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Chapter 1

Ly

Wisdom and Play:

‘ Ideas Medieval and Modern
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Near the beginning of Le Jeu d)ﬁgg;, an Anglo-Norman
play of the twelfth century, fhete occurs a mimed scene which
provides & quick summation of the singular and arresting
approach taksn by this play to the story of Adgnggnd Eve.l

Soon after the"Salvator, the Figure of Christ, who represents

God, has established'Adaﬁ and Eve-in wisdom, love and joy in

parédise, the couple are seen ;andering abogt‘this garden
‘del;ghtiﬁg fhemselves in its:bgauty and riphes. Meanwhile )
demons scurry ‘through the audience and around the garden, .
tempting the couple to eat the forbidden fruit, and by_so
doing to share in the devils' own'game and play. As the |

story of Adam and Eve continues to unfold, we watch thelfali

and redemption cf man presented in terms of wise and foclish,

of divine, human and demoniciplaying. In its dramatic expli-

cation of the relation of wisdom and play, Le Jeu d'Adam
s%ggests the influence of medieval splrituality on medieval
religious drama, and may itself be illumined through an eld-

cldation of this spirituality.z‘ for, in the spirituality’ of

the Cistercians,which like Le Jeu d'Adam is part of the legacy

. ° A
+.of the twelfth century, we encounter the first extensive

medieval devklopment of play as an attribute of wisdom.
Le Jeu d'Adam is first given consideration in iight of
Cistercian writings in Erich Auerbach's Mimesis. In his

-
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chapter about this drama, he is concerned to defiﬁe the con- '#
téxt of ideas informing tPe éimple, realistic style Le Jeu
d'Adam éhéres in its vernacular sections with later vernacular
drama.3 ihe style of the vernacular drama locates 1t within
a theological tradition that reconciles the presentationhoé
"sublime" matter in a "simple, low style" by appealing to the
relation between the humble and the sublime in éhe Incarnation.
Chfist descends in hqmility from heaven t; become ﬁan, and
so to be exalféd, teaching us that huﬁility 1s the only way

to truth, Auerbach traces this tradition back to Augustine,

who defends the simple style of the Seripture by arguing that

"1t leads its hearers from its simple language to hiddeg,)

sub%ime truthy fosﬁeéing in them the humility of Christ. In .
the twelftly céntury the Cistercians give renewed expression

te this trad{;ion in their mystical theology. St. Bernard,
whose theology and.literary.gtyle caﬁé to’define Cistercian
spirituality, establishés meditation on the human life of
Christ as the first state in the soul's inner pilgrimage to-
wa;d mystical union with Gbd. The eternjl is approached
through approaching the.humility of Christ's temﬁoral exis-
tence. This understanding of the Incarnation, to which
AuerbaEﬁ attributes the style of Le Jeu d'Adam, is an essen-

tial feature of the Cistercian understanding ofwthé
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.relationsghip betweeniwisdom anﬁ play.

In tﬁe eleventh and twelfth centuries, Chfistian;devo—
tion finds a new qups:‘ the humah life'of éhrist. Whereas
~ devotion to Chriét had tradiﬁiOnally had as its objecﬁ the
triumphant divinity of Chfist, in this period his human exis-
tence, especially his;infanéy and his Pﬁésion, begins to
assume a'new importance. These' new currents of thought have
their roots in the moﬂastic spirituality of the eleventh
century and in St. Anse;m's new theology of reéeﬂption, Cur
Deus Homo, which argues the esééntial role of the incarnatg
Christ in the reﬁemption of man. In the writing of 5t, .
Bernard and his monks, meditation oﬁ Christ's h;manity finds
full expression, both in theory and practice. Bergérd both
defines the role of this form of devotion in the sp;ritual
life and provides many meditatiops of his own, eloquent of
stypngly felt emoéions.h Sandro Sticca,. in his ar;iéfgi
"Drama and Spirituality", defines—the distinguishing feature
of this devotion as a "preoccupation with the tangible and
immediate-ratﬂer than with the symbolical and theological, a
desire to embrace and express the divine by emphasizing the
actual and concrete."5 Meditation onr Christ's humanity is

characterized by an” affective sensitivity to the physical,

human dimensions of Christ's life, to which the devout monk

is
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respénd? with tendernesé, pathos and joy: This devotion to
Chriat's humanity involves these monks‘in a consideration of
wisdom and folly, and, ultimately, coﬁtributes to aﬁ aware-—

\ness of the playful dimension of wisdom. In the Incarnation
and.Passion of Chri@t, in his humiliatién, the Cistercians
embrace thg foolishness which is the wisdom of God, the
divine folly. 1In the Cistercian understanding of the wise
folly of the Incarnation, wisdom finds itself in the co%pan;
of play. ‘

The foolishness gf God, and of men who'becomerfools for
Christ's sake,nis viewed from a new perspective in the w;itﬂ
iﬁg of the Cistercians. Andréaﬁerville, in his article
"Folie deqia Croix', demonstrates this by comparing the.work
of William of St. Thierry, Bermard's friend, witﬁﬁearlier
medieval and patristic works. 1In these earlier interpreta-

tions of Pauline passages concerning the scandal of th

cross and the absurdity of the gospel Derville finds one
dominating idea developed: thelidea of twe opposing wisdoms,
Fhe folly of the world and the wisdom of Christ. In the
writings of William, his conviction that wisdom is fouﬁd
through Christ's human life, espec}ally his Passion, brings
with it a new attitude to the foliy of Christ,‘a desjre to

and identify with this folly.6 This longing to
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-ideﬁtiff oneself with.the foolighness of.God inithe humility
éf the Incarnation is fully congonant with ghe foundational
ideals upon which tﬁe Cistercian order was built, indicating
.how integral the conceptions of folly and wisdom are to Cis-
tercian spirituality. | |
The Cistercian order originated in the late elevehth
century as a movement of reform wifhin the Benedictine tradi-
ticn. This movement was born of a desire for poverty and
solitude. The early Cistercians wished to restore the origi-
nal spirit of Eastern monasticism, to return to a more pure

observance of The Rule of St. Benedict and to a life more

trué~to the Gospels. The evangelical poverty which the Cis-
tercians sought was the 'redemptive poverty inaugurated by

the Incarnation."7 Bernard teaches that "to follow the poor
Christ" is to "overtake him.in his Glory."8 To find this

poverty and solitude, Cister;ians separated themselves from f/f\/’\
the world, plidnting monasteries in remote areas, introducing

a more severe asceticism, simplifying the elaborate and rich

liturgical ceremecnies that hag'developed in monastic tradi-

9

tion, reintroducing manual labor into monastic life. William,

w?iting t6 the Carthusian monks, whose life was more eremiti-

cal and severe than that of the Cistercians, describes the

monastic 1life as folly: ", ., do you . . . continue as you
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began: fopols for God's sake, through God's folly which is
wiser thag.all men's, following Christ's j@adership, make.
your own the humble art of ascending to heaven."lo
Before entering further inte a discussion of medieval

1

conceptions of play and their‘devélopmené in the context of

i Wt - :
Cistercian spirituality, an excursion into modern thecries’
of play can help to provide a point of critical reference for
the earlier treatments. In these more or less conteﬁporary
’stLdies of play we find an analysis of characterist;cs pecu-
liar to the human activity of play, which, In medieval writ-
".ing, one is obliéed to gpfer from discussioné of the bﬁéglog—
ical or ethiéal significance of play. The works we will con-
éider, both medieval aﬁd moéern, have in common a desire to
understand play asla meaningful human activity. In so doing,
thése various writers come to consider the relation between )
play and imagination.l One of ourVW;iters who writes a theal—

\
ogy of play, finds in play an expression of love. These elu-
cidations of imaginatioﬁ and love as forms of play help shed
light on discussions of the idea and role of play in Cister-
clan 1£terature.
Johan Huizinga, in his pioneeriﬁg book Homo Lu@ens,

studied human play from an anthropological perspective. His

work has become & starting point for many discussions of
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play.ll Huizinga attempts to isolate the characteristica of
play, to recognize it as a distinct human activity.' He begins
with the iudimentary, common linguistic opposition of work
and play, of seriousness and play. In the course of his
examinatign of play he pgoes beyoné this opposition, ;eeking
to demonstrate how-human culture is developed and formed "inm
and Eg play."12

We see that Hulzinga isolates three "formal character-

istics" of play: the activity of play 1s, first, free;

. .

second, it stands outside of "ordimary life"; and, third, it
1sﬁtemporary, limited in time and space. Play is not a nec-
essary activity which we are compelled to engage in by the
conditions of life. It is pursued veoluntarily because 1t is
enjoyed for its own sake. This quality of freedomland pure
pleasure sets play apart from "ordinary life." Hulzinga
means by tﬁis-that play is noﬁ concerned with the struggle
for! physical survival which dominates '"ordinary life." Be-
cause piay stands apart from these immediate and most press-—
ing concerns, it has a quality of "only pretending' about it.
As a suspension of the compelling demands of ordinary life,
play is limited’in time and space.‘ It has a beginning and

an end, a fixed form which can be repeated. It occurs within

a "playground" with physical or imagined boundaries. Within

7
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these limitations of time and space, play is ordered by a

setlof ruleé.pecu{iar to itself. fHuizinéa summarizes these
"formal characteristies" of play in the following wa&:
Summing up tﬁe formal characteristiﬁs of play we
might call it a féee activity standing quite con-
sciously outside "ordinary" life as being "not
serious," but at the same time abgorbing the
player intensely and utterly. It is an activity
. connected with no matérial interest, and no profit
can be gained by i1t: It proceeds within its own
proper boundaries of timg and space according to
fixed rules and in an orderly manner. It promotes
the formation of social grouéings which tend to
surround themselves with secrecy and to stress
thelr difference from the common world by disgqise
or other means.13
This distinction beﬁween.a play world and the ordinary
world raises the question of the relationship of thgse two
worlds, particularly since the context of Huizinga's.book is
a discussion of human culture. Huizinga approaches the
question by discussing our longstanding tendency to see play

and seriousness as opposites. The free world of play is a

temporary suspension of the difficult and serious business of

1l
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staying alive, and hence 1s a world of pretending. This
_antithesis he traces back to the Middle Ages which, he notes,
"tended to express the two cardinal moods of life--play and
seriousness—-somewhat imperfectly by opposing folle to sense

. e . ."14 However, Huizinga polnts out, the relatlonship

of play and seriocusness is a complex one: play stands out-
side the antithesis of wisdom and folly. He appeals in part
to imagination as~a form of play that revedls the inadequacy
of this antlthesis., Huizinga argues that play "is a siggif—
icant function--that is to say, ther; is some sense to 1&3“
In play there is something 'at play' which transcends tﬂé;'

immediate needs of life and imparts meaning to the action.’_‘15

He elaborates the Jsignificant function" of play by examining
tﬂe formative role of play in culture, dividing the fﬁﬁction
of play in culture into two categories: in the first, "play
is a contest for something'; in the second, "a representation
of something."l6 Representaticn 1nvolvés imaéination, the
gaking of images. This is a dominant feature cf child's play.
it is also characteristic of language, of myth, and of ritual,
All these activities involve ;he creation of another, imag-
ined world alongside the ordinary one. Hﬁizinga argues thaF
civilization—-'law and order,commerce and profit, craft and
art, poetry, wisdom, and science!'--has its roots in myth and

‘-\\‘

~ i

———
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ritual: '"All are rooted in the‘primaeval soil of play."17
Eugen Fink, in hThe Oasis of Happiness: Toward an

Ontology of Play", and -Mikel Dufrenne, ?n "Le Jeu et
1'Imaginaire", each seek to define the ontological signifi-
cance of play by élucidating its relation to imagination.l8
Again, though the distinction between play and the laborious
world of realitf ié maintained, play is regarded as something
more than an "interlude” in the sérious business of life;
Fink defines the rélationship of plﬁ%’ a spoﬂfaneuus activity
which is not directed toward a goal, whose "exlstence is
cen;ergg in itself," to the purposive, productive world it
interrupts in terms of representation. He.analyzes the struc-
ture‘of play by discussing the nature of the play world, of
players, of play objects. A ﬁlayer enters a play world, in
which he 1s at once a ?real man who plays" and.a "man created
by [a]urole," and, hence, he inhablts an imagihary world

which yet has a real setting.l9 To understand the meaning

of play, Fink finds it necessary to understand the imaginary,

to uncover the meéning of‘illusion: Appealing to the rela-
tionship of & play world to a real one, Fink attempts to &efineA'
the imaginary as an "objective, ontic illusion," insisting

;hat play is more than a private, subjective product of human

imagination. To demonstrate this, Fink draws an analogy

",
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betweén play and things. existing in nature which are at once
real and unreal, such as the'image of a tree reflected in
water. This reflection is a; once réal, existing in nature
as a product of the light‘affgcting all’natural things} and
unreal; having-no existenee ag a tree. Human play, like
these reflections, is a "real mode éf behavior"‘cgntaining
"a mirror image derived from behaviorkin the real world."

In th;s mirror Image, play things, or play objects become
symbols representative of '"the totality of obj;cts," making

every game 'a confrontation with Being' and a symbolic act.20
Dpfrénne, in his artiéle "Le Jeu et 1'Imaginaire",
seeks to "open . . . the royal road of the imaginar?" by re-
evaluating the concept of play.21 Dufrenne appreoaches his
task by defining the esse;tial traits of play common ;o its
many forms, and by demonstrating .that these traits all point\
to one conclusion: that the imaginary is 'at the heart" of
play. Three essen;ial elements Sf play emerge from Dufremne's
analysis of variqus kinds of play: chance, accomplishment
of desire, and the presence of the unreal. In play one wailts
always for unpredictable possibilities to be realized, for
destiny to reveal itself. The accomplisbment of desire,

though desire has many objects, 1s always the accomplishment

of one fundamental desire: to live another l1life, to inhabit
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another world. Both this wailting for "the poésible" to
‘realize itse}f‘and this qccomplishment of a desire for
another life;are complemented by the third characteristic of
plgy: it happens "on the boundary of the real and the un-
real." .The playing of man, thus, as these characteristics
feveal, "inaugurates" the imaginary.22 Through play the
realm éf the imaginary can realize itse}f.

That play is iocated on the border of the real and the
unreal--that play has at its heart the imaginary--accounts
for the fundamental attiéude of the b;ayer at play:"ambiva—
lence. The pl;yer maintains two-;eemingly diverse attitudeé:
lhe 1s, at cnce active anﬁ p?ssive. In the games of the stadium
a;d the theatre the player assumes a predominately active.
roie, characterized by iliberty, cﬁprice, aggressivity, ahrill
to péwer Qifected‘toward a toy over which the player has con-
trol, or toward an opponent. ‘Games of chance and hazard
place the player in a passive role, in which he becomes the
toy, and is himself aﬁ stake in the pame, played with by
chance. VThis same passivity can be evident in games where
the player takes an active role, if the player abandons his
whole béing with passlon to the game, and so opens himself

to "inspiration" or "enchantment." The actor becomes

"possessed" by his role; the chess player delivers himself
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to the inspiration of the game in as much as he lacks full
control ;P the face of the unpredictable strategy of his
opponent. This ambivalent attitude, especially the admission
of passivity in acgive play, is possible only in the realm of

the imaginary, of the unreal, and not in the realm of strictly
23

ratlonal activity.

