Viérnes Santos, el Prendimiento, las’tres 'oalidas, y otras
escenas de la vida de Josﬁs."so Tnntieth oentury productions illus-

trate these various episodes in the life of Christ from his betrayal in

47Jua.n B. Rael, "las Represeuba.oiones Teatrales de la Pasién,"
Boletfn del Archivo Gemra.l de la Naoifn, V (1934), 332-5S6.

481hid., pe 333.
491pid., p. 339.

S0prancisco 1 Pimentel, Historia Critica de la literatura y de
las clensias en MWéxi co (loﬁ.oo—mST, Pe 8.
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the garden to his orucifixion, squxl;g which had separate plays devoted
to them in many of t;he Bnglish cycles. Frances Toor, who has sgen some
modern versions in Ixtapalapa and Tzintzuntzan, describes them in detail.
In the play which she witnessed in 1930 in Ix't;aqm.la.po.5 ltho ceremony began
witl: a procession which brought Christ to church on a platform. A child
representing Christ was acocused before the judges in front of the church.
When the order for his arrest was givén, -he was tied to a tree within
the church. The actual play begen in the o0ld church in the town,where
"a living Christ was led in by two Indians in Apache dancers' suits,
who beat him with branches. . . After the semtence was read, heralds
rode up and down announcing it low:lly."52 The procession of the Three
Falls, which was to follow, did not takoliglaco, acoording to Miss Toor.
The scens of the ocrucifixion was to have taken place before ancther
church in the village, but this, too, never came a.bo(ut.

The ceremonies at Tzinmtzumtzan covered three full days.>> On
Holy Thursday a Pharisee makes the accusation against Christ before the
Church Doctors. A violent mob cories for justioe. Jqda,s next betrays
Christ, and he is taken ocaptive. He is brought’ before the Doctors again,
before Annas and before Pilate. Micodemus argues for justioe and Caiaphas
for condemmation, the trial ending with an order for imprisomment. Each
episode here has parallels in medieval Passion plays, partiocularly in

) S5lprancis Toor, "la Pasién en Ixtapalapa, D. F.," Mexican Folk-
lore, VI (1930), 95-99. -

2n14., p. 97.

“  53Prances Toor, "The Passion Play in Tzintzumtzan," Mexican

Folkways, I (1925), 21-25.



=92~
Engoland in the Coventry, Chester, Tgm]:ey, and York cycles. On Good
Friday the trial is resumed at 11;00 a.m. A priest atanding on the
platform narrates the Soripture story as Pilate washes his hands of the
mtt,ex:. Then the procession begins, ons platform bears an image of
Christ with a huge cross on his shoulders. Another platform has an
image of Mary. "Slowly, with great solemnity, the procession reaches
the temple. A crown of gilded golden thorns is placed upon the brow
of the image of Christ, who is fastened to the cross with huge gilded
nails. o +"54 Llate in the afternoon there is the Descent from the’
Cross, in which Joseph and Nicodemus take down the imege. ™The Seven
Words stretch imto a lengthy sermon. Finally the procession of the
‘entierro! (Christ in his coffin), issues figrth."ss At 9:00 a.m, on
Sunday is held the "Mass of Glory," during which the image of Christ is
. raised from the coffin, a ritual very much like the elevation of the
Sacred Host in the medieval liturgiocal services. Vicente T. Mendoza
reports similar plays in Zumpango, & town which is 30 miles north of
Mexioo City.>S
The ceremonies at Tzintzuntlan and Ixtapalapa follow the same

general pattern of a ninsteenth century Passion play in Coyohuaocan,
described by Mme. Calderon de la Barca, the American wife of a Spanish

diplomat, who resided two years in Mexico from 1840 to 1842.57 On Holy

S4mbid., p. 240 S5bad.

ssva.oenbe Te. Mondoza, "Un Teatro Religioso Colonial in Zumpango
de la laguna,® Anmales del Inatitubo de Investigaocianes Bstéticas, Fo. 16
(}Bxioo, 1948), PPe 49-58. .

97!!5. Calderon de la hrca Life in Mexioco (London, 1843) R
PPe 290-96. .
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Thursday she witnessed the gre\ﬂ’ mento (the taking of Christ), a kind
of play in which the ocurate 'da;cri';os the events of the Passion with
various bits of pantomime interwoven imto the story. ."A.s he went on
desoribing the circumstances minutely, ons who represented the spy, with
; horrible mask like a pig's face, was seen looking through the trees
where the Savior m‘ concealed; and shortly after, Judas, his face
oovered with a black crape, and followed by a band of soldiers, glided
through stealthilj. 'Now, ! said the ourate, 'observe what the traito?
doese o o Here Judas went forward and embraced the Savior. 'It is dons,’
oried the preaoher."58 Christ was then bound, smitten, and led away to
the high priest. To oonclude the prendimiento, the Savior was borne
through the crowd. 2 )

On the following day (Good Friday) Mme. Calderon ﬁtnessed the
procession in which an image of Christ carrying a: cross was borne through
the streets on a platform. "We returned,” she says, "in the afternoon,
to see the descent from the cross, which was to be performed within the
churche ¢ « The padre now recapitulated all that had taken place, and
doacribéd the Savior's parting with his mth;r at the foot of the cross
e o o All at once he exclaimed in a loud voice, 'Draw back the veil, and
let us behold himi' The curtain was drawn, and the Savior crucified ap-
peared."59 The soldiers take down the body, and the procession moves on.

The "Procession of the Angels" takes pla.oé in the evening.

®The body of the Savior lay in a sort of glass hearse, oarried by men

5811:1(!., P 292.

591!!1&., PPe 294"950
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chanting a dirge, and followed by the Virgin."60 Mme. Calderon does
not tell what happened the next day (Easter Sunday), but it oan safely
be assuned that the image of the Host was elevated from the coffin and
a "Mass of Glory" was sung.

The most popular religious play in Mexico was the Shepherds play,
and it survives in more extant manuscripts and primted texts both in
Mexico and the southwestern United States than almost all of the other
religious plays combined. Perhaps owing to the simplicity of the play
itself or to the simpliocity of its production, the Shepherds play- came
to be the favorite play among the lower classes. No doubt the season
of the year had somsthing to do with the popularity of the play. The
main episode transported to Mexico from Spain was the manger scene at
which the rustic shepherds make their humble offerings beforeAa orib,
or nacimiento. To this basic scens was added in Spa.ﬁ: numerous ocomioc
elements and native comic types, as we shall see presently.

In her journal of her two-year stay in Mexico, Mme. Calderon
de la Barca also recorded her encoumter with Nativity plgys. Because
of her tight traveling schedule, she was umable Lo attend the midnight
Mass on Christmas Eve, nor was she able to attend the theater, "where
there is to be a nacimiento, a representation in figures of various
events comnected with the Birth of Christ; such as the Annunciation,
the Holy Family, the Arrival of the Wise Men of the Bast, etc."S!

This performance was not an actual play but rather a mute scens with

a series of tabieaux. During the Christmas season of her second year

80mpid., p. 295. 6lrbid., p. 38.
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in Mexico, she was privileged to witness ‘the Posadas ("Ims"), in which
actors representing the Holy Family go to a different house each day for
eight days but are refused admittance. On the ninth day they are gramted
admission, and they emter singinge "The scené within was very pretty: a
nacimdento. Platforms, going all round the room, were covered with moss,
on which were disposed groups of wax figures, generally representing
passages from differemt parts of the New Testament, though sometimes
they begin with Adam and Eve in paradise. There was the Annunciation--
the Salutation of Mary to Elizabeth--the Wise Men of the East--ths
Shepherds--the Flight into Egypt."62 This, too, is & mute scene rather
than a play, but it does illustrate the familiarity of the populace with
the Eible stories.

What Mme. Calderon saw was a plastic r;preserrbation of the Holy

Kangere. This theatrical praesape, or mise en scéne, was ‘popular during

the lete Middle Ages as an integral part of the Kativity playe. EKarl
Young expleins how "that during the period from the twelfth cemtury to
"the fourteenth a structural orib was familiar in drametic performances,
end that it was sometimes provided with appropriate ’plastic.figures ."63
The praesape was also used as an object to inspire public and private
devotion. In the Three Kings play at Tlaxamuloo in 1587, mentioned
earlier, there was & nacimiento, There were live shepherds in this
play, however, because Fray Ponce says that when the angel announoced

the birth of Christ, they were "dazed by all of this" and "hurried to

2mb4., p. 239,

83Young, op..cit., Vol. II, p. 26,
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the portal bearing their gifts for the child. "%
‘ The history of the Shepherds ‘play in Mexico is very diffiocult
to trace because of the scarcity of texts and manuscripts, espec;ially
from the sixteenth and sevemteenth cemturies and also because of the
oorruptiﬁon through oral transmission by the uneducated populace. Pro-
fessor John E. Englekirk strongly meintains that tﬁe ma jority of the
Pastores plays "were written by laymen and that an exceptionally large
nunber were authored in Hexico du.ring the nineteemth century, and well
uto our day, and primted in economical editions by publishers who be-
came wise in the ways of whetting the cultural demands of Mexico's
masses and in meeting the needs of Kexico's descendants north of the
Rio Grtannde.f'65 Thile he is correct in asserting that there is no dis-
tinct line of descent from older forms a.n*d" that the Pastores play, as
we have it today, is & product of the nineteenth century Mexican authors,
there are many basic elements which are not new and which can be traced
back to Spanish authors and Spanish liturgical drama.

The typical plot of the Pastores play in Mexico begins with an
angel's anmunciation of the birth of Christ to the shepherds or to a
hermit, who dwells nearbye. The shepherds arise and prepare to go to
Bethlehem, all except the lazy Bartolo, who would prefer to sleep. 4
hermit then joins the group to help them find the Messiah. After lament-

ing the prospect of a Savior, Lucifer tries to deceive the shepherds

64sister Joseph Marie, op. cit., p. 38.

65John E. Englekirk, “The Source and Dating of New Mexican
Spanish Folk Plays," Western Folklore, XVI (1957), 246.
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and the hermit, suggesting to the hermit that he kidnap the shepherdess
Gilas Next the Archangel Michasl rebukes and defeats Satan, after which
the shepherds continue’ their journey to Bethlehem, singing and daﬁcing
as they goe After they make their very humble offerings, they sing a
lulleby ‘I:c; the newborn infent end then bid farewell to the Holy Family.
Robert Barlow writes of a mamiscript found in. Charapan, 14 choa-

cén, which cerries the anmotation "Primted in 1848%5¢ The play, written

in Nahuatl end entitled Pastorels de viejitos para solemmizar el Naci-

miento de Nuestro Semor Jesucristo, has several major characters common

to most of the Mexican and New Mexiocan Pastores, plus a large number of
minor ones., Besides Luzbel (Lucifer), who is always irate at the news
of the birth of Christ, there is Pecado (8in), who cammot tolerate the
name of Jesus when it is mentioned by the shepherds Bras and Bato.
Lucifer also has a servant, Astucias, who goes back to:.the inferno to
" enlist other devils to help destroy what God has crested. When Michael
amounces the birth of Christ, the shepherds, except the lazy Bartolo,
Joyfully depart for Bethlehem, singing as they go. They sing and dance
a ceminata, or promenade, Which signifies a lapse.of time. Before the
manger they make their !mnblo offerings--fruit, a flower, a gourd of
honey, a sparrow--and sing the famous lullaby found in so very many
Shepherds plays both in Mexico and New Mexioco beginming "A la rue . ."
The play; unrlgkevmst other pleys in Mexico or the United Sté.tes, ends

with & “dance of Begritos," whose songs are written in Spanish.

66Robert Barlow, "Pastorela de viejitos para solemnizer el
nacimento de Nuestro Seflor Jesuoristo,"” Tlalocan, IT (1948), 321-67.
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A Chilpancingo Shepherds pla.yris very much like this play in
its scenes of the annunciation, t‘h\e\an;fval at Bethlehem, the offering
and edorstion, the lullaby, and the leavetaking. It omits the tradi-
tional scenes with the devil--the seduotioﬁ of tixe shepherds, the temp-
tatiom of j!:he hermit, and the struggle between the angel and Lucifer.
Vicemte T. Mendoza, who sew the play in Chilpancingo in 1950, suggests
that possibly it had to be given within the church and that the more
Ssecular scenes were not in keeping with the religious sanctity of the
pla.ce.67 Mendoza further talked with the owner of the mnusoriﬁt._n’rs.
Fernanda Gonzflez, who learned the play from her mother and was sure it
had been sung in Chilpancingo since 1860, The play is written in
couplets of eight syllables (octos{labas) and stanzas of ten (deca-

sflabas) and eleven (endecas{labas) syllables, verse forms common both

in colonial and Spanish poetry.

The oral transmission of the Chilpanecingo play was typical of
many other plays in out-of-the-way villages in Mexico. A play at
Chapala, witnessed by Frederick Starr in 1896, was directed by a young
men who had seen the play elsewhere, learned it by heart, and taught it
to his own band of actors.’C The play begins with Lucifer's plot
against the shepherds. The role of the hermit ocours in this play, but
it is somewhat degenerated in that the hermit, a very old man, exchanges

some very coarse jokes with Bartolo.

6TVicente T. Mendoza, "Una Adoracién de Pastores en Chilpan-
cingo,” Anales del Instituto de Investigacimes Estéticas, No. 18,
1950. Pe %o ’ s

. 68prederick Starr, "Popular Celebrations in Mexico," Journal of
American Folklore, IX (1896), 161-69. —_—




There are two Pastores pla.ys still performed amually 4in the
state of Jalisoco, one in Acatic, thirby miles northeast of Guadalajara, -

69 The

and another in la Experienoiu, five miles north of Gmda.le.ja.ra.
familiar humorous scene of the attempt to arouse the indolent and sleepy
Ba.rtglo occurs in both plays., Stanley L. Robe compares him to his
Spanish predecessors "!éithout a doubt he is the principal humorous
figure in the modern plays, and he has usurped the role held by Bato

in peninsular Spanish plays of the sixteenth and seventeenth cen-
turies." 0 Feliociano, Silvano, Silvio, and Silvestre are names from

pastoral literature. Asmodeo eppears in a satirical novel in 1641

entitled El diablo cojuslo, written by Vélez de Guevars.'l The plays
have & scene in which Danteo describes the: selection of Joseph as Mary's

husband by the use of a budding rode This episode cccurs later in a

New Mexico play, El Cologuio de San Jos§. Many lines are similar to

New Mexican plays, and the dominant verse form is the Spanish x'oumm:se.72
There are a number of absurd additions which show the corruption of the
pley by the folk. For instance, in the play from La Experiencia, a
farmer wants to see Joseph to ask him if he will'repair a jar his cow
has accidentally broken. Robe memtions two anonymous printed plays,

Noche de gloria en Belén o Fiesta entre los pastores and Pastorela para

celebrar el nacimiento del NMifio Dios, en la Noche Busna. The second,

egstanley L. Robe,’ COquuio de Putoroa from Jalisco, Mexico
(Univ. of Calif. Press: ?OnI Sbudi“ no. m)o

M™rpi4d., p. 22. M1bid,, pe 24,
7zIb1d *y }?p o 33-34.
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in Rt;'be's opinion, is very much in the spirit of the plays of Juan del
Eneins and Lucas Fernfndez. '~

A most unusual Shepherds play entitled The Shepherds' Play of
T4

7 the Prodigal Son was, found in Jalisco, Mexico, by George C. Barker.
It follows essex;tia.lly the general pattern of the other Nativity plays
but adds a second plot--the search ;af a father for his prodigal son,
who is torn throughout the play between the forces of ‘good and evil,
The story of the shepherds serves as a framework for the play of the
Prodigal Son, and the two plots become wmited in the adoﬁﬂ:ion soene
at the manger. A poem entitled "las Profecfas" (The Prophecieg) » in-
cluded at the end, alludes to Daniel's and Isaiah's prophecy of the
coming of Christe In medieval drama, too, such a chast, celled the

Prophetae, often came at the end of the Officium Pastorums” Thus the

fusion of 'those three different elements in this one Sheph;rda Play
of the Prodigal Son further illustrates the manmner in which religious
plays were formed through the expansion of scenes, the deletion or
a.&ditior; of scenes, or the combining of two separate plays. This last

method is what hnfpened in The Shepherds' Play of the Prodigal Som,

Ko other known plays of the Prodigal Son exist in Mexico, New
Mexico, or even in English medieval drama, but there are soms plays on
this subject in Spain, France, and Italy. In France there was a fif-

teenth cembury Moralit§ de 1'Enfamt Prodigue followsd in the nmext cen-

Bmia., p. 14.

