14th Triennial Colloquium of the 

Société Internationale pour l'étude 

du Théâtre Médiéval 

Poznań, Poland, 22nd - 27th July 2013 
Institute of Classical Philology,

Adam-Mickiewicz University in Poznań

PROGRAMME & BOOK OF ABSTRACTS
Organizing Committee

Piotr Bering 
(Institute of Classical Philology, AMU Poznań)

Elżbieta Wesołowska 
(Institute of Classical Philology, AMU Poznań)

Andrzej Dąbrówka
(Institute of Literary Research, Warszawa)

Klementyna Glińska
(Sorbonne, Paris I)

Teodozja Wikarjak
(Institute of Classical Philology, AMU Poznań)

Łukasz Berger
(Institute of Classical Philology, AMU Poznań)

Registration/Information desk

Collegium Maius, ul. Fredry 10, 61-701 Poznań 

Sunday 21st July 16.00-19.00

Monday 22nd July 09.00-12.00 & 14.00-15.00

Cafeteria/Mensa

Collegium Historicum, ul. Św. Marcin 78

Partners

Institute of European Culture, AMU Poznań

Polish Philological Society

If not mentioned all papers are presented in “Sala Kuraszkiewicza” (ground floor)
Computer room # 61 (ground floor)

2

Monday 22ndJuly 

10.00 Opening the Conference (E. Wesołowska, Poznań; M. Longtin, London)


10.30-12.00 Session 1 Political / Polemical Plays 
Cora Dietl, A Polemical Theatre Review on Stage: Johannes Cochlaeus' "Heimlich gsprech Vonn der Tragedia Johannis Hussen (1538)" 
Elke Huwiler, Medieval Traditions and Protestant Thoughts: Political Plays in Zurich 1500-1550 
Heidy Greco-Kaufmann, Theatrical actions during carnival and religious disputes. The Bernese way of promoting reformations ideas 

12.15-13.15 Session 2 Medieval Theatre in the Central and Eastern Europe I 
Katalin Czibula, Patterns of the Antiquity and the Renaissance in the 16th Century Hungarian Dramatic Practice 
Júlia Demeter, The Csikomlyó passion plays 

15.00-16.30 Session 3 Medieval Theatre in the Central and Eastern Europe II 
Eva Stehlíková, Two hundred years in the struggle to interpret the medieval Czech sacred farce 
Eliška Poláčková, Ungeuntarius or the Ointment Seller: omnipresent character in European medieval drama 

19.00-21.00 Concert: Scandicus (dir. Piotr Flis), Na dworze Alienor and Welcome Party. The Działyński Palace, Stary Rynek 72

Tuesday, 23rd July 

9.00-10.30 Session 4 Intertextuality and Intergeneric Practices 
Jacqueline Jenkins, Performance Remains in TCD MS 432 
Piotr Bering, Opus oratorium. Between rhetoric and acting 
Andrzej Wolański, Rhetoric in Rachel's Lament from Fleury 
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10.30-11.00 Cofee break

11.00-12.30 Session 5 Space and People 
Alexandra F. Johnston, Know your audience 
Vicki Hamblin, Putting People in their Place in French Hagiographic Mystery Plays 
Klaus Ridder, Beatrice von Lüpke, Rebekka Nöcker, La théâtre carnavalesque: une menace de l'ordre urbain au Moyen Âge tardif et pendant la Réforme 

14.00-15.00 Session 6 Farce et éloguence vulgaire. Dialogue judiciaire 
Maria José Palla, La farce d'Anrique da Mota (Cancioneiro Geral, 1516) 
Tiziano Pacchiarotti, La dispute verbale comme source. Notes pour une topologie culturelle du théâtre médiéval 

15.00-15.30 Coffee break

15.30-16.30 Session 7 Prologues and Epilogues. Preaching and Theatre 
Nicole Lorenz, The Shift of Function and The Application of Prayers in Reformation Theatre in Saxony 
Lenke Kovács, Forms and Functions of the Prologues in the Majorcan Llabrés Manuscript (Ms. 1139 Biblioteca de Catalunya) 

19.00-21.30 Performances: 
1. Johannes Cochlaeus, Heimlich gsprech Vonn der Tragedia Johannis Hussen Justus Liebig Univeristät Gießen, Institut für Germanistik (dir. Cora Dietl)
2. Carousing clergymen, angry pesants and a mocking city jester. A collage of bernense carnival plays The Archive Histrionics, Univeristät Bern (dir. Simone Gfeller and Heidy Greco-Kaufmann). 
Ośrodek Teatralny Maski, Al. Niepodległości 26

Wednesday 24th July 
Day outside Poznań !!! 
8.00-14.00 A Trip to Kórnik and Gniezno, then sessions in Gniezno 
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14.00-15.00 Session 8 Medieval Theatre in the Central and Eastern Europe III 
Jolanta Rzegocka, Old Saints in the Eyes of a New Saint: Edmund Campion's Plays in Central Europe 
Max Harris, A Short History of the Palmesel in Germany, Italy, and Bolivia 

15.30-16.30 Session 9 Theory and Practice at the dawn of the 21st Century 
Garrett PJ Epp, Stages of pedagogy: teaching early English theatre through performance 
Kateřina Vršecká, Rubrics of medieval drama and modern theories of stage directions 

17.00-17.45 Video: Rebekka Rehbach, A project started in Munich (Germany) to perform the „Ludus de Antichristo“ from Tegernsee 

Sessions and video are held: Collegium Europaeum Gnesnense, ul. Kostrzewskiego 5-7, Gniezno

18.15-19.45 Performace: Everyman, The University of Hull, Department of Drama and Music (dir. Philip H. Crispin) Collegium Europaeum Gnesnense, amphitheatre 


Thursday 25th July 


9.00-10.30 Session 10 Diffusion et transmission: traduction, adaptation, réinterprétation, impression et réimpression 
Klementyna Aura Glińska, Gustave Cohen et la construction du genre de comedie latine medievale 
Robert Clark, Isabelle Ragnard, Celebrating France’s Medieval Past under the Eye of Vichy:Jacques Copeau’s Production of the Miracle du pain doré (Beaune, 21-22 July 1943) 
Peter Cocozzella, The Isidorian Paradigm: A Key to the Drama Latent in Spanish Love-Centered Literature of the Fifteenth Century 

10.30-11.00 Coffee break
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11.00-12.30 Session 11 Representing Violence, Horror, Sex and Scatology (In Memory of Robert Potter) 
Sharon D. King, Caught in the (One-)Act: Staging Sex in Late Medieval French Farce 
Martin Walsh, Taking (and Giving) Blows: Patterns of Stage Violence in Andrieu de la Vigne's "Le Mystere de Saint Martin, 1496" 
Martin Bažil, La fonction des éléments scatologiques et sexuels dans le "Mastičkář" vieux-tchèque (Marchand d'onguents, XIVesiècle) 

14.00-15.15 Session 12 Festive Drama 
Ernst Gerhardt, Feeding the Audience: Food at Sixteenth-Century English Parish and Civic Plays 
Gordon Kipling, Richard Carew. The Ordinary, The Ordinalia, and the Ordinary Actor on the Medieval Cornish Stage 

15.15-15.45 Session 13 Costume Designe, Decoration, Directing 
Piotr Morawski, "Leder bag for ye blode": establishing of the sacred on medieval stage 

16.00-16.30 Coffee break

16.30-17.30 Video and workshop: Mario Longtin, Jenin Fils de Rien 

19.30-21.00 Performances: 
1. Saint Martin and the Peasant, Les Enfans Sans Abri (Sharon King and Curt Steindler) 
2. Terence, Eunuch, Studencki Teatr Klasyków "Sfinga" (dir. Ł. Berger) 
Ośrodek Teatralny Maski, Al. Niepodległości 26 

Friday, 26th July 

9.00-11.00 Business session 
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13.00-14.30 Session 14 Music, Noises, Special Effects in Context 
Pamela M. King, Poetics and beyond: noisy bodies and aural variations in medieval English outdoor performance 
Mariana Lopez, Sandra Pauletto, The "York Mystery Plays": Acoustics and Staging in "Stonegate" 
Émilie Pilon-David, "Or paict!": dire le silence dans la farce médiévale 

14.30-15.00 Coffee break

15.00-16.30 Session 15 Rhetoric of Delivery: Acting, Voice and Gesture 
Andrzej Dąbrówka, Mors et Vita - Another Easter Trope Drama 
Charlotte Steenbrugge, Expositors in the N-Town Cycle 
Mary Maxine Browne, The Performance of the Moral Choice: Sense and Sensing in the Late Medieval Morality Plays 

16.30-17.00 Coffee break

17.00-18.00 Performace: Beata Kunegunda księżna krakowska - świeckość w świętości Sala Prób Teatralnych, Collegium Maius (ground floor)


19.00-20.30 Performace: Everyman, The University of Hull, Department of Drama and Music (dir. Philip H. Crispin) Public space in Poznań 

Saturday 27th July

 
9.30-11.00 Roundtable discussion about performing medieval plays. 