The "imaginary" Dufrenne defines as all that which is
possible within Nature, a Nature that is the "mother" of both
the real and the unreal. In play everything islfeigned,
creating a world of appearances or images which are not
coples of the real, but rather symbolic revelations of the
imaginary, of all that is possible in.Nature. Play, then;
ié more than a toying with mere illusion, = fliéht from

reality. For Dufrenne, it involves an encounter with Nature,

with destiny. 4

W

" momentary and 1llusory escape fro

Jilrgen Moltmann, in his Theology and Joy, ponders the

possibility ofjknowing joy and freedom in the midst of a
suffering world, of engaging in play which is more than a
m?ihe serious, burdensome
business of life.25 From the perspective of theology
Moltmann offers a critical assessment of those theories which

define play according to the standards of productivity and.

utility governing the world of labor, and hence find in play

(. -
o~
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an activity which is characteristically megningless and pur-
poseless, To define .play as a meaningless escape, :Moltmann
argues, 1s to perpetuate in play the "alienating" and
egéranging character of labor in the modern industrial
world which defines the value of man according to his produc-
tive capacity. Moltmann offers a theological reevaluation
of play, presenting play as a liﬁerating force, which,
instead of perpetuating the glienating structure of labor by
providing momentary ;elief, is an activity of creative.imag-
ination.26 To uncover and libegate the sp;ings of creatfve,
"imaginative playing, Moltmann unfolds a theological concep-
tion of the world in which play becomes a world symbol.
Within this theological evaluation play becomes, moreover,
_an expression of love. Moltmann approaches his theology of
play by asking th; question: '"Why did God create the

world?"27

What is its purpose? This question proves tb be
in é sense unanswerable and reveals the appropriateness of
play as a symbol of the divine creation. The world has no
purﬁose, nor is it of any use to Go&, who is sufficient unto
himself. The creatlion is a free, unnecessary act} rooted in
the good will or pleasure of God. However, though the act

of creation is free and unnecessary, it is not capr}Eious,

since it "correspongs" to the '"deepest nature" of God, and

-

. /
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hence becomes meaningful. “In the creation we find an ex-
pression of God's‘glory,'of his loveliness, his beaugy, his
kindnéss which elicits a free ‘expression of gratitude and’
love in man. Like.éod‘s action in‘creation, his action in
the history of salvation canﬁot be wholly constructed in
terms of a "purpOSeful; rational system.'" When Moltmann con-
siders the redemption of man in Jesus Christ certain pnansweruv
able questibns spring to mind: ‘"Why, of all péoﬁle,.Jesds

of Nazareth?[i? Agéin the words "good will" and "pleasure"
are employed to account for this redemptive act. In the In-
carnation-God again chooses to display his glory to men, but
this time through weaknegs which reveals that his glory is °

not only power “but love-—a transforming, creative love.

This account of divine creativity as play and of the.

" element of play in redemption has implications for the

meaning of huﬂgn activity. The question "For ﬁhat purpose
does man exist?".frequently elicits answefs which defiﬁe the
value of human life in tgrmﬁ of what a person does or makes,
The theology of c;eafion and redemption qnswefs inthe words;
perhaps, of the Westminster Confession: "Man's chief end is
to glorify God and to enjoy him forever," to delight, in
other words, in existence itself.29 Just as God takes

pPleasure in creation, revealing his glory through it, man
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can freely "represent' himself before God in creative play;
\M ) < -
hence, "play as world symbol goes beyond thekcategories of

doing, having and achieving and leads us into the categories

of being, of authentjc human.existence and demog§trative re-

0

Joicing in :Lt."3 Creative playing which is an expression

of joy in existence may potentially invade and transform the

world of labor and utility. This playing man, like the

playing of God, is rooted in love. "The cregtive playing of

. "

plays
LY

with the 'player. Man ﬁlays with the waves of the ocean and

men is always a pléying with something which, in ﬁur

they play with him. He plays with colouré; sounds and wordg

and also *becomes their playﬁate; .+ « This is true not
only for the games in life, but also for the game of life.’"31
This game of life.is the "gaﬁe of all-reversing grage” in

.

which the "loser wins and the lost are saved, the poor are

-filled and the rich are lefthémpty—handed; the game of

1

eschatalogical surprises in which 'the first shall be the
last and the last first.'" To play this game o?ﬁ must aban-

don "pride . . . [ofl achievement" and respond in loving
Mg y

"wonder." Moltmann's theology presents play, then, as a

creative, imaginative freedom, which is yet not governed by

caprice b love, by good will, transcending rational,

causal and utilitarian categories, and expressing "authentic’

-
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existence” rooted in divine being. -

When we turn from anthropology and theology to literary
. - S

theory and contemporary'semiotics, we experience & shift of

perspective. In Jacques Derrida's Of Grammatology, a work

concerned with philosophy of language, piay is once again ‘
considered in relation to "imagination" and "being" or "pres-
ence," but here play is #holly a matter of illusion.33
Derrida describes the way in which meaning is created.in
language as play, relocating thé traditional'locus of meaning
in a text. Chance and illusion govern the infinite movement
of sign and image. The chain of ;igns and images througb
which we experilence our self-coﬁsciousﬁess conspires to N
create Ehe illusicn of- a central, condtituting presénce, an
author of words.pcl? fac;, this author, conétiéuted by a
process of language, is, in reality, absent. Hence, for
Derrida, there is no possibilit§ tﬁat a written éext contains
g_unified cohere;t meaning proceeding from an authorial
centre. The reading of any text can reveai a contradiction
which upsets the unity of the whole and itself reveals the
playful, feigning, unpredictable movement of languaée. More-
over, where there are n? authors th;re is no possibiiity of ,

discovering any continuity of meaning from text to text, of

reconstructing a literary history. To read a text approgriately,
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then, is-to attend to the playful.process.pf‘laﬁguage'itself,
as distinct from the'playfulness éf those who use langu#ge.

In theée vari;us contemporary and theoretical discus-
siong of play‘ﬁwo-distinguishing characteristics of piay Te-
cur in different ;ays:' play involves the plaver in-illusion
and imagination, which in the tﬂought of Dufrenne and Fink
possesses symbﬁlic sigﬁificaﬁce; play involves also spontane-
ous enjoyment, fulfilled desire, and, in a theological con-
text, can become aﬁ expression of lobe. Wﬁen play is con-
side;ed as an activity ﬁf creative imagination, as symbolic
representation? or as an expression of love, it becomes,
degpite its seeming laék of purpose, an activity which gilves
meaning to'human gxperience, possessing cultural, phileosoph-
ical and theological interest. Within the categories af
medieval thepiogy, play also emerges as a significant activity,

I
as an attribute of divine wisdom. As we come to consider
the Cistercian writings, we will find the relationship of

play and wisdom emerges in the context of discussion of love

and imagination. This suggests a further point of intersec-

tion for a semiotician like Derrida with the medieval imag-

ination concerning play. Both Derrida and the Cistercian
writers of the twelfth century consider play in terms of the

relation of "letter" and "spirit."34 Yet where for Derrida
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the self, the illusion of "being" and "pfesence,” is created
by the capricious play of 1angqage, for medievel theologians
the letter is always transcended by the spirit: the individ-
ual plays with Yords and images in response to the much larg-
er and more profoundly creative playfulness of divine love.

The patristic and medieval understanding of play has its
..origins in the biblical text. Three passages, in partfcular,
prompt a‘consideyation of the significance and meaning of
human and divine play: Genesis 26:8, describing the love
play of Isaac and Rebe;ca; 2 Kings 6:14-22, describing the\

dancing of David-befor; the Ark; and Proverbs é:30f31; de-
seribing the play of Wiédom bef?pe God: In the occésional
treatment these passages receiJé in the wrdtings of the
Fathers? we éncounter ide;s.emergtﬁé-which will recur in the

thought of fhe Cistercigns. :In'the case of Proverbs 8,
wher;.the notion of play is déliberately muted boéh in trans-
lation and interpretation, Cistercian reinterpretation of

this passage reveals the transforming light shed‘by Cistercian
spi;itﬁality, in which pléy is a fundamental element of the
relation of man and God, of man and the world, of:thelexegete

and the biblical text.

i;nterpretations of Genesis 26:8, from those of Philo and
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Clement of Alexandria to ;hat of Augustine, will prove sig-
nificant to later Ciste;éian thought.35 In this passage King
Abimelech sées Isaac playing with his wife Rebecca whom
Abimélech had believed to be Isaac's sister. In the allego-
rizing interprétation of Philo ‘and Clement, efits passage
teaches us that the mooﬁ.of wisdom 1is joy and play. Accord-
.ing to the etymology cf the names, Isaac means laughter and
Rebecca, perseverance, King Abimelech is wisdom, or the wise
man, whp percelves this inward myétery: laughter is the con-
"jugal partner of perseverance in good, or, in Clement's in-

e
terpretation, perseverance in Christ.B? Clement offers an nilji

.alternate interpretation in whichnlsaa@ who ''died" and "rose
again" at Abraham's hands is a figure of Christ as the in-
carnate child of Ged. Christ rejoices over salvation with
the persevering Church as in a children's game. Abimelech
also is Christ who from heaven looks through the "winaow“ of
his flesh, Isaac, at the joy of man in his salvation.37 This
relation between joy ana wiséom, between joy and perseverance
in gpod, or good will, will figure prominently in Cistercién
thought.

Augusfine, drawing upon this tradition, also finds in

this passage a degciipﬁion of the Incarnation. He again sees

in Isaac a figuré of the Logos, the Word, Wisdom, but he 1s
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2
conqerned'not so much with the joyous mood of Wisdom, but
with the manner in which thé-Logos, amazingly, dwells in the
témporal world of men in order to kindle love—in the Churcli:
Whoever does thiq [reflécts on the méaning of this
ailegopy]‘will find that the true Isaac for a tiae
concealed his majesty--in which, being of the di-
vine nature, he was the equal of the Father-—uﬁder
the disguise of a sérvant; for only thus could our
human weakness accept him, and it was his will to
use this means ;o adapt himself to his épouse..
This being so, is it strange--nay, is it not most
marvellously appropriate for the prefiguring of
Qhat was to come——that Isaac, this prophet of God,
_ should have begun to play voluptuously so that his
wife's love for him might thus be roused? After
all, it was to dwell among us that the Word of God

took on man's flesh.38

»

A feqollection of Augustine's conception of the relation
of the temporal and eternal worlds clarifié% this image of
play. Augustine defined the relationship of the temporal to
the eternal as a relationship of sign and thing. All corporal

and sensible things are signs which direct the mind to the

invisible and eternal things of God. The wise man-—and



k-

A

22
wisdom is the love and contemplation of eternal tﬂingg—-
understands temporal signs rightly. He does not love them,

—~
or "enjoy" them, Gajnly for thelr own sake or for his own
sake. Rather, when these temporal things enter his mind as
iméges, he perceives their signification and uses them to
enjoy God.39 Man, himself the very image of God, is also to
be loved for the sake of God. It 1s, moreover, in wisdom

that the image of God is found: the trinity of mental fac-

ulties in thé‘soul——memory, understanding, and will--become

the image of God when they are directed towards God."0 How-

ever, God 1s enjoyed in the éemporal world "through a glass"

' God is the transcendent creator of

or "in a dark manner.'

all things, eternal and immutable; the unity of his triune

being is an ineffable mystery. He can only be known imper-

féctly through/ii: things which signify him, and the words

and images formed in the soul, for we do not see him as he
41

is. The wise man 1s wise precisely because he does not

take the temporal world seriously in itself, but apprehends

.through it the mystery of divine being which is the soul's

’

beatitude. Within this hilerarchy of thing aﬁd sign, the
temporal world which is sign offers always a partial reve-

lation, a shadow or image of the reality, which while it

reveals also conceals. Hence, in the Incarnation, God
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con;eals his glory behind human flesh‘and‘assumea the dis-
'

guise of a servant, and so plays: In this act of humility
and love, the Word pretends to be less than he is, concealiqg
his overwhelming glofy from the weakness of men, in order
that they might learn to love one who shé?es their own nature.
The incarnate Word plays in the temporal world, as Isaac
pfays)with his wife, in order to draw ﬁen to himself, to .
make them wise--to teach them to enjoy God. Play in tﬁis
context 1s then an expression of love and of the way in
which images, the temporal world, approach reaiity, the
eternal.

A second passage from Augustine illustrates an alternate
and comnon patristic and medieval perspectlve of play which
grows along side the perspeptive we have seen developing
around Genesls 26:8. 1In this passage, Augustine describes
tempgral life as a play performed on a stage: "This life of
ours is'a comedy, imperilled as it is. For it is written:
'Naught but vanity is every man living.'"42 This perception
of play as the vanity of temporal things also has its roots’
in an awareness of the eternal and spiritual world beyond
Fhe temporal one. Augustine's awareness of the temporal

world as source both of revelation and temptation means that

its playing may be wilse or vain.



"~

24
| Among the varying interpretations of 2 Kings 6:14-22,
which degcripes David dancing an& playing before the ark and
Michal, his wife, scorning and mocking him;'Gregory the |
Great's.treatment of play as an image of humility and- wisdom
will prer most influential in later Cistercian-writings.43

!
David's dancing is interpreted in patristic exegesis as an
3

exemplum of wvirtue. Ambrose, in his work On Penitence, and -

Jerome, in his commentary on Matthew's~Gbspe1; both appeal

to David's dancing in order to interpret a passage from

Matthew: '"We have piped to you, and you have not danced:

we‘have lamented, and you have not mourned."lf4 Dancing be-

comes an exemplum of ardent devotion in Ambrose,‘and of good

work in Jerome.45 By recalling David's dancing whigh sig-

nifies spiritual ardor, Ambréée is able to ca:efuliy distin-

gulsh the dancing referred to in the Gospels from "lascivious
46

dances" and the "extravagances of the theatre." In

Gregory'g/ﬂélals on the Book of Job, David's play exemplifies

the virtue of humility, prompting a discussion of wisdom.

In the biblical text play is associated with a se%f—imposed

humiliation, a willingness to appear foolish for the sake of
God. Gregory uses the incldent to elucidate the relation-
ship of wisdom and folly, of those people who belong to the

kingdom of heaven and those who belohg to the world. David,
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a ging chosen and exalted by God, humbles himself by dancing
before the ark of God with the common people, and so ovef-
comes pride Qith virtue. Michal, proud of her royal?lineége,
scorns such behavior, but is rebuked by her husband:
Before the Lord, who chose me father than thyy
father . . . I will both pléy and make myself
meaner than I have done, and I will be little in
“my own eyes [". . . ludam, et vilior fiam plus
quam factus sum: et ero humilis in oculis meis"1.
{2 Kings 6:21-22).
Gregory, in response to thls passage, counsels that in order
to be wise and to see wisdom, we must acknowledge ourselves
‘ :
to be fools, "learn praiseworthy folly," the humility which
‘the world'deems folly.47 Hence, the playing of David becomes
aﬁ image of wisdom.

In light of the reflections upon play and wisdom in
these passages from the Fathers, one might expect the image
of Wisdom playing before God in Proverbs 8:30-31, the mos£
power ful image of Wisdom at-play in the Scriptures, to_have
prompted more reflection upon these ideas. 1In fact, it does
nct. This image of Wisdom playing was, in the beginning,
lost in the Septuagint and 0ld Latin translations. In these

F
translations the Hebrew word meaning "playing" or "dancing"
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d as "rejoicing." The word "playing" is not

restored untll the fourth century in the translation of

Jerome.48

The Vulgate reads:

Cum eo eram, cuncta componens.

Et delectabar per singulos dies,

Ludens coram eo omnl tempore,

Ludens in' orbe terrarum;

Et deliciae meae esse cum filiis hominum.l‘9

However, interpreters of this passage, wishing to combat the

Arian heresy denying that Christ is coﬁsubstantial with the

Father, prefer the reading 'rejoicing" to "playing," gaudens

toe ludens.

Salonius' commentary on Proverbs establishes a

reading of this passage ﬁhich survives into the Glossa

QOrdinaria:

Did Wisdom, that is, the Son of God, indeed play '’

before the face of the Father like a child? . . .

" By no means. When it is said that he played, this

must be understood as meaning that he rejoiced,

aﬁd the words "He played before him all the days"
mean that he rejoiced to be one with the Father,

to be of one substance with him from the beginning,
before all the days of eﬁernity. But how did he

play upon the earth always? Because even when the
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time came for the earth to be made and for creatures

to come into being, he rejoiced that for all time,

remaining in the Father, he was that which he was

and is.50

‘The reading is repeated by Bede, by Rabanus Maurus, and in

the Glossa Ordinaria in Proverbia, which became a standard

work from the middle of thé twelfth century.Sl The playing

of Wisdom on the earth in Proverbs is not consldered in
t
light of the ordinary usage of ludens until John of Ford, a

~ Cistercian abbot, completes in the early thirteenth century

the sermons on the Song of Songs begun by Bernard.

John discusses Proverbs 8:30-31 in the context of a
sermon, not about the substantial unity of the‘Trinity, but
about the love enjoyed within the Trinity. In the midst of
this discussion he pauseé to speak of God's love powured out
iﬁ play everywhefe in creation:

s

Not only in rational creatures, but even in those

who are moved by appetite alone, we are perpetually

being instructed by examples all around us, though

they lose thelr value through thelr very frequency.