74Goorge C. Barker, The Shepherds' Play of the Prbdiaa:l Son
(Unive of Calif, Press: Folklore es, Yo, 2, Te
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tury in Italy by Castellano Castellani's Rappresentazions del figliulo
grodiso.75
Lope de Vega's E1 hi jo _prégio: Representacién moral (1603), Jose de

In Spain there was Luis de Miranda's Comedia prédiga (1554), -

Veldivielso's Del hijo prédigo, auto sacramental (1622).76

Again it can be seen how closely the New World plays were re-
lated to European re]igi;)us drema. The similarities do not stop here
with Mexican drama, however, but comtinue in the New Mexican plays to be
studied in the next chapter. In his introduction to the Aloxi can play of
th’e Prodigal Son, Barker points out certain similarities to thirteen |
New Mexican Shepherds plays which he studied and which will be consid-
ered in the next chapter: "first, a speech in which Lucifer reveals
his identity to the shefherds; second, a di:alogue between Lucifer and
the hermit, of which the foregoing speech is a part; and third\, a

dialogue between the shepherds and the lazy shepherd, Bartolo, held at
the threshold of the Holy-lhnger."77

Of all the early Spanish drematists who wrote or redacted reli-
gious plays, Juan del Encina comes closest to the spirit of the Mexican
Shepherds plays. Garocfa Icazbaloete suggests that

the pastoral or colloquye o o derives from the Eclogues of

Juan del Encina (one of the traditiomal oharact;;ijﬁggzi,

‘preserves the name he had in the Eolo s), and presents,

with the greatest frankness in word .s action, shepherds

and shepherdesses, altermating with Lucifer and the angel.

like the Eclogues of Juan del Bncina, these works contein
Mexisan sﬁpﬁenas speaking conventional lines--perhaps

T1bid., p. 10.
T61pia,
MMnia., p. 5.
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less convertional in the Mexican ones--alluding to the b%-bh
of Christ, the Epiphany, or-the Passion of the Redeemer.

Other oritics of Mexican dreme have noted the similarities between
Encina's characters end the Mexican shepherds. Jiménez Rueda esserts
that Bartolo is the incarmation of the bobo, or simpleton, of Juan
del Encina and that the hermit "que gesticula 'como un fakir de feria!'
y que quiere cesarse con Gila, la pastorcilla, por seduccién del
demonio Asturiel, lejanfsimo recuerde del ermitafio del El condenado

por desconfiado.”

From the earliest colomial times Mexico had religious dram
either borrowed directly from Spain or slightly adapted from Spanish
models. These early plays which were presented--the last Judgment, the
Three Kinge playe, the Ammunciation, the Birth of St. John, the Fall of
Our First Parents, the Conquest of Jerusalem,s the Temptation of Christ,
and the Sacrifice of Abrahem--have too meny ancestors in Buropean drama
to be completely new and original plays written by Franciscan mission-
aries, as so many crﬁ;ics are prone to believe. They were either direct
borrowings from Spanish religious plays or adagtatic;ns-to suit a parti-
oular environment. That they served a devotional and evangelical pur-
pose ocan be seen in the reocords of comversions and response made by
converts to the feith. The neixcuitiles in the church of San Jos§ de

los Na:bﬁrales certainly ae;'vad a moral and eduo;tiopa,l purposes The

- T8prancisco Momterds Garofa Icazbalceta, "Pastorals and Popular
Performances; The Drems of Viceregal lle:doo »% Theatre Arts Monthly,
XIXIII (August, 1938), 602,

MPJulio Jimknes Rueda, "Misterios de Navidad en Espafia y. en
México," Mexico en el Arte, Ho. 6, December, 1948, p. 37.
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entierro in the Passion plays has a very long tradition behind it in
the Depositio and the Elevatio of the Easter Mass.

Not only was the subject matter of the Mexican religious plays
long familiar in the history of dramé. but the verse form of tne plays
was also a survival of earlier types, especially in the Shepherds
playse The many new elements in thé play;—-comic characters and scsnes-=
ars really not new, but can be traced in part to earlier types in Spain
in the Middle Ages and the Golden Age. The drama which finally emerges
in Mexico stems from a Spanish seed, but the plant whioh flourishes is
a hybrid one, with a few native influences like realism of scene, such
as we have seen in the Adam and Eve play at Tlaxamulcoe This hybrid
pM ocontinues to flourish, scattering its seeds as far north as
California, Arizonma, New Mexico, and Texas, and into parts of southern
Colorados Here it can be seen even today as it refreats farther and
farther into out-of-the-way villages and fades into obscurity in the

modern technological worlde



CHAFTER IV

RELIGIOUS DRAMA IN NEW MEBXICO

If drama was effectively used in Mexico to evangelize the native
Indiens, it is only natural that it would have been carried with the

Conquistadores and the Franciscan missionaries as they moved up the Rio

Grande velley to Texas, New Mexico, and Colorados But whether or not it
achieved aziy great status in these early times we cannot tell because of
the lack of surviving recordse Today there are fewer than ten.diff'erent
extant plays in New Mexico dealing with subjects from both‘the 0ld end
the New Testaments and over one hundred versions of ome of them--los
Pastores, tﬂe Shepherds-~scattered over a large area covering 01d and
New lfexico and parts of Arizona, Colorado, California, and Texas. The
other surviving plays include three dealing with subjects from the 0ld

Testament--Adén y Eva, Cain y Abel, and Lucifer y San Miguel--and five

from the New=-El Coloquio de San José, El Auto del Niflo Dios (a Pastores

play), Auto de los Reyes Magos, El Nifio Perdido, and la Pasifn. There

are two others .not liturgical in origfn, which can be traced back to

the ¥ ddle Ages. The first is Los moros y.los oristianos, and the second

is a miracle play, las Cuatro Apariociones de la Virgen de Guadalupe.

Of the 0ld and New Testament subjects listed above, all exocept Lucifer

Y San Miguel have been edited by Arthur L. ‘Campa,, formerly of the Univer-

sity of New Mexioco, and published in the University of New Mexioo Bulletin,

Volume V (1934).
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What then was the order of development of the drama in New Mexico
and where did ell these plays coms from? Were they, as Some oritics .
think, composed 5y missionaries on New Mexioan soil,-or woro\they carried
o New Mexico by soldiers, travelers, and missionaries? Most probably
they.were a part of the Franciscan movement to evangelize New Mexico and
a part of the religious ritual of feast days, just as they were in 0ld
Mexicos It is known that some of the manuscripts were ocopies of Mexiocan
plays printed in the nineteenth cemtury, but the extent of their perfor-
mance in New Mexico is not kmowne There had been Franciscan missionaries
with Coronado in his expedition to New Mexico in 1540 and in 1598 with
Juan de Ofiate, who had been given a royal conmtract three years earlier .
to conquer, convert, and colonize the_;trontier north of the Rio Grande.l
His conmtract with the Mexican govermmx;b provided him with the funds
necessary to equip six Franciscan friars, five fathers and one lay bro-

‘bher.z

On April 30 (Ascension Day), 1598, ORate took possession of all
the kingdoms and provinces of New Mexico in ‘!:he name of Fhilip of Spain.
To celebrate the ooéauon Captain Farfdn wrote a play depicting the
coming of the Franciscan friars to New Mexiod . Letor that year, on

September 8, 1598, at the dedication of the church in the first oapitol,

San Juan de les Caballeros, a play called los moros y cristianos was

lsiatéi' Joseph ﬁ._rie, The Role of the Church and the Folk in the
Development of the Early Drams in New Mexioo (Philadelphia, 1943), p. 6.

2
B4 L. Hewett and Reginald G, Fisher, Mission mu-nks of
New Mexioo Albuquerquo s 1943), pe 664




=106~

performed .3

Thesé secular plays are, at least, one indication of the
interest in drama shown by the o&ly settlers.

From thé establishment of the first mission-in 1598 at San
Gebriel to the Pusblo Rebellion in 1680, the religious evangelical move-

‘men:l; was at its height. Unfortunately, béoause of the Rebellion and the
subsequent destruction of churches, archives, and homes, there is no
surviving dooument which tells of any dramatic activity in New Mexioco
during these orucial years. In 1692 Diego de Vargas reconquered the
errant natives, and a new wave of Franciscan missionary activity began.
There are still no records which tell of s.ny religious drama; however,
from the number of extant plays and manuscripts a certain amount can be
assumed. From all appearances it would seem that the church had relin-
quished its hold completely on the dra.na soon after it was brought to
New Mexioo. For this reason its line of development will differ con-
siderably from that of Mexioo and Spain,

The manusoripts which survive are dated fram the end of the nine-
teenth century into the twentieth, and some of the plays, such as the
Cain and Abel play, are kmown to be copies 6f minsteenth oembury Mexiocan
plays, which iﬁoidoxrbally Were no lon.ger being sponsored by the church
in Mexioco. ) The Pastores play, of course, was the most widespread in

Vow Mexico. "T is, furthermore,” says John B. Englekirk, "the only
play that is woomon to the entire American Southwest from California to

: 3John E. Englekirk, "Notes on the Repertoire of the Wow Mexican
. Spanish Folktheater," Southern Folklore Quarterly, IV (1940), 227.
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the lower Texas-Mexioan border and from the border to Spanis.. speaking
pockets scattered over the mid-Roeky Mountain area."?
It is n@ oertain when the Shepherds plays came to New Mexico,
but there is a good deal of evidence to show that the other plays came

ratl;er late. For instance, the Auto de los Reyes Magos, which was pub-

lished from the manusoript of Pr8spero Baca of Bernalillo, New Mexico,
can be fairly safely traced to a number of nineteenth century Magi plays
in l[exi.oo.5 Professor Englekirk states that "the original New Mexiocan
manuseript of this play is likewise the property of the Tenorio family.
of Taos®™ and that the play was copied at some time in the 1880's from a

Mexiocan souroo.6

Ho further shows that the Campa edition of Adén y Eva
(also from the Prbspero Baca manuscript) can be traced back to the first
extant New Mexican copy, dated at I.a.é"'Voga.s, New Mexioco, 1886, and that
the Cain y Abel manuscript was copied from a mamusoript of S. Tafoya of
las Vegas, ;vhioh in turn was copied from a play redacted by Constancio
S. Sufrez, published in Mexico in 18984 '

The Pastores Play was probably the earliest play introduced into
New Mexico and the one that immediately gained the greatest widespread
popularity. Because no early Mexican or Spanish play resembles the New
Mexico plays exactly in plot, at least-in ﬁho comic scenes, it will be .

n”aoessaryﬂ_to make some speculations on the growth and development of

4J0mn E. Englekirk, "The Souroce and Dating of New Mexican
Spanish Folk Plays,® Western Folklore, XVI (1957), 245.

61pid.

SIbido. ‘Pe 244,

7Ibido, Pe 2540
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of the playse The fact that they had left the church would probably
account for the manner in which they imtroduced new characters and new
scenes and took on mny secular qualities. The earliest lmown re;sord
of their production in what is now the United States was in 1893, when
Captain John Go Bourke witnessed a Pastores play in Rio Grande City,

'l'exa,ﬁ.8

Another Shepherds play was presented at San Rafael, New Mexico,
in 1899 and described by Honora de Busk.’ Most critics are of the opinion
that the New Mexiocan plays stem ultimately from the Franciscan missionary
activity in the sixteenth and sevenmteenth centuries. Englekirk believes
that “they represent a rich harvest of Franciscan evangelical labors,

and that the extant manuscripts have been handed down by the folk from
generation to generation ever since early Spanish colonial times."lo

M. Re Cole, in his edition of the play performed at Rio Grande City,
points out a number of lines from Spanish plays, and concludes that the
pPlay is a very loose Mexican adaptation of Spanish plays of the same
general themes .

We have consulted, among other authorities on Mexican litera-
ture, the scholarly works of Icasbaloeta and Pimentel, and

that monumental publiocation, México & través de los Siglos;

but nowhere do we find mention of a shepherd play res ng

Los Pastores. These authorities tell us that during the

colomial period Mexico drew a great part of her literary
‘nourishment from Spain, and that the priests were frequently

the authors and adapters of the saored dramas performed in
Mexico, As we find no early Spanish or Mexican play with a

t

8. =, Cole, Los Pastores (New York, -1907), p. ix.

gIbid., Pe Xo

10
Mhh*. Ope cite., Ps 246,
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plot resembling ours, and as our text oconmtains a number of
passages which have been traced to Spanish autos of the
seventeenth century, we think that Los Pastores may have
been an early adaptation, made by the prieats,ﬁrom cortain
Spanish dramas which were popular at the time.

The drama obviously took a different line of development in New
Mexiéo, becoming farther and farther removed from its ancestors in Spain
and in cemtral Europe. In Spain we have seen the liturgiocal plays in
the cathedrals and the Corpus Christi processions of the major cities,.
In Mexico we have witnessed on special feast days the production of plays
under the guidance of the church. Perhaps if we look at the New Mexico
plays individually, we can get & better idea of their probable relation-
ship to their liturgiocal counterparts in Europe and see what changes
have been made, what influences have crept in through the years, to meke

them what they are today.

Adén y Eva

As has already been noted in Motolinia's account, an Adam and
Eve play was performed in Tlaxcala in 1539 in a very realistic open air
proéuction. That there is any direct relationship between this play and
the New Mexiocan Adén Yy Eva oamot be establis.hed because there is no
extant text of the Mexican play. One can only compare the plots of the
two plays to ses how they differ. Furthermore, th';re is no record of
a performance in New Mextoo of an Adam and Eve play until the turn of
the oexthmy. Professor Englekirk mentions some: "We kmow of only a few

scattered performances of Adén y Eva by the Baca troupe in and about

Meole, ope cite, pe xvii.
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las Vegas at the turn of the cembury and in Mora and Taos upon the
o;zcasion of their triumphal tour during the ;uinber of 1903-1904. . .
The 'Adam and Eve' t};em was dramatized a number of times in Mexioco
during the last cemtury, and a considerable number of manuscript copies
of different dramatic versions are still to be found among the folk."12
So far none of these maxiuscrip-bs, to my knowledge, have been published,
except one which Englekirk has in his possession--Adin y Eva, o La

Misericordia de Dios. Written by-Guadalupe Gbngora, it was printed in

1859. A fairly recent production some fifty years ago in Colima, Mexico,
almost eﬁdod in catastrophe. Padre Eterno (God) was to be let down upon
the stage in a basket which was covered with cotton to represemt a cloud.
The apparatus accidentally caught fire frqm an artificial iigh'l: on the
stage, and God's entrance became even more spectacular. The audience,
thinking it was a bit of theatrical trickery, remained nonplussed umtil
the actor yelled, "Me estoy quemando."B
According to Motolinia's account of the Mexican play in 1539,
the first episode is Eve's temptation by the serpent, a scens common to
most Adam and Eve plays unless they begin with s.n episode of the seven
days of the Creation. Eve next implores her reluctant husband to taste
the forbidden fruit, chiding him all the while for not loving her. As
soon as they taste the frui.t, they realize their sin and try to hide.