Chairman Mario Longtin 
11.00-11.15 The official conference closure 


12.30 The final banquet, Collegium Historicum, ul. Święty Marcin 78.
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ABSTRACTS

(in alphabetical order)

Martin Bažil, La fonction des éléments scatologiques et sexuels dans le "Mastičkář" vieux-tchèque (Marchand d'onguents, XIVesiècle) 
Le plus ancien texte dramatique tchèque, le Mastičkář, est conservé dans deux versions fragmentaires composées respectivement durant le deuxième et le troisième quart du XIVe siècle. Dans leurs structures comme dans leurs motifs, les deux textes présentent des parallèles évidents avec le groupe des pièces et des scènes (latino-)allemandes traitant du même sujet, datées entre le XIVe et le début du XVIe siècle – non seulement avec les jeux pascaux d’Innsbruck, d’Erlau, de Vienne (Schmidt) et de Melk (Trost, Svejkovský, Veltrusky), mais aussi avec ceux qui ont été (ré)découverts ou édités récemment, comme les jeux de Lüben, de Brandenbourg ou de Berlin. Néanmoins, la double version tchèque de cet épisode se distingue de ses homologues allemands au moins sur deux points:

- elle est peut-être la plus ancienne, ses origines supposées remontant au XIIIe siècle;
- la richesse des motifs scatologiques et sexuels est bien plus grande que dans les textes allemands. 

Récemment, Neumann et Trauden ont proposé l’hypothèse que la fonction de ces motifs dans de telles scènes serait de créer l’illusion d’un «autre monde», pervers, avec lequel les spectateurs urbains puissent garder leurs distances, et de mettre ainsi en évidence les principes de la morale bourgeoise. Si cette observation paraît aussi s’appliquer aux textes tchèques, elle n’explique pas l’utilisation clairement blasphématoire de ces motifs, un trait typique du Mastičkář (voir p. ex. la parodie scatologique et blasphématoire de la Résurrection), et qui lie ces moyens stylistiques au sacré (Veltrusky). 

Cet article se propose de revenir sur la question en analysant de près le fonctionnement des motifs scatologiques et sexuels dans le texte de la pièce tchèque en le comparant avec les textes allemands. 
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Piotr Bering, Opus oratorium. Between rhetoric and acting 
My aim is to show common space between staging and oratory. Both activities have common roots and similar goals. The exhausted lecture of ancient and medieval rhetorical works clearly shows how many common techniques are used by orators and actors. Moreover staging and oratory trie to persuade their audience, so both belong to the same sphere of a social communication.

Mary Maxine Browne, The Performance of the Moral Choice: Sense and Sensing in the Late Medieval Morality Plays 
The representation of the soul with its attendant allegorical virtues and vices in late medieval plays is well known, but this does not mean that the interior connections between the soul and its allegorical “characters” are equally well understood. The lack of modern understanding of the medieval relationship of allegory to the soul and actual human experience can be one of the major contributors to the difficulties in teaching and performing allegorical plays. With the aim of helping to widen the modern perspective on the medieval approach to the soul and its inner life, this paper re-examines the morality play’s medieval characterization of the soul and the construction of its interiority. Beginning with the meaning and contexts of the biblical word gēr (meaning “stranger”), the paper reconsiders the important medieval monastic treatment of contemptus mundi and the scala naturae in terms of the medieval experience of the soul’s domain of the interior senses or inward wits as postulated by Aristotle and Avicenna. This often overlooked, but still essential, medieval perspective on the psychophysical organization of the soul opens the sensory doors of the walled-in stranger to the world. This interior, sensory perspective connects the literary, two-dimensional conceptualization of “allegorical representations” to the three-dimensional real-time sensory-emotional instrumentation that animated Sloth, Greed, and Lust, and the often more difficult to perform Fortitude, Charity, and Wisdom. This perspective and its interior grounding offers instructors, students, and actors a foothold in their own real-time emotional experience as they attempt to give these ancient characters a twenty-first century life.
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Robert Clark, Isabelle Ragnard, Celebrating France’s Medieval Past under the Eye of Vichy:Jacques Copeau’s Production of the Miracle du pain doré (Beaune, 21-22 July 1943) 
Dans notre communication, nous nous proposons de reconstituer dans la mesure du possible la mise en scène somptueuse d’un des quarante Miracles de Nostre Dame par personnages, le Miracle de Pierre le Changeur. La pièce a été jouée sous le titre du Miracle du pain doré les 21 et 22 juillet 1943 dans la cour d’honneur l’Hôtel-Dieu de Beaune pour fêter les cinq cents ans de cette fondation. Deux grands maîtres, Jacques Copeau et Joseph Samson, se chargeaient d’assurer, respectivement, le jeu dramatique et musical de cet événement hors-série. Copeau (1879-1949) était un des novateurs du théâtre moderne, ayant fait joué La Farce de maître Pathelin, parmi d’autres pièces, au Théâtre du Vieux Colombier en 1922. Vers la même époque sa troupe, les Copiaus, avait continué à expérimenter avec la nouvelle approche du théâtre qu’il avait lancé au Vieux-Colombier. Par la suite, Copeau avait exercé les fonctions d’administrateur de la Comédie-Française (1940-1941) mais s’est rapidement retiré de ce poste pour regagner sa propriété en Bourgogne, Pernand-Vergelesses. Pour l’occasion de Beaune, Copeau a fait une adaptation en français moderne du miracle médiéval et a assuré lui-même le rôle de meneur du jeu. Sa fille Marie-Hélène Dasté a fait les costumes et son genre Jean Dasté a tenu le rôle principal. Pour la musique Copeau a trouvé un collaborateur de grand renom, Joseph Samson (1888-1957), à l’époque maître de chapelle de la cathédrale de Dijon. Sept pièces chantées médiévales, dont certaines ont été enregistrées par la maîtrise de la cathédrale, figuraient dans le déroulement du miracle tandis que d’autres morceaux ont été chantés pendant la messe par les Dames Hospitalières et la Schola Notre Dame de Beaune sous la direction de Samson.

Notre collaboration cherchera à mettre cet événement dans son contexte historique, non seulement par rapport au regain d’intérêt pour les arts musicaux et théâtraux du Moyen Age de la première moitié du XXe siècle mais aussi dans le contexte de la ‘Révolution nationale’ voulue par le régime de Vichy.
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Peter Cocozzella,  The Isidorian Paradigm: A Key to the Drama Latent in Spanish Love-Centered Literature of the Fifteenth Century
I should like to call attention to a number of Hispanic texts of the fifteenth century, which deserve special consideration precisely because their dramatic qualities remain, to date, unrecognized. Demonstrably, the texts in question are patterned after the type of representation first described by none other than Isidore of Seville, the influential encyclopedist of the seventh century. As evidenced in some crucial passages of his Etymologies, Isidore envisages a spectacle consisting of the interaction between, on the one hand, a reciter relegated to a small dark place, called “scena,” and, on the other hand, a number of mimes operating in silence, openly, on the rest of the stage. I am attempting to show that the Isidorian paradigm, which attained great popularity throughout the Middle Ages, turns out to be the ideal vehicle for the type of monologue embodied in the aforementioned texts—primarily love-centered poems, such as some eminent specimens of the Castilian canción, and kindred prose compositions. 
In the recovery of unusual theatrical modes, neglected or forgotten, lies an expectation of a significant contribution toward filling the enormous gap that scholars have long perceived in the history of early Spanish theater from the twelfth to the fifteenth century.
Katalin Czibula, Patterns of the Antiquity and the Renaissance in the 16th Century Hungarian Dramatic Practice 
Eight Hungarian dramas survived from the 16th century: five are full texts, the others are fragments. All of them but one are school dramas; the exception, i.e., Balassi’s play, belongs to court theatre. 