Yet the Wisdom of God played before his Father's
face over the whole expanse of the earth, and he

plays also before the face of those who learn how

i
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to join in Wisdom's play by rejoicing and feeling
wonder. He presses upon our attentio; symbols and

inmages of that high love, and g%ey are not unwérthy
of it.52 w 3
Tohillugtrate his point, John recalls Christ's own comparison
of himself to a hen brooding over her chicks:
To take an example which the Wisdom of God used of
himself, we see how the hen yearns over her chickens,
how tenderly and how oftenAshe warms them against
her breast, how repeatedly she gives birth. The-
keener her affection, the harsher her voice, and
in a wonderful fashion, she yearns with affection
towards her young in proportion to her hoarseness. _
What are we to make of the way she passes, as it
were, wholly into a state of love, and shows this
not only by rasping her voice, but by fluffing out
her feathers, by drooping her body, by anxiously
running to and fro, by constant service, by sleep-
less devotion? (14.6, p. 258; CC 17, p. 12%)
He then continues to defend the playing of Wisdom in creation:
Perhaps you will call this kind of thing a game,
and of course you are quite right, but it is a
serious game. Itlis the Wisdom of Ged who i1s
o

w

e
)
.
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playing and anyone who watches the game must see
to it that he does not mock the piayer and hear:
"We piped to you, and you did not dance." Let
them rather play and dance and leap before the ark

- of thé”Ldé&; with the Wisdom of God the Father, who
from the heights of his love uses the mirror of
visible crgation torsend some brilliant rays of
light dowﬁ into our darknéss. For there is no
creature, ratlonal or irrational, that is witholt
a voice, none without a Eongue. In the innate
desires of their instinctive affections, all things
-si)eak to us of the ineffable mysdry of eternai »
love, if oniy we ‘take the trouble to notice.. If

4

we do not then all these things are dumb to us and

we are deaf to them (14.6, p. 6; pp- 258—59).53 ‘ ”;””’,,/

In this sermon we encounter a fresh perception of the passage

from Proverbs. Jobhn seés Wisdom playing everywhere in the
created world, revealing the mystery of God's love. God in

his humility and love descends to play as a child making
: L

creation into a game of image and symbol. Johnﬁfééponds

wlth affective appreciation and 1in so dding plays with Wisdom

A

like David dancing before the ark. We encounter here the in-

fluence of earlier cSnceptions of play: play is éssociated
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with that which is foolish, which is lacking in ser}éusness.
Yet this fodiishﬁéas can be seen as wisdom when it reveals a
true perception of the world: for Gregory David's playing

reveals his humility, his proper understanding of himself

before God,_hi§ refusal to take himself inordinately seriously.

Augustine sees the temporal world as vépity, as something not
to be taken seriously‘in 1tself, yet the Incarnation can also
be seen as wise plaf, in which God in his‘amazing humility,
uses humble'things to'reveal hidden and concealédrf;utﬁ. In
keeping with this tradition John describes the imagés and
symbols of the cgeated world as game, making the created
again the locus of the playful and foolish; yet he calls it

a serious game, for it is a game played by Wisdom who calls
men to himself through it. Yet din John‘s worés we find QOme-
thing more: his descr on of Wisdom's play is animated by
a delighted appréci ©n, a participation in the play-he
descrins, unique among the discussions of play we héve con-
sidered. “His descrfpt&qp of a chicken as an image of éfvine
love, for‘instance, is related with humor, with imaginative
freedoﬁ, with enjoyment. John's awareness of Wisdom's play
and his own capacity to play with him by'fegling joy and
Qonéer are the fruit of the most radical features of Cister-

-

cian thought. 'Cistercian theology is, as Etienne Gilson has
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so comprehensively illustrated. in The Mystical Theology of

v . ~~

St. Bernard, a theology of love, which attéﬁp;s to understand

the role of the human affections in the recovery of'pwisdom.54

' Under Bernard's inspiration, monastic poverty and penance

{ecome the context of an affective love of God which alone Y

brings the soul to mystical union with God.55 This affective )

love of God is fostered by a joyous love of the incarnate - :
~—a Cos :
Christ. Thus, this spirituality, embracing the foolishness ‘

,

of God, his humanity, with affective sedsitivity and delight,

fosters an awareness of the playfulness of wisdom such as we

Y

find in,John's interpretation of Proverbs 8, where Wisdom

- not only revelals himself in the "iBstinctive affections" of

L
-

ifrational é}eatuﬁes, but Wisdom is?perceived by ‘one who

responds to him affedfively,. rejoicing, wondering, explorihg )

This plafing.éf Wiédom in creation which John describes
is e%iected in the Cistercian view qf signs and images in
the biblical texé, and ultimately can be seen to affect the
&eligious drama. In tﬁe devotional writings of these monks,
it i1s the biﬁliéél text, m?st frequently the Gospels or the
Song of Songs, which becomes the means thfough which God and

the soul engage one another in loving play, evoking affection,

O
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joy and wonder. In these meditations of the-Cisterciags we
ofserve theiimagination ét play, so that thg writer through
his imaginative and loving participation in and recreaFion
of the literal narrative ascends to its hidden mystery, just
as John's imaginative and affective response to the created
world unveilsrthe.mystery of Wisdom's play.

It is in this context, I thing, that we may profitably
consider Le Jeu d'Adam. I wish to /suggest that in Le Jeu
d'Adam an idea of play, echoing that of'the Cisterctans,
shapes-the drama-both in its interpretation of the fall and
redgmption of.man, and in its dramatic methods. Le Jeu
d'Adam shares with Cistercian spirituality the conviction
that play ;S an attribute ofawisdoy. The perception that
joy and play spring from wisdom is fhe stérting point of the
drama's récounting of pan's first folly and of his eventual

redeﬁption by Christ. Play and game, b;th wise and fooliéh,
recurs throughout the s;ory‘of Adam and Eve, of Cain and
A:el,'and of the sﬁccessﬁgn of Old Testament prophets

announcing thé Incarnation and Passion of Christ. The idea

'
-

of play becomes a unifying one, uniting the three sectilons
of the plaf, affecting the patterns of imagery which develop
through the length of the play, and its characterization and'

dialogue. The creation of a playful involvement with God

v
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through the ph;gical and human world present in Cistercian
meditation 1s also found in Le Jeu'd'Adam, in its employment
of the human dimension of the biblical story and in its
methods of creating imaginative participation in the audience.
Fimally, the idea of play is integral to the drama's comic
structure and the comic effects of its dialogue. Le _Jeu
d'Adam invites its a;dience te participate playfully in a
comic structure which culminates in the restofétion of

»

wisdom in Christ.
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" pp. 48-49.

38Contra Faustum Manichaeum, XXII. 46; PL 42, cols.

427-428, The translation is from Rahner,‘pp. 49-500
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39De Doctrina Christiana, I.2-4; PL 34, cols. 19-21,

“Obe Trinitate, XIV. 12 and 15; PL 42, cols. 1048-1049,

1051-1052.

41De. Doctrina Christiana, I. 5-6; I1.10; II.7; PL 34,

cols. 21; 23; 39-40.

42Enarrationes in Psalmos, 127.15; PL.36, col. 1686,

This passage is quoted by Rahner . on p. 41.

432 Kings is 2 Samuel in modern versions of the Bible.

44Matthew 11:17, The Holy.Bible, Douay Version, trans-
lated from the Latin Vulgéte (Baltimore, Marylahd; John
Murphy Co., 1914). Unless otherwise indicated, all further
quotations of the Bible in English will be from this version

and will be noted in parentheses in the text.

45Ambrose, De Poenitentia, I1.6.40-44; PL 16, cols,

507-508; Jerome, Commentaria in Evangelium S. Matthaei, IT.

11.16-19; PL 26, cols. 72-73.

6La Pénitence, trans. Reger Gryson, SC 179 (Paris: lLes

Editions du Cerf, 1971), pp. 160-61.

47In Expositionem Beati Job Moralia, XXVII. 77~-79; PL

76, cols. 443-446.
48This discussion of the history of interpretation of

Proverbs 8:30-31 before John of Ford depends, again, on

Rahner's Man at Play, pp. 19-23.
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_49"1 was with him forming all things: and was delighted
every d;y:.playing before him at all times, playing in the
world:"'ﬁndrmy delights were to be with the children of men.™
50"Nunquid Saplentia, id est, Dei Filius, pueriliter-
ludebat coram Patre? Absit: séd quod dicit, ludens,
inteliigendum est, gaudens. Ludebat enim per singulos dies,
1d.est, guadebat se esse unum; id est, unlus substantiae cuﬁ
Patre, a principilo, ex diebus aeternitatis. Quomodo ludebat

omni tempore in orbe terrarum? Quia cum tempora orbis et

creaturae esse coepissent, ipse Filius guadebat, quia ipse

1

quod erat, semper in Patre manebat." Expositio mystica in

Parabolas Salomonis, PL 53, col. 974, The translation 1s

from Rahner, pp. 22-23,
51

Bede, Super Parabolas Salomonis Aliegoria Exgositio,‘

©I1.8; PL 91, col. 966; Rabanus Maurus, Expositio in Proverbia

Salomonis, I.8; PL 111, col. 710; Glossa Ordinaria in

Proverbia, 8.31; PL 113, col. 109; see Rahner, p.. 23. F¥For a

discussion of the status of the Glogsa Ordinaria, see Beryl

Smalley, The Study of the Bible in the Middle Ages, 2nd. ed.

(Notre Dame, Indiana: University of Notre Dame Press, 1964),
PP. 65-66.

2Sermons on the Final Verses of the Song of Songs, I,-

trans. Wendy Mary Beckett, CF 29 (Kalamazoo, Mich.: Cistercian
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Publications, 1977), 14.6, p. 258. All further references
to this worﬁ will be noted in parentheses in ‘the text and
will be referred to by sermon, section and page numbers,
followed by reference to the Latin text, except where the
Latin text appeérs in the endnotes. The critical Latin text

is Super Extremam Partem Cantici Canticorum Sermones CXX,

edsf Edmund Mikkers and Hilary Costello, CC 17 (Turnhout,
Belgium: Brepols, 1970): 'Nec solum in rationalil creatura
sed in his quoque-quae solo appetitu aguntur, domesticus
_assidue erudimur ekemplis, quamquam ipsa assidultate
Piluerint. Ludit tamen sapientia Del coram'ﬁatre suo éassim
'in orbe terrarum, et coram illis quoque, ‘qui ludenti
sapieﬁtiae exultando atque admirando alludere didicerunt, et
gigna amoris illiusvsuperni ac similitudines non ignobiles
ingesif oculis nostris." P, 129.

I 53"Tu forte istiusmodi ludos uocgueris et uvere nimirum,
sed ludos serios, quia sapientia Dei est quae ludit, uiderit

spectator ludorum, ne ludenti illudat et audiat. Cecinimus

nobis et non saltastis. Colludat potius ipse et saltet atque

tripudiet coram arca Dominl sapientia Dei Patris, quae a
summoe caritatis culmine radios quosdam lucidissimos per
speculum creaturae uisibilis emittit usque ad has tenebras

nostras." CC 17, pp. 129~-30.
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54The Mystical Theology of  Saint Bernard, trans. A. H.

N “~
C. Downes (1940; rpt. London: Sheed and Ward, 1955).
55

Lekal, p. 40; Leclercq, The Spirituality of the Middle -

1

Ages, pp. 195-97,



Chapter 2

St. Bermard of Clairvaux:

Love, Play and Exegesis
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d'une expérience intérieure de plus en plus riche et subtile."

.\\\Egner experience of God. Lubac recall§ Fhe description oﬁFm

o 45
) -
The remarkable freedom and imagination of John of Ford's
interpretation of Proverbs $:30-31 has its inspiration in ’

the spirituality and exegesis of Berngzd of Cléirvaux, whose

writing fapidly became the formative model of the Order.l

John eipresses his indebtedness and admiration in‘his‘fro-

.

logue to his sermons:
\ .

_-Llet me say, then, that I have the greatést desire

to hasten.after that famous-man, and I refer to

blessed Bern . . .‘.__Through the spirit of
wisdom he'ﬁerited to speak more béautifdlly than
other§ of|what he had so uniquely experienced
through the épirit of charity (Prologue. 4, pp.
71-72; cc 17, p. 35).

Henri de Lubac has said that in the first decades of the

twelfthtcentury the word_qn everyoné's lips regarding the

Cistercian o%der was "nouveaut‘é‘.".2 ﬁﬁlnatteyg of gxeg;éié,

this "newness" took the form of utting "touté au'séé:;ff B
. 3

Bernard's ekegesis étruck his contemporaries with the free-

dom of its ing:;pretation, with its witness to Bernard's own

. e

qunard's exeggsis offered by his secrgtary and blographer,

Geoffrey of Auxerre, who said of Bernard that he treated the

e e
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text so freely-tﬁat "p}ﬁtat que la suilvre, 1l semblait la
précéder, pour la cénduire ou i1 vpuleit, lui-méme suivant
1'Esprit qu; en est 1‘aﬁteur{"4 In Bernard's exegesis), re-—aP
markable for its liberty and newness, we may fifd the ori-
gins of John's vision of Wisdom at play.

ﬁe may begin to understand how Bernard thinks of play
by consideriﬁg a letter written toc his ﬁriend" Oger, a Canon
Regular and former'abbot: Bernard c;nciudes this lette; with
a prayer for humility, presenting this virtue in the form of
a striking image of play: Bernard--monk, abbot, theologlan—-
describes himself as a jongleur, a vagrant entertainer., Thié
portion of the letter is'translated by Jean Leclercq in omne
of several articles.he has written concerning the idea bf
play in Bernard's thought:

It is indeed most dangerous to hear thingsvsaid

about us that are greater than what we know to be

in us,/”Wha\gi%l grant me to be deservedly humili-

ated before men for as many right reasons as I am
undeservedly exalted for wrong reasons? Then I
could justly apply to myself the prophetic saying:

"] was exalted, but I am brought low and am trou-

bled," and that other, "I shall play for dancel

:
~C

.
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~and demean myself even more". Yes, I will play,

that T ma&»be made game of. A good piaying, by ' \
which Michal is.angered and God is delighted. A

L1
good playing, which makes me a ridgFulous'speetacle

-

to men but a most beautiful spectacle -to the ;n— -
_gels. A good plé&ing, 1 say,lby which.we are made
"the opprobrium'of the complacent aﬁd the scbrn of
) the proud." For what do we seém to worldlings to N
be doing but playing about, when we flee what they
desire in this world and seek what they flee? We
are like those jestéré and tumblers who, with heads
down and feet up, reverse human haﬁits‘by standing
. .

or walking on their hands, and so drawdgll eyes to
them. ‘But ours ig not childish play, or the pléy-
"ing of the theatre whichlw%;h_effeminate\and shame-
ful caveortings provokes iuét and repfesenté sordid
acts. It 1s pleasing, decent, serious, seemly

playf such as may delight the eyefiof-theyheavenly '
onlookers. This was the chaste an@ religious géﬁe <\\/ -
played by him who said: "We are made a spectacle

to angels and to men." Let uﬁ\;jp play this game

now, that we may be made game 6f, confounded, hu-

miliated, until He shall come who casts down the
‘ ]

T el
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‘mighty and exalts the-humble, who will ‘gladden us,

glorify us, and exalf us for Ever.s
Recalling patristic interpretations of David's dance befoE?
the ark as an exemplum of humtlity,.Bernard conceives of the
ot . « iMOnastiE 1ife as a "pure and holy game,” vividly.employing
the familiar antics of the jongleur, a low mehber of society
3 ‘
describes succinctly the nature of this piéy: "Ce jeu
supréme . . . consiste a etre fou aux yeuﬁ du giécle afin de
plaire a Dieu, lequel ;onnait le secret des coeurs."6 The
apparentlg;olishness éﬁd play of the monastie life invites
;ockery. But, this pléy, far from being ridiculous, is at
- once joyous and serious, expressing a hidden understanding

LT
of oneself and the world pleasing to God, embracing a humil-

od ity reminiscent of the incarnate Christ. For, Bernard, in-

- -

deeéd, relates this image of play and folly to the Gospels in
‘the last sentencg_of the letter. Leclercq notes a deliber-
ately subtle and appropriately humble allusion in the word

illudere, translated "to make game of," to Christ's subjec-
tion of himself to.the mockery of the world. This same word
is used in the vulgate accou&ts of the mockery of Jesus gy

the soldiers of Pilate. The soldiers dress Christ in purﬁle

robes and a crown of thorns to make game of him:

\_/_\ . /J

-—

e

from the monastic point of view, to'make his point, Leclereq

-
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Et genu flexo ante eum, illudebant ei, dicentes:

Ave®rex Iudaeorum ., . . . Et postquam illuserunt
\.' "
el, exuerunt eum chiaﬁype, et induerunt eum

..

‘« vestimentis elus, et duxerunt eum ut crucifigerent.7

(Matthew 27:29-31)

&mplicit in this vision of the monaseic life 1s Bernard's

understanding of its primafy motivation: love. It is love
(rﬁq\\\\which plays at penance, which, delighting in delighting God,

\gél;égfgdpns freely and jéyously Fhe pleasures of the worla.

Bern}rd‘s enjoyment of his "good playing" pervades the pag-

sage. To suffer'humiliation, to embrace humility, is to

love God, and_sé to transform in "foolish" penance the folly

and vanity of\temporal life into wise, joyous and spiritual

play.