The Lord arrives with a host of angels and banishes them from Paradise.

12englekirk, ope cite, pe 254.

: 13n1y o1 Padre Bterno se ardfae. . .' En torno al teatro popular
mexiocano,” Hispania, XXXVI (1953).

-
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They depart singing the Circumdederent me, which was commonly sung in the

medieval liturgical plays. An angel with a sword is left %o guard the
gates of paradise. Adam and Eve then enter their new home, a place of
thorns and brambles.

The New Mexico version (from the manusoript of Préspero Baca of
Bernalillo, New Mexico, datéd 1893) is broken up into acts and scenes.
Act I takes place in a garden in which there is a tree oalled the Tree
of the Essence of Good and Evil, Adam is seated on a bed of boughs beneat]
the tree. The letra, a chorus-like song announcing the theme of the forth:
coming seene,' is ominous end foreboding:

Guerra es la vida del hombre

En la estencién de su imperio

De morir en la ocampafia

Irrevoocable el decreto.
Luocifer tells his fallen companions of his fall from heaven and the sub-
sequeﬁh oreation of Adam and his wife Eve. He plots to revenée himself
on God by deceiving his Mly-cmated human beingse. Apetito (Appetite)
offers to deceive Bve by offer;ng her the forbidden fruit.

In Act II Adam is asleep in the same place and awakes upon the
singing of the letra, which w;arns him of the approaching Sin:

Despierta joven feliz
. No duermas porque el pecado
Quiere hacerte desdichado
Y de feliz a infeliz.
Adam conbempiates the song, wmable to see how he can fall from grace and
from the high position which God has given him in the garden, Eve enters
end he praises her beauty: "iEres acaso oriatura / O eres deidad pro-

digiosa?™ He makes one anachronistic reference to Cain as well as several



-112-

references to death, which he does not know as yet. She is unable to
oomprehsnﬁl death, and he explains to her God's commandment eoncerming
the forbidden fruit:

Si de su frute comieres

Advierto que morirds

Y la gloria perderés

Y nunoa mAs gracia esperes.
She pledges her love to him and agrees not to touch the forbidden fruit,
saying that his cormmand aloms is sufficient to merit her complete obe-
dience:

Duefio mfo yo te aseguro

Que en nada te faltaré.

Act III finds Lucifer under the tree when Eve enters. The letra

‘is ominous in its propheocy:

Infeliz mujer advierte

Que oculta en una manzena

Se ve la oculpa tirana

Se ve la culpa tirana.
Seeing Satan, she suspects that he is evil but is wnable to extricate
herself from his fetal presence. Lucifer enlists the aid of Appetite,
who tells Eve of his parentege and his mother's ravenous appetite, He
begs of her an apple from the forbidden tree to take to his mother to
abake her sudden desire for this one fruit. When Eve approaches the
tree, she discovers Lucifer hidden in the foliage. He claims to be a
deity and praises the beauty of the forbidden tree. Eve reiterates the
law concerning the tree and refuses to touch it, but hé assures her
that she ean become immortal like the omrﬂ.potexﬂ: God if she partakes of
the forbidden fruit. Then Appetite takes a portion of the apple, saying

that it will not cause him to die, Eve succumbs to the temptation.
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Lucifer and Appetite then rejoice, after which Appetite rebukes the
women in the audience for their frailty. This speech, of course, is an
added feature in the MNew Mexican playe.

In Ac‘b IV Eve urges Adam to partake also of the forbidden fruite. .

At first he refuses. When she argues that he does not love her, he eats
it, then realizing that he is both naked and subject to death. Scene II
shows Sin teking Adam and Eve prisoners. In Sceme III Poder (God) seeks
the neked couple, but they refuse to.answer. Adam blames his wife for
deceiving him, and Eve blames the serpent., God then pleces the curse on
them: woman will bring forth her seed in sorrow and will be subject to
the man, and man will eat bread by the sweat of his brow, Furthermore,
they have become mrﬁalz -

Hombre eres polvo, y polvo has de ser
Después de morir.

Sin then leads them out of Paradise. Eve, in a touching speech, takes
leave of the beautiful garden, bidding farewell to its beauty, its happi=-
ness, and its joy. This is, of course, a special feature, not necessarily
newe In the fqllo'uing scense Lt:;cifer and Appetite celebrate their victorye
In Scene V Sin is making Adem and Eve work in the fields. They lament
1;heir sad plight, wishing even that death would end their oruel existence.
Henceforth Appetite will constantly plague them. Scene VI shows Adam

and Eve brought before the throne of God, where Misericordia (Mercy)
pleads their oaéo. This sceme i8s very old, not only in this play but

also in others like the morality play The Castle of Perseverance, whexre

Good and Bvil Angels battle for the soul of Man. Lucifer says it is

impossible to revcke-the law of Gode God, however, comforts Adam and
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Eve, telling them of a sure‘by for their disobedience, in the Son of God.
An angel then announces that Christ has been born, a defimite anachronism
in the play. Adam and Eve rejoioce in this good news and all sing: |
Gloria a Dios en las alturas
Y pat al hombre en la tierra
De buena voluntad.

In comparing the plots of these two plays, one notices that the
Mexican pley begins where Act III starts in the New Mexican play. Per-
hap; this was the most memoreble event, to Motolinia, and he merely feiled
to de§cri'be the first part of the play. Act IV of the New Mexico play
is idenmtical with the Tlaxcale play in that Eve urges her husband to
partake of the forbidden fruit, he refuses, and she then argues that he
does not love her. One must not place too much faith in these simi-

- larities, howéver, because religious plays, which are based on stories
from the Seriptures or on lectiones from the church service, will natu-
rally have many of the sams episodes. It is Sin, rather than & host of
angels, who leads Adam and Eve' from the garden 1;1 the New Mexico playe.
The New Mexico play has & more hopeful ending: Adam and Eve are led
before the throne of God, where they are A‘told of a Messiah who will
redeem them from their sims. The anmmoiation by an angel of the birth
of Christ is a new twist, possibly added to unite this play with the
Nativity plays. _However, in many medieval cycles of plays, the emtire
story of man's life from his creation to his final judgment was often
oonceived of as one vast drama in which the early plays in the cycle
lo'ok forward to the coming of a Christ, a "second Adam," who will redeem

the world from sin and who will defeat Satan, God's adversary. Many
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Adam and Eve plays, in fact, mention the coming of a Redeemer, who will
reunite man with Gode The Chester and Coventry plays of the Creation and
Fall of Man offer some hope for the sad plight of Adam and Eve in the
promise that a child of a maid shall be born "to save allg that ye have
forlo;'n." The New Mexico play makes the pramise & sudden and unexpected
realitye.

T Profosspi' Bnglekirk describes a garbled menuscript in Mexico

belonging to Ag/nat{/x_x Torres de Morelia oalled Cologuio de Nuestro Padre
Adfn.* The play begins ‘with the fall of Lucifer, and comtinues with

the council of the devils, the episodes of Adam and Eve, Cain and Abel,
the three graces, the shepherds, the adoration, and the offeringe. The
manuscript is made up of more than forty large pages, and the play, in
‘Bnglekirk's opinion, must have lasted one whole evening. Perhaps these
plays made up an entire Christmas cycle in same obsoure village. The

Adem and Ev; plays in Europe, along with the Prophets plays, sometimes

preceded the plays of the Cruoifixion and Resurrection. The Norman-

French Jeu d'Adam resembles an ordo or officium and belongs to the

service of Matins on Septusgesima Sm:uléy._ls ‘The French play is made

up of a long Adam and Eve play, a short Cain and Abel play, and a Prophets
playe Hardin Craig points out the irregularity of placing the Adam and
Eve play in the Baster cycle: "Sometimes the story of Adam's Fall and
the manifestation of the hand of God in the history of the Chosen People

stood out chronologiocally as the begimming of the cycle, sometimes it

1n44d., p. 407.

. lsﬂ_n:din Craig, English Religious Drama of the Middle Ages
(Oxford, 1955}, p. 64.
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appeared in connexion with the Harrowing of Hell, and sometimes it did

not appear at a.lil..")‘6

The German Passion plays included a Fall of Man,
as did the Viema Passion playe.

The Adam and Eve play in New Mexico, with only a few minor addi-
tions; ha; thus dealt with the same subject matter of the older liturgiocal
plays of the Middle Ages. The plot follows closely the Seriptural
account with ocertain emphasis placed on the more emotional e.spécbs of
the subject, such as Bve's deception by the serpent and th: banishment
from the garden. Appetite's rebuke of the women in the audience for
their frailty is an added feature, as is the sudden annunciation of the
birth of Christ. This last episode is merely the transplanting of a
scene from another play, the Nativity play, and shows a very' avwkward
fusion of two different plays. In the New liexico play Sin leads the
reluctant Adam a:nd Eve from the garden, a task executed by a host of
angels in the Mexican play. In the European plays of the Middle Ages,
one angel performs this dutye. /

Cain y Abel
The Adam and Eve piaws in the Middle Lgos in Europe usually

contained a Cain and Abel episode, an episode which often existed as a
separate play. In New Mexioo the plays exist separately. The manusoript
of Cein and Abel, like the ome of Adam and Eve, was oopied by Préspero

Baca in 1923, It was recently discovered by Professor Englekirk

16
Ibido, Pe 700
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that this manusoript was 6opied from a printed Mexican pla.y.17 There are
no records of its performance either in New Mexioo or in Mexico. "?he
thems itself, however, i.s fairly popular,® Englekirk adds, "but even so
it is usually presented as an episode only in a long pastorela produc-

tion. S

He fails to mention any such "long pastorela production" which
has a Cain end Abel episode.

In the New Mexico Cain and Abel play the scens opens in Act I
with Adam and Eve seated on stomes in fronmt of their skin-covered hut,
where they await the return of their two sons from the hunt, Eve fears
they have fallen imto & pit or have been slein by a fierce tiger. Adam,
less fearful, calms her. A rustle of leaves is heard as Cain arrives
alone. He resemts the affectionate embraces of his mother. When she asks
about Abel, .Gain, in a jealous rage, rebukes her for her favoritism to
the rich shepherd. Adam then rebukes him for his egotistical- but poor
offerings:

T4 siempre ofreces a Dios

Con detestable ego{smo

Lo peor, lo mis 1nsarvi'ble

De tus semillas. o o

Abel es humildes y bueno;

TG eres soberbio y maligno.
Such & presentation of Abel as humble and good and Cain as proud and
ounning was wry comon in Cain and Abel plays of the Middle Ages.

Finally Abel arrivas and is ombro.oed by his sentimemtal mother, an act

17¢e, po 107.

 18prelexirk, "The Source and Deting of Hew Mexioco Spanish Folk
Pleys," pe 2
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which is most repugnamt to Cain. Adeam speaks of the lost paradise,
bringing tears to the eyes of Eve, Eve's d&:age on Abel further in- .
furiates Cain, who vows revenge: .

1Si continufis de esa suerte,

Elogiando a Abel as{,

Yo no 88 lo que suceda,

Y no respondo de mi}
Abel urges his paremts to overlook the insolence of his brother as he
overlooks ite As the day fades into n.’.Lght, everyone retires to the hut
except Cain, who speaks with jealousy and anger about his hated brother.
Jealous -of Abel, he vows to kill him,

In Act II Abel makes a sacrifice to God, ironmically commenting
on the poetic and majestic solitude of the evening, which breathes of the
ifmortal. Cain, entering with a sickle, claims to have forgiven his bro-
ther and in an unguarded moment, after winning his confidence, slays him.
The sky do.rken; and the earth quakes after this foul deed. Cain in terror
tries to flee but camnot. The voice of Jehovah.speaks from a cloud:
®3Qué has hecho, df, de tu hermano?™ Cain tries to hide himself from
" the face of God, but this, too, is impossible. Jehovah censures him
for his infamous @t: |

0 la sangre de-tu hermana
Clamn a mf{ desde la tierra.

This passage"; like French, German, and Bnglish plays of Cain and Abel,
8till maintains vestiges of the liturgy:
Ubi est Abel frater tuus?e o Nescio, Domine. Quid fecisti?

Beoe vox sanguinis fratris tui clamat ad me de terrae o o
Maldiota terra in opere tuo. . A9

. 19Pgul Bdward Kretzmann, The Liturgical Elemsnt in the Barliest
Forms of the Medieval Drama (Minngapolls, 1916), pe 91.
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Jehovah places a curse on hims

_Maldita serf la tierra

Que la sangre de tu hermano

Bstd bebiendo sin treguse o .

El suelo que tu tocares

Estéril por siempre sea.
Putting a merk in Cain's forehead, Jehovah condemns him to wander
throughout the earth. Delirious with sorrow and regret, Cain bemoans
his condition in an exaggerated mammer closely akin to the Spanish roman-
tic drama of the nineteenth cemtury. The sceme ends with a tempest as
Cein runs away. In the next scene sweet and sad music is heard as the
tempest subsides. When Adam and Eve appear in the pale moonlight, looking
for their children, they stumble upon the dead Abel., With impassioned
sobbing Bve laments the death of her favarite son. In a sentimental vein
she recounts their many happy moments together. Adem accepts his death
with stoic resignation and drags the distraught Eve from the body of her
sone

Arthur L. Campa mentions one other play of this group of extant

0ld Testament plays in New Mexico, a play called Lucifer y San Miguel.zo

To my knowledge, there is no published edition of this play. It might be
related either to the Lucifer episode in the Creation of Man plays or to

an Assumption of the Blessed Virgin Mary, which has an episode where

14 chael lea.ds the unw:llliné Lucifer to the feet of the Blessed Virgin to

meke him her footstool.?l Same type of Lucifer and St Michael play was

20prthur L. Campa, "Religious Spanish Folk Drame in New Hexico,"
New Mexico Quarterly, II (Feb., 1932), 5.

2lgerl Youmg, The Drame of the Medieval Church (Oxford, 1933),
Vol. II, pp. 243-44, ,
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presented in one of the fiestas in Zapotldn, Mexico, held on February 27,
1587 Both Mexicans and Indians participated: "hab{a muchas ramadas,'y
en la penfiltima dellas estaba en lo alto un indio vestido como, &ngel,
representando a San Miguel, con una-espada desnuda en la mano, como que
herfa a Lucifer, el cual era otro indio vestido a manera y figura de
dragbn que estaba dando bramidos debajo de los pies del S.ngel."zz Through-
out the years a tradition has arisen which makes Michael ths champion of
God's people. It is Michael who overcomes Satan in the Pastores playse
He is also portrayed in Renaissance paintings as a warrior, "fully armed
with helmet, sword, and shield standing over the dragon, whom he some-
times pierces with a l&nce."23 It is the latter comception of Ifichael

which is depicted in the Zapotlén play of Lucifer y San Miguel.