My paper deals with the two dramas which use and re-form the heritage of antiquity. 

Péter Bornemisza’s (1535–1584) translation of Sophocles’ Electra was inspired by his professor Georg Tanner, in Vienna. Bornemisza discovered a sort of Christian morality in the ancient drama thus he changed the Greek text: in his version, the unjust ruler Aegistus and his wife Clytemnestra are put in thecentre, together  with  a  new  role  called  Parasitus.  He  gives  a  different  role  to  the
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Chorus, too. The structure of the text (dedication, introduction, prologue, dramatic personae, argumentum; epilogue; afterword, contents act by act) gives evidence that it was planned for performance as well as reading. The author is a devotee of the Reformation thus he follows Melanchton in reflecting on tyrannicide, though he does not openly decide the question.

Bálint Balassi’s (1554–1594) court drama (A Beautiful Hungarian Comedy) is the translation of the Italian Cristoforo Casteletti’s pastoral Amarilli. But he keeps only the main lines of the original. It was also planned for performance as well as reading. On the other hand, the drama has close links to Balassi’s own lyric; his players can also be found in his composed verse cycle, and he inserted some poems in the prose drama. Balassi’s pastoral is a nice example of how European tradition worked with ancient bucolic heritage.

Andrzej Dąbrówka, Mors et Vita - Another Easter Trope Drama 
Liturgical factors (language, people, ceremonies and institutions) are not likely to decrease their importance for the explanation of earliest drama. 

It is so obvious, that no such discussion is any more possible in the search for the sources of vernacular religious poetry. I don’t know how many European languages have to point to a Latin liturgical sequence as source of its first poem or carol that was created and performed as vernacular trope needed to accompany the Latin singing. 

In Central Europe the Latin Easter sequence Victimae paschali laudes gave birth to vernacular tropes in German, Czech, Polish and Hungarian – performed as Easter procession songs parallel to the sequence Victime paschali laudes. All of them are reflecting the sequence’s words surrexit Christus (verse 3b: Angelicos testes...), and they share the melody drawn from its beginning verse. 

In my paper I want to pay attention to the second part of the Victime-sequence: 

2b. Mors et vita duello conflixere mirando, Dux vitae mortuus, regnat vivus. 

Its content is an extremely compressed Redemption history, echoing or preceding the separate episodes as the Processus-Belial, the Incarnation, Passion and Resurrection of Christ. In the duel between devil and Christ, represented metaphorically by Death and Life we can find the starting point of the long career of narrative and visual genres developed around the character of personified Death, known best from the death dances, but preceded by treatises, short narratives, dialogues and simple dramas showing conversations between Man and Death. 
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I have identified an early dialogue on the topic of a duel between Life and Death which was embedded in a Latin theological treatise (ca. 1300), and has been adapted into a Middle-Low-German narrative poem, presented as early as 1331 by the poet-translator Tilo of Culm to the Great Master of the German Knights at Marienburg. 

The two copies of the treatise that were probably Tilo’s source, have been declared lost after 1945, but I discovered another copy of it, maybe closer to the original. 

This eschatological line of allegoresis is using death as synonym or metaphor of the Satan, and is introducing the Death personification as Satan’s helper or proxy. 

Another line of death allegoresis introduces the Death personification as servant of God and engages it/her/him into conversation with man, single as Polycarp, or divided into different figures representing all sorts of human professions and roles crucial for the social structure (pope, emperor etc.), roles we know from the death dances. Both the particular and the corporative-distributive representations belong to the great area of the ars moriendi writing. 

So different as both death allegories are, they were related to each other so closely, that we can see them as actualizations of one idea. If so, they should meet each other at times. And indeed. 

The (more human) Death talking to master Polycarp is aware of the episode where she fought with Christ. She admits that he was her only antagonist whom she couldn’t fell with her scythe. The killing weapon got chipped only once at that time. 

Death refers to the duellum of the Victime Paschali laudes, not to the evangelic episode of Gethsemane, because she is not mentioned there, only Satan is. 
Júlia Demeter, The Csikomlyó passion plays 

The paper studies the most extraordinary corpus of Hungarian school dramas: the passion collection of the Observant Franciscan school in the Transylvanian Csíksomlyó. From 1721, a play was performed, almost always on Good Friday, sometimes on other days of the Easter period. The tradition lasted till the early 1780s. The passion collection containing 48 passion plays (47 Hungarian, 1 Latin) can be found in a huge book titled Liber Exhibens Actiones parascevicas Ab anno 1730 usque ad annum 1774 diem Aprilis 27. 
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There are two more volumes with 13 dramas and some other sheets (cca 15 Hungarian and Latin pieces plus some fragments); all dramas are connected to Christ’s Passion. (Most of the corpus is still unpublished, the first annotated volume of 13 dramas was published in 2009.)
The plays were written and compiled by the teachers and performed by the students of the Franciscan school, but they were not typical school productions as the audience mostly consisted of people of the nearby villages who came to worship to the church with the miraculous statue of Virgin Mary.

The passions seemed to arise from nowhere and then disappeared: apart from the two dramas survived from the late 17th century, no other trace of this tradition or heritage could be found in Hungary. On the other hand these passion plays show typical medieval characteristics. If we follow the development of Western passion play tradition, we can identify the Csíksomlyó collection with the type of 13-15th century passion plays that were rooted mainly in the new Franciscan spirituality, deep devotion and mysticism. In these dramas, Christ’s Passion is combined with prae-figuration and morality scenes. The surprisingly limited number of supernatural scenes has a strong earthly context, with sinful mankind and penitence in the centre. As the message of the triumphal Cross as well as the Resurrection is completely left out, there is no relief, all plays end in and with sorrow.
Hungarian researchers would like to present the Csíksomlyó corpus and consult medievalists. The language of the dramas make them rather inaccessible: that is why we provide the English translation of the contents of the first 14 dramas (see also the critical edition). Though the texts are in Hungarian, the Latin instructions may also help understanding.
Cora Dietl, A Polemical Theatre Review on Stage: Johannes Cochlaeus' "Heimlich gsprech Vonn der Tragedia Johannis Hussen (1538)" 
At the Imperial Diet in Worms, 1521, the theologian Johannes Cochlaeus tried to convince Martin Luther of his errors. After he had had no success in Worms, Cochlaeus became a severe opponent of Luther. He wrote several polemical pamphlets against Luther, a very influential “biography” of the Reformer (Historia de actis et scriptis Lutheri) – and also a play that depicts Luther within the circle of his friends, which he might  have  staged  in  Wrocław  or  in 
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Meissen: Ein heimlich gsprech Vonn der Tragedia Johannis Hussen, tzwischen D. Mart. Luther vnd seinen guoten freunden (1538). The play is a polemical commentary to Johann Agricola’ Tragedia Johannis Hus that had just come out in 1537 or early in 1538. Agricola depicts Hus as a martyr who was cruelly slaughtered by the Roman Catholics, thus defaming the enemies of the Reformation. Cochlaeus, who had at that time been working on his Historia Hussitarum (finally finished in 1549), saw his chance to show the Lutheran party that it could be rather disadvantageous for them to identify with the Hussites. The play depicts the fictive reaction of Luther, his friends and their wives to Agricola’s Tragedia. During the discussion about the Tragedia each of them ridicules him- and herself. 
My paper will focus on Cochlaeus’ Heimlich gsprech and the new idea of dramatised literary criticism as a means of political and religious criticism. The main question is how the early Counter Reformation tries to attack the Lutherans by identifying their supposedly wrong understanding of (dramatic) literature with their “wrong” theological ideas.
Garrett PJ Epp, Stages of pedagogy: teaching early English theatre through performance 