_In Bernard's On_the Song of Songs, begun in-1135 and

left unfinished at his death in 1153, this spirituality of
play and enjoyment is everywhere present.8 The idea of a

joyous charity, dominates the sermons, for, in Bernard's in-

terpretatidﬁ, fhig book describes the soul's énjoyment of a
fﬁifilled and perfected love of God, intended for the mature
and Aisciplined who bhrbﬁgh constant study, meditation and
prayer are prepared to enter into marriage, into mystical

union, with God.9 This joyous charity extends itself to the

Pl

-~
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form of the text. Berngrd conceivés of the fabric of image
and symbol in thé text of the Soﬁg of Songs as play, appar-
ently deﬁlcting a foolish, human story, and in reality con-
~ cealing the story of joyous love ;f Godﬂ Play is articulated,
again, 1in tefms of fdolishness aqd wisdom, in this context,
in terms of the literal and the sﬁiritual levels of the text.
.In the hands of an interpreter who loves God, the folly of
the literal is transformed into a wise playing that leads to
spiritual myéteryu

Jean Leclercq has noted that despite the ‘reputation
Bernard has gained in our own time for austerity and aggres-
sivity, contemporary accounts of his life and'worys such as

that of Geoffrey of Auxerre flequentlj‘deséribe his spiritu-

ality rather as a joyous devotion, jucunda devotio. 1In the

root of the word jucundus we encounter, again, the wcrd.
jocus, jeu, "play."10 In the first of these sermons,:
Be?ﬁ;rd's own use of the word jucupdus directs us toward the
playing of the text and the playing of God and the soul that
;he text discloses. In this first sermon Befnard-se;s forth
his understanding of the theme and style of the Song of
Songs which will govern his interpretation of the text &n
the succeeding sermons. The word jucundus appears three

times in the sermgn.ll It is used to describe the love
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which the biblical text and the sermons celebragé and the
figurative mgﬁher in which the book is written. This love
song of Solomeon is, Bernard teaches, "preéﬁinently'a mar-
riage song telling of chaste souls in loving embrace ['ex-

primens castos jucundosque complexus animorum'l, of their
wills in sweet concord, of the mutual exch;nge of the heart's
affections" (1.11; I, p. 7; PL 183, col. 789). The Soﬁg of
Songs allegorically depicts the union of Christ and the soul,
a union briefly enjoyed in mystical experience of God antic- g
ip;ting the eschatalogical marriage of Christ and the Church.
The joy of this }ove which the Song of Songs seeks to commu-
nicate extends itself to the style in thch it is written:
"Here . . . are expressed the mouqting desirés of the soul,
its marriage song, an exaltation of spirit poured forth in
figurative language pregnant with delight" I'"exsultans in
apiritu, jucundo composuit eulogio, figurato tamen"1 (1.8,

i, P. 5; PLV}SB, col. 788). The text does more, in fact,

tﬂan define and explain for the reader the love of God. The
figurative style of the language seeks to provoke enjdyment,r
to arouse an emotion which can then. be directed towarthod.
The text is so written that it may move the affections of

those who read it, inspiring a desirg to gnderstand what 1is

read. Speaking of the first verse of the Song-.of Songs,: .
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"Let him giss me with .the kiss of his mouth," which surprises
and puzzles by its abruptness, its apparent need of introduc-
tion, 1ts unusual wording, Bernard says:
How delightful a ploy of speech this (or "a play
of words," " et quidem.jucundum eloquium"), prompted
into life By the kiss, with Scripture's own engag-
ing countenance inspiriné the reader and enticing-
him on, that he may find pleasure even in the
laborious pursuit of what lies hidden, withla
fascinating theme to sweeten the fatigue of re;
search, Surely this mode of beginning that is not
a beginning, this novelty of diction in a book so
.old, cannot but increase the reader's attention.
It must follow too that this wofk was composed,
not by any human skill but by the artistry of the
Spirit,\difficult to understand indeed but yet en-
ticing one to in;estigéte (1.5; I, pp. 3-4; PL 183,

“col. 787).
<

The "countenance" of Scripture, its literfil words and images,
hides 1its treasﬁre,;and then entices the éeader through its

own strategies, arousing his desire for the concealed mystery,

playing with him, moving him to enjoy his labors, in éuéh a

&

way that, like the secret of love it hides, the teﬁt can be
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célled jucundus. 1In his sermons Bernard aqcommodates himself
with pleasure and appreciation to this playful manner of
speaking of the text. In thg next sermon he presents this
kiss which begins the Song of Songs as a figure of the In-
carnation: ."the kiss . . . is . . . none other than 'the
one mediator between God and mankind, himself a man, Christ
Jesus'" (2.3; I, p. 10; PL 183, col. 790). Throughout these
sermons’, rather than writing a theoretical and systematic
discussion of love as he does elsewhere, he speaks to his
monks through the images of human love found in the Soné of
Songs atfempting to quicken in them a sensiiivity to and en-
joyment offthe strategies of the text, of the divine love
whose playful charécte; is revealed in these strategies, and
of the playful and imaginative movem;nt froﬁ figure to ;

mystery.

-

A consideration of Bernard's théology of love, a theol-
ogy which informs his understanding of how the text of the
Song of Songs 1s to be read, will‘clarify further readings
in his sermons.12 A distinctive feature of this theology is
its emphasis on the affec'ticms.l3 The goal of'Bernard's
theology of love, and the goal of his reading of the Song of
Songs, 1s the recovery Af wisdom. The affections play an

easential role in this récovery, so much so that wisdom is
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seen as the capacilty to enjoy and experience God, both prop-
erties of the-aff'ections.l4 This has implications for héw a
text is read, for Bernard's understanding of the role of the
affections in.the.recovery of wisdom will govern his under-
standing of how God and-wisdom may be found and understood
in a text. Wisdom'is restored to the soul when the image of
God 1s reformed in her. 1In keepiﬁg with his emphasis on
love, Bernard defines the image of God primarily as the free
will.15 This image, deformed and enslaved in the fall, is
reformed and freed when it conforms to the will of God. The
recovery of likeness to God permits the intimateiéschatolog-.
ical union with God for which the soul was created, and which
she ;qn, in her mortal condition, briefly anticipate in
affective mystical union. .This reformation of the image of
God permitting loving union is also accomplished by love:
when the voluntary and affective powers of the soul are di-
reﬁéﬁd wholly toward God ch?rity.is formed in the soul, ahd,
hen&e,'theTimage of God, for likeness is charity.l6' It is
through charity, then, that the essential freedom of man is
restored, restoring the soul's power to cloose and enjoy
what is good:

Charity . . . alone can turn the mind away from

loving one's self and the world and fix it on
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loving God. Neither fear nor love of self can
change the soul. At. times thef change one's
a;pearance or deeds, they can never alter one's
character . .. Charity converts souls because
it makes‘them act willingly."17
To'promptk;his mo%emeut toward God,.the érace pf God acts
upon th? affeétiye motion of the will, inspiring a &eéire for
God. This affective love, which "tastes and experiences that
the Lord is sweet," and so enables the soul to love God,

Bernard identifies as the characteristic properiy of .wisdom,

In Sermon 50 of On the Song of Songs, -conmenting on the text

"he has set love in order within me," Bernard discusses love ;.
which is action, practical loﬁe, and love which is feeling,
affective love. The first belongs to reason and the second,
which includes but goes beyoﬂ‘?the first, to wisdom. Affec-
tive love is, Bernard ;eaches, "the wisdom by which all’
things are exper%enced as thef are'" (50.6; III, p. 35; PL 183,
co%;~1023): 1
But you, 1f you love the Lord your GAd with your
whole heart, whole mind, whole strength, and”leap-
ing with ardent feeling beyond that love of love
with which active love is satisfied and having

received the Spirit in fullness, are wholly aflame

!
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with that divine love to which the former is a
step, then God is indeed experienced, although not
as he truly 1s, a thing impossible for any creature,
g but rather in relation to your power to enjoy.
Then you will experience as well your own true
self, 7ince you perceilve that_ you possess nothing
at all for which you 1oye yourseif, except Insofar
as you belong to God: you pour o;t upon him your
whole power of loving ~ (50.6; III, p. 33; FL
183, col. 1023).%8
This power of wisdom to enjoy God is, as we have al-
read} begun to see, the subject of the Song of Songs in
Bernard's eyes. He teaches that the book offers "wisdom . .
to those who have reached maturity" (1.1; I, p.-i; PL 183,
col. 785). The .singular and exalted nature of the book is. \
suggested in its title, which Bernard seeks to elucidage in QE;—-\
Sermon l. Solomon, Bernard writes, a man unique in wisdom,
'_was'aﬁle to write a song, celebrating a "holy love"\which is
gratuitous (i.B;'I, p. 5; PL 183, col. 788). Unlike other
biblical songs wfittén in gratitude for some speciéic gift
bestowed by God, this song, seemingly inspired by a "gpecific
divine impulse," celebrates the spul's enjoyment of God him-

self, "the mutual exchange of the heart's affections" (1.11;
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I, p>74-PL-183, col. 789). Since it is through the affec~

tions that Goa\is most fully understood and experienced, the

.

words of the Ephg of Songs, speaking about God's love, are .

not to bg\understood by the unaided rational powers.
Bernard wili, hence, frequently reiterateéﬁ? thegé_sermons
ghe need for personal experience of the Word in order to
understand the baok: :

~
Only the touch,of the Spirit can inspire a song

like this; and only personal experience can unfold ..

i1ts meaning. . .. . Only the éihger hears it and

the one tg}whom he sings--the lover:and the beloved.

(1.1%; I, pp. 6-7; PL 183, col. 789).

s .

The movement from the literal surface to its spiritdal mean-

ing 1s a difficult ocne, which cannot be.made éxcept through
participation, through opening‘onefs being to the grace of
God, which illumines both soui and text, - giving inward ex-
perlience of the hidden mystery: |
For we are faced with a difficult task. The words
that describe these visilons.or images séem to trefer
to bodies or bodiiy substances, yet they are means
of conveying épiritual truths to us, and hence
~

there must be a spiritual character to our enquiry

into thelr causes and meaning. And who is




qualified to investigate and comprehend those -
; .
countless affective movements of the soul caused
Aby the .presence of the Biidegrooﬁ dispenéing his

| multiform graces? Yet if we turn our_gaée to our
interior, and if the Holy Spirit will be pleaséh
to éive us his light to see the fruits that by his
action he constantly pioduces Qi&hin ps, I think

we shall not remain entirely devoid of understanding

about these mysteries (32.1; II, p. 134; PL 183,
3 .

* o
'

cols. 945-946).

'

The images of the Song of Songs, then, yield their meaning

.

only as the soul experience§ affectively what they conceal, *

beguile the reader,  prompting an enjoymént of the images
which will be transcended by a joyous love of God,.thg.affec—
tions accomplishing a movement from the image to its meaning
which transﬁorms the ﬁoul and begets undérstanding. T@g
image itself plays an important role in this procgés, coopexr—
ating'with-the action of grace, since it is tgward created,
physicak, Eamiliqijghings that human affections naturally

~

tend and through which they can be arouged. .The Scriptures,

Bernard teaches, spegk to us through human and familiar

~

L

. En where there an affective participation in hidden w:j://)-—-——_ﬁ__——rj
. -
dom, a participation which is wisdom. The iﬁages entice amd

T

\
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things, to which manner of speaking’we must accommodate our-

—.

selves to.understénd rightly:

A .
(j) But let us, as we. proceed with caution and single- .

. . ness of purpose in our exposition of this sacred

— and mystical utteranﬁe, follow the example of

\\“/ﬂfd,/’\“ o Scripture, which spéaks of the wisdom hidden in
b_ . /\‘( i

+he mystery, but does so in words familiar to us,

and which, even as it enlightens our human minds,

-

roots our affections on God, and imparts to us the

—

‘incbmprehbnsible and invisible things of God by

P
familiar to us, like preclous draughts in vessels

means of figures drawn from the likeness of things

of cheap earthenware (74f2; Iv, p. 865_?L 183, col.

1139).

Through humble and familiar things, to which we can respond;

our affections are "rooted” in God and our minds "enlight—

ened."

S '. ¢ |

Tl BRTTA S
/L Bernérd, ds he aﬁtempts in his .sermons to draw his
<Y

‘hearers towar&pifft-ual experience through the biblical text,
. " seeks to elucidate the passage from the literal to the spiri-

tual levels of this text. His sermons typically begin with a
P .

.

discussion,'sqmetimes brief{ sometimes of some length, of the -

literal level of the text: which is succeeded by a diséission
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ei/of its spiritual.meaning.l9 The discussion of the literal

level bften lovites and prompts an imaginative response from
the reader, an ;maginative recreation and elaboration of the
situation described which sets forth the diffichltiés of in-
terpretat{on and appeals to‘the_reader‘s desire to uncover
the text'g spiritual implications. The interpretation of
the text requires first an'awareness of the foolisliness of
the literal leﬁel of tﬂe text, of its lack of seriousness,
if interpéhthtiop stops at this level, a foolishness uncov-

ered through.imaginative éecreation. The reader must per-

ceive the literal as play and move beyond it to its serious

" import. Bernard discusses this matter in Sermon 63._ Ih this

serﬁon he is commenting on the verse "My dove in the clefts
of the fock,_in the crannies of the wall, show ﬁe your face,
let your voice sound in my ears," which follows upon "The
vines in flower yield their sweet perfuﬁe.’ Arise, my love,
my bride, and come," already glucidated_by Bernard. He in-
vites readers to imagine for themselves the characters and
events of which they read: . |

Hé acté like a bridegroom, but as one who is shy,

who sﬁrinks from public view and wants to enjoy his

pleasures in an out of the way spot, "in.the clefts

of the rock and the crannies of the wall." Imagine

v
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the bridegroom therefore saying: 'Don't be-afraid,
my love, that this work in ghe vineyard to which
we are urging you will prevent or interrupt thq.
business of-love. It will gurely provide opportu~
nities for that, which we both equally desire. The
vineyards have walls, of course, and_these are wel-
come shelters for the shy" (61.2; III, p. 141; PL
183, c01.107l):

Then, before proceeding to uncoveé the spifitual meaning of
thg passage, he comments on the relationship of 1iferél and
spiritual meaningsf
-
This ts & word play. Why shouldn't I call it play?
For where is the seriousness in.all these words?
The external sound is not worth hearing unless the
Spirit within helps our weak understanding; There~
fore let us not dally outside, lest we?seem precc-
cupied with the allirements of lust, but listen
Qith modest ears.to_the sermon on love:that is at
gigh. And when you considgr the lovers themselves,
think not of a man and 2 woman but of the Word and‘
the soul, And if I should say Christ and the

Church the same applies, except that the word

Church signifies not one soul but the unity or
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" rather unanimity of many : (61.2; III, p. 14i).20
The wording of the literal level of the text, as well
as its corporal images, can contribute fo its apparent folly.
Bernard ponders at some length the meaning of the Bride's
words, "My Beloved is mine and I am his," desirous to know -
what they reveal of the holy soul and her love for the Bride-
groom, Christ. He attempts in his iﬁagination te supply a
clarifying cohteit, to discern of whom and to whom the Bride
speaks, all to no avail. The words still refuse to disclose
a clear méaning:
I think it better to suppose shé is speaking to
her;elf, not to another, especially as her words
appear abrupt and disconnected, insufficlent to
communicate knowledge to the ﬁearer, which is the
cﬁief object of conversation. '"My beloved is mine
and I am his.”" Nothing more? The words hover--no,
they do not hover; they fall. The hearer is left
inrsuspenée;_he receives no communication, but his

interest 1is aroused (67.2; IV, p. 5; PL 183, col.

1103).