El Coloquio de San José

The first play in the Christmas group of extant New Mexico plays

is a play called El Coloquio de San José. The play has a combination of

themes~~the 'budd.ing x;od of Joseph, Satan's fears that his plans have been
thwarted, the annunciation to Mary, Zachariah's becoming mite, Jospph's
trouble aboui; Mary, Michael's m@ciation to Joseph, the lLas Posadas
("Ims") ‘episode, and the adoration of the shepherds. Some of these

‘episodes, especially the Salutation and Conception and the Visit to

22quoted in P. Manuel R. Pazos, "El Testro Franciscano en Mjioco
dura.n'ge el Siglo XVI," Archivo Ibero-Americano, No. 42, April-June, 1951,
Pe 185,

23rhe Catholic Encyolopedia (¥ew York, 1913), Vol. X, pe 277.
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Elizabeth, are very much like the medieval plays of St. Anne's day.
Joseph's jealousy and suspicion concerning Mary is treated only very
casually in the New Mexico play. The budding rod and much of the material
concerning Mary's visit to Elizabeth have their source in the New Testa-
ment Apocryphel books of the Gospel of the Birth of Mary and the Proto-

evangelion.
In Act I Luzbel (Lucifer) laments his fall from heaven. The letra

then tells how certain patriarchs "are convening in J;rusalem to see who
merits the blessed Mary for his bride. Feliciano and San José (Joseph)
talk of the blessedness and joy of the occasion, and then Feliociano tells
Joseph that Simeon has asked him to carry his rod to the ga_thering in the
temples The modest Joseph feels that he is too poor and humble to be
selecteds Simeon tells Mary how her husband is to be selected--his rod
will begin to bud. When the staff of the modest Joseph begins to bud,

he humbly accepts the divine calle. Mary then suggests that they go to
her father's home in Nazareth. El Padre Bterno (God) gives His approval,
after which Lucifer expresses disappointment at his dark and gloomy
inferno. Thus, the prospect of a son to be born’ puts fear and trembling
into Lucifer and his fallen angels because their plans have been thwarted.
Remembering the prophesies of Habakkuk, Isaiah, and Daniel, he is grieved
that God is to bring hope to men. Satanfs (Satan), upon arriving, asks
the cause bf his grief and offers to aid him in any venture. Lucifer
then tells Satan and Astucias, l;is helper, of their former celestial
.state as angels, He reviews the creation of the earth and the revolt of

the angels. Astucias is unable to see how a poor mortal women like Mary
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can puif fear into the chief of devils. Remembering how men from Adam
to Solomon have been victims of sin, Satan ;uggests that new vices must
be invented to plagus the newly wedded couple. Because Joseph and Mary
are human, they will undoubtedly fall an easy prey to the wiles of Lucifer,
who sends Satan to Nazareth tp observe the couple's intent and Astucias to
- the fields of Judea to confuse the shepherds.

The scense shifts to Mary, who is joyfully contemplating the ammun-
ciation. The angel Miguel (Michael) comforts her and offers to protect
her:

: El eterno Dios me envia
Que el divino Redentor
En ti se venga a humanar,
When Joseph arrives, Mary asks permission to visit her cousins, Zacharias
and Isabel (Elizabeth)e. As they begin their jc:xirney', Lucifer contem-
plates the significance of the forthcoming Savior. Astucias te}ls him
of the servants of Eﬁubeth, who are going to Galilee,

The next scene takes place in the home of Elizﬁbeth, where Arminda
is telling her how Zaohariasrhas,beoome mute. Feliciano enters to tell
of Mary's approaching visit. Shepherds e.rri.ve, too, to celebrate the
happy occasion. When they begin to eat supper, Lucifer joins them, pro-
f;ssing to be the heir of a faraway kingdome The adoration is sung and
the leavetaking begins. Elizabeth relates to Mary how the ohild within
her own womb leaps forv Joy at thé promise of & redeemer. After all have
dispersed, Lﬁcifer again laments the promised redeemsr, who will destroy
the forces of his dominion. When Mary and Joseph arrive, he retires to
A‘ ons side to listen to their plans. Meanwhile Michael informs Joseph of
mry's approaohing motherhood, oxplaining that her conception is of the
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Holy Spirit. Mary then begs his forgiveness for not having told him.
She then informs him of the edict or proclametion whereby the inhabitants
of Judea are 1;0 be taxed; hence they must journey to Bethlehem. Satan
tries to get Michael to surrender and fall down at his feet, but his
attempt is fruitless. Astucias urges a sudden armed attack, but Michael
calmly replies, ".Si razbn tienes pronto voy a obedecerte." For some un-
motivated reason, Satan calmly surrenders.

.The Las Posadas episode, whereby the holy family goes from house
to house seeking admittance, begins at this point. It is an episode which
is often played by itself. The group sings:

Quién los da posada

A estos peregrinos

Que vienen causados

De andar los caminos.
Astucias refuses admittance to them, telling them to sleep in the street.
Satan doeé likewise, saying his wife is in bed and refuses to be dis-
turbed. Lucifer, still trying to thwart the will of God, decides to use
Herod to wreak vengeance on the newly-born infant. Both Lucifer and
Satan are disappointed that the nacimiemtp (birth of Christ) has taken
place. Michael cails upon the‘ she}}he;'ds to0 come and worship the newborn
babes The play ends with a song bidding farewell to Joseph and Mary and
wishing them health and happiness.

El Cologuio de San Jos§ bears some similarity to a group of plays

given during the feast of Corpus Christi in Tlaxcala, Mexico, in 1538, .as
described by Motolimia. The plays presented dealt with ths Ammunciation
of the Birth of John the Baptist, the Annunciation of Our Lady, the
Visitation of Our Lady with Elizebeth, and the Birth of St. John.
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Hotolinia says these were separate plays, the first two lasting an hour
each. Then 1}1 the patio before the Church of St. John, the Visitation
of Our Lady with Elizabeth was staged before Ma.ssi, the Birth of St., K John
after. The New Mexican play combines some of these episodes (the Amnun-
ciation of Our lady, the Visitation with Elizabeth) with the legend of
the flowering staff, Lucifer's plot against mankind, Joseph's trouble
about Mary, and the lLas Posadas or "Ims" episode, which tells of the
custom of bearing images of Joseph and Mary from home to home throughout
the village beginning December 15 and ending December 24. Each night
represents one month that Christ was in the wombe. On Christmas Eve the
images are ocarried back to the church to be placed again in the naci-
miento, or manger scene.24

If we look at the formation of the Christmaes cycle in medieval
liturgical drema we will find that the cycle begins with a Processus
Progheta.rum, which acts as a kind of prologue to foretell the coming of
the Messiah. The Prophet play is followed by scenes dealing with the
Annunciation to the Blessed Virgin Mary and her Visit to Elizabeth. Next
follows the Nativity, the visit of the M;.gi, the Slaughter of the Innoocent:
and the Flight into Egypt. "When these various scenes are arranged chrono
logically," suggests Craig, "as in the Benedictbeuern Christmas play, they
form a series so comnected that we may be sure we have an early, still

liturgical form of the great continemtal cycles of the Nativity and also

24
Kerneth Fordyce, "Las Posadas,"™ Unpublished manuscript in files
of WPA Writers Project, State Museum, Plaza of the Governors, Santa Fe,
New Mexioco.
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of those still used, although degenerated, popular Christmas plays of
Spain, Spanish America, and certain parts of Europe.":aS The. Benediot>

beuern Christmas pley has all of these episodes: "a~Procossus Prophe-

tarum, an Annunciation, a Pastores (with an appearance of the devil), an

Officium Stellae (with a very dangerous Herod), & Slaughter of the Imo-

cents, a Flight into Egypt, and the death of Herod (never an independent

play)«."26 The New Mexican Coloquio de San Josd has a small episode of

the Amnunciation, the Auto del NiBlo Dios is of course a Pastores play,

and the Auto de los Reyes Magos is a version of the Officium Stellae and

includes the episodes of the Slaughter of the Immocents and the Flight
into Bgypte Thus it can be seen that the New Mexican Christmas oycle is
closely related in its general scope and outline to the medieval Christ- |
mas cycles in England and on the continent.

Professor Englekirk objects to the ooncept of a cycle (proposed
by Arthur Campa in the first publication of these plays in the Universigz,

of New Mexioco Bulletin) of Nativity plays, saying that the Coloquio de

San José and the Auto de los Reyes Magog are not united with the Pastores

plays in time or in place. The Coloquio de San José is kmown only in the

southern part of the state, whereas the Pastores plays abound farther
northe "The southern copies,” he adds, "are easily and directly trace-

able to known Mexican copies of which there are mny."27 He believes

25Craig, op. cit., p. 49.
261pid.

27Mglekirk, "The Source and Deting of New Mexico Spanish Folk
Plays," pe 243.



-126-

.the Auto de los Reyes Magos to be & late arrival in New Mexico, copied

at some time in the 1880's from a Mexican source. He says that he 314
not run down an identical version among a number of manuscript and printed
copies of nineteemth century Mexican plays based on the Magl theme "8

If these two plays are so easily traced to Mexiocan sources, it is.very
possible that they did at one time during the Franciscan evangelization
make up a part of a full Christmas cycle. But as they moved northward,
and as they came more into the };ands of the people and less under the
influence of the church, the Shepherds play, which was the £avefite of
the people, was selected and performed.

El Nifio Perdido does not fall into the Christmas .cycle either,

according to Bnglekirk, who is adamant in his belief:
That the New Mexico play is of nineteenth-century Mexican
authorship is patenmtly undeniable. Even a most casual com-
parative study must meke it immediately clear that it cannot
possibly be a derivative, as has been claimed or imtimated,
of early Peninsular plays based on the same theme.
Sister Joseph Marie had been guilty of “intimating® that it might derive
from Corpus Christi plays in Seville in 1575 and 1590 of the same neme .>©
There is also a Lost Child play listed in Jemero Alenda's Catélogo de

autos sacramentales, historiales, y alegfricos, published in the Bolet{n

de la.Real Academia Bspafiola, It is very possible that Sister Joseph
Marie is right and that these versions are related. It must be kept in
mind, too, that essenmtially there was nothing new in mediewval religious

281hid., p. 244.
291144, -
30sister Joseph Marde, op. cit., pps 83-84.
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drama. The plays grew out of the church liturgy and were fairly literal
 interpretations of the lectiones. New scenes were added as needed, and
the plays were expanded to take in more Scripture stozlies , apocryphal
stories, and legends. Free authorship was unheard of, and if an author
"wrote® a play, he was actually reworking old material based on a Biblical
storye With a few hundred years of redactions and reworkings--and even
oral folk transmission--the plays would not be very close to their ori-
ginals. Furthermore, the Spanish ma:.mscripts do not exist (at least they
have not been found); thus one cannot prove that there was not some .line
of descemt. Englekirk further states that the Nifio Perdido cannot be part
of a Christmas oycle as Campa had classified it, saying that it is custom-
arily played around Baster.o! In the English-plays, at least, it was
played with the Christmas plays in the weaver's pageant at Covemtry and
in the York, Towneley, and Chester cycles. In the Chester and Coventry

plays it makes up part of the Purification play.32

- The Pastores Plays
The play"hioh to this very day has maintained the greatest
popularity in New Mexico is the Shepherds play, and it is this play that
has the most extant manuscripts. Professor Englekirk claims that he has
eninined sixty-three New Mexioo manuscripts and knows of the existence

of some fifty-six others .33

3lenglekirk, op. cit., p. 244.
3zCraig, ope cite, pe 293.
33pnglekirk, op. oit., p. 245.
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The immediate origin of the New Mexico Pastores plays is still
debated. Profe§sor Juan B, Rael.of Stanford University has been making
a study of extant versions of Pastores plays in Mex:ico and has compared
three New Mexico plays with similar versions in Aguascalientes and Zaca-
tectas., From his study he concludes that the play as we kmow it in New
Mexico today came from Mexico: "If the original text of Los Pastores,
which was the source of the above six versions, still exists, we are more
likely to find it in Mexico than anywhere else; and we can be quite sure
that none of the Pastores plays was written in New Mex:‘u.so."34 In a
recent letter from Dre. Rael, I was informed that he had collected some
thirty Pastores plays in Mexico but has not published them as yet.BS

In 1940 Edwin C. Munro made a study of fifteen differemt versions
of the-play, including the three published texts of M. Re Cole, A. L. Camp:
and Honora'de Buske His study shows the diversity of characters in the
Pa&ores:

In the plays I have examined there are over eighty different

names for characters. From this it can be seen that there is

a oonsiderable divergence at least in the names of the char-

acters. Of course many of them appear in only one or two

plays, and some are found in ctically every play. The

latter are not many, however;¥and only two appear in every

play--Saint Michael and Lucifer.36

His study also shows the diversity of plot and action in the plays:

- 34Juan B, Rael, "More Light on the Origin of Los Pastores,"
New Mexioco Folklore Record, VI (1951-52), 6.

BSWOr from Dr, RM].. Febe 18, 1958.

3%awin C. Mmro, The stivity Plays of New Mexico (University
of New Mexico: Unpublished er's sis, 0), Pe 20,




"The plots of these plays show the greatest divergence. Each has scme
scenes in common with most of the others, but no two have identical plots.

Most of them are different enough in details to be considered differemt

plays.n37

From these remarks the vast diffusion of the Shepherds plays cen
be seen. Not only were the plays popular in Mexico and the Southwest but
in other parts of Americe as well, Stanley L. Robe mentions some Hativity
plays in Honduras, Nicarsgua, El Salvedor, and Chile. He believes they
came very late to Honduras and Chile, as late as the nineteenth century.
He further tells of a pastoril in northeastern Brazil which contained an
Adoretion of the Shepherds.:,’8

The three most importent verslens of the Pastores plays are the
Pr8spero Baca menuscript edited by Campe, the Rio Grande City text edited
by Cole, and the Las Vegas text edited by Aurora Luoeré-'ﬁhite.?g The
first has an elmost idemtiocal version ocalled the San Rafael text, which
was described by Honora de Busk, who witnessed it in 1899 at San Rafael,
New Mexico, and is prinl;ed in the Appendix in Cole's Los Pastores.4°
Englekirk believes that there are twelve known mnusqriﬁbs (both variants
and identical plays) of the San Rafael Pastores and ninety-five of the

B?Ibido. Pe 40. )

38stanley L. Robe, "Los Pastores and Other Folk Drama," Western
Folklore, XVI (1957), 283. ~— -

390niversity of New Mexico Bulletin, V (1934); Los %stores
2America.n Folklore iooiéﬁr Memoirs, 1907); Coloquios de 1os ores
Santa Fe, 1940). ' ‘

~ %0gole, op. cit., pp. 211-34.
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ilas Vegas play.41 Beoause these three versions are the most important
and are the most ac'cessible and widely kmown to the general reader, they
will be discussed in order in an attempt to determine f;he general char- -
acteristics of the New Mexico Shepherds play, the similarities and differ-
ences of extant versiops, and the additions to or alterations of earlier
forms.