This past year, perhaps for the last time, I taught an undergraduate class on Medieval and Tudor Drama at the University of Alberta – a class that I have taught frequently since being hired there in 1988. As usual, I course began with an historical survey of sorts, illustrating English (and European) staging methods, and ended with a student production of some biblical plays. Each year, those productions have been a revelation, for me as well as for the students themselves. Whether tying the temptation to androgyny (and 1970s-era David Bowie) or staging the nativity as a “vierge ouverte” (via an attempt at Noh-style stylization), students have stumbled into epiphanies that might shame senior drama scholars and theatre practitioners alike. This paper will explore some of the reasons that a production element to such courses is not merely relevant, and relevant-making, but perhaps crucial. 
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Elke Huwiler, Medieval Traditions and Protestant Thoughts: Political Plays in Zurich 1500-1550 
When Zurich became a protestant city early in the 16th century, the tradition of theatrical performances remained very strong at least until the middle of the century. Just like other cities of the confederation at the time, Zurich had a tendency to perform plays with political intentions, hence the protestant elite did support theatre as a means to sperad political thoughts to the citizens.

The playwrights tried to renew theatrical performance and to distance themselves from the medieval religious play tradition which did not fit into the protestant agenda. Nevertheless, the form and content of a lot of plays are not entirely marked by a protestant intention of renewal; on the contrary, there are numerous indications to be found that medieval traditions of theatrical performance do remain strong in the play texts and performances. 
In my paper, I would like to scrutinize plays and performances which were written, printed and/or performed in Zurich between 1500 and 1550 regarding these medieval theatrical traditions, and to ask the question how these traditions fit into the plan of the protestant city to spread political thoughts through plays.

Ernst Gerhardt, Feeding the Audience: Food at Sixteenth-Century English Parish and Civic Plays 
In the early part of the sixteenth century, the social practice of town- and parish-play production tended to be aimed at some form of common, material good, whether it be raising money to repair a ditch or a church porch. Food practices such as convivial feasting, food merchandizing, and food-gift exchange among communities were central to these fund-raising activities. Yet the disruption of these social food practices by, among other factors, less communal or less collective forms of playing was understood as disruptive to the community. 
As scholars have noted, attending to the material context of play- and ludic event-production reveals broad social participation in early English civic and parish entertainments (Gibson and Harvey). Moreover, convivial exchanges of food—either as gift or as payment—were a significant means of “creating political networks” (Woolgar 8). Indeed, such exchanges were “critical in the maintenance of bonds in early modern society” (Heal 44). 
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In this paper, I aim to develop a sense of what happens to the relationship between food and plays over the course of the sixteenth-century disruption of these social practices, focusing on the ways in which the patterns of such exchanges and merchandizing changed alongside the increasing performance of plays by professional touring troupes. Drawing on relevant volumes of the Records of Early English Drama, I will examine the patterns of exchange and merchandizing of food at or in preparation for parish and civic entertainments in England’s east and southeast regions, particularly focusing on the period 1530-70. By focusing on food’s relationship to various playing practices (e.g. parish vs. professional troupe performance), I hope to identify whether these food-practices shifted along with developments in the form of dramatic performance.
Klementyna Aura Glińska, Gustave Cohen et la construction du genre de comedie latine medievale 
En 1885 Ernst Müllenbach réunit sous le nom de comédie élégiaque (Comoediae Elegiacae 1: Vitalis «Aulularia», Bonnae: C. Georgi) un ensemble des textes latins, dissipés dans les manuscrits des provenances variées, gallique, anglo-normande, italienne et gérmanique, écrits en vers élégiaque et datés du XIe au XIIIe siècle. Les philologues du XIXe et du début du XXe siècle introduisirent ce corpus dans l’histoire du drame en tant que genre de la littérature médiévale, en y ajoutant de temps en temps un texte, qui de par sa nature ovidienne et «hybridique» (comme les commentateurs nommaient cette intégration de la narration et des dialogues), pourrait être classifié comme une comédie, même s’il n’était pas nommé comedia au Moyen Âge, et même s’il était composé en hexamètres. Seul Richard Jahnke (1891) a osé modifier un peu la systématisation conçue par Müllenbach en distiguant à côté des comédies élégiaques aussi les comédies horatiennes en vers élégiaque et les comédies horatiennes en hexamètres. D’emblée l’autodéfinition des certains textes du corpus par la notion de «comédie» provoqua aussi la réflexion sur la théâtralité du «genre». En l’absence d’évidences historiques témoignant les représentations de ces compositions par personnages, en analysant la structure des textes, les philologues arrivaient à la conclusion que surtout en confrontation avec «la comédie en tant que telle», représentée  par  les  comédies  grecque,  romaine  et 
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celle de Molière, les textes en question semblaient être une mésentente générique résultant de l’ignorance totale de la nature du théâtre antique aux XIIe et XIIIe siècles. Leur déstination scènique a été exclue par la plupart des commentateurs en faveur de la récitation et de la lecture.

L’année 1931 change les recherches sur le corpus significativement, en apportant l’édition bilingue, latino-française, de la «‘comédie’latine en France», qui lance l’hypothèse de la «jouabilité», voire de la théâtralité de la comédie médiévale aux XIIe et XIIIe siècles. Cette hypothèse gagne en popularité et inspire les chercheurs subséquents en autre grâce à l’autorité du directeur et de l’auteur de la préface de la publication, à savoir celle de Gutave Cohen. En bref, la comédie latine est un concept moderne, un concept changeable en fonction des critères définis par les éditeurs et les chercheurs. Dans mon propos je présenterai la base théorique et les implications idéologiques de la conception du «genre» selon Gustave Cohen.
Heidy Greco-Kaufmann, Theatrical actions during carnival and religious disputes. The Bernese way of promoting reformations ideas 

During the turbulent years of the religious controversy the staging of all kinds of theatrical actions in order to promote or fight reformation ideas reached its climax. My contribution takes a close look at literary and non literary performances related to the introduction of the reformation in Berne, the political capital of the Swiss Confederation. The focus concentrates on theatrical acitivities of the years 1523 and 1525: On the occasion of the religious debate in Zürich on January 29th Bern´s city jester provoked defenders of the old faith. On February 15th, "carnival of the clerics", young aristocrats staged Niklaus Manuel’s satirical play Vom Papst und siner Priesterschaft ("On the Pope and His Priests") and on February 22nd, "old or peasant carnival", they performed a mock procession Von Papsts und Christi Gegensatz, ("On the Distinction between the Pope and Christ") penned by the same author. In 1525 Niklaus Manuels carnival play "The Indulgence Peddler" was printed and spread.

Manuels anti-papal dramas were already discussed in detail by scientists of different disciplines (ethnology, German philology, history); my paper  focuses
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on the performative aspects of the various forms of political agitation and examines the differences and similarities of theatrical expressions: Interference of the city jester during the debate of advocates and opponents of the new faith, staging of an anti-papal play, performing a mock procession, spreading of polemic broadsheets. 
Vicki Hamblin, Putting People in their Place in French Hagiographic Mystery Plays 

What was the degree of separation between the spectators and the performers of French mystery plays? Theater theorists have described these performances as communal actions, as acts of contrition or rejuvenation, as remembrance or commemoration. Reception theorists have underlined the plays’ social focus: urban leaders demonstrating their own authority in the everyday lives of spectators and inserting themselves into the space between aristocratic rights and municipal allegiance. As performance remnants, the texts of mystery plays record both directly and indirectly their sponsors’ intentions and their meneur du jeu’s spatial representation thereof. For some performances, we know that the spectators were separated from the players by a physical barrier and that the spectators themselves were separated by social caste. This was the case for the Trois Doms’ performance in 1509, where scaffolding book-cased a raised platform that was surrounded by a wooden barrier. In addition, working-class spectators would have viewed the performance from ground level, looking up and through the barrier. Bourgeois and noble spectators would have been placed high on the scaffolding in private viewing boxes from which they could see the entire platform and its décors. The performers themselves did not leave the enclosed platform; which is not to say that they did not engage with the audience that watched from both sides. The Saint Apolline miniature, on the other hand, depicts a staging scenario in which spectators and players share space in the scaffolding. The throngs standing ground-level are seeing the action that takes place in front of them, but they cannot see who is directly above them. The bourgeois spectators are seated among the kings, queens, angels and divinities on the upper level of the scaffolding, from where they see all of the action as well as each other. The separation between fiction and everyday life seemingly blurs in  this  depiction,  implying  more  interplay  between  the  two 
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groups. In still other instances, it is clear that players not only spoke directly to the spectators while preaching and chiding, but that the action itself, whether planned or improvised, invaded the spectators’ space in a scenario that moderns might recognize from street performance and that was characterized more recently by the works of absurdist dramatists such as Eugène Ionesco.