\

l The ultimate explanation of this bewilderment lies in the

spiritual mystery which prompts the words, but of which words

, —-—-\\
N

D N e .
must always‘ﬁall short. Bernard devotes the majgf portion of

fJ'

N .
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this sermon to an elucidation of .this relationship of word

and sense. In the course of this explanation, Bernard ex-

l plains how the process of moving from word to senge, from

the foolish to the serious, 1s affective, thé images and
words of the text appeaiing to the affections-and thus draw-
ing them towards spiritual mystery. Because this movement
is both affective ané rooted in the literal, it too is play-
ful. Bernard describes the verse as a banﬁgét which pleases
the senses, thﬁ affections and the mind. The wo;ds of the
Bride noﬁrish the mind in a peculiar way, not by disclosing
thelr meaning, but by retaining an inaccessible secret, which
teaches the mind humility, bringing about confgrmity of will
rather than mere;y informing cognitively:
For her words are pleasant and‘lovely,_bringing
profit to'the understanding, and they are deep in
mystery. To wgat shall I compare thém? .They are
like a banquet which excels all others, threefeld,
.delicious to the taste, giving true nourishment,
and rich in healing power. So is every word of
the Bride; and_whi;e it is sweet to hear, it de-
,lights the affections and enriches, the mind,
nourishing it with its wealth of meaning and its

deep mysterles. The spirit is filled with dread

[

s
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even while it is stirred; the~canker of pride
swollen by lea;ﬁing %s mi;aculously healed. But
_if anyone who imagines that he has a smattering of
knowledge indulges in.toq close an inquiry; he will

.. find his intellectual pawers overcome and his whole
mind reduced to‘subjecéion. How humbledxhé will be
at her words, constrained to say "Suchlkéowledge is
too wonderful for me; iﬁ is mighty and I cannot
attain to 1t" (67.1; IV, p. 4; PL 183, col. 1102).

The words provoke a whole series of questions in Bernard's

mind which he imagines himself addressing to the Bride, and
which yield ultimately the spiritual insight which can heél
the mind:

What are you to him? What is this intimate rela-‘P-

s

tionship, this pledge giveﬁ and received? He is
yours, you{}n turn arejhis.‘ But are you to him
what he is :0 you, or is there some difference?
If you will, speak to us, to qur understanding,
tell us clearly what you feel. How long will you
keep us in expectation? Is yOurlsecret to bé for
you alone? (67.3; IV, p. 6; PL 183, col. 1103).

Continuing to ask himself why the Bride speaks in this ellip-

tical manner, he concludes that her words are an expression

-
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y of feeling: "it 1s the affectus, not the intellect, which

has spoken" (67.3; IV, p. 6; PL 183, col. 1103). This spon-

taneous emotional outburst, uttergg by the Bride just after

t@e Bridegroom has left her, or just‘;fter she has experi- .

enced mystical union with the Word, contains a secret which

caﬁ be understood only by those who have experienced the

- ¢

same love. Something has passed between the two which can-

not be communicated by words: "Its reality i1s in the affec-

tions; it 18 not to be attained by reason but by affections

by conformity lof-willl [sicl” (67.8; IV, p. 12; PL 183, col. -

o

1106). Neverthéless, the words of the Bride possess an
aroma, an elusive fragrancé, which pefmits thely readers né .
.. sense and desiﬁe what they cannot uﬁderstand. Comparing the -
words of‘the Bride with words of St. Paul, Bernard says:
~Now the sweet savor of Christ is éverywhere. Al-
though he does not allow me to hear the ineffable
words, yet truly he bids1me desire them, and 1 ma?
freely catch tﬁe fragrance of what I may not hear.
For some unknown reason, what is hidden is most
Qesirable, and we long most strongly for what is
f&enied us. But now notice how it is the same with

the Bride: -how, like Paul in the passage we are

‘considering, she does not reveal her secret, nor

L] ‘ .
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jet leave it without mention: for she is pleased
to give us some satisfaction, allowed Isicl us to
catch‘;he.fragrgnce.of the mystery which through
our_unworthi&ess or weakness she sees we are not

fit to taste (67.7; IV, pp. 11-12; PL 183, col.

1106). T -

F .

The words of the Brfﬁe-hiﬁe within themselves a mystery in-
. : &

accessible to language, but can yet attract the soul to that

-

mysteéy. In fact, the hiddenness of the mystery, its partial
diéclosure, draws the soul to experlence what her reason can-
not otherwise penetrate. The puzzling, bewlldering, inade-
quate words of thg text, accommodated to our weak understand-
ing, play with us, and in their playing, evoke the playful,

[

affective response through which the text begins to yield

v

its wealth. .

We can also observe this affective and playful movement
from tﬁe literal to the spiritual in Bernard's treatment of
‘the images of the text. in the process of moving frqy the
literal to\fhe spiritual, Bernard responds to the affective
appeal of the l;teral text, and imaginatively, transfers the
affectivity exp%essed iﬁ the imaées of human love to a spiri-

tual idea capable of being transfused with this emotion. Re-

turning to the-image of the kiss, for instance, which Bernard
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- percelves as a figure of the Incarnation, we see.him trans;
ferring the human emotion and tenderness of thé literal . ’
iﬁages to the Incarnation. Indeed, it is the emotion which
.8eems to create a relationship, a similarity between the
image and the idea. Through this emotion, evoked first by
the image of the Bride's longing for the Bridegroom's kigé,
and kept alive by Bernard's vivid imaginative recreation of
tﬁe longing of Israel for the coming of Christ, Bernard's
reader is movgd to percelve and respond to the love exﬁressed
in the Incarnagion.' The_following passage 1n which Bernard-
imagines his bfﬁiicai ancestors pleading with God for the in-
carnation of Chr}st; 1llugtrates thi?affectiée relationship
between text and intefpretation: ‘
If 1t be really'true: ;s you prophets have said, &
that God has determined te show mefcy, .« . let
Him establish a covenant of peace, an‘everlgsting
covenant with md by the kiss of Bis mouth. If he
+ . will not revoke his given word, let him empty ﬁim—
self, let him humbleﬁhimself, let him bend to mé
and kisg e with the kiss of his mouth. ‘If the
medIhQ§Est to be écceptable to both_ parties,
. .
equally Eépendable in the eyes of both, then let “

him who is God's Son become man, let him become

s



68

the Son of Ma;, and fill me with aséufance by this
_ L
kiss of his mouth. When I come to recognize that
he is truly mine, then I shall feel secure in wel- -
éoming the Son of God as mediator. WNot even a
shadow of mistrust can then exist, for after all
he is my brother, and my own flesh. It is impos-
- sible that I should be spurned by him who is bone
from my b;nes, and flesh from my flesh (2.6; I,
p. 12; PL 183, coli 792). o
The process of imagination réflected in this passage is es-
sential to creating the affective movement from corporal
image to spiritual reality which Bernard seeks to foster. -
Through EPE imaéination the human affecqions are drawn
closer and closer g; God. The affective play evoked by the
literal images becomes play of the imagination in the mind
of the interpreter.

Finally, the soul's experience of God, to hhich the text
leads the soul, is itself play. The text, as Qe hqve_seen,
arouses the af%eélions to enjoyment a?d play, directing this
émétion towardiGod. Moreover, images of love pla& in the
Song of Songs become figures of the soul's relation with God,
teaching the soul what she should fee} and experience.21

Just as the kiss and-the longing for the kiss leads the soul
) C .
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to appreciate the emotional character and motive of the In-
carnation, so the affectionate love play between the Bride
and Bridegroom leads the soul to understand her experience
of tne Word and evokes this enperience. The literal, human
images of the text contain within them, thus, a joyous love
of God. These images of love play are fonnd in the text,
first, in the many ways in which the Bridegfoom appears to
tﬁé Bride Iin order to attract her love. In a passage we read
earlier, Bernard expressed the difficulkty of understanding
in the corporal images of this book the "countless affective
movements of the soul caused‘by the presence of the Bride-
groom dispensing his multiform graces" (32.1; II, p. 134; PL
183, cols. 945—946): Hg.continues to describe the various
ways in which the Bridegroom comes to the Bride:.

You must already have' noticed how often‘Pe [the

o .-
Bridegroom]l changes his countenance in the course
of his love-song, how he delights in transforming
himself from one charming guise to another in the
beloved's presence} at one moment like a bashful
bridegroom‘manoeuvering for the hidden embraces of
his holy lover, for the bliss of her kisses; at
another coming along like‘a physiclan with oll and

ointments, because weak and tender souls still need

-
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'
remedies and medicines of this kind, which is why -
 they are rather daintily described as maidens (31.

4

7:; 11, p. 130; PL 183, col. 943).

He goes on to describe the Bridegroom as a travéller and

.f cpmpanion on a journey, as a father, and as a king. More-
over, as this passagé suggests, the Song of Soﬁgs rec;rds
various visits and departures of the Bridegroom to the Bride,
in which he playfully offers and then withdraws his love,
and the joy and longing with which she responds to these
vi%{fatioﬂs. Prompted by these visitsAand absences in the

" literal images of the text, Bernard describes the inward

. ’ L
visitations of the Word, evoking in the soul joy and ecstasy,

and the subsequent depagtures, which leave the soul longing

for God:

-

Return, she says. Clearly he whom she calls back

is not there, vet he haé been, nét long before,
f/ for she seems to be callipé-him back at the moment
of his going. So importunate a recall shows great
love on the part of.tﬁé-one and great loveliness on
the part of the othgr. Who are these who are so
taken up witﬁ charity, these unwearying lovers,;_
whose passion driveé them on and gives them no

rest? It is my task to fulfill my promise, and
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apply this passage to the Word and tec the soul,
but to do this at all worthily I admit I need the

help of the Word himself (74.1; IV, p.s 85; PL 183,

col. 1139). o

These emotions felt by the Bride in the Song of Songs corres-

pond to the effect of grace on the soul:

Indeed, wheﬁ the soul is aware of the influence of

grace she acknowledges the presence of the Word;

but when she 1is not, she'mourns his absénceu and

L] 1
.

again seeks his Bgesenée, saylng with Fhe proﬁhét,
*Mw'facé has so;ght you; vour face, Logh,gl will
seek.” How could she do otherwise? For when so
swee£ a Bridegroom'wi;hdraws from her she can?ot
. - .
desire any other, nor even think of anothér.'EIt
muét be that when he is absent she seeks him ar-

dently, .and whgn he goes away she calls him back

(764.2; IV, p. 87; PL 183, col. 1139).

In these returns and departures, the Word fractices a 'pious

pretense"” in order to draw the soul to himself and to express

his own love. 1In fact, God, immutable and omnipresent nevet

leaves the soul, but only pretends to do so, the character of

his visitations of grace reflecting the love.play of the

Bridegrdom:
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Perhaps it was for this very reasom that<he with-

drew, that the more eagerly she recalls him, the

mote clpsely she will tleave to him. For he once
pretended that he was going further, not because
that was his intention, but because he wanted to

hear the words "Stay with us, fbr evening is coming

" And another” time, when the apostles were in

M .

a boat pulling dp the oars, ‘he walked on the sea,

making as though he would pass them by, not because

he intended'to,fbut to ;ry‘their'feith and draw out

© . -their-prayers. Then, so the Evangelist says, théy-

were troubled and cried out, thinking that he was a
ghost. This kind of plous pretense ["piam.simula-

Eionem"], this saving gift dispensed by the Word

‘when in the body does not lose its effert when the

° L)

Word in spirit employs it in"his own spiritual
manner in dealing with a soul devoted to him. He
makes telgo past, desiring to be nelé back, and
seems to go away, wishing to be recalled; for he,
the Word, is not irrevocanie; he comes and gdes

S

accgrding to his 6wnr§nod'pleaeure, vi&i;ing_the.

.

. soul at daybreak and ‘then suddenly puﬁting'it to |

the test. Hls going is part of his own purpose,'

s

. P
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and his return is alwayé part of his own will;
. . : o ’

- both are within his infinite wisdom. His reasons

" he alone knows (74.3; IV, p. 88; PL 183, col. 1140).
S0 the Word plays with the soul, an&, in this mortal life,
will aIEZ?Egdo 80. The dissemblance of the Wor@, hisnreturns
and departprgg; the varying "countenances" that he sﬁows the
soul, reveal to 0s that we "see in a mirror dimly and not
yet face to face" (31.8; II, p. 131; PL.183, col. 944).
Speaki;g of spiritﬁal union, Bernard says:
Not yet have I come round to saying that he hgs
appeared as he is, although.in this inward vision
he does..not reveal himself as altogether diffeéeﬁt
from what he, is. Neither does he:make his presence
continuously felt, not even to his most ardent
. lovers, nor_inlthe same way to ail. For the vari-
\\fés desires of the soul it-is essential that the

taste Af God's presence be varied too, and that the
p

infused flavor of divine delight should titillate

N in manifold ways the palate of: the soul thatl&seks

him (31.7; II, pp. 122;30; PL 183, col. 943)."
Through these images from the Song of Songs, through-thé::Ll-

images Bernard's own imagination draws from the Gospels, he

seeks to draw the soul to an understanﬂing and experience of

/ : - ~ -
' .
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this affective play.

We encounter play, then, in both the literal and spiri-
tual levels of the text, and i;‘the proqess‘of inte:pretation .
thrdﬁgh which the yofds yield théir meaning.. The.p%ay and
foolishness of the literal téxt contain within them the hid-
den wisdom, the joyous play of God and the soul. Through
its human, affective appeal, by means of its wéakness, by °
partially withholding, partially disclosing ifgs meaning, fy
arousing the readgr's Qeslre tS unders;and and experilence
what is re;d, the litergl té#t teéches the soJl to play. FSo,
Bernard extends his affective response to the images Qfﬁihe
Song of éongs, a response which initilates understanding, into
his own sermoné and interpretations, recreating-images and
creating new images as he ascends affectively to the spiritu-
al mystery, transcending the weakness of the text by the
grace of God. As the hidden wisdom, the spigitual experience

)"

which the text fosters, is Born.in the soul, the soul distov-

-ers that the Word plays with her, ‘{nwardly and spiritually,

- ‘as he played with her through the words of the text.
. i . . %

. |
As might be expected, Bernard's perception of play
affects the whole way he orders his sermons. Jean Lecleréq's
various articles on this theme, especially his "Essais sur

1'esthétique de S. Bernard," elqcadate this matter. Leclercd,
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finds Bermard's joyous devotion and sense of play very much

in evidence in the rhetoric and structure of his sermcns:

Et 1'on disait de lul que sa dévotion &tait

joyeuse: 1ucunda &evotio.' Tucunda: dans ce mot,
v il y a le terme iocus, qui veut dire "jeu": une
dévotion ;njouée, une maniére de praqher les exi-
gences du royauma;du Dieu qui’sait jouer avec les
mots, les imaéeé,‘les comparalsons, les figures et
les pa.raboles.22 :
In his eséay on the Aeéthetics of Bernaf& exploring. the rela-
tionships‘betwgen truth and beauty, Lecléfcq &iscusses

Bernard's propensity to- develop ideas by putting into motion
) ~

a play of sound and images. Bermard, Leclercq ‘argues, haﬁit—

ually gathers ideas around one controlling idea in such a way .

that room is left for "la liberté d'invention" which fosters

"tout un jeu de réminiscences bibliques, de ressemblances’

verbales, de sonorités qui s'appellent et se répondent.” '

Pattefns of sound, rapher than being merely decoratfve,‘
serve to "[fairel progresser la pensée."23 Imagery operaﬁes
in a similag way. Images rarely‘exist in‘isolation; rather,
one image prompts another so thatrwﬁole "chains" of images

are formed and the development of'thought emerges through the

free play of imaginatign. Recalling Sound patterns, Léclercq

f

~
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. - : says of the image patterns: "On verra qu'elles s'appellent
et, en quelque sorte, s'accrochent ou s'agrafent les umes -
aux qﬁt:ea selon un processus déja observé & propps des jeux

o C _ R
de mots."za Through these chains of images, Bernard's ideas

-

o

- . emerge. Leclercq goes on to note:

L']

"

11 suffit parfols d'un jeu d'images tréégconcrétes
et .. . presque terre-i-terre, pour fairé penser

aux expériences‘'les plus sublimes. . . .» On s'est
. '
' X;ﬂ/ ) ‘ élevé d'un groupe d'images 3 un groupe d'idées, ’ M

25

d'une position,&u corps @ une attitude. spirituelle.
This play of imageg whiéﬁ zeclergq describes may be ‘
illust%atgd By lookiné at the ¥est of sérmon'Gl; which, as
> o . we have s;qn, discussas the text: V"My dove in the clefts of
f\ the rock, in the Erannies of the wall." The controlling
theme of_his sermo ,3Bernard/telis us, will be love. When
he begins to devglop the spiritual mean¥ng of the verse ge
cf fers an interpretation of the image which will dominate the v
rest of the sermon: the rock is understood to be Christ; and
the clefrs of the rock, the woundé & Christ. Through deft St
mov /ents from one biblical image to another, among which the
é t rock serves a; a touchstone, Bernard develops his
(& ) ] - !,
theme: the Incarnation is seen to reveal the hidden mystery

- ‘ of,God's love and so to draw ﬁen to God, so that the.wehk,:by
. y . J .

. &\ | | . " \
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emotionally and volitionally identifying themselves with the
foolishness of God, are filled with a transcendent and vie—
torious joy. In the movement frxom image to image, Bernard's
affective response to the first image,(tbﬁ literal image
- ' ‘ from the Song of Somgs, contlnues to be felt throughout the

sermon. It is this emotion which draws him from image to

\\\\jimage, prompting his choice af image and interpretation.