The Campa edition of Prdspero Baca's manuscript begins with a
letra, a kind of choral song, sung in praise of the Virgin. Joseph tells
Mery how he was wunable to find shelter for them as he went from house to
house in Bethlehem. Meanwhile an angel suddenly appears and bids the
shepherds to come see the infant Jesus, a scene which is common in the
older Shepherds plays. The shepherds sing a letra in praise of the Christ
child, born in a manger. Preparing to go to the manger, they attempt to
arouse the sleeping Bartolo, who at first is unwilling to get up. then
he finally decides to go with them, they exit singing the hymn of praise.
The hermit, waiting behind, contemplates the significance of the birth
of Christ, remembering thet Isaiah had prophesied such a marvel. He then
stops the shepherd Lizardo to ask him about the promised Messish. Lizardo
%ells him how he is the chief shepherd and also about the edict of Caesar.
lizardo leaves him, and then the hermit prophesies how, when Christ comses,
the wolf shall lie down with the lamb. In this soens two familiar char-
acters. from the Spanish pastoral plays are seen--the hermit and the indo-

lent shepherde

4lgnglekirk, op. cit., p. 247.
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Next two shepherds, Gila and Bato, enter quarrelinge. Gila rebukes
her husband Bato for not bringing firewood with which she can cooke The
hermit enters and bids them stop quarreling. 4nother ;hepherd, Abelicio,
enters and is confromted with the Devil, who has lost his way in the
mountains and seeks re’fuge et the shepherds' camp. He further inquires
whether or not they know of the daughter of Joagqufn Llena, the husband of
Santa Ana and the father of the Virgin Mary, to which Abelicio replies:

Es la mujer mas hermosa
Que ha nacido en este siglo.

The Devil is in agony at the memtion of the Virgin, a hostility typical

of earlier plays, Abelicio then realizes thet "Este es Lucifer sin duda /
Que a engafiarme ha venmido™ and runs to warn the other shepherds, who refuse
to believe hime Another shepherd, Melide‘os, enters. When Bartolo lies
down for a nap before supper, Gila warns him that no eme will awaken him
when it is prepared. Msenalpas complains because he has to watch the sheep
alonee Vhen Gila rebukes Dina for her delay in-fetohing‘water, she ex-
plains that she has béen watching the exceeding beauty and clarity of the
stars. Not only did she hear divine musio but 'she also saw birds leave
their nests o welcome the dawn. Ba.rl:oio rebukes her and says it is the
cold that mkeg her telk nonsense. When Gila announces supper, they all
eat, ‘Bartolo ridiculing Menalpas for his large spoon. After much idle
chatter among the shepherds, the hermit reviews the fall of man. His
speech is interrupted, however, by Menalpas who seeks to embrace Dina.

The others quarrel over the bottle of wine. The hermit then suggests

tﬁnt they all go back to their flocks.

When the shepherds lie down to rest, the Devil appears with the
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noise of thunder, invoking the fiends of hell to listen to his mournful
plight. Envy and Pride enter, saying that they have heard his confused
olamor from the d'epths ©of Chaos. To them the Devil pours out his grief
over his loss of paradise and over the Messiah who is coming to earth %o
itmperil the Devil's position. Envy urges him not to fear, but to destroy
the stars and the hgavens and tear down the mowntains. There is-a second
peal of thunder and a blast of sulphur. Again the Devil rages concerning
his fallen state. Although he once was an angel, he will now comrit him-
self to destructive acts. Although the Son of God is born in Bethlehem,
he still will be the ruler of the earth and sky. He vows that the Messiah
will not be able to redeem the world, for with his cumming he will deceive
mankinde He will even destroy the sleeping shepherds. Again his animos-
ity is reminiscent of earlier plays in Spain and in cerntral Rurope.

Remembering the seventy weeks which were prophesied as the given
time after which the Messiah would be born, Satan must now be ready to
thwart eny action of the shepherdse. Choosing the hermit as his first
victim, he plots to disturb his sleep with a wicked dream which will urge
him to fling himself over a precipicse. When.the hermit awekens and asks
who this stranger is, the Devil.replies that he is an angel who has come
to ocomfort and help hime The hermt agrees to follow his advice, provided
that it is not evil., The Devil then asks him to accompany him to & nearby
peak where they may speak together alone. The hermit is umwilling to go
so very far, especiglly ;'Ln the snow, and suggests that they converse near
_the open fire. He assures the Devil that his companions will not hear.
Seeing that he will not be able to dissuade the clever hermit, the~Devi1

then tells how he is a gréat man of learhing, a man who has studied every
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language in the world., He will teach the hermit many things about love
and beauty, and will take him to live a pleasant life in perfect surround-
ings on condition that the hermit will agree to follow hime The Devil~
further suggests that he elope with Gila. The Devil seems to disappear
at this point. .

Gile awakens wondering who has taken her by the hand. The hermit
then relates to the others what has happened. Lizardo suggests that since
they are all awske, Gils should ‘balge her guitar and Abselicio his timbrel
for a song. The letra which they sing begs God to stop the falliné snowe.
At the end of the song, lfenalpas runs in leaping for joy and tells how
the hermit has received good news. When the shepherds again retire, the
Devil and an angel appear. The angel, Michael, rebukes the Devil for
amoying the shepherds and bids him flee. Claiming to be as powerful as
God, the Devil vows revénge, but Michael orders him to bow down before
hime The Devil sings a slightly altered version of a quatrain from the
Spanish poet Géngora, beginning "Aprended flores de mf. . " Grief-
stricken he laments his place of torments. They leave as the shepherds
aweke and Bato ammounoces the birth of the Savior. (These .lines are omitte
from the Baca manuscript.) All agree to go to see the Christ child, excep
the lazy Ba.rbplo; who wants to sleep. He gives a number of excuses, but
is finally peréﬁadsd o goe All exit singing. The hermit arrives first
at the ’m;ngex" and adores the childe The  others follow and presemt their
g&ts: Lizardo, a small ewe; Gila, swaddling clothes and a small.besket.
'The shepherds exit singing:

" '* adios Mi%io chiquito,
Adios Marfa, Adios José. o
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Echarnos tu bendieifn
Y gufanos por buen camino.

The humble gifts which the shepherds offer are typical of those in the
Spanish Nativity plays.

The Campa text seems to be a recasting of two plays found in
Zacatecas, Mexico, by Juan B. Rael.42 The first portion of the New Mexico
play resembles very closely version A from Zacetecas, and out of 700 lines,
some 250 are almost exactly equivalent. The characters in each play are
almost identical. The latter half of the New Mexico play resembles the
second half of version B from Zacatecas, and out of 700 lines has some 265
which are idemticale. Version B from Zacatecas closely parallels a text
from southern Coloredo: "This text is so.similar to io.oatecu Version B,
that, except for two or three minor omissions, possibly through an error
of the copyists, the two versions can be 'matched scene for scene. Often
the similarity of the speeches is so great that they are almost iden-
tical."3 From this evidence it can be safely conoluded that the New
Mexioco Shepherds play was transported from Mexico.

The Rio Grande City text edited by M. R.‘ Cole is different from
the Campa text in a number of minor respects=--the o;'dar of the scenes,
a_.nd the names of some of the shepherds. The Campa play has another woman,
Dina, and two allegofioa.l figures, Envidia (Envy) and Soberbia (Wisdom).
There is a clown named Cucharfn in the Cole text. Professor Rael has
found a text from Agusscalientes, Mexico, which is very similar to this

“zhel, OE. cit., pp. 3-4.

43ﬁ1d.. Pe 6o
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text in plot, number of characters, and identical ZI..'mes.'M Again we
can see that the New Mexioco Pastores mst have come from !bx:lco. )
In his edition of the Rio Grande City play, Cole mentions some
Spanish plays which show striking similarities to the Texas play. He
shows that several verses of Lucifer's and Michael's speeches are exactly
like certain lines of a seventeenth century play by Antonio del Castillo,

El Auto Sacramental al Nacimiento del Hijo de Dios (1675) .45 He shows

that the person of the hermit might stem from Calderén and that the pro-
totypes of the shepherds Bartolo and Gila are found in the persons of
Bato and Gila in ancther seventeenth century Spanish play by Amtonio Mira

de Mescua, El Coloquio de Nuestro Seflor, and that Bato and Gila appear

also in sixteenth century plays as early as the Gila of Lope de Rueda.46

Two short speeches by Bato are found in Mescua's play, as well as other
passages which ocour in other seventesnth century works. The song
beginning "Aprended flores de m{™ is from the Spanish poet Géngora (1561~
1627)s

Aprended flores de mf

Loqueva.dauyaril;zzg

Que ayer maravillas ful .

Y hoy sombra de mi no soy.
Lucifer's first complaint in the Rio Grande City play is e passage from
Calderfn. The Cole text says:

Desterrado de Miguel,
Sali8 de mi patria augusta,

Por aquel delito infame
Y aquelle ambiciosa culpa. (11, 33-36).

#1p1d., pe 2. 45Cole, op. cit., p. xvii.

46_ Lo
- Ibide, Pe Xixe
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Calderfn's E1 Pleito Matrimonial del Cuerpo y de la Alma readss

Ya :sabes que desterrado
sal{ de mi patria augusta
por aquel delito infams
aquella ambiciosa culpa.47

Two sp;ec.hea by the hermit closely resemble passages in Calderdn's

la Vida es Suefio. The Rio Grande City text reads:

Y sin mis compafiia me veo,

Que sabandijas y ratonsse.

Oigo, que dulses jilgueros! (11, 308-10).
Que habita en este decierto

Siendo un esqueleto vivo,

Siendo un animado muertoe. ¢ o (1le 325-27).

The similar passages in Calderén read as follows:

Quien me hace compafifa

aquf, 8i 4 decirlo acierta

son arafias y ratones;

imiren que dulces jilgueros!

Y aunque desde que nac{,

8i esto es nacer, solo advierto
este rfistico desierto,

donde miserable vivo,

siendo un esqueleto vivo,
siendo un animado nmorl:o."8

These similar lines are adequate evidence of the n..y in which plays
were reworked by new redactors in the New World and show a fairly
certain dependence of the New World plays on the 0ld, thus refuting the
theory that the surviving plays in the New World were original composi-
tions by missionaries or priests in America. If the clergy of the New

World had any part in the composition of these plays, they were merely

471bid., "Notes," pe 1796

8 bid., p. 182.
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reworking the same materials that had been used in religious plays for
centuries,

The third important text is one from las Vegas, New Mexico, and
ong which has the largest number of variant manuscripts--ninety-five in
all, according to Englekirk, who believes that they are "all derived from
three separate manuscripts introduced from Mexico after 1860." "I have
traced this play,"” he adds, "from manuseript to manuscript, south from
El Paso over Chihushua and on tc; Durango and Guadalupe, Zacatecas. But
south of Guadalupe and Durango I lost the trail. Up to that poﬁn‘h,
howevér, the Mexican manuscripts were identical with, or almost precise
duplicates of, the several original New Mexican copies."49 Professor
Englekirk has not published any of these Mexican menuscripts as yet, but
if they are in such abundance, they will further illustrate my point that
the New Mexico plays are very closely associated with their Mexiocan and
Spanish ancestors.

The las Vegas text is divided inmto two parts, one short play

called Los Pastores Chiquitos followed by a longer play, Los Pastores

Grandes. The first introduces two shepherﬁs who hear the prophecy of
the angels and try with a good deal of farcical horseplay, to steal the
Christ child from the manger. The second play introduces a clown called

Mart{n. The Pastores Grandes follows essemtially the same plot as the

Campa text. Why two differemt plays should be combined and presented as

one play is difficult to understand unless the first, as Professor Pearoce

49gnglekirk, ope oit., pe 247,
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50

suggests, is a kind of Spanish enmtremss, or comic interlude. Aurora
Lucero~white lea suggests that "some missionary found it easier'to
combine the two plays than to rewrite them and, under the title of 'Los
Coloquios de los Pastores' the two autos were henceforth regarded as
one pltauy.“S 1
Most of the Shepherds plays, although different in many external
details, contained similar plots. Dr. Pearce at the Thiversity of Hew
Merico lists twelve episodes baai:c to New Mexico Pastores:gz 1) Las
Posadas (The Inns), in which Mary and Joseph visit various inns in
Bethlehem seeking shelter. 2) The Song of the Star, describing the
clarity and beauty of the Star of Bethlehem and somstimes represented
by an actor with a star on his forehead. -3) The Processional, led by
Joseph and Mary followed by the shepherds. 4) The Camp Scene, marking
the beginning of the secular sub-plot (Gila quarreling with her hus-
band, etc)e 5) The First Appearance of Lucifer, who decries the reports
of a coming Messiah. 6) The Entremes or Interlude of Cucharon, a simple-
witted shepherd who finally exasperates Lucifer. 7) The Entremes or
Interlude of the H'emit,' who helps to ward off Lucifer. 8) The Second
Appearance of Lucifer, who tries to deceive the shepherds as a lost way-

farer and is finally vanquished by Michael. 9) The Entremes or Interlude

of Bartolo, the lazy shepherd who has to be prodded by the others before

50'1.'. M. Pearce, "The New Mexican 'Shepherds' Play,'" Western
Folklore, XV (1956), 82. -

5lpurora Lucero White, "los Pastores," (Umpublished manuscript in
files of WPA Wiriters Project, State Museum, Santa Fe, New Mexico).

52Pea;‘cé‘, 02. cito, 'PPQ 83"870
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he will meke the journmey to Bethlehem to see the infant Jesus. 10) las
Caminatas (The Walkings, Promenades), in which the ghepherds go to make
their offerings. 11) The Adorations and Offerings, in which the shepherds
bring very humble gifts like gourd cups, a dish of tamales, or even a

dance. 12) The Lullaby and Las Despedidas (The Farewells), in which

each member of the Holy Family is addressed. According to Pearce all
except 1, 2, and 6 appear in all New Mexico Pastores plays.53

From the above episo:ies one can see the traditional elements
and the folk elements which are new. The traditional elemenfs are 1, 2,
3, 10, 11, and 12; the others are secular and have been added at various
times in the long history of the Shepherds play. The Shepherds play lent
itself quite easily to comio elements: both in New Mexico and in Burope.
In the Adoration of the Shepherds at Chester there was a clownish shepherd
named Gertius. In the Second Shepherd's play by the ™Wakefield Master,”
the comic element of the sheep-stealing dominates the play, as the Adora-
tion at the manger becomes a secondary matter at the end of the play.
The humble gifts which—the Mexican shepherds offer to the Christ child
are comparable to t};ose offered in the f:ngush play at York--a brooch
with a tin bell, two cobb-nuts on a ribbon, a horn spoon which will hold
forty peas. The Lucifer episodes (5 and 8) are not new, going back as
far as the thirteenth century Benedictbeusrn Christmas play, where there
is ‘a devil who tries to persuade the Shepherds not to heed the angel's

bidding and visit the new born lc.’mg.54 later in the same pley the devil

53mbid., p. 83.

%Young, Vol. II, p. 191.
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tries to corrupt the shepherds with false doc'l:rfme.5 5

In his study of fifteen different New Mexico Pastores plays,

Edwin Ce Munro listed the various episodes of their ploté and showed

which ones

were peculiar to each play. His table is reproduced bellow.s6

The following key indicates the various manuscripts which he studied:

A.

Be
Ce
D.
E.
Fe
Ge
He
I.

Je

K.

L.
M,
N.

O.

El Coloquio de los Pastores (published in the University of
New Mexioo Bulletin)

la Pastorela (unidentified)
Los Pastores (unidentified)

Los Pastores Chiquitos (MS. Juan Climaco Lucero)

Part I of Coloquio de los Pastores (MS. Préspero Baca)

Part II of Coloquio de los Pastores (MS. Préspero Baca)

Camino de la Pastorela (MSe Juliancita Garcia)

Los Pastores (MS. Mary Austin)
Los Pastores (MS. Mary Van Stonme)

Auto Pastoral: BEstrella (unidemtified)

Los Pastores Grandes (MS. Mary Austin)

Los Pastores (San Rafael, New Mexico).

Los Pastores (Rio Grande City, Texas)

Los Pastores (San Amtonio, Texas)

Los Pastores (1S. Manuel Berg; a Mexican play)

55Ibide, pe 193.