My intention is to explore the ways in which mystery play texts inform us of the always dynamic space that exists between players and spectators during a performance. This study will be based on three hagiographic mystery plays in French: the Mystère de Saint Laurent, one part of which survives in an early edition, the Jeu de saint Etienne pape et martire, a sixteenth-century manuscript copy that has yet to be edited in modern times, and the anonymous Mystère de saint Christofle, which survives in two sixteenth-century editions. Each of these plays distinguishes itself spatially in a different way. The Saint Lawrence text defines and divides its players among four scaffolds, both vertically and horizontally, implying the same for its spectators. The Saint Stephen the Pope text defines a more intimate performance in which performers mingle with spectators who are in close proximity. The Saint Christopher text delineates a physical separation between its players and the spectators that is at once more modern and more ritualistic. Together these three texts provide for modern interpreters some intriguing clues about the three-dimensional theater of the late medieval period.

Max Harris, A Short History of the Palmesel in Germany, Italy, and Bolivia 

One of the more popular features of the processional theatre of Palm Sunday during the Middle Ages was a life-size image of Christ on a donkey, made of wood, usually mounted on wheels, and pulled (or sometimes carrried) by laymen. The first report of such an image comes from tenth-century Augsburg, where Ulrich, bishop of the city from 923 until his death in 973, presided over Palm Sunday celebrations that included a processional “image of the Lord sitting on an ass” (cum effigie sedentis domini super asinam). Crowds strewed the image’s path with palm branches and clothing. Best known in scholarly literature by its German name, the palmesel was popular not  only  in  Germany,
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but also in areas that are now part of Austria (where it is still in use in the Tyrol), Belgium, the Czech Republic, France, Poland, and Switzerland. Italian examples of the genre are on display in Verona and Bolzano. Further afield, such effigies were introduced to the Americas by German-speaking Jesuit missionaries, and are still in use in parts of Mexico, Paraguay, and lowland Bolivia. My paper will summarize the development of the palmesel in Germany and then address in more detail its travels south to Italy and west to the Americas. My ten-minute presentation will include numerous visual images.
Jacqueline Jenkins, Performance Remains in TCD MS 432 
The compilation TCD 432 (previously known as Dublin, Trinity College MS D.4.18) is in part a paper miscellany from the mid-fifteenth century, and has traditionally attracted scholarly attention for the version of the Abraham and Isaac play it contains ("The Northampton Abraham and Isaac," ff. 74v-81r). Yet, this variation on the biblical play is only one of a number of works that are suggestive of a greater interest in drama and performance on the part of the compiler, or compilers, of the manuscript. Though none of the other works in the manuscript are explicitly dramatic in form or presentation, several of them are nonetheless performative in feature and style. For instance, "This Palamon in his bed lay" (f. 59v), consists of a short series of speeches in quatrains between the characters of Palamon and Arcite drawn, it seems, from Chaucer's "Knight's Tale", with each stanza separated by headings indicating the speaker. Though its form resembles a dialogue, there are significant internal indications that it was intended for performance of some sort, perhaps a mumming or recitation supported by visual props. In addition, several other works are self-consciously performative, even theatrical: one, a short poem of three quatrains introduces three characters with language that describes an embodied presence: “Lo, karmentis, this lady that ye se” the first stanza begins (emphasis mine). Another begins “To you, beholders, cowde I say more than this,” teasingly implying a spectator-performer relationship at least as much as a listener-speaker one.
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As far as I can tell at this point, none of these has received any scholarly attention since Rudolf Brotanek's German study (with some printed texts) from 1940 (Mittelenglische Dichtungen aus der Handschrift 432 des Trinity College in Dublin); though some of the items I intend to discuss have been included in The Index of Middle English Verse, they have been described there as elsewhere simply as verse texts. In this paper, I will explore the possibility that these texts are performance texts, compiled with the Abraham and Isaac play at least in part because of their performativity; taken in context with the rest of the manuscript, these works together may speak to the history of dramatic activity in the area associated with Northampton. (It should be noted that little documentary evidence of dramatic activity in Northampton actually survives; this manuscript may in fact yet provide some of the most significant evidence of performance activity in the area.) 

In this paper, my particular focus will be the non-dramatic texts that accompany the Abraham and Isaac play. This work will take up a central question posed by Rebecca Schneider in her influential essay on contemporary performance and the tyranny of the archive: “If we consider performance as a process of disappearance, of an ephemerality read as vanishment (versus material remains), are we limiting ourselves to an understanding of performance predetermined by our cultural habituation to the logic of the archive?” How many times might scholars of medieval drama have complained with Schneider that “Here in the archive, bones are given to speak the disappearance of flesh, and to script that flesh as disappearing” (104)? My goal is to reconsider this manuscript’s bones in the hopes of finding flesh; my method will primarily focus on performance workshops of the (formally non-dramatic) texts I have identified as performative. The context for these workshops will be my senior honours seminar on medieval drama and performance, in which students will work with me in groups on several of these texts over several weeks in the course. I am convinced that performance workshops are one of the most effective ways to reverse the “vanishment” implicit in scribal and critical activity, and this paper will report on those results.
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Alexandra F. Johnston, Know your audience 
The debate over the nature and provenance of the Towneley Plays among scholars of English drama has pointed up how much the assumed audience and playing conditions for early drama dictates our interpretation of the plays. Although the circumstances of the creation of the manuscript of what was once called the Wakefield Cycle and believed to be the Corpus Christi play of the town of Wakefield is still in dispute, the fact that it is not the Wakefield Cycle but a compilation of Yorkshire/Lancashire medieval Biblical plays arranged in the order of Salvation History (similar to the English collection now known as the N-Town Plays) has become generally accepted. 

That Towneley ms contains one of the best known English Biblical plays – the Secunda Pastorum or the Second Shepherd’s Play. The play opens with a complaint by the First Shepherd that includes a direct attack on landlords: ‘We ar so hamyd/Fortaxed and ramyd/We ar made handtamyd/With thyse gentlery-men’ (ll 23-27). The First Shepherd continues his attack on the agents of the gentry and these complaints are taken up by the Second Shepherd. When this play was assumed to have been done within the structure of an urban Corpus Christi play, these lines puzzled critics but were dismissed as a comment by the playwrights about rural life that probably would not have resonated with the townspeople of Wakefield. However, since Suzanne Westfall first suggested in 1990 that this play was written to be played in a noble household, more scholars are coming to agree with her on the basis of the evidence she presents and the evidence that has been accumulated during the controversy over the provenance of the ms. Westfall does not consider how the change in the assumed audience affects how these lines should be delivered. 

My paper will consider the arguments for an indoor performance for a noble household for this play and show how, if this is so, the lines of the complaints must be delivered not as a quaint insight into rural life for an urban audience but as a strong political statement against the landlords assembled in the audience. The lines as they are written have a heavy alliterative bite. They must be delivered using all the rhetorical tools provided by the playwright to convey his satiric purpose. This play has been too often played for the rich comedy it contains – especially the parodic episode of the sheep-stealing Mak and his wife Gyl – ignoring the darkness with which it begins.  Playing  this  play  honouring 
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the lines as they are written without mistaken assumptions about the audience adds depth to its meaning and enhances the reputation of its author as the pre-eminent playwright of the English fifteenth century.