His\first image is an image of hiding--the dove in the cleft
¢ , ’ '
of the rock--which has @ strong ‘affective appeal, heightened

-

’///n . intensely whéh the cleft rock bécomes the wounds of Christ.

Beginning by recalliné the parable of the man who builds

! his house upon the rock, upon Christ, Bernard develops the

rock as an image 6f rest and security. The weak find their
. ¢ '
rest particularly in the wounds of Christ. A meditation on

weakness and the forglvengss of sins leads to a presentation

. ) . : ¥

of the humanity of Christ, of his wounds, as an assurance of
P . .

sympathy and compassion. In the rock, the secure and‘strong
‘hiding place, the weak will find a\hiSden love:

N

The nailsries out, the wound cries out that God 1s
. 5 i

truly in Christ, reconciling the wgrld to himself.

"The iron pierced his soul" and his heart has drawn

-~ near, so that he is no longer one who cannot sympa-

thize with my weaknesses. The secret of his hearl
1.

)
»
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is laid open through the clefts of his body, that
mighty mystery of lovihg 1s laid open. . . (61.4;
III, pp. 143744; PL 183, col. 1072).

The desire for refuge and the appeal of a hidden love .which

glves refuge continue to inform the images of the-sermon.

"In a starﬁif?g combination of two images, Bernard goes on to

talk about God'g righteousness as a cleoak ample enough to
3
cover all sin in men and "a treasury of loving kindness,"

stored in the clefts of the rock. This'image of hiddenness
brings to mind an&ther image: Moses placed in the cleft oé '
the rock so that he might see the back of a hidden God.
Evoking again & generous and condesFendiﬁé iove, through
thcﬁ God both reveals himself and qonceéi; what man ié too
weak to look upon, this image leads naturally o ﬂﬁrthex dis-
cussion of the humanity of Chr » which is the back of God

‘ A
An emotionally charged image of Christ being mocked by ngod
reintroduces this subject: "Thié contemplatioﬁ of his back
ig no small favor, not.to.be despilsed. Let Herod éespise him;
“ but the z;e despigable he shows himself to Herod, thevless 1
éhall despise him" (61.6; III, p. 145; PL 183, col. 1073).
The—word "back" brings to Bernard's mind another verse
thr;ugh which he continues to speaﬁ of a lowly deSpiseS'-

Christ; who shows man not his glory but his gentleness
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on the cross. A terse fftm the Psalms, "the tatk of his
~ ' back is like pale gold," Bernard reads as a reference to
| Christ[s pallot in death:
Why should he not grow pale in. death? Better pale
gold than glittering brass; "the foolishness of
. Qp@jis wiser than men.".:Gold ig the Word, gold is
~wisdom. This gold discolorééritself, concealing
-
the form of God and displa&ing the form of a ser-
& vant (61.7; ILL, p. 146; PL l§3, cols. 1073-1074).
Bernard bringé his meditati;n on tﬁe phrase, "ﬁy dove in the
cleft of the rock" to a conclusion by commenting on the dove,
the Church,;the weak one, who responds to the ﬁidden love of
. .
God revealed id Christ, identifying herself with his fqolish—

ness first in meditation and then in reality '

. she hears [the wordsl: “My dove in the
2 WO

' because all her affections
I SN\

are‘preotcupied with the wounds of Christ; she '

clefts of the rock,

Epides‘in them by jconsta editation. From this

)
&tomes endurance for cdom, for this her

immense trust in the Most High (61.7; III, p. 146;

9{7183, col. 1074).

o

Returning to the image of the ‘cleft rock, Bernard describes

-

how the martyr finds oy in the midst of pain through lgve of
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God, by hiding his soul in- the heart and wounds of Jeéus.
The weak who seek rest in the wounds of Christ find, in ideg—
tification with his sufferings, a joy which transcends pain -
an kness, a joy_shared with Christ through whom their weak-
ness-is overcome: N
From the rock therefore comes the courage of the
martyr, from it obvicusly his power to drink the
Lord's cup. And'thia intoiicating cup--how wonder—
ful it is! Wondérfpi, I say, and sweet ["jucun-
dus"1, no less to the commander looking dn than to
the conquering soldier. "For thé joy of |the Lord
is our strength." Why shouldd't he be joyful to
hear so braveja testimony?*-(6l.8; 111, pp. 147-48;
PL 183, col. 1074).
Through the chaia of images, which accﬁmulate affective power
as the sermon continues, Bernard seeks to evoke an affective
response to hidden love of God revealed in the humanity of
Chrisct, drawing the reader from image tq realit o the joy
of Christ with which the sermon concludes. His own affective
respo;se to the Song of Songs leéds him to play«with imaées
in the same manner as he experiences the text he elucidates
pigying with him. -

The subject of this sermon leads us to one last feature @

4
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of Bernard's playful spirituality, oﬁe suggested in

Bernard's letter to Oger: the relationship between play and

the Incarnation. In Sgrmon 31, Bernard concludes, ﬁhiie dia-
cussing the many forms in which the wbrd appears to the aogl,‘

that we live in the shadow of Christ's humanity:
Just as we say that our ancestors posseased only
shadows and images, whereas tﬁe truth itself .
shines on us by the grace of Christ preseﬁt in the
flesh, soc also no oﬁg will deny that in relation
to the world to comé, we .still live in the shadow

.of the truth, unless he wishes to deny what the

apostle asserts: "our knowledge is imperfect and
cur prophecy is imperfect"; . . . (31.8; II, ;:TQb\—_ﬁ_.'
131; PL 183, col. 944). -

In the Ingarnation, as in the images of Scripture, God re-
vveals himself in human, familiar, earthly things. The play-
*iﬁg of the Word and the soul revéaled and made appealing by

the images of the Song of Songs is part of living in the

Y
shadow of Christ, in a world where God cannot yet be seen as -

he 1s:
We are in the shadow ‘as long as we walk by faith

," and not by sight; and therefore the righteoys man

~ who lives by faith 1s in the shadow. . . . Nor am

L3 ,
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I ‘unaware that the~a§ostle while stil] }iﬁing in
the flesh said: "Even if we did once know Christ
in the fleéh, that is not how we know him nuw."_
But; this was his privilege. We, ﬁowever, wHb have

not yet merited to be rapt into paradise, intc the

third heaven, let us meanwhile be fed with the

. flesh of Christ, let us honof"his nysteries, fol-

lowvh}s footsteps, preserve the faith,' and we will

{
cerf?fnly be living in his shadow (48.6-7; III,

pp- 17, 19; PL 183, cols. 1015-1016).

Moreover, it is preeminentiyyahe huma? life of Christ that

evokes the affective response to God that heals the spirit

and fosters an awareness of play. Bernard describes medita~

tion 'on Christ's human life:

The soul-at prayer should hdve befofe it a sacrdd
image of Fhe God-man, in his birth or infancy or as
he was teaching, or &ying, or rising, or ascending.
Whatever form it takes this image must bind the

soul with the love of virtue and expel carnal

vices, eliminate temptations and quiet desires. I

think this is the princlpal reason why fhe inviei-

ble God willed to be seen in the flesh and to con-

verse with men as man. He wanted to recapture the

~ 1

)

‘

¢
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affec£ions of carnal men who were-unable to love
in ;ny other way, by first drawing them to‘thg._
sglutéry iové of his own humanity, and then gradu-
ally to raise them to a spiritual love (20.6; I,
- p. 152; PL 183, col. 870).
The humgn life qf Christ, becausg he i1s the perfect image of
God, possesses preemineptly the power to heal the hum§p af-
fectidns, which move naturally toward human thingg. The com-
passion, the love, the meekness, the sufferiné of Christ draw

3

these tender affections to themselves.26 The love of Christ's

humanity i1s hence an essential stage in the soul's progress. -

It is supremely the means by which the temporal world ceases.
to be temptation, and draws the soul to God. ypve of Chfist's
humanity leads the soul towards a more spiritu;i gnd mystical
love, and.finally, ﬁo vision of God:
. e memo?; is a pleasure for those who seek énd
long.for,CodZS presence, not that they are com~

+

pletely satisfied bpt’thai thgy tmay long all.the‘
m&re for ﬂi¢ that they might be filled.27

* Hence, in‘Ser;dn 61 it is by identifying with tﬁe "foolish-
. ness" of God, with his_humanity; by taking refuge in hig

:gg}ness, in his wounds, that the soul comes to experience a

t anscendeiﬁ’)oy. This form of de#btion permits and, indeed,

!

.
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renders desirabié an outpouring of the affections toward the
" ' human, physical worid; It is the property of the affections,
which natutally are drawn to humaﬁ things, to enjoy and play.
The fruits ok this form of meditation are richly evident in
Bernard's sermons on the Soné of .Songs, where affective res-
ponse to.the corporal images of the text yields an awareness
of the playing of the text with the soul; of the playing of
‘Christ with ;he soul, and iniEiates a play of iﬁagination in

the writejl the ultimate goal of which 1s the restoration of

wisdomn.
. ' The awareness'of play that we find in Bernard's under-— %)
) s \ . . K R e
- standing of the spiritual life and of spiritual reading finds _ <

- .

its way, as we have seen, into the works of other Cistercian

monks who write under his inspiratiomn. One of these,

¥ ]

William of St. Thierry, who, against his friend Bernard's
~ wishes, eventually left his abbacy in the Benedictine monas-
tery of St.'Thierry to become a Cistercian monk at Signy,

!
wrote his own Expositions on the Song of Songs, conceived

during his first visits to Bernarﬁ at Ciairvaux.28 A brief

summary of three images of play in William's Exgositions'reﬁ
-veals. the salient features of Bernapﬂ's perception of play,

and an affective sensibility reminiscent of Bernard. . In cne

of these images, we.begin to see intimations of the relevance

f
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of Bernard's theology to the drama.
. . . : . -~ [
First, William conceives of the.Song of Songs as an - L °
allegorical dfaﬁa, a play requiring actors, dialogue and b

action.2? 1In this.drama the affectiqhégpf the soul and the

graces of Christ that inspire them are presentee as charac-:

‘ters in conversation and action, so that the iitefal argu- : ) i
ment, eescribing the love ‘of King Solomon agd his wife, the

daughter of Pharaoh,yielde a gpilritual sense, describing:- the -
love of Christ and the soul: .-*’
Now this song is written in the manner of drame
and in dialogue style, as if to be reeited by
‘characters and with action. Just as veiious char- : g

acters and various actions appear in the-recitation:

of dramas, so in this, song charactefs and affec—

L
-

tions seem to combine to carry througﬁ? is trqf—

ficking of love and the mystidal contyact of the

- union of God _and man.30’

' . o ) JEY '
This drama is so written that it draws the soul/tc.experience

o~
the love of God it. celebrates. Like Bernard, Willidm's spiri-
tuality fosters ahaﬁffective love of God, this affectivity
enabling the suul‘to delight and enjoy God, and to undeipiand
him in the highest way possible, while mor:ality and che weak-
ness of ‘the flesh prevent the reason fgom seeing God as he is. .
. . N . .. N : 5
- K
. ~ E
! \. . - T .
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The "metaphﬁrs of divine love" inighe ééxt, tﬁo;gh_they
ghare mgn's poverty, éléo arouse and direct his love and de-
sire, until thé drama which is read bgcomes'the inner™drama
of the soul. Conclu&igg a vision of the perfect,.fulfilled

contemplative love he longs for, Willism writes: -

wo

In the meantime let my poor and miserab;e ;ovg,
struggling.and groping, foliow as it-ié.led-apd'
yearn aé‘it is ‘ealled, through these'metaphors of
divine love an&-iEE“bwn‘imperfection, toward your

, perfection. As dong as it walks by faith and not '
l by sight, may 1t use-devoutly and wisély these ru-
diments it has acquired, until this outward dramat-
ic allegory 1'"parabola dr;matis"]‘becomes in it a
true story. Then all will be able to.see, iﬂ your
"light, how much the dﬁvotion of the simplest lover
surpasses, in ybur judgement, - the prudencé\bf~thé
most learned thinker; for where reasoﬁ dfa@s ba;k,
devoutllUVe itself will become its own understand-
s | - ing (f.i&&, P ilj; SC 82, p. 304).

| Images of play found in the text of the Song of Songs
hglp reveal the nature of tﬁis inner drama between the soul

“and Chfist which the text evokes. The pattern of visitations

and depsftures on the part of the Bridegroom, and the

-

e

it Ay i+ S————— iy
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'light alternate with intense longing, draws the‘soulftodards-'

a:GSH who plays with her in order to create in her a lvve

87

.

corresponding experience of the Bride, in whom joy and de-
. ‘ i e -

' Il

o:_,..-‘

which reflects the purity and strength of his own. - Comment-

- .
NS

ing on”the i;nes, "Return, iy Beloved! Be like a roe or a¥
young hart uﬁon thé mountain; of Bethel," William Qrites:iv
; And, indeed,‘gé_we have al;eady said above, by

analogy with what takes place in fleshiy love, we
perceivera’éértain sense of experience as regards
spifitual love and the affection of Bridegroom and
Bride. Oft‘ ﬁhe Bridegrc.aom seems to play the game
of wanton love with the Briée; repeatedly he
s;atches himself away from herllove‘with violence

* and” then restores himself again to hér desires.

Spmetimes‘he withdraws and departs as if he would

¥

.

-

not return, to make her seek him with greater ardor; '

aﬁd gometimes he returné_and comes where she is, as
if he Qoul@'remain forever,'ihe more sweetly go in-
vite hér to receive his kisses. S;metiﬁes hé‘\

stands behind the wdll and looksthrough the win=
dows, to arg;;;,his iovér's deéire by_lettiné him-

self be seen with-his charms, but not wholly, and

letting his calls and ihvifétioﬁs be heard, but



b

A )
from a distance” . (II.180, p..147).31

In tHis drama, the rﬁader sees enacted the joy and play of

the affections, and is drawn by the drama to find the same -* '

events iﬁ his bwn.beiﬁg.
Tﬁe récd{;ent image in “the Song of Songs of the Bgiﬂe—
groom as a gazelle or a hind prompts in William further re-

flection on the play of God and the soul. The visitations

of Christ to the soul occasion the soul great” joy: '"Holy

happiness springs up in the conscience; the understanding is -
v . .’ - + - .

livel&, zeal is feryent,'loVe is enlightened, the spirit

-

grows merry in God" (II.182, p. 148; SC 82, p. 370). The

W ~

biblical image of the Bridegrodm "iéaping uvpon the mountains,

skipping over the hills" provides Wiiliaﬁ-bécééion tb‘expfesé
\ s i

this merriment in an expansive vision'of Chtist's jbygifxpis ‘

A L4
work of salvation, in his gilft of the.grace of contemplaticn
to the soul, and in the soulfs joy and wonder in conteﬁplé—

tion. The contemplation of God, the affective union which

.the Song of Songs celebrates is concéivea of as a dance, as,

f

L .
joyoys-play. We observe in William's ecstatiec, emotionally

charged vision of God and the soul, in which through one

F

image he conceives a sweeping vision of the emotiénal charac- -

ter of Christ's.actiqn'in history, in individual souls, and
. - . - . ¢

of the soul's corresponding response of wonder and awe,

-

88
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William's own imagination at play, moving his readers’ affec-

tionas through his images.

As for the leaps of the Bridegroom, it is to them
the prophet refers when he says: "He has rej;ziced
as a glant to run the way. His going out is from
the end of heaven, and his circult even to the end
thereof,"
When, therefore, the Bride contemplates the

B:idegroom'g going out from‘thé end of heaven and
his ecircuit even to the end thereof, and between

.

these two poles sees him coming from heaven into
the womb, from tﬁe womb into the %anger, from the
manger to the cross,-from the cross into the sepul-
chre and from the sepulchre into heaven--does she

not wonder at his marvellous leaps, as It were,

over the heilghts of such great works} which are

..,

. comparable to lofty mountain peaks? And when, by

the breath o£ his love, the Bridegroom pours into
thg understanding of certain great men faith in
these leaps, what is he‘doing save leaping upén .J
the mountains? But 1eaping upon the mount;ins, he

skips over the hills; for this understanding passes

over the heads of maﬂy who are in the body of the
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xfaifhful. .As'the Bridegroom éomes to the Bride,
'the;efore, he leaps upon the mountains ana skips

over the hills, when he raises some souls to fLe
heights by the grace of contemplation and assigns
to 6ther5 a place in the lower reglons of necessary
activity. These are the leaps -and bounds by which
men of earth ralse themselves t? heaven, when from
the consideration of God's works and his greﬂ;.
bounty to us, the charity of God is poured forth
in our hearts by the Holy Spirit who is given to
us. By the love of the Spirit, the leaps of human
efforts do, indeed,'soar from tﬁe depths to the
heig&}s; but it is from above, from the Father of
lights, that they receive the force-to attain their
efféct. Tﬁis.is vhy, when holy eiultation is felt
by souls who leap, the impulses .are a sort of dance
';f the mind whi;h surﬁasses ma;'s expefience and .
" manner of acting; its liveliness and loftiness are
greater, in proporticn té the sweetness of the ex-
periences whigh-draw the soui to leap (IL.149-50,
PP 122—23;'SC 82, pp. 316-19). .