: ,Ssmmrb,"og. cit., pp. 41-45,



1. Joseph chosen Mary's husband « « .
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3¢ Lucifer plans Mary's destruction .
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Michael warns Luocifer .

o ‘e o o o

Lucifer polsons Joseph's mind against Ma.ry
Las ;oeada.a. Couple seek lodginge « o o o
ucifer o

sputes immaculate oconoception

Shepherd encounters Devile Frightened

Tells others of meeting Devil . . .
Lucifer reads Caesar's tax ediot + + &

Hermit meets shepherde

Speaks of Savior

0 Do DOrn o o o o o » « 0 o s 0 0 o o o
Hermit soliloquizes on prophecies of
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Shepherds make camp «
Shepherds seé star « «
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29,

30.
31,
32,
33.
4.
35.
36.
37.
8.
39.
40.

41.
42.

43.

45,

46,
47.
48,

EPISODES
Lucifer tells famtastic story of his youth

Luoifer tries to deceive shepherds o ¢ ¢ ».

Luoifer gets angry over book offered by.
Hormdt « o o o ¢ ¢ ¢ o ¢ 0o 0 6 ¢ ¢ o
Shophorda BIOOP © 06 00 0 0 0 0 0 0
Luocifer tempts Hermit to abduot Gila
Shepherds punish Hermit ¢ ¢ o ¢ o
Angels sing. Hermit hedrs « ¢« ¢ « o
Hermit wakes shepherds, tells of song
Shepherdaaro&ngry e o 0 o 0 0 o o
Angel amounces Christ's birth « .
Shepherd tells news to others . .

e O o o o
® o o o o

Michael and Lucifer battle . .
Luoifer vanquished « « ¢« ¢ o «
Shepherds plan to go to Bsthlehem.
MOIOh‘rdtoperBu&dQ o0 o 0 o o o o o
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RWin.ooooooooooooooooo
Three tell sleepy Tubal, . Go to
Bethlehem ¢ ¢ ¢ ¢ ¢ ¢ ¢ ¢ ¢ ¢ ¢ ¢ ¢ o o o
Oquias, then Serecias enter at manger . .
Eras, Afron enter, Afron thinks Eras a
diﬁmty.oooooooo-ooooo‘oo
Martin, Martinico emter. Martin wants to
phyﬂthchildocooooooooooo
Shepherds worship, make offerings . . . .«
Shepherds, with difficulty, persuade

rtolo rise and worship « « « o
Navajo sings, makes offering .
ShOPhOrda Sing lullaby e o o o
ShOphordB take leave « ¢ o o o
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Of the fifteen most common episodes in the plays (ie.e., those
episodes which ogour in at least half of the plays), only a few are
related to the traditional Shepherds plays of the Hi‘ddle Ages: the
amunciation to the shepherds of Christ's birth (35), the spreading of
the nmews to the other shepherds (36), the journey to Bethlehem (38),
the worship with offerings (44), and the leavetaking (48). The scenes
with Lucifer are many, but the appearance of Lucifer or Satan within
the Shepherds play is not new, going back to the Benedioctbeuern Christ-
mas playe The celestial music which some of the shepherds hear recalls

the Gloria in excelsis Deo of older liturgical plays. Likewise, the

battle between Lucifer and St. Michael is of long standinge Of all the
local additions, the Nawvajo Indian in the Juan Climaco Lucero manusoript
best illustrates the many additions made by the unlettered folk. Never-
theless, many basic liturgical elements persist, as Dr. Pearce wggbstss
"the procession down the aisle of the church; the static group in the
manger; the choir supporting the actors with songs, like a Greek ohorusx
the imbonation of the shepherds in choral responses and commemtse «
In nearly all the New Mexican presemtations, the Star of Bethlehem is
pulled down the center of the hall on a wire, just as it once preceded
the shepherds in the chancel of a medieval church."57 Oftentimes there
is a Hell Mouth beside a prison (Limbo), from which Christ in the
medieval plays liberated the souls of the patriarchs who died before

his birthe A Shepherds play presented as late as Deocember 24, 1924,

57Poaroe, Ope oit., p. 80,
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on a ranch near Acambaro, Guana juato, had a Hell Mouth from which Satan
called forth his devilq.ss
The comic figures, as well as Lucifer, in the New ﬁexioan plays
stem from & long line of comic shepherds in Spanish pastoral and religious
drama as has been seen already in the plays of Encina, Naharro, Diego
Sénchez, and Vicente.

Auto ds los Reyes Magos

Of all the New Mexican Christmas plays, the Auto de los Reyes

Magos follows most olosely the Biblical marrative, showing the fewest
additions of secular matters. It is actualiy more than merely a Three
Kings play in that it includes two other subsequent medievel liturgical
plays--the Flight inmto Egypt and the Slaughter of the Imnocents. The
first three acts treat the Stellae thems, and the last two are devoted
to the Flight into Egypt and the Slaughter of the Imnoecents,

The three kings enter and speak in soliloquy just as they do in
the Spanish twelfth century play and the lLatin liturgiocal plays. Bal-
tazar reocalls the prophecies c;f Isaiah and Da.niel,‘how a child will be
born and how they must go to worship him. BEach will bear a gift:
Melchor, incense; Gaspar, myrrh; and Baltazar, goid. Act II shifts to
the palace of Herod, who is dubious about the birth of the childe He
seﬁeks advice from his counselor, Sotomio. A servant, Chapfn, emters to
tell of the arrival of three kings from the east, who are asking for the

Infant Jesus. In Scens II the kings enter Herod's palace and greet him.

580011011& Michel, "Pastorela o Coloquio," Mexican Folkways, VII
(1932), 6. B
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Baltazar tells how they have lost the star and how Balaam prophesied the
divine birth. Sotonio relates some of the prophecies that would be ful-
filled at Christ's birth, that Christ was %o be born of the seed of David
in Bethlehem. Herod then points them the way, urging them to return to
his palace on their return journsy and sending Sotonio with theme Lucifer
appears again in this play. In the next scene, in a long soliloquy simi-
lar to those of the Pastores plays, he bemoans the coming of the Christ
child and vows to revenge himself on mankind.

Act III opens with the Nativity scens, in ‘which the kixigs approach
the manger, kneel down before it, and offer their gifts--an exact dupli-
cation of the Offertorio of the Mass. They sing praises to both the
Virgin and the child. While the kings are sleeping, an angel appears to
them and warns them that Herod is plotting their destruction. This scense
is very olosely akin to the ceremony preceding the Mass of the Epiphany
at Rouen in the fourteenth century: "The kings prostrate themselves in
Adoration, and present their gifts. Then both clergy and congregation
bring additional offering;a to the same altar, ' The kings now kmeel in
prayer, and presently f£all asleep. Thén a choir-boy, dressed in an alb
to represent an angel, rouses them and warns tham ta return home by an-
other route, lest they give informetion which shall imperil the new-
born ohd1d."59

Act IV covers the episode of the Flight inmto Egypt. Joseph won-
ders why Mary is grieved, when suddenly an angel appears to warn them to

flee to Egypt. In the second scens Joseph explains their journey to Mary,

5%oung, op. cite,.Vol. II, pe 45.
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who then comforts the child and laments the cruel law imposed by Herod.
‘They teke leave of their homeland, bidding farewell to the land and its
humble iphabitants. In the last two scenes they encounter two farmers
sowing .their wheat. The first treats them with scorn; the second agrees
to‘be on the lookout for Herod's inen. Older Magi plays in Burope and
Mexioo conmtained an apooryphal miracle of the sower in which the Virén,
in order to throw off her pursuers, causes the recemtly sown wheat

1

suddenly to become ripe. The irnicident ocours in the French Jeu des Trois

Rois, the Valencian Misterio del Rey Herodes, and the Mexiocan Adoracién

de los Reyes Magos, given in the Nahuatl language in Tlaxamulco in

1578.60 The New Mexiocan version has only the sowers but no miracle.

The farmer will merely pretend to be harvesting the grain:

Virgen: Anda breve por la hoces
Y comenzaras tu oclega.
Han de llegar por aquf
Demandendo nuestras sefias
Unos hombres, y diréis
En virtud de esta clemencia
Lo que va de siembra tome
Es la ventaja que llevan.

Another Three Kings play which was found in the San Luis valley in
southern Coloro.do' is almost identiocal uith the New Mexiocan vers:lon.sl
The first seven pages of the manuscript are missing, but it can be
assumed that they ocontained the episode of the three kings and the

mysterious star. Herod has the same counselor and servant--Sustonius

60j0seph B+ Gillet, "Valencian Misterios and Mexioan Missionary
Plays in the Barly Sixteenth. Century," Hispa.nic Rav.lew, XIX (1951), 59.

6lpdwin B. Place, "A Group of Mystery Plays Found in a Spamish-
?peak%ng Region of Southern 0010rado," Unive of Colorado Studies, XVIII
1930 r) 1*0 - . R
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and Chap{n. There is one addition, however, in the person of St. Micheael,
who vanquishes ths‘ Devils, The text is very badly garbled and "reflects
all the characteristics of low-caste Mexican spe~eo::h."62

- The last act of the Auto de los Reyes Magos follows very closely

the order of evemts in older plays of the Slaughter of the Innocents.
The opening letra tells how Herod is slaughtering the imnocent children.
Herod, angry because he has been scorned and deceived by the three kings,
publishes an edict whereby each’ child under two years must be killed,
To show how serious he is in the undertaking, he orders his own child to
bg slaughtered. A Judge tells how all must 6bey the law and murder the
children without love or compassion either for the_ children or for their
grief-stricken motherse A distraught and desperate mother, Rosaura,
bitterly compleins of Herod's wicked edict. Anabelita, another mother,
alsc laments his impious tyramny. The Judge notifies Herod that Mary
and Joseph have escaped, and a laborer confirms it. Thus, Christ has
been triumphant in this first severe trial. All sing:
" la primer persecusién

De Jesus Dios verdadero

Aqii en su nombre se acabe.

Perdonen los desaciertos.

It is interesting to see the w#y in which these three episodes=-
the adoration of the three kings, the slaughter of the imooents, and
the flig& into Bgypt--have become united in one play. All of these
 episodes occur in the Mexicen play in 1578 at Tlaxamulco and the Valen-

oian Misterio de Herodes as well as the older liturgiocal plays in France,

Ttaly, and Germany. These topics were united very early.

.

szIbido s Pe 4e
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El Niflo Perdido

Of all the plays.discussed so far, Bl Niflo Perdido has the seantest

history in New Mexico. A few manuscripts have been found in the neighbor-
hocd of Taos in northern New Mexico and in the Sen Luis valley in southern
Colorado.63 The letra, or chorus, begs the attention of the audience,
after whioh Felix, a character in the play, says thet cakes and tamales
will be served when the play is over., The rest of the opening scens

deals with traditional subject m‘bter-.-fbhe Virgin and Joseph are grief-
stricken over the lost child and set out to look for him, '

The next scene imtroduces secular matter, A rich man is berating
his servant, Carrasco, for being late in setting the table for the guests
he is to enmtertain. Carrasco replies that he was delayed because of a
severe toothache. The entire dialogues is filled with proverbs: "Y lo
[un remedio | vine & hallar en casa / De un asesino afli.gido," "Quien
tiene dinero, tiene / Los imposibles vencidos," "Lo soga trae arras-
trando / Y en la gargamta el cuchillo / El que no condesoendi$ / Con
la voluntad de un rico," "Nadie se oponga al poder / De un poderoso que
es ricos‘ / Halla mucho en que' vengerse / Cuando se mira ofendido,"

"Cuando la cabeza es mala / Los miembros dan en lo mismo," and "Que
nunca falta yﬁteria / Al pobre para un delito."

As the rich man argues with Carrasco, his servant, and with lelio,
his wine steward, the lost child meditates the agonies he will have to
suffer:

‘ De Getsemanf, el huerto,
. Bsto esté bien celebrado,

63Englekirk, op. cit., p.. 243.
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Pues es licor de mi sangre

Y sudor donde regalo.

No vengo a ver la hermosura
Que le dié mi franca mano
Cuando de lo pura y bella
Sin igualdad se ha ausentado,.
Vine al mundo de lamentos

De mi padre destinado.

He foresees the tredchery of Judas, the impetuous Peter, who strikes
off Malchus' ear, and the mockery and torment of the crucifixion:

Salir quiaro ya del huerto
Y proseguir meditando

Por el arroyo Sedrén

la furia de los soldados,
Por aquf con irisién,
Escupido y blasfemado

De injurias y con tormentos
Seré de todos el blanco.
De la pesada cadena
Vengativos como airados
Unos me celebrarén

Y otros detendrén mis pasos.

An angel interrupts the meditation to offer solace to the boye Christ
then stops at the palace of Annas, who will be the first to hear his
case later in life when he is to be crucified. His words, like those
of the rich man, are not— free from proverbial elememts either: "Por-
que todo aquel que adﬁla. / Procura ser a&ula.do." He then stops at the
palace of Caiaphas, "en donde de mi doctrina / Por é1 seré pregumtados."
At - the ’chird palace, the house of Arquelas, he will encounter Herod and
- be qmstidﬂed. The last palace is that of the governor, Pilate. Here
he will encounter his greatest torture:

{Ay dolor! iDe qué rigor

Mo estd aquf amenazandol

Al trénsito de mi merte

Cuando me est otando

Tres veces he dé llegar
En una columa atado,
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Here the rioch man inmterrupts the child's meditation. When Christ asks
for food, the rich man replies that there should be no beggars among -
God's chosen. The child replies that it is the letter of the law that
kills and that the basic fundamental should be charity. The rich man
ig amazed at the clever speech of the lost boye.

Gosabel orders Rosaura, the cook, to prepare the table for the
childe When Jesus takes his leave, he asks Gosabel to comfort his mother,
should she pass that way:

8i aquf llegase mi madre

Procuréis consolarla

Diciendo que voy al templo

A negocios de importancia.
Both Gosabel and Rosaura have been innately sensitive to some mysterious
divinity about the child.

The next scenes is more traditional and in keeping with the older
plays of the Lost Childe Mary wanders through the darkness, grieving
for the loss of her child, until an angel tells her she will not find
him in Bethlehem or in the desert. Joseph, Mary, and the angels con-
tinue to seek the lost boy. Mary's plight is touching:

Matronas, decidme »

¢Dondé hallaré a mi constancia,

A la lumbre de mis oJjos

Que hace tres dias que me falta?
She then desoribes her child:

Es blanco y colorado

Una azucena su carsa,

Salpicada de claveles

En partes proporcionada.

El pelo rubio, los ojos

Son dos lumbreras tan claras

Que de &1 toma el claro sol

Todo su ser y sustancia,
Su bo'ca un coral partidoe . .
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Gosabel recognizes the description and tells her that the child had
plamed to go to the temple on matters of importancee.
The lost child is found among the doctors oi“ the temple, an
_episode which is the basis for most English plays of Christ Before the
Doctorse After relating the prophecies concerning the coming of the
Messiah, the boy then tells the Nativity story to the doctors. The
doctors--named Isaifs, David, Jeremfas, Daniel, Zacar{as--are impressed
with his argument and believe him to be the Son of Gode At this point
Mary and Joseph arrive and tell how they have frantically searched for
hime The child repliess
¢No sabes donde me encuentran
Los negocios de mi padre
Me entrego a mis ‘¢iligencias?
Together the doctors agree that he is the most learned rabbi that ever
taught in the schoolses It has already been noted in the discussion of
the Nativity plays how the play of the Lost Child has been difficult
to trace because of its scamty history in both New and 0ld Mexico. The
Spanish Corpus Christi plays in Seville and the Nifio Perdido listed in
Alenda's Catflogo h;ve already been cited as possible sources for the
New Mexico play.