Pamela M. King, Poetics and beyond: noisy bodies and aural variations in medieval English outdoor performance 

Recent work on the kinetics of looking has been deployed to explore the transactional gaze in medieval arts, including performance, but less attention has been devoted to the soundscape and its reception in early drama. Particularly in large outdoor spaces where performance competed with ambient sound, there are a number of areas within and beyond the text which deserve exploring. Drawing on theories, medieval and modern, about performance poetry, this paper will develop earlier work I have done on the poetics of medieval drama to explore some evidence for how medieval performances caught the ear. I will consider some striking examples of the manipulation of rhetorical and rhythmic patterns in the spoken text as far as we can reconstruct it through surviving scripts, but will also go beyond that order of analysis to consider more broadly e.g. how liturgical chant may have influenced vernacular performance, and, in a related way, how macaronic text works the ear. Can we really tell what proportion of the texts we have were spoken, chanted, or even sung? What do characters tell us about the sounds that they and others are making? I will not consider “special effects”, that is sounds made by instruments and objects, but sounds produced, projected, and received by human bodies, as performances managed the conveyance of information and the manipulation of affect in challenging outdoor settings.

Sharon D. King, Caught in the (One-)Act: Staging Sex in Late Medieval French Farce 
With my performing group Les Enfans Sans Abri, I have staged numerous late medieval / early modern farces (plus sotties, sermons joyeux, farces allegorisées, and entremeses) over the past 23 years. Many if not most have had suggestive or ribald elements to them. There is, in fact, an entire subgenre of farces in which ordinary objects  are  comical  stand-ins  for  sexual  parts,  both
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male and female, and the household appliances are evidently... applied during onstage performance. Up until recently, I had limited my staging choices for sexual encounters in domestic farces to bawdy allusions, brief embraces or gestures, and strategic retreats offstage, in what I called “limited licentiousness”. In 2012, however, I overcame my hesitation to boldly go where man and woman have gone many, many times before, when, for a conference with the theme “The Erotic and Eroticism in the Middle Ages and Renaissance,” I staged a performance of Rowley Plowbender. This titillating farce, my original translation of Pierre Gringoire’s 1512 carnival entertainment Raoullet Ployart, is ostensibly about the difficulties of viticulture—Rowley hasn’t tilled his wife’s vineyard for quite a while, and it remains fallow and fruitless. Of course the extended agricultural metaphors are merely vehicles to discuss in a comical way an ordinary marital act—or more appropriately here, the lack thereof. Humorous staging choices for my performance of temptation included apples as symbols of temptation and a bunch of wilting carrots strategically wielded as emblems of marital impotence; two field hands literally “working the crowd”—to great audience approval--as they made their way towards the stage; and the use of a real hoe and fake human limbs to suggest and simulate various kinds of sexual activity. My paper, which will provide photo stills of the performance, will also delve briefly into sexual matters as depicted in medieval comedies and art. The plays of this subgenre express the human desire for sex as a kind of household or everyday necessity: here, the vineyard must be tended so there will be grapes, then wine (and more vineyard tilling...). At the SITM conference proper, I plan to show several video clips of this very amusing play, performed on the 500th anniversary of the original entertainment done at Les Halles in Paris. 
Lenke Kovács, Forms and Functions of the Prologues in the Majorcan Llabrés Manuscript (Ms. 1139 Biblioteca de Catalunya) 
The most important part of Catalan medieval and late medieval drama has come down to us in the Majorcan codex known as the Llabrés manuscript, at present held in the Biblioteca de Catalunya in Barcelona. The manuscript comprises forty-nine pieces ranging from the Sacrifice of Abraham to the Last Judgement. All but five of these plays are in Catalan and most of them contain rubrics with detailed stage directions. 
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We have detected a subtle interrelatedness between the biblical, hagiographical and allegorical motifs dealt with in the Majorcan plays. For the community that, at least until the end of the sixteenth century, took part in the staging either as audience or as performers, the enactment of these plays represented a communal statement of the Christian faith in God’s loving relationship to his creation. The detected examples of intertextuality have led us to the hypothesis that the chief underlying organizing principle of this compilation is a theological programme that is based on the soteriological concept of the Salvation of mankind.
The aim of this paper is the analysis of the forms and functions of the prologues contained in the play of Saint Francis (Nº 29), the second play of Saint George (Nº 31), the first play of Saint Christopher (Nº 32), the play of Death personified (Nº 36), the second play of the Descent from the Cross (Nº 41), the play of Saint Matthew (Nº 44) and the play of Saint Peter (Nº 46).

Gordon Kipling, Richard Carew. The Ordinary, The Ordinalia, and the Ordinary Actor on the Medieval Cornish Stage 
We are now all familiar with Richard Carew’s anecdote about the misadventures of a figure called “the Ordinary” who attempts, during the performance of a “Guary miracle,” to prompt a would-be actor by following him at his back “with the booke in his hand,” and telling “him softly what [he] must pronounce aloud.” The exercise goes badly awry when the actor, a “pleasant conceyted gentlemen” decides to play “a merry prank,” and instead of repeating aloud his part in the play as it is whispered into his ear, instead speaks aloud what we might call his blocking instructions: “Go forth man and shew thy selfe.” As the frustrated prompter grows ever more frustrated, the actor likewise repeats aloud the Ordinary’s “flat rayling & cursing” and the entire episode dissoves into “more sport and laughter, then 20. Such Guaries could haue affoorded.” The problem facing us as scholars of the medieval theatre is to what extent we can rely upon this anecdote to understand the Cornish “Gwary” in particular and medieval theatrical practices in general.

I propose to begin considering this by asking, and offering answers, to some basic questions about this anecdote. To begin with, why is the “Ordinary” called by that name in the first place? Whatever else one thinks about the accuracy of this anecdote, that name strikes one as authentic if for  no  other  reason than  its
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peculiarity. Unless it were authentic, why would Carew make it up? It’s very peculiarity, however, also may mitigate against its authenticity; why does the term not appear elsewhere to describe theatrical directors? As a theatrical term, it relies exclusively upon Carew’s own authority. This raises the question of the nature of Carew’s authority, particularly the extent of his knowledge of medieval theatre. In short, what did Carew know about the medieval theatre, how did he know it, and when did he know it? I propose to offer some tentative conclusions to these questions.

Mariana Lopez, Sandra Pauletto, The "York Mystery Plays": Acoustics and Staging in "Stonegate" 
The York Mystery Plays have been the subject of extensive research and questions regarding their staging have never failed to intrigue scholars. Studies have been carried out on its processional staging, the wagons used, the use of space and the stations employed for the performances, among others. However, the stage directions are sparse and the documentation regarding staging is almost non–existent, making it necessary for the theories developed to draw information from different fields in an attempt to arrive at a better understanding of the plays and their staging. This paper will consider the study of the acoustics of the performance 

spaces of the York Mystery Plays as a key element for our further understanding of the staging techniques utilised. The study presented is conducted using an interdisciplinary approach which draws information from historical and archaeological data as well as early theatre studies and modern performances. The findings

from these disciplines are utilised for the construction of computer models that allow us to determine which form of staging (wagon type, use of space) would have

been more beneficial from an acoustic perspective. This also enables us to analyse how different staging choices might have affected both speech and music. The 

focus will be placed on the acoustics of Stonegate, a street in central York that was used as a station during the entire life of the York Mystery Plays.
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Nicole Lorenz, The Shift of Function and The Application of Prayers in Reformation Theatre in Saxony 

The late medieval society is a pious one. Prayers can be found in everyday life but also in literature. Their function and use in drama varies from a pure religious purpose to a mere dramatic and rhetorical devise. On one side the prayer is used to communicate with God but also, on the outer communication level, gives the opportunity to summarise previous events, to express opinions and to prepare for future developments. Prayers have been a special form of monologue (or one-sided dialogue?) in late medieval plays. 
Some years after the posting of Martin Luther’s ninety five Theses in Wittenberg in 1517, there was an upsurge in Latin and vernacular play production in those central European cities that embraced religious reform, namely the Lutheran biblical play in Saxony. While in other German speaking areas different types of Protestant plays developed, the plays in Saxony offered orientation during a period of cultural transition by acting out the social, moral and political issues, addressing doctrinal issues, instructing the youth in tenets of faith and engaging the audience’s conscience, guiding the audience to proper faith by the presentation of positive and negative characters taken from the Scripture. This marriage of theatre and Reformation was clearly a reshaping of theatrical tradition. The intention of didactic utility and the influence of the humanist poetics changed the form of the drama and its components – one of them dialogue.