While William of St. Thierry lived his own life somewhat

removed from the English contéxt to which.we must now direct

b e i e e e
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-

. ]
our attention,'his development of Bernard's exegesis iﬁ'1

illuminating and a bridge to further developments in twelfth
century Christian aesthetics. In order to imaginativély re-
create the biblical fext, and so to experientiall§ graép its

meaning, William of St.‘Thieffy conceives of the text as

r

drama. His casting of his text in the form of drama is sug- .

gestive of some possible relations between the Bernardine
play of iméginétion and the "playing" of contemporary reli-
glous drama. These relations become clearer in the writings

of an English Cisterpfan contemporary of Bernard and William,

Aelred of Rievaulx.

T -
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1The dominating presence'of St. Bernard, Abbot of Clair~
vaux from 1115 to 1153, in the'religious and political 1ife '

of his time 1is well known, especially his nétorious role in

the affairs of Abelard and in the Second Grusade, .and his

. . Vd I\
passionate apology for Cistercian monasticism.. More impér- ()jf

tant for our subject 1s the widespreéd influence he exerted }

11

through hié remarkablg literary gifts, an influence attested
to by his contemporaries, and his Foleein.the hispofy of

Christian spirituality.. Bernard is credited wit@ turning a
small_and failing order into one which flourished rapidly

and exerted considerable influence all over Europe (Leclereq,

The Spirjtuality of the Middle Ages, ﬁp. 187, 190; Lekai, pp.

.

34—40} Gilsén, p. 1). This he accomplished partly by provid- -
ing for his mdnks a theology of the monastic 1life. Jean

Leclercq has sald that Cistercian monasticism is distin-

2

-

guished by having created for thé first time a “schobl of
spirituality." The word "school" was itself much ised by the
. i .

Cistercians of themselves, recovering the use of the word in °*

The Rule of St. Benedict, and consciously opposing the grow-
ing body of schools of secular learning in the-twelfth

92

-

o
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century (Gilson, pp. 60-67). The formation of this "school"
or "theology of spiritualify" Leclercq attributes to Befﬁard,
particularly to his doctrine of charity and to his formula-
tion of the spiritual life as a £eformation of the image of

" God 1in the .soul (The Spirituality of the Middle Ages, pp.

187, 196-98, 218-20).

2Exégése Médidvale: Les Quatre Sens de 1'Ecriture

{Paris: Aubier, 1959), .11, 583.
*

s

3De Lubac, II, 582. 1In his chapter 'La Tropologie
Mystique," de Lubac discu%ses the exegesis of Bernard as the
flowering of monastic exegesis. He argues thag'where patris-
tic ;xeéesis emphasized the allegorical or mysticai sense,
defining truth and dqctrine, monastic exegesis develoyed the
tropologlcal or moral sense, which he describes as an "inte-
tiorizationf of the allegorical sense (11, 549-620).

4De Lgbaé, I1, 585. l |

5"Grande revera periculum, audire quemquam de se supra

-
quam senti; in se! Quis dabit mihi apud homines tantum de
veris digne humiliari, quantum vel de falsis datum est in- |
digne_exaltari? Illam mihli vocem propheticam iure assumerem:
Exaltus autem, humiliatus sum et contufbatus, et 11lud:

Ludam, et vilior ffam. Ludam scilicet, ut illudar. Benus

ludus, quo Michol irascitur et Deus delectatur., Bonus ludus,
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qui hominibus quidem ridiculum, sed éngelis pulcherrimum
spectaculum praebet: Bonus, inquam,: ludus, quo efficim;r
opprobrium abundantibus, et despectio superbis. Nam revega
quid saecularibus quam ludere videmur, cum, quod ipsi apﬁe-_
tunt in hoc gsaeculo, nos per contrarium fugimus, et quod

‘ipsi fugiunt, nos appetimus? More scilicet ioculatﬁrum et
aaltatorum; qul capita misso deorsum, pedibusque sursum
erectls, praeter humanum usum stant~mahibus vel incedunt, et
sic in se omnium oculos defigunt, Non est hic ludus puerilis,
nen est dé.theatro, qul femineis foedisque anfréctibqs provo-
cet libidinem, actus éordidos repraesentet; sed eét ludus

iucundus, honestus, gravis, spectabilis, qui caelestium spec-

tatorum delectare possit aspectys. Hoc casto et religioso

ludo ludebat qui dicebat: Spectaculum facti sumus angelis

et hominibus. Hoc ludo et nos interim ludamus, ut illudamur,-'

confundamur, humiliemur, dqnec veniat qui potentes depcﬁit
et exaltat humile;, qui nos laetificet, élorificet, in aeﬁerf.
-num exaltet.”" Letter 87, 12; PL 182, col. 217; quoted and
translated in "The Theme of Jesting.in St. Bernard and his

Contemporaries,"” Cistercian Studies, 9 (1974), -8~9.

6"Essais sur l'esthétiqu@_de S. Bernard," Studi Medie-
vali, 9 (1968); 708. Bernard here identifies himself with

the tradition of folly for Christ's sake. Leclercq définedb
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the salient characteristics of the holy fooi in "'L'Idiot'

2 la lumiére de la tradition chrétienne,”" Revue d'Histoire

de la Spiritualité&, 49 (1973), 291-93, 297-98: the holy

fool lives in the world according to principles that are

-

radically alien to it, embracing suffe;ing and isolation
it

‘with joy, living in a gpirit of childlikeness, humility and

simplicity that give the fool a freédom of spirit and pro-

phetic forece in relation to the world., See also Saward, PP

il

58-79. . .

7"And bowing the knee before him, they mocked him, say-

ing: '_Hall, King of the Jews . . . . And éfter they had

-

mocked him, they took off the cloak from him, and put on him

his own garments, and led him away to crucify him," Leclereq,

 "The Theme of Jesting," p. 14.

8The dating of the sermons is discussed in Jean Leclercq,

"Introduction,” On the Song of Songs, IV, trans. Irene
Edmonds, CF 40 (Kalamazoo, Mich.: Cistercian Publications,
1980), pp. xi-xii. TFor a discussion of the influence and

widespread dissemination of Bernard's On_the Song of Songs

in the twelfth century, see Jean Leclercq, Monks and Love in-

. Twelfth Century France: Psycho-Historical Essafé {(Oxford:

s = » f

Oxford University Presé, 1979),.p. 53; 60, n.69; 121; 129.
9

On the Song of Songs, I, trans. Kilian Walsh, 0CS0O, CF

’
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' 4 (Kalamazoo, Mich.: Cistercian Publicatioms, 1971), I.7,

]

pp. 4-5; PL 185, cols. 787-788., Bernard's sermons on the.-
Song of Songs are translated in four vo;ume;'by Kilian Waiah
and Irene Edmonds, CF 4, 7, 31, 4ﬁ (Kaiaﬁazoo, Mich.: Cis-
.tercian Publications, t971; 76: 79, B80). All further-refer-
ence; to this translation will be noted in parentheses in
the text by sermon and section, and then by ﬁqlume and page
number. All quotations of the Song of Sdgés are taken from
these translations of Bernard's sermons. Exéept where the

Latin text appears in the endnotes, the appropriate refer-

ence to the Patrologia Latina will also be included in paren-

theses in the text. For purposes of consistency, references
in this thesis.to Latin texts of patristic and medieval

5g;ks are wherever possible to the Patroloéiae Cursus_Gomple~

tus, Series Latina, ed. ' J. P. Migne, 221 vols. (Paris, 1844-

64, 1958-74), and ‘to the continuation of this work in Corpus
Christianorum, Continuatio Medievalis (TurnQout, Belgium:
Brepols, 1971-). The critical edition of Bernard's works is

_ Sancti Bernardi Opera, eds. J. Leclercq, C. H. Talbot and H.

‘M. Rochais, 8 vols. (Rome: Cisterciad Publications, 1957-77).

-lO"La Dévotion Joyeuse,” in Saint Bernard, Homme

d'Eglise (Paris: Desclée de Brouwer, 1953), p. 237; A

1‘école de S. Bernard: De 1'humour & 1'amour,"” in Témoins de

e e e —nm -
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la Spiritualité dccidentale (Paris: Les Editions du Cerf,
o
: .
1965), p. 269. Jean Leclercq notes that the word jongleur
comes alsg from the Latin jocus in "'Ioculatot et saltator':

mage du jongleur dans les manuscrits," in

S. Bernard et 1

s

Ttmnslatio Stu i; Manuscript and Library Studies honoring

Oliver L. Kapsner, 0.5.B., ed. Julian G. Plante (Collegeville,

Minfi:: St. John's University Press, 1973), p. 125,
i 11Lecler.cq, "La Dévotion Joyeusél' p. 242, =~ s -
f . -

T ) R ’
leLclercq summarizes Berpardis spiritual theology more

\ i ‘
fully in The Spirituality of the Middle Ages, pp. 194—99,#
13 ' | '

e

For a discussion of affgc;ivity in the spirituality

of the Middle Ages;\see,Jea; Chatillon, "Cor et Cordis Affec-
tué ?Coxq;s Affectué au Moyen Age)," DS 2-2, 2288-2300.
Chatillgn notes thét the twelfth*century witnéssed the birth
of an affeétive spirituality,'andﬂd;scusses the role qf
Bernard and otﬁer Cisteréia;‘writers in providing ; théolog-
ical and psychological theory of the .place of the affections

in the spiritual and moral life.

14The relation of wisdom and affectivity in Cistercian )

thought is discussed in Hilary Costello, "John of Ford and
the"Quest for Wisdom," Citeaux, 23 (1972), 141-159.

The cornerstone of Bernard's theology of love is his

concept of the image of Géd in the soul. Love, indeed, is



- . - . )
o YO
the means 6f-the reformation of this image; Bernard follows
the traditional Augustinian defiﬁitibn of the image of Gdd,-

but with a difference of eﬁphasis. In the words of Bernard

HgGinn,'in his Introduction to On Grace and Free Cholce, o
Bernard "differs from his ‘great predecessor in stressing
human freedom rather than human intellectton as the precise

v

locus of the image" (Treatises III, trans. Daniel 0'Donovan, -

£ .
CF 19 (Kalamazoo, Mich.: Cistercian Publicatlions, 1977), p.

33; see also Gilson, pp. 46-52 and Williams, pp. 114-15.

-

Bernard discusses the image of God chiefly in On Grace and

Free Choice, PL;182, cols. 1001-1030 and in Sermons 80-85 of

13

On the Song of Sdngs, PL 183, cols. 1166-1194). This 1s not

[
-t

to imp1§ that Bernard devalues the intellectual faculty of

the soul, Rather, in response to the intellectual climate
of the secular schools, he is i;sistent that the intellect
aceompany and serve the love of God.

g ermon 83.2-3; 1V, p. 182; PL 183, &ol. 1182.

170n Loving God, in Treatises II, trans. M. Ambrose

Conway, PCSO, and Robert Walton, 0SB, CF 13 (Washington, D.C.:
Cistercian Publication§, 1974), X1I.34, p. 126; PL 183, cols.
995-996.

1850e also Sermon 85; IV, pp. 195-210; PL 183, cols.

1187-1194.
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.lgThis is often pointed out by translators of, Cister-
clan writing in the tradition of Bernard. See Mother Colum-

ba Hart, trans.; Egposizzz;;:j;nthe Song of Songs, by

William\éf St. Thierry, CF 6 (Shannon, Ireland: Irish Uni-
versitz P\ ss, 19%9), p. 10, n. 31,

2O"H:Lc lfﬁféfiII;-iusus; Quidni dixerim lusum? Quid
enim serium habet haec littéfae geries? Ne auditﬁ quidem

’

dignum quod foris sonat, si non intus adjuvet Spiritus infir-

-/ mitatem intelligentiae-ngstrae." PL 183, col. 1071.

21

De Lubac discusses the relation of love and exegesis
in pat;&stic and monastic writing, particularly the-tradition
of Origen, Gregory, and Bernard. ‘'He remarks that exégesis
which searches for the,living Christ through the biblical
text, rather than an, impersonél truth, is marked by iove.

In this tradition, reading can be described in terms of the

love play of the:Song of Sonmgs (II, 592-94). Speaking of the

"drame de la vicissitude" of the exegete's search for Christ
through the enigma of the biblical text and of Christ's
alternating presence and absence, Lubac says: "Mipﬁx que ses
prédécesseurs, Bernard chante le Jeu divin; mais‘il le chante
comme eux-—comme le chante avec lui, sur un mode plus calme,
son ami Gdillaumézde St. Thierry, ¢ omme le chanteront bientdt

d la guite un certain nombre de ses disciples, un Gilbert de
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- 'Hoyland, un Aelred de Rievaulx . . . ." (II, 594-97).
“j'zz"De'l'humour a 1'am;ur,"_p. 269; "Egsais sur 1'esthé-
tique,” p. 509. - | ' ‘ \\l
m'23Leclercq, ?Essais sur i'esthétique," p. 706,
2[‘Leclerlc:q, "Essals sur l'esthétique,ﬁ‘p..718, Léclercq
discusses imagery on pp. 715-22. | -

: 2SI;eclércq, "Egsais sur 1'esthétique," p. 721; In a
similar vein, Christine Mohrmann makes the following comments
.abouf the relation of emotion and style in Bernard's writing:
"D'une manidre générale, c'est la éeﬁsion“spiritﬁelle plus
ou moins grande qui constitue, pbuf*ainsi dire, LLE&SEE;:

régulateur du style de saint Bernard. La fréquence des

g1éments du style figuré,-—parallélismes, antithéses, jeux
. . . a '-‘.

de mots et‘de sons, images, ﬁétaphores——, aﬁgmente a propor-
tion d‘u:e tension,intérieure qui iésulte, selon'lés cés, dei
l'enthousiaéme religiéux,.de la colére, de laqabuleur, de la
, fendresse ou d'autres mouveménts de 1'&me; ce rigoureux
ascéte est un passioﬁné. Son style refléte exactement ce qﬁi
se passe en lﬁi, sés transports mystiqueg aussi.bien que ses
écéés d;indignation; sa jole et sa souffrance. A mesure que
le niveau s'éléve, le style qévient plus orné et plus mouve-

- .
menté." "Observations sur la, langue et le style de Saint

Bernard," in Sancti Bernardi~Opera, II, XXV.
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26On Loving God, in Treatises II, III.7, pp. 98-100;

PL 182, col. 978; 1IV.11-13, pp. 102-106; PL 182, cols. 980-

982..

2760 Loving God, in Treatises IT, IV.11, p. 103; PL 182,
col. 980. , -

28

J.. M. Déchanet, 0SB, "Introduction,” Exposition on

the Song of Songs, p. X, n. 14,

29Will‘iam derives his conqébtion of the Song of Songs

as drama from'Origen's Commentary on the Song of Songs. See

The Song of Songs: Commentary and Homilies, ed, dnd trans.

R. P. Lawson, Ancient Christian Writers, No. 26 (London:

Longmans, Green and Co., 1957), Prdlogue,“?. 21; PG 13, col.
61. However, the empbésis on iﬁﬁer, affective identification
of the soul w£th the "dramatic allegory" of the biblical

text, in which William éollo&s Bernard, gives the dramatic
structure of the Song of Songs and its imaginative recreation
a new dimension in ﬁilliam's‘ExEositions Comp;re, I' xam=
ple, Origen' s Commentary, III.1l; III (IV) 13 and 15; Ldwson J’
pp. 205-206, 229-38, 246-54; PG 13, cols. 167-171, 178-184,
188-193. See' also Déchanet, pp. X, n. l4; xiii-xiv; Gilson,

p. 216, n. 7; de Lubac, II, 596. ‘

3OPreface, 8, p. 9. All references to the Expositions

in translation are to the Cistercian Fathers Series edition,



- and“will hereafter be note¢'in parentheses in the text. All
: qﬁotations of the Song of Songs are also from this transla-

tion. The Latin text is found in Exposé sur le Cantique de

Cantiques, ed. J. M. Déchanet, 0SB, 82 (Paris: Les Editions
du Cerf, 1962). References to this work will .also be noted

in the text, unless the Latin text appears in the endnotes:

MSeribitur autem Canticum hoc in modym dramatis et stylo

, comico, tanduam per personés et actus recitandum; ut sicut
inlcom;ediis recitandis‘personae diversae; et diversl actus,
sic et in hoc Qanti;o concurrere sibi videantur personae et

.affectus, ad peragepdum_susceptum negotium amoris, et mysti-
|

cum contractum diviﬁag et humanae conjunctionis.” SC 82, p.