Los moros y los cristianos

The first recorded performance of a play in what is now New .
Mexico was that of the OBate expedition in 1598 at San Juan de los

Caballeros, a play called Los moros y los oristianos. Very little is

known about the history of the play in New Mexico since that time, but

there are a aumber of extant copies of the play, mainly from the northern
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part of the stnrl:e.64 The fact that the play is still performed almost
every year in S@a Cruz on May 3 offers some proof of its popular- °
:].1;y.6S The play was given on July 23, 1536, in Mexico when Cabeza de
Vaca returned from his expedition to New Mexico, Texas, and Arizona. .
Since the play is Buropean in origin and is of a semi-religious nature,
it will be treated here with the religious plays which are derived
originally from European sources.

The Grand Sulten, theé leader of the Moors, sends Mohoma, one
of his men, to steal the cross from the Christian camp, hoping that
the Christians will redeem it with.a large bounty. Mohoma plans to
get the semtinel drumk after engaging him in convefsat_ion and asking
for Christian baptisme When Eduardo, the semtinel, begins to stagger,
Mohoma throws a cape over him and steals the cross, a deed for which he
is later rewarded by the Sultan. Federico, a Christian, diseovers that
the oross is missing and tells Don Alfonso, the Christian leader, who
invokes Samtiago, patron saint of Spain, to aid in its recovery. Don
Alfonso marches on the Moorish castle and attacks it from all four
sides. ‘

The next day the battle continues, as each side refuses to
surrender. Don Alfonso inspires his men with religious enthusiasm:

{BEa} ocalurosos soldados
No tengfis ninglin temor

Que vuestro jefe os anima
En 81 tenfis un ocampeén.

“I'bid., Pe 238,

SSIMd.. Pe 240, fn. 22,
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The Sultan sends word by his messenger that he will surrender the
cross for one thousand doubloons. Don Alfonso, of course, refusés:

Vuelve y dile que la Cruz

En valor no tiene precio;

Que al impulso de mis armas

Le daré mucho dinero.
After three skirmishes around the castle, the Moors surrender, and Don
Alfonso retrieves the cross. The Grand Sultan humbles himself before
Don Alfonso and seeks forgiveness for his error. He begs for his free-
dom:

Te pido por vuestra Cruz y por tu Dios venmerado

Que me dés la libertad que estoy desengafiado--

Que s8lo tu Dios es grande

Y Mohoma todo engafio.
In the name of the oross, Don Alfonso sets the Moors free.

That the New Mexico play of the Moors and the Christians has

had a long history can be seen in the number of festivals of "moros y
oristianos® in Mexioo and Spain. Robert Ricard shows how these festivals
were common in the sevenmteenth cemtury in Spain in the provinces of
Granada, Galicia, and Leon.5¢ In Mexico the plot of the play is often
altered oonsiderably to fit newer surroundings and different struggles:
®Considérées comms une représentation symbolique du triomphe de la

chrétient§ sur le paganisme ou l'erreur, les fétes de moros y cristianos

doivent &tre rapproch8es d'autres réjouissances populaires qui omt &té
signalées sur difffrents points du Mexique. La plus caractéristique

est la fameuse danse de la conquista, qui représente la victoire de

66pobert Ricard, "Contribution & 1'Stude des fétes de 'moros y
;risbiams,"' Journal de la Société des Americanistes, XXIV (1932),
1-84Q .
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Cort8s et des Espagnols sur Moctezuma et ses troupese o« o 87 The
struggle is still one between C!wisfﬁanity and heathenism, but rather -
than a triumph ove;' the wicked Saracens, the Christians (under Cortés)
triumph over Montezuma, the leader of the Indians. The tradition is
st*ill the same, stemming from the 0ld World festivals of the Moors and
the Christians, as Ri;sa.rd further assertss "les parades de Sarrasins
dans les divertissements des Cours et des chfteaux, la lutte symbolique
des Maures et des Chrétiens ont- connu une fortune extraordinaire dans
le monde hispanique, sous l'influence des souvenirs de la Recoriquista,
mais elles fomt partie de traditions communes & toute l'Egrope occli-
de;:rl:e.le."68 Such alteration is very typical of what happened in most
of the religious plays which were tra.nsp‘laxrbe‘d from Europe to the New
World.

las cuatro apari:ciones de la Virgen de Guadalupe

On December 7, 1531, the Blessed Virgin Mary, according to the
Mexican legend, first appeared on Mt. Tepeyac to the Indian Juan Diego,
bidding him to visit the bishop and ask that a shrine be built in her
honor. The bishop refused to believe in her s:ppeara.nce mtil Juan
presented him with roses that he had picked in the dead of winter.

A plgy, written sometime afterwards to commemorate the occasion,
follows in the tradition of the miracle play, which deals with the
life of a saint, or in this case, a miracle of the Blessed Virgin.

There are a number of extant texts of the Guadalupe play in

6711)&@., Pe T0.

ra,, I (1937), 227
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New Mexico, most of which can be traced directly to printed Mexican
edit.{ons of the nineteenth cemtury, by which time the play had achiqved
en amazing popularity.5® The first sigmificamt date in bhe hisbory of
Guadalupe lore in the New World is February 18, 1667, when a loa, or )
small pia.y, was presented at the erection of a statue of the Virgin
on Tepeyac hill, where she .first appeared to Juan Diego.70 References

are made to seventeenth cembury plays called La Conquista Espiritual

de la Américe por Marfa Sent{sima de -Guadalupe and El Portento Mexi-

cano, relativa a la aparicién de la Virgen de Guadalupe , the latter -

written in Aztec by a priest named José Antonio Pérez Fuertte. |+

In 1667 Clement IX proclaimed December 12 as a festival of
the Virgin of Guadalupe. On May 25, 1754, she was proclaimed éatroness
and protectress cf New Spaine Finally in 1824 December 12 was offi-
cially established as a national festival by the Congress of the
Republice

According to the general outline of Mexican and New Mexican
Guadalupe plays, the Virgin of Guadalupe appears to Juan Diego, a con-
verted Indian, who is on his way home from the vill;age, where he was
teaching the gospel to his fellow Indians. She asks that he speak to
the 'bishop and ask him to erect a temple on that very spot:

Que se me fabrique un templo
Que he de venir a visitarlo

%Englerirk, op. cit., p. 241.

~ Tprmando de Marfa y Campos, la Virgen Fremte a las Candilejas
(Mexico, 1954), p. 1ll.

Trbid., ppe 11-12.
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A este reino Mejicano

A amparar a sus moradores

Y a los que buscan mi 'a.n:pe.ro.72

When the archbishop will not believe his story, Juan goes next

to the bishop, who also refuses to believe hime. After the Virgin appears
again the se;:ond day, Juan returns %o the Cathedral, this time for a
slightly more favorable receptione The bishop has besen unable to sleep
because he fears what Juan says is true. The archbishop vthen asks Juan
to obtain a sign from the Virgin should she appear againe. She sends
him back the third time, telling him that it was she who appeared to
the archbishop in Spain and asked him to come to Mexico. The archbishop
is astounded but seeks further revelation about Juan's vision. Certainly
at this point there is a splendid opportumity for an explica‘tidn of
Christian dootrine to the audience as Juan tells him of his Christian

beliefs:

Que la Seguna Persona

Que es la Dios Hijo

El cual bajé a tomar como mortal -
Y de uma virgen nacié.
Esta mjer fué escogida

. Y de la oculpa lo 1libré

En sus entrafias sagradas .

" El Santo Verbo enocarn§

Y por el Bsp{ritu Santo
Siempre doncella y virgen
Despuds del parto qued

Y siempre doncella fué
"Se%ior, despuds que pariS.

Little by little the archbishop is oonﬁ.ng to believe in the miracle
which Juan has witnessede On the fourth day the Virgin appears and

asks Juan to go to the top of Tepeyao and cut the roses that are

72Quotstions from this play are taken from Aurora Lucero-White
Lea, I..i.terary Folklors of the Hispanio Southwest (San Antonio, 1953).

.
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blooming there in the middle of December. When he does, she sends him
to bthe archbishop the fourth time with a large bouquet in his bla.nket.‘
When the blanket is opehed and the roses fall to the floor, there ie
an image of the Virgin imprinted in the fibers of the cloth, The arch-
bishop; now‘ believing, falls on his knees vraising God for the miracle
and vowing to build a temple in honor of the Virgin.

The legends of the Virgin of Guadalupe were familiar to the
Spanish people in Spain also. In Extremadura an image of the Virgin
was carried from Rome to Seville and buried by San Leandro during the
times of the Goths. Many years later the Virgin appeared to a shepherd
named Gil and bade him go to the village priest and tell him to dig up
the image and build a church in its place. Numserous plays have been
found in Spain which treat of the miracle in;a’].uding an early seventeenth

century play, Comedia de la Soberama Virgen de Guadalupe, y sus milagros

y grandezas de Espafia. A few years earlier, in 1594, there had been a

play performed in Seville called Nuestra Sefora de G’uo.do.lupe.?3 Because

Cervantes gave an elaborate description of the sanctuary of Guadalupe

in Persiles y Segismunda, many critics think he is :the author of the

phy.u
Guadalupe plays continued to be redacted and performed in Mexioco

during the nineteenth ocentury, such as the loa para celebrar la Mara-

villosa Aparicién de Nusstra Sant{sima Madre Mar{a de Guadalupe, en el

pueblo do Husgustooa (dated 1804), Auto Mariamno para recordar la Mila-

" Dyarta y Campos, ope. oit., pp. 25-2T.
T41bid., pp._ 27-28. '
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grose Aparicién de Nuestra Madre y Sefiora de Guadalupe (dated 1842),

Coloquio de las Apariciones de Nuestra Sefiora de Guadalupe, presemted

in Guadalajara in 1867, Coloquio thdal@@ (printed in-1823), la

Virgen de Guadalupe, presented in the Coliseo de Mexico in 1824, and

La Gloria en el Tepeyac o Felicidad de Jusn Diego, presenmted in a

theater in Mexico City in 1858. From this time on, the Guadalupe play
and its variants were presemted quite frequently in the theaters in the
larger cities of Mexico.
la Pasibn

The play which in New Mexico achieves the second greatest popu-
larity is the Passion play, dealing with the last days of Christ's
ministry on earth, his trial, and his crucifixion. Almost 'no manusoripts
of this play survive, and it has disinbe;r;.ted into a ceremonious pro-
cession beginning Holy Thursday and ending with the Easter morning Mass.
It is much like the Easter ceremonies at Coyohaucan described by Mme.
Calderon de la Barca on her visit to Mexico in 18;0 and those at Ixta-
palapa and Tzintzuntzan deseribed by Frances Toor a oemtury later.
These processions are similar to those hei.d in S‘pe.nisli cities during
Holy Week, but most of the drama scenes have been lost, leaving only
- chants and marches. The Yaqui Indians in Somora, & province in northern
Hexicé, and in-Ar.!.zona also havé such processions which symbolically
portray the last week of Christ's ministry. The Penitente brotherhoods
in New Mexico and Colorado have Easter celebrations much like the

Mexican processions but emphasize flagellation and a literal portrayal



=159=-

of Christ's suffering ims‘l;ea.d.75

" Sister Joseph Marie in her study of the development of reli-
- gious drama in New Me:;ico mentions three manuscripts of Passion plays
in the Folklore Collection at the University of New Mexico. In a
x'eoenI: search I was unable to find any of these manuscripts. I did,
however, come across a Pe..ssion play in the Mary Austin papers at the
Huntington Library in San Marino, California. Possibly this play was
one of the versions which the Unmiversity of New Mexico once had,
because Mary Austin was ons of the original group of folklorists who
compiled the New Mexico collection. The Huntington Library manuscript
has no date or author, only the play title followed by "Zintzuntzan."
Obviously this is not a New Mexioo play but rather is a wp& of a
Mexican Passion play at Tzintzuntzan witnessed by Frances Toor and

described in Mexipan Folkwa.ys.76

In the first act of the Huntington Library play Je;sus is brought
before Caiaphas and Annas and accused of blasphemy. Only Niocodemms
comes to his defense: "Si no es el Mes{as entonces preciso serf -
confesor aunque nos pese, que es el sabio mfs - profundo ‘do la tierra,
el hombre mas grande del universo.® Before the Sanhedrin .Judas plots
the betrayal of Jesus for "treinta ciclos de plata" and asks for pro-
tection from the followers of Jesus. In Act II Christ has been deliv-

7SGeorge Ce Barker, "Some Aspects of Penitential Processions in
Spain and the American Southwest,” Journal of Ameriocan Folklore, LXX
(1957), 141,

76800 Ch. 3.
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ered to his accusers, first to Annas and then to Caiaphas, who orders
hi:m 40 be imprisoned. Again Nicodemus Jpleads to Calaphas in behalf of
Jesus: "Piensa que Jes(is en vez de ser un falso Prof?ta; pueds ser
un Enviado de nuestro Dios, un elegido del santo de los Santos."
Fimily Caiaphas asks Jesus if he is "el Cristo, el hijo de Dios ben-
dito." Then Jesus says ~tha'i.; he is, Caiaphas calls him a blasphemer
while the mob cries, "ila c'ruzl ila cruzi" In Aot III Jesus is brought
before Pilate, and here the manuscript ends. The play is a very fine
one and utilizes scripture quite extensively throughout.

The Sarum Breviary for the services of Holy Week included re-
sponses and lectiones for the conspiracy of the Jewish leaders to take
Jesus, the agony in the Garden of Gethsemane, the betrayal of Jesus by
Judas for thirty pieces of silver, the trial before Caiaphas, the trial
before Pilate and the release of Barabbas, Christ's crucifixion and
death, and Christ's burials!! Certainly the Humtington Library play
shows vestiges of the church liturgy and liturgical plays, especially
in the episodes of the conspiracy of Judas and his betrayal of Jesus,
the trial before Caiaphas, and the trial before i’ila‘be.