The presentation focuses on the plays of schoolmaster Joachim Greff and other others of the first period of Protestant biblical plays in Saxony.

Piotr Morawski, "Leder bag for ye blode": establishing of the sacred on medieval stage 
„Leder bag for ye blode” is an example of stage devices used for showing of the bleeding body. In this particular case it was used to show the death of St. Thomas Becket. Probably it was filled with red liquid and put into additional fake head of the martyr. Nevertheless in my opinion not pure technical details are the most important thing, since the problem is much wider. Staging of violent episodes was one of the  crucial  matter  on  medieval  stage  in  general.
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Scenes of Christ’s passion or saints’ martyrdoms demanded special devices which delivered fake (or sometimes animal) blood on stage. “Il faut du sang”, there must be blood – a 15th century French passion play says. The more blood flowed, the most sacred was a performance – one could say. Indeed blood – as Clifford Davidson once noted – might be regarded as a sign of the holy on the stage. Nevertheless – as I want to argue – bleeding body is something more than only a sign of the holy. Using of fake blood and devices which make flowing of it possible, is a way of establishing of the sacred and imitating of Christ’s suffering body as well. Stage devices create imitations, which theatre makers want to make “real” as much as possible. The word ‘imitation’ refers here also to the work of Thomas of Kempen, who established the concept of the imitation of Christ a paradigm of the late medieval devotion. Using of technical devices and stage tricks is of course a “poaching practice” and that is why reformation zealots often called such theatre practices a blasphemy or profanation. This tactic of presenting the holy is far from religious orthodoxy, nevertheless it give an insight into lay people’s devotional practices.
Tiziano Pacchiarotti, La dispute verbale comme source. Notes pour une topologie culturelle du théâtre médiéval 
La scène de procès est sans doute aussi ancienne dans la littérature que la littérature elle-même et le théâtre par sa dimension ritualisée et spectaculaire est sans doute l’un des média les plus à même de la représenter. Les recherches récentes de Marie Bouhaïk-Girones ont montré que ces liens étaient plus qu’opportunistes mais en grande partie consubstantiels et liés à la pratique du droit au XVe et XVIe dont les praticiens étaient formés dans la communauté de la Basoche à toutes les pratiques de l’éloquence et de la rhétorique. 
Poursuivant un travail déjà entamé depuis quelques années sur le genre particulier des dialogues à plusieurs personnages et sur la représentation des interactions verbales institutionnelles, nous voudrions observer à partir d’un corpus de quelques farces et de mystères, comment le déroulement d’un procès est représenté, comment la ritualisation de la prise de parole est rendue. En effet, un procès est un type d’interaction verbale où la parole circule selon une procédure rigoureuse, garante de la justice. Comment les répliques dévolues aux acteurs sont-elles organisées par rapport à cette procédure?  Respectent-elles  un
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déroulement institutionalisé ou le font-elle au contraire éclater dans une parodie joyeuse ou pathétique? Pour répondre à ces questions, nous observerons la délégation autoritaire de la parole, les effets de monopolisation ou de dispersion de la parole parmi divers particpants au procès.
Maria José Palla, La farce d'Anrique da Mota (Cancioneiro Geral, 1516) 

J’aimerais dans ce colloque parler d’un dramaturge portugais très mal connu et qui a écrit cinq pièces, ou dialogues, ou plus précisément farces. En général on parle de ses dialogues, même s’ils sont à plusieurs personnages, mais je les considère plutôt comme des farces.
Henrique da Mota était juge d’orphelins et a publié ses pièces pendant le Carnaval, comme les dramaturges de la Basoche. Je ferai une étude de ces pièces selon le thème, les personnages et l’intrigue. Il serait intéressant de faire connaître peu connu, contemporain de Gil Vicente, qui a publié ses pièces dans le Cancioneiro Geral de 1516, dont une traite d’une dispute avec Gil Vicente lui-même. C’est curieux que peu de gens connaissent ces pièces, rarement représentées, anticléricales et subversives. La dernière pièce se passe dans un tribunal, avec les accusés, la défense, les juristes et l’audience. Ce serait vraiment intéressant de pouvoir avoir une conversation avec les spécialistes pour faire une étude plus ouverte et large sur ce théâtre proche de la Farce du Maître Pathelin et du théâtre français. 

Émilie Pilon-David, "Or paict!": dire le silence dans la farce médiévale 

«Et tais-toy, ta fiebvre quartaine!»: la fréquence d’exhortations analogues dans la farce médiévale semble indiquer que le silence est une commodité rare dans cet univers dramatique. Dans le cadre de cette conférence, nous proposons d’analyser la fonction de ces expressions au sein de la structure farcesque afin d’améliorer notre compréhension générale des procédés rhétoriques employés par les fatistes des XVe et XVIe siècles. Il nous sera possible d’avancer que les nombreuses admonestations au silence qui ponctuent les textes des farces constituent un procédé de construction du rythme dramatique
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Bernard Faivre, il y a de cela une dizaine d’années, exposait l’importance des ruptures rythmiques pour l’efficacité du comique farcesque. Le conflit opposant les personnages, épicentre de toute farce, tend ainsi à escalader graduellement jusqu’au dénouement final, en atteignant différents niveaux d’intensité dramatique marqués par des «paliers». Les auteurs maîtrisaient cette science du rythme et usaient constamment de ces procédés dilatoires et de ces ruptures du texte dans leur construction d’une dynamique de scène. Par une analyse de la structure rythmique de certaines farces du recueil du British Museum, telle la Farce du Pect ou Jenin, filz de rien, nous proposons d’illustrer comment les commandes de silence pouvaient servir cette construction dramatique et créer des niveaux d’intensité dans le jeu. En outre, nous examinerons comment ce type de réplique accomplit un dédoublement des niveaux de discours: au discours théâtral proposé par un personnage, se superpose celui ordonnant le silence. Nous sommes ainsi en présence d’une glose inscrite dans le texte-même. Effet de superposition donc, mais aussi effet d’écho: les «tais-toy!» et «silence!», en particulier lorsqu’insérés au sein du rondeau triolet, font figure de mise en abyme du conflit opposant des personnages qui parlent trop, qui parlent mal, qui parlent faux et bien souvent à travers leur chapeau. Rupture, superposition et écho sont les effets engendrés par l’emploi de ces injonctions, qui servent la construction du rythme farcesque tant apprécié des spectateurs d’hier et d’aujourd’hui. 

Eliška Poláčková, Ungeuntarius or the Ointment Seller: omnipresent character in European medieval drama
The article strives to contribute to the second proposed topic of the conference, “Building bridges, crossing boundaries”, especially to its sub-topic “Dissimination and Transmission: Translation, Adaptation, Revival, Printing and reprinting”.

It tracks down a medieval farcical character of an Ointment seller (unguentarius, salbenkrämer, marchant, mercator etc.), finding his footprints in literary texts of almost all European nations. He plays the main role in the so called “merchant scene” to be found in medieval passion plays, bringing to it conspicuous element of farce and vulgar humour based on scatology, sex and sacrilege. The main objective of the article is to compare merchant scenes from  
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various medieval European plays, the focus-text being Czech sacred Farce  from 14th century called Mastičkář, an example of highly developed representative of the class.
Klaus Ridder, Beatrice von Lüpke, Rebekka Nöcker, La théâtre carnavalesque: une menace de l'ordre urbain au Moyen Âge tardif et pendant la Réforme 
The medieval course of the year was mainly formed by the ecclesiastical year and its holidays. In addition to these there were gradually more festivities also concerning private areas of life like christenings, marriages, or funerals. Feasts and festivities in medieval urban society generated a public culture and were an integral part of the social order. This was especially true for the carnival season as a period of communal festivity, which brought people from different social classes and regions together in town for a short period of time. An essential component of this festivity was the carnival theatre with its complex rituals of acting and representation. It evolved during the 14th and 15th century in late medieval towns, by which it was structurally supported but also controlled.

All in all we lack attempts to link alternatively theatrical and scenical to social and political processes as well as literary and aesthetic to non-literary sources. This is where our project comes in: It aims to take into account those sources about the carnival season that point to a context of threat. Then we want to take a closer look at them, focusing on aspects of order and threat, and finally we want to examine the role of cultural and scenic components for carnival processes of this kind.

Jolanta Rzegocka, Old Saints in the Eyes of a New Saint: Edmund Campion's Plays in Central Europe 

Edmund Campion was a remarkable Oxford-educated orator who became legendary for his eloquence and talents as Master of Rhetoric at Oxford. After his conversion into Catholicism he was assigned to Prague where he became Professor of Rhetoric at the Clementinum, the new Jesuit College. From 1574 to 1580 he was responsible for providing plays for major festivals  at  the  College, 
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and he is known to have composed three full-length dramas and three educational dialogues. His only surviving play Ambrosia tells the story of emperor Theodosius’ quarrel with Bishop Ambrose of Milan, and explores the possibilities of a saints play. Campion’s festive dialogues Pro die Corporis Christi, Dialogus mutus and untitled play fragments make use of dumb show, commentary and chorus.
The paper discusses little known work of a rhetorician and dramatist in the context of Jesuit theatre and its post-medieval audiences that cherished saints legends and saints play. Besides being teaching aids, Campion’s play highlights the complexity of church-state relations - a theme that had huge Reformational significance. The plays were staged publicly at court and in the city, thus their political, polemical as well as devotional aspect will be discussed in the paper. 

The paper will also analyze the dissemination and transmission of Campion’s plays across Central Europe with special regard for the Republic of Poland-Lithuania. Much attention will also be devoted to the ways, registers and forms in which Campion’s play fragments have been preserved, which has to do with his martyrdom and sainthood. Finally, the 1592 staging of Ambrosia in Kalisz will be discussed in the context of saints play traditions in Poland-Lithuania which stemmed from the medieval theatre.

Charlotte Steenbrugge, Expositors in the N-Town Cycle 
The N-Town cycle is a compilation and, as such, presents us with not just one expositor character but with various and subtly different expositor figures: Contemplacio in the so-called Mary Plays, the Doctors at the close of Passion Play I and Contemplacio in Passion Play II, and the Doctor in the Assumption Play. In this paper, I should like to compare these different figures better to appreciate their roles on the stage, especially in terms of the monologic model of drama as well as the use of the vernacular. A close analysis of these characters and their functions can provide important insight both into the properties of the original plays that make up the N-Town cycle and into the compiler’s aims in creating the N-Town cycle. Moreover, given the N-Town’s cycle’s ‘theological’ nature, I particularly want to relate these characters’ speeches to contemporary preaching practices in East Anglia, providing a better understanding of the religious affiliations of the plays and thus helping us identify potential settings for the plays and for  the  creation  of  British  Library
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MS Cotton Vespasian D.viii. Finally, because the manuscript was very likely also intended for devotional reading, I should like to consider the importance of the various expositor characters for a reading audience, rather than merely analyse how these characters would have worked in performance.
Eva Stehlíková, Two hundred years in the struggle to interpret the medieval Czech sacred farce 
The article strives to contribute to the first proposed topic of the conference, Legacy of the Past and New Approaches. 
Two fragments of Czech medieval farce Unguentarius or the Ointment Seller rank among the most frequently interpreted texts from the early Czech literature, being commented by scholars in a wide variety of fields have commented substantively to in. The essay represents the recapitulation of a process of understanding the play where secular and liturgical elements are intermixed from the moment of its discovery in 1822 till this time as a reception of the temporal discourse with a special regard to the significance of the work of R. Jacobson and J. Veltrusky. 

Kateřina Vršecká, Rubrics of medieval drama and modern theories of stage directions 
In my paper I aim to show how we can use and apply contemporary theoretical studies concerning stage directions (M. Issacharoff, M. Carlson, P. Pavis, E. Aston and G. Savona) in the overall analysis and “classification” of form and style of rubrics of medieval (mostly liturgical or semi-liturgical) drama. Although the status or function of medieval rubrics is by no means given or strictly demarcated, in the case of medieval liturgical drama, most of them seem to be of non-literary origin and of practical, directorial purpose. In this sense rubrics are usually regarded as directorial or production notes, specifying - not even remotely fully and consistently – individual components of a performance taking place in a particular named space (the physical actions and movements of characters, their gestures, the form of the stage space,  the  costumes,  the  props
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and so on) and thus reflect what Michael Issacharoff calls “inscribed performance”. But besides this frequent, “directorial” type of rubrics, there are also rubrics that reveal more literary form either in the sense of “authorial” notes or commentary of the main text. It is also interesting to follow rubrics as the extra-dialogic form of stage directions in comparison with the intra-dialogic, implicit one (E. Aston, G. Savona) and the relation between the two forms and the development of dialogue in medieval plays. Using some theoretical points on stage directions and the authors´ classification and typology of stage directions in drama in general I will try to outline the status of rubrics of medieval drama and their diversity in form and style.

Martin Walsh, Taking (and Giving) Blows: Patterns of Stage Violence in Andrieu de la Vigne's "Le Mystere de Saint Martin, 1496" 
This paper examines the patterns of stage violence that help to structure a large-scale saint play, the Mystere de Saint Martin and, presumably, keep an audience engaged for a six-part (each of about two thousand lines), three-day-long performance. Much like an action film director whom one can count on to provide explosions, shoot-outs, and car chases at regular intervals, Andrieu de la Vigne consistently places his hero Martin in harms way – from imprisonment by the Emperor Julian, to an assault by Alpine brigands, to a severe beating at the hands of Milanese Arians, even to an 'ambush' by devotees as the bishopric of Tours is forced upon him. These gripping scenes skillfully alternate with more traditionally devotional saints play fare – investitures, homilies, quiet miracles. But the end of the second day, moreover, Martin, now Bishop of Tours, can be seen to be taking the offensive – exposing a false martyr, destroying pagan shrines, violently expelling demons.
De la Vigne draws upon the medieval tradition of Martin the Confessor as a semi-Martyr for the many scenes of victimhood, and radically rearranges the chronology of Martin's vita (as derived from Sulpicius Severus and the Legenda Aurea) to meet his own dramatic needs. In a play rife with diableries, the arc of stage violence culminates in a final showdown, a massive assault by demons upon the long-suffering saint. This is not found in the sources but is rather a co-optation of the St. Anthony Abbot legend for strictly theatrical purposes.
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Andrzej Wolański, Rhetoric in Rachel's Lament from Fleury

The present state of research leaves no doubt that the category of lament was extremely popular in the history of medieval music. One need only notice that – in addition to troparia – a lot of other original pieces were composed for the needs of liturgical drama, a rather specific form of Gregorian chant; among them were plancti, also called lamentations. The most interesting example of lament is included in Ordo Rachelis, the second part of Ordo ad interfectionen Puerorum from Fleury (12th/13th c.). This piece allows to deal with the origins of recitative as the major aesthetic category of musical drama. Rachel’s Lament, according to William L. Smoldon is: “the finest of all planctus, and, as a lyrical [dramatical? – A. W.] composition, one of the triumphs of medieval art”. The power of expression in Rachel’s Lament is undoubtedly conditioned by a rhetoric of the pathetic type. This lamentation contains such solemn figures, as: exclamatio, interrogatio, as well as passus duriusculus. Rhetoric in Rachel’s Lament from Fleury lends credibility to all theoretical attempts at proving that vocal music is a function of human speech. 
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NOTES