" In Germany and England individual plays were devoted to each of
these episodes in the Breviary. For example, the Coventry cycle had a
Council of the Jews (XXV), in which Annas and Caiaphas accuse Jesus of
bla.sphemy;‘ a play of the lLast Supper (XXVII), in which Judas plots with

the Jews; the Betraying of Christ (XXVIII), in which Jesus is captured

77Kre'l=_zngnn, op. oit., pe 91.
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in the Garden; the Trial of Christ (XXX), which shows Christ's buffeting
befox:e Annas and Caiapho:s , Peter's denial of Christ, and Judas' remorse;
and the Condemnation and Crucifixion of Christ (XXXII), in which Jesus
is tried before Pilate, scourged, and crucified. The York cycle had the
most cm;ple‘he list of Passion plays influenced by the liturgy: the
Conspiracy to Take Jesus (XXVI), the Last Supper (XXVII), the Agony and
Betrayal (XXVIII), Peter's Denial and the Examination Before Caiaphas
(XX1IX), Pilate's Wife's Dre.a and Jesus Before Pilate (XXX), the Second
Accusation Before Pilate, the Remorse of Judas, and the Purchase of the
Field of Blood (XXXII), the Second Trial Before Pilate (XXXIII), Christ
Led Up Calvary (XXXIV), the Crucifixion (XXXV), and the Burial of Jesus
(XXXVI)e These plays illustrate the wide expansion of the various
episodes of the Passione

A New Mexico play which illustrates a much wider scope than the
Huntington Library Passion play is one witnessed in the early 1940's by
Florence Hawley Ellis at Tomd, a small village about thirty miles south
of Albuquerque. Like the produ;stions in Ixtapalapa and Tzintzuntzan,
the play began on Holy Thursday in the aftermoon. The Jewish leaders
appear before the church seeking the blasphemer and evil-doer, Jesus,
an episode similar to the Comspiracy plays of the Towneley and York
cycles and the Council of the Jews of the Coventry cycle. Judas offers
to deliver him into their hands, and a price is agreed upon. When the

money is paid to Judas, the actors disband and the audience enters

the church for the next part of the drama, which becomes a dramatized

sermon with the priest as narrator. In the words of Miss Ellis:
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Inside, after the congregation has settled to sing Agoni-
sante en el huerto (Agony in the Garden), the priest carries on
the story as his sermon. Christ, praying in the garden, is
brought a chalice, bitter cup of affliction, by an angel. -
But as the angel disappears, into the garden come Jews and
soldiers, the Jewish leader carrying his rope halter, and
Judas his thirty pieces of silver. Spying the Master, Judas
shows both malice and fear, falls before Him and then rises to
salute Him as frienl, embrace Him, and finally to bestow the
kiss of betrayal. . This is the sign, and the leader of the
Jews dashes forward to place the rope upon the neck of Christ
and to tie his hands, But as this goes on, Judas, becoming
crazed by increasing realization of his sin, runs away to hang
himself from the limb of a tree.!8

In this dramatized sermon one immadi‘ately sees parallels to English plays
of the Betrayal of Jesus. |

A procession around the plaza is next, followed by another act
of the play, but this time it is a life-size image of Christ that is
imprison}d in a jail guarded by Roman soldiers. An early Mass is held
the next morning (Good Friday) end is followed by another act of the
play, performed in front of the church. Pilate, dressed in fegal gar-
ments, speaks from the balcony of the churche. A rabble of people enter
the courtyard below carrying the wooden image of Christ and yell, "Condemn
Him to the crossl « . o He is the enemy of Caesar, betrayer of the re-
publics, deceiver of the pe«.:ple, and sower of falso doctrines." 19
Pilate offers the people their choice--Jesus or Barabbas. When Barabbas-
is released, Pilate calls fo;' a basin and washes his hands in front of
the crowd, s;qing, "I am immocent of the blood of this just man. I

wash my hands of this affaire" Again parallels to English drama can be

T8p1orence Hawley Ellis, "Passion Play in New Mexico," New Mexico
Quarterly Review, XXII (1952), 206. .

T9Tbid., pe 207
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seen. The procession to Calvary then follows "with the Roman soldiers,
the Jews, and the populace--now represented by the parishioners and the
visitors who have come to commemorate the day of Christ's death.‘ At
the conclusion of the ninth station the Priest delive;s a sermon to the

people, and the Jews and Roman soldiers hardly wait for its conclusion

n80

to begin gambling for the clothes of Christ. These events make up

part of the play of the Crucifixion in the medieval Passion plays.

The fimal stage of the drama takes place in the aftermoon. The
priest, before a curtained stage within the church, relates the story
of Christ's death. When he finishes, the curtains are drawn back re-
vealing a crucifixion scene:

In the center, against the painted backgrouml showing
Jerusalem and its hills, is the tdll black cross of Christ,
with the life-size wooden santo suspended from it by nails
which pass through punctured hands and feet, and with a long
purple cloth holding his body against the bar. At either
side is the cross on which & criminal had been executed,
these two men being represenmted by young boys, naked except
for the characteristic short kilt, their feet upon small
platforms extending out from the vertical tree, their arms
and chests supported by long Bieces of cloth like that which
holds the body of the Christ.

The spectators s;.ng Perd6n o Dios Mo (Paridop, 0'My God), after which
the woﬁden Christ i; placed in a painted white coffin. A procession

of the Sainted Body is formed which slowly moves out of the church

imbo the plaza, where it halts long enough to be incensed by the priest.
Then the procession moves back to the church where the coffin is placed

before the altar. A Mass is said that evening, another the next day

801pid., p. 208.
alm(ic. Pe 209,
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(Saturday), and still another Sunday morning. Evidemtly the play ends,
as: Miss Ellis indicates, with the burial of the Sacred Host and has no
Elevatio as was commoh in the medieval services on Easter. morning\.

The Yequi Indiens in southern Arizona at Pascua and Guadalupe
have amu;;.lly performed an Baster ceremony which has vestiges of the

Passion play intermingled with native pagan dances and 1':'1.1:11:3.18.82

They
had been exposed to Christianity in Sonoras, Mexico, when Jesuit mission-
aries came there in 1617, In 1909 the Pascua Yaquis revived some of
their religious ceremonies at Easter time, making the Lenten oelef
bration a community enterprise directed by two ceremonial societies

set up for that purpose. Much of the Easter oeremony is processional
in nature. HMuriel Thayer Painter, who has made a detailed study of the
Yaqui Easter ceremony, states that "each F;'ida,y' afternoon in Lent the
members of the Church group, carrying holy figures, make thgir way
around the Way oi: the c}oss. A pause is made at each Station for the
traditional preyers, and at :l\:he’A&d, in the ohurcli, a closing ceremony
occurs which is the same for most events in the Easter (‘,ex'emon;r."83
On Saturday nmight an ell night fiesta is hél@, end food is served to
the villagers from a commrity kitchen, sef up for the celebration.
Or Palm Sundey & Procession of Palm Leaves and a procession of the
Entrance of Chris‘b into Jemahm precede the Mass. Little acted

drama is left in the Pascua ceremony as each scene in the Passion play

82turiel Thayer Painter, The Yaqui Easter Ceremony at Pascua
(Tucson, 1950), p. Se

831bid., pe 19.
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is acted in pantomime or symbolically portrayed by the village inhabit-
.amtss The ritual whippings on Wednesday symbolize the lashes Jesus
received at the hands of the Jews."™ On Maunday Thursday a figure of
Christ is carried to a bower within the village squdre, symbolic of the
Garden of Gethsemane. This short scene parallels the older plays of
the Capture and Betrayel. "The head Pilate advances, strikes the ground
three times with his lancee. The sacristan inside asks whom he seeks,.
tJesus of Nazareth,' he replies. « « The captein of the Caballeros
places & horse hair rope around the Nazarene, and hands the end‘ to the
waiting chapayekas [the common soldiers of the PhariseesJ ¢ Trium-
phantly, followed by the mourming church group, they carry the Nazarene
into the church."ss The question and response recalls the medieval
liturgical service of the Harrowing of Hell in which the priest took
the cross from the sepulchre and knocked three times at the chapel

door, saying Tc’:llite ‘porba.a.

On Good Friday in the Pascua oeremony, & figure of Christ is
placed in & coffin, an act similar to the medieval Depositio, to be
raised on Easter Sunday. On Easter morning the figure of the Infant
Jesus is placed before & oross on an alﬁr near the east entrance to
the plaza. The ceremonies of the morning are a curious mixture of
pagen dances _(;d.th a Deer Dancer), processions, and a crude pantomime
of the coming of the three Maries to the empty tombs

 Two altar girls appear at the entrance of the church. Each
wears her white covering and red crown. One carries a red

841p1d., p. 28, 85Tbid., pe 32«
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flag, the other a small figure of the Blessed Virgin which
today represents Mary Magdalene. They run about a third of
the way to the Infant Jesus; then back. The third run brings
them to the.altar. As the flag is waved the figure of Mary
Magdelens is moved three times in the sign of the cross in
fromg of the Infant Jesus and the head altar woman pins a
rose on it and showers it with confetti. The girls run back
‘to spread the news of the Resurrection, as the maestros and
singers sing the "Alleluia."86
After a procession to 'l;.he church, the holy figures are restored to the
altar, The people then congregate at the east gate of the town square
to hear a sermon in Yaqui by one.of the church leaders, "who is not
ordained nor in any way comeocted officially with the Catholic Ghurch."87
This leader explains the significance of the ceremony to the people.88
A similar performance is given at Guadalupe by another group of
Yaqui Indj.tl.ns.89 It, Yoo, is a curious mixture of both pagean and
Christian elements, showing how many traditional aspects linger on
through the centuries and incorporate secular practices umtil they are
no longer distinguishable as liturgical survivalse The fact that the
plays were given both within and without the church is indicative of
the way in which religious and secular matters often became confused.
Even the leader who delivers the sermon is not an official representa-
tive of the church but is rather a learned member of the comunity who

interprets the latin or Spanish missal to his people. The incorporation

gerdo. Pe 40. 87Ibido, Pe 14.

- 885uch & sermon has been edited by Muriel Thayer Painter,
Refugio Savala, and Ignacio Alvarez and published by the Univ. of
Arizona Press in Social Science Bulletin No. 26, Oct., 1955,

89George J. Altman, "A Yaqui Easter Play of Guadalupe, Arizom.,
z, x ?1946), 181-89; XXI (1947), 19-23, 67-72.
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of a Deer Dancer and other masked or plumed native dancers into the cere-
mony illustrates the fusion of pagan with Christian. Even the Yaquis
who remained in Sonora engege in a similar ceremony ‘yea.rly in the villages
of Rarrio Colos and Barrio Matanzas, suburbs of Hermosillo, the modern
capital & Sonora..go
Conclusion

When religious drame was transported to the New World from Spain,
it was thus altered to a certain degree from its counterparts in central
Europee As it became exposed to a new enviromment and a completely
different culture, it took on still other qualities. Yet the variety of
the drama persists in the New World in plays like the Adam and Eve play
in Tlaxcala and the Final Judgment pley in Santiago de Tlateloloco.
Plays from the Old Testament, like the Sacrifioce of Abraham, were pre-
sented, but.not in such abundance as the New Testament plays of the

Nativity, the Stellae, the Pastores, and the Passion. In all these plays

the essential Bible story is retained even though many nsw elements are
introduced.

Within the Mexican plays themselves 'one cen see Spanish influences,
such as Spanish verse forms like the octosyllabie, decasyllabic, and ende-
cg.sylla.‘bic 1line; the .nacinﬂ.enbo or still scene at the manger; characters
like Bartolo, who goes back to peminsular plays of the sixteemth and
seventeenth centuries, and Felicieno, Silvano, and Silvio, who are des-

oendantsi of the Spanish pastoral; the rustioc shepherds, which can be

90george Co Barker, "The Yaqui EBaster Ceremony at Hermosillo,"
Western Folklore, XVI (1957), 256-62. ‘
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traced back to Juan del Encina.
‘ That the New Mexican plays still have many liturgical elements
of medieval religious drama has already been observed in the Shepherds
play in the annumciation, the adoration, the offering, and the leave-
tald.n;; in the Three Kings play in the offering; and in the Passion plays
in the burial of the Sao¥ed Host on Good Friday and its elevation on
Easter morning. The closensss of New Mexican drama to Mexican drama
can be seen in the large number of nearly identical plays, such as the
Pastores and the Virgin of Guadalupe plays, scattered throughout both
areas. In meny instances innumerable lines are identical, as in the New
Mexico Shepherds play (Campa text), which has over 500 lines identical
to lines in two texts from Zacatecas, Mexico. Likewise, the Rio Grande
City text of a Pastores play (edited by Cole) is very similar to a Mexican
text at Aguascalientes. Furthermore, the Rio Grande City play has numer-
ous lines which have parallels in Spanish plays by Antonio del Castillo,
Mira de Mescua, and Calderén de la Barca. Even a quatrain from the
Spanish poet Géngora is incorporated in most of the New Mexiocan Shepherds
Plays.
Even though the plots of the New Mexioan Shepherds plays vary
considerably from medieval Shepherds plays, especially in comic incident,
' tixey are almost identical with those in Mexico: an angel amounces the
birth of Cﬁrlst to the shepherds or a hermit; the shepherds prepare to
go to the manger to worship him; Lucifer is irate at the prospect of a
Messiah and tries to deoeive the shepherds; the shepherds prepare their

" camp, gquarreling among themselves all the while; Michael comes to their
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rescue by defeating Satan; the shepherds journey to Bethlehem, make their
of}'ering, sing a lullaby, and depart. These episodes are often arranged
in a different order in each play, but they are basic to Mh New Mexican
and Mexican Shepherds plays. Other episodes, like the apocryphal miracle
of the sower, can be traced back to a Tlaxamuleco play in Mexico, the

Valencian Misterio del Rey Herodes, and the French Jeu des Trois Rois,

Nevertheless the basic liturgical elements are therei the amunciation

(¥olite timere), the angelic respohse (Gloria in excelsis Dso), the jour-

ney to Bethlehem (Transeamus usque Bethlehem), and the adoration before

the manger.,

When the New Mexico plays are studied in light of medieval reli-
gious drama, they become more than quaint replicas of folk drama but are
instead a somovwhat degenerated vestige of liturgical drama whose central
purpose is not theatriecal but devotional., The religious spirit in them
has persisted throughout the years even though they have left the church
and are often presented by a school or civic group in the town hall or
school Mim. That the plays are still dear to the hearts of the
people themselves can be esn in the mamner of tl;eir propagation, when
volunteer groups gather weeks before the Christmas or Easter seasons to
learn their lines and practice their roles, even though they possess a
very illegible manuscript or, worse yet, are umable to read, thus needing
the director to read their lines until they have them memorized. Cer-
tainly such devotion to their religion under adverse circumstances like
‘these illustrates the fervent religious tenacity of even the most un=-

" lettered folk in the most obscure commmities, Unfortunately mush of the
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native spirit and >locse».l color has been lost as even the remotest village
‘has suddenly become accessible by means of the super-highway and the
religious ceremony ;.tself has been exploited commercially by crass ven-
dors in a new technological society.

) Little by little the minority groups, in New Mexico for instanoe,
are losing their indiv&.duality under the shadow of the jet bomber or the
atamic testing ground. The Indian lad, leaving his hogan on the reser-
vation, comes to Albuquerque to be educated in the Indian School, learns
a trade, adopts the habits and dress of the white man, and never returns
to the inferior living standards of his forefathers. The laguma villager,
grown suddenly rich with uranium dividends, transcends the vast gap be-
tween primitivy and modern civilizations.}ay the televisioﬁ aerial which
reaches skyward from his adobe house. Then I visited the tiny town of
Griegos near Albuquerque two years ago on Christmas Eve to witness the
annual Pastores play, the town hall was completely dark, as were the
streets in the village. Upon inquiring at a neighboring house, I was
told that the Shepherds play would not be given that year, mainly beo;.uso
of the tremendous expense and fising cost of co'stuma; and stage equip-
ment plus the lack of interest shown by the yowigor gen;ratic;n, whose
interest in the festivals and pastimes of their forefathers has been
superseded by the enticements of the world of the automobile and the
motion picture.

Not every village where religious drama makes up a large part of
the civic and religious celebrations is overshadowed by the urban com-

mumitye As long as the religious spirit persists in the remote village
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and as long es someone is willing to portray Bar!;olo or Judas, the drama
will continue to entertain its viewers and inspire them as well with the
age old story of nﬁ.n's rédemption. In simple presentations of the gt;spel
narrative, these rustic people, often with a great deal of naYfveté, per-
form the religious play as they understand it, but nevertheless gain from
it fresh inspiration, a new religious devotion, and a simple trusting
faith, which we of the more complex modern world might do veil to imitate.
Although the plays are often lacking in sophistication, as long as they
are presented as a commmal act for a religious purpose, they will never

lose their human interest or their emotional appeal,
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