" 80.
. ™~ ALY

?l"Eteﬂim, sicut jam supra diximu§:‘5§\?x usu carnalis

AP .

amoris circa spiritualem amorem, et affectum Sponsi et

Sponsae aliquem sentiamus experientiae sensum, videtur saepe

- Sponsus Sponsae quasi lasclviente amore alludere ,.. . . " SC

v !

e 82, pp. 366, 368.

-



ChapterIB

The English Cistercians:

A Playful Imagination

\
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Le Jeﬁ d'Adam 1s widely tho;ght, for reasons of lan- .
guage and versification, to have been written in England in
the third quarter of the téelfth century.l The presence of
the Cistercian Order in England is, hence, of particular im-

»

portance to tﬁis play. The Cigtercians were, Iin fact, very
active in England: experiencing fépid-growtb particularly
during the lifetime of Bernard. Between 1128, which marked
the first Cistercian foundation in England, and 1153, which
saw the death of Bernafd, thirty-six Ciséeréian abbeys were’
bﬁilﬁ in England.2 The Cistercian literary tradition in
England may Be represented by the:works of three abbotg.
Aelred,'éhbot ffom 1147 to 1167.oé Rievaulx, the centre, with
Fountains, of Cistercian life in England, was known to his
contemporaries.as the "Bernard of the North."3 He 5ffers
perhaps tﬁe most original development of Bernard's ideas in
England. His meditétions‘on the life of Christ are of partic-
ular relevance to our subject. Gilbert of Hoyland, abbot of

Swineshead from about 1150 to 1172, and John, abbot of Ford

from 1191 to 1214, undertook to complete Bernard's unfinished

- sermons on the Song of Songs. The writings; of these men dem-

onstrate extensive continuit} with Bernardine thought and ex-
egetical methods, and, in the case of Aelred, a development

of Bernardine tradition particularly significant for the
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' medieval vernacular-drama. Again, the monastic search for
wisdom is, for theae monks, an essentialiy affective pursuit
'rooted in the humanity of Christ. 1In matters of exegesis,
this affectivity gives to.the imagination, and moreoven, to
the imagination at play, a primary réle.

In Aelred of Rievaulx, as he appears to us through the .
eyes of a'contemporari biographer, Walter Daniel, we encoun-
‘ter a man possessed of a remarkgbly af fectionate and loving
~temperament, well disposed to appreciate and foster the
Bernafdine doctriné of lovel Walte% Daniel .describes him as

a man of "

extreme delicacy of feeling, condescending to the
weakness of all, nor did he think that any who beéought him
for charity's sake should be saddened.ﬁa Becalling a typical
scene in Aelred's ébbacy, a group of monks gathered in con-
YEFsation in Aelred's infirmary cell, Daniel admires Aelred's
encouragement of warm, affective'relationships among his
monks, and his accommodation of hﬁman érailty to a spiritual
endt

Yor every day they came to it and sat in it, twenty

or thirty ét a time, to talk togeth?r of the spiri-

‘tual delights of the Scriptures and of the obser- |

. vance of the Order. There was nobody to say to i

g
them, "Get out, go away, do not touch the Abbot's
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bed"; they walked and lay about his bed and talked
withlhim as a little child prattles with Lté.
mother. He would éay to them, "My sons, say what

- you will; oﬁly‘let no vile_ward, no detration [sic]
‘of a brﬁther, no blasphemy against God proceed 6ut
of your mouth." He did not treat them with the
pedantTy imbecility habitual in somé s11lly abbots
l,who, if a monk takes a brother's hand in his own,
or says anything that they do not like, demand his
cowl, strip and expel him. Not so Aelred, not 30.5
Not surprisingly, then, in Aelred's exegesis of Scrip-
ture, we find the pléy of imagination we encountered in
N
Bernard, wiﬁh its affectiﬁe movement f%om the weakness of fhe

literal text to an inner, figurative meaning. In a small

treatise, Jesus at the Age of Twelve, an inte;prq;ation of

passages In the GBspels‘describing Chrigt's childhood, Aelred,
employing Bernard's exegetical methods, approaches the bibli—
cal text by way of the 'spiritual imagination."6 This idea

is further explored in Part III of A Rule of Life for a Re-

cluse, which discusses the practice of meditation.7 Yet, the
Bernardine imagination undergoes in these works an interest-

Ang trandformation. In Jesus at the Age of Twelve, Aelred

provides one of the earliest suétained literary examples of

”\*
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a medit;tion on Christ's humanity: Hls subject permits him
considerable liberty in respondiné to the literal level of
the text which he. exercises with enthusiasm, recreating imag-
inativeiy and at length this literal story by responding to
its affective appeal. This play of imagination in Aelred's
meditations produce; a recreation of the Biblical text that
is more dramatic than Bernard's, in the‘éense that it gives
more expansive development of human interaction, of conflict
"and dialogue.. One translator‘suggests that Aelréd is the

-

firsﬁ to systematically employ in a literary work, Bernard's

-~

idea of meditating "sicut praesens,' of imaginatively pro-

jecting né's presencé into the literal world of the.biblical
text.8 This habit of meditation would later characterize
raqpiscan_spirituality, whose contribution to- medieval ver-—
acular drama has been explored by several critics.9 De~

cribing a popular thirteenth century work widely used by

medieval dramatists; Meditationslon the Life of Christ, John
Fleming has noted the radical new features of the style of
thisiwork. 'The'story of Christ is seen not.in the manner of
"frozeq, iconic, Stone,.gableau"‘but as "kinetic, lively, and
malleéble scenes “[6f] mimetic theatre."lo- Discussing the in-
debtedness of the Franciscans to Bernardine‘exegésis, and the

differences between these two traditions, Fleming notes that
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Bernard does not create tgg "suséﬁiﬁed and gbheréut licéral-
texture™ that characterizgs-Franc15can~iiterature."ll )
Bernard's iﬁagination, inﬁeed, creates a rapid and poetic
movement froﬁ the'literalito the figufatiﬁé, from image to
image, distinct fromltﬁe.style of ‘the Meditations. Aelred's
‘meditations, however, approach more closely a "sustained
+ « . literal textu?e." We have seen William of St. Ihierry
respond to the dramatic character of the Song of Songs. JAel-
red in his treatment of the Gospels also responds to “the dra;
matlc potential of the text, moving even closer to'a recrea-
tion of the literal level of the biblical text ;hich an;ici—
pates the Heditatiﬁns, a work that~played a formative role
iq the development oqflater verﬁacular drama.

Aelred's asspci;tion of wisdom, affectivity and pla& is
rooted "ultimately in his concept of God. WE mighﬁ recall
here that John of Ford, when he witnessed the instinctive
affections of aﬁimals saw diving love at play. This percep~-
tion echoes Aelred's meditations on the'charity of God, on
its affective cﬁaracter, and Qn‘its felation to the instinc-
tive affections of God's cre;tures. !

In keeping with the Cistércian heritage which nourishes

him, Aelred finds that the word "charity" most perfectly de-

fines the essence of God, for love is the substantial unity
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which binds together God's triune béfng. Tﬁé joy wiéh which
this charily is characteristically offered and received
within the Trinity reveals its strongly affective nature,
for in the created world through which God is analogically
understood the enjoyment that accompanies love is the prop-
erty of the affections. The love of Father, Son and Holy
Spiri? 1s marked by enjoyment,and rest, by a coﬁplete ab-

sence of involuntary and laborious-effort; This perception

of God's love is expressed in Aelred's Mirror of Charity,

his earliest work, written in 1142-43 at the request of St.-
~

Bernard, whom Aelred had met while on his way to Rome in
12 '

© 1140.77 Amédée Hallier, in his book!? The Monastic Theology

of Aelred of Rievaulx, locates the "theological apex" of the

Mirror of Charity in Aelred's perception of the relation

betwe God's act of(creation in Genesis; particularly his
restigpg on the seventﬂ day, énd st. John's statemént, "God
is charity."13 Aelred draws this relationship by explainiqg
"how God's resting and His love are one and the'same."la In
God's.love?-the essence of his triune being, perfect rest and
ﬁéace are enjoyed:

And OQur Lord tells us that the Father loves the

Son and discloses to Him all that He does, and that

it is because He keeps His Father's commandments
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that He 1ives on in His love. The Féther for His
part.pq{nts to His beloved Son in whom He is well
pleased. Now the delight that the Father and Son
take in each other is nothing else than thelr mu-
tual iove and embrace in which éach rests in the
other. This is the one thing that‘belongs to them
both, or rather 1t is in this that they are one.
'And the delight and joy which they take in each
other 1is éalled the Holy Spirit, because He is com-
mon to the Father and Son by proceeding from both"

15

of them, belng consubstantial with them.

Aelred offers this pérception of the joy and delighﬁ that

characterize love in his ?ttempt to understand the.;ign{fi;
cance of the seventh dag éf creation and the wording of the
passage in Genesls which describes it. The seventh day of
création; he explains, is a symbol of God's eternal rest,
just as the first six days are symbols gf'the mutability of
created things, for the morning and evening gf each of the
six days is sﬁecified, while no mention is‘mjxe of the morn-
ing and evening of the seventh day. fhis teaches us that
God's creativity is not undertaken because he needs.to find

delight and satisfaction in created things. The rest and

satisfaction which God enjoys on the seventh qay are not the

.

b
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result of completed exertion and a-need fulfilled in céeé—
tion, but are rather rooted in his own eternal being. They
are signs of_the_mutuﬁl love enjoyed.eternally in the-Triﬁity.
Hence God's creative activity is wholly ﬁolpntary, whollylun—

-

necessary, an overflowing of God's love: "Love is His only

reason for creating, gulding and planning all things from

- beginning to end, and that is why we read of His rest at the

end of the étory of creation" (I.13, p.. 203 1.19, cC 1, p.
i5)y. - *
The creation itself naturally bears witness to this

charity of God marked by delight and repose: "If you were

- to look at every creature from the beginning of creation to

the end of time--whether it were the most radiant‘angel'df‘
the tiniest worm-—you ﬁo;id.sée in it signs of God's good~
ness and His overflowiﬁé love" (I.15, p. 22; I.él, cC 1, p.
37)." To descFibe:how the. love enjoyed in the Trinity is ex-
pressed in the .created world which has its. source in Ged's
love, Aelred directs his attention to the ingtinctive affeé—

tions shared by irrational and rational creatures; coming in

his Spiritual Friendship to attribute playfulness to these °

affections. The created world is a harmonious and beautiful
order in which things naturally move to their properagiaces

where they come to rest. A stone, for instance, when thrown

/
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]

falls again to earth. An animal maintains the order of crea-
tion by fulfilling its natural instiﬁct;ve desire to eat and
avoid harm, thus finding peace (I.15, p. 22; I.21, CC 1, pp.

37-38). In Spiritual Friendship, returning to the question

of the imaging of God's love in creation, Aelred uses play

ag an image of the enjoyment that accompaniés the affections.

* 4

\\“ﬁiih\\In this work, Aelred speaka of how the affective love of
?J friends for each other draws them to love and knowledge of
God. God's love is mirtored in the context of this work on
. frienéship in the social relationships that unite even-inqp—
imate things: : : |
- He ﬁas willéd, moreover, for so his eternal reasbn
has directed; that peace encompass all his créaw_
. tures and society uﬁite them; and thus all cfea-
tures obtain from him, who is supremely and purely
one, some trade of that unity. For that reason he
. has left no type of beings alone, but out :; many
has drawn them together by means of a certain
society.16
The animal realm is a "picture of friendship," an "image of
" soclety and love' which delights Aelred:

How they run after one another, play with one an-

other, so express and betray their love by sound
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and moveQEEE, so eagerly and h;Epily d9 Ehey enjoy
their mutual company, that they seem to prize_"
nothing else so much as they d? whatever per;aiﬂs
to friendship ' (I.55; pp. 62-63).%7

- Behavior, sound agd movement expressive of play are seen

as signs of love and delight; of the affective enjoyment ac-

companying friendship, which, in turn, mirrors divine lo

Aeired's'fundapental_donviction:that "éod is charit
his emphasis on delight and repose as characteristics of .
this éharity, and his perception-of this joyous charity over-

flowing in the instinctive affections and the play of crea-

> S. - -

tures, all inform his practice of meditation on Christ's

w

humanity, giving it the characteristics of play we have seen

1

emerging in Bernard's exegesls. 1In keeping with Cistéréian
tradition, the end toward which meditation is directed is

the reforﬁation.in the soul of the imagérof God: charity,

charactgyized by delight and repose. The éffections, which
w2
give the soul the capacity for enjoyment, play a primary rg}§
in this refoémation. Through affective experience of God,

the soul comes to reflect the charity that is the essence of

God. 'ﬂgnce, meditation on the humanity. of Christ is intended

5to stimulate the sodITg—IbQEing for God, moving her toward

joyous, affective experience of God. The soul's affective: W
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response to the text takes the form of imagieative‘participa-
tion, recreating the Bernardine elay of imagination. Recall-
ing the biblical stories in'ﬁer;"spifitual imaéinetion" the
soul imagines herself as a partlcipant in the story, intent-
1y and emotionally engaged by the events and people remem~
bered, a practice which fosters the soul's inner and joyous
participation in the charity of God—-her‘imaging of God. We
see in the familiar forme.of this meditation Bernard's eluci-
dation of how the images-of the Song of Soegs,are to -be read,
which is, in turn, of course, profoundly affeeted by |
Bernard's devotion to the humanity of Qhrist. The affections
initiate a play of imagination thmugh which the literal text
recreates its hidden spiritual meaning in the interpreter.‘

The subject of Aelred.s imaginatioh as well as its
joyous affectivity, contribute; to its playful character. :
Aelred perceives meditetipe on the human lifelof Christ as ;
wise folly. Bernard, we may recall; found the artistry of

the Holy Spirit had created in the Song of Songs a foolish

literal story which in 'the spiritual imagination’became

spiritual play leading the mind to God. Analogously, Christ's

humanity is the foolishmess of God.

In the engagement of the imagination in meditation, the

\
soul becomes as a child, embracing the weak and childlike,‘-

[E.
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énd fin;ing that wisdom is gained through foolishﬁess. Ael=~
red speaks with warm approbagion and humility of the child-
like, and ‘of the Soul;s attraction to the physical, human
dimensions of Christ's life, for this meditation-is adapted
to ou; human weakness, Cﬁildlike, we can understénd-only
what 1s revealed toe us through the.tempo;al worlé of which
Qe’are a part. It is for'pheistrong.and mature to contem-

" plate Christ as he is, to gaze .upon the'eternal énd spiriéual.

To meditate on Christ's human life is to medftéte on him in

his weakness.and so0 to be healed of our weakness:

With David T must admit that the knowledée of G;d
as He is in Himselfdis too wonderful for me to
grasp, too iofty for me to‘attain. Meanwhile, O
Lord Jesus, T will embrace Thee who didst become a
little child for me;‘ in my weakness I’clasp Th;e
who didst become weak for me. A mere man, I em-
brace the God made man, the God who became a man
as poor és I am, and came 1nt0.Jerusalem seated on
a 'humble donkey. 1 embrace Thee, O Lord, because
Thy lowly state is my gregtness, and Thy Qeakness
is my strength, The foolishness of God is my wis-—
dom (I.6, pp. 9-10;°I.7, CC 1, p. 21).

In a sermon on Christ's nativity Aelred praises the value of
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the affective response elicited by Christ's life, itself
full df'examples Ef Chrisé's.own affectivity, encouraging
freedom of emotional expressioné
Your sadness, Loxd Jesus, means more to.me than
all the joys of the world. The tears you shed at
-the death of a friend are sweeter to me than the

" fortitude of éhilosophers Qho think a wise man

— ought not to bé moved by affection. Sweeter to m;

- is yqur'food and drink in the midst of sinners and
publicans than the rigid abstinehceloﬁ the Phari-
sees. The odor of your ointments is above all aro-
matic spices. Hoy much it means to me to see the‘-
Lord of majesty )how himself in.physical movements
and human feelinés, not like the strong but like
the weak. How much this strgngthéns me in my in-
firmity.18 ot

Because the inéarnate Christ in "his’ physical movements and

human feelings" is like the weak, the soul can find wisdom in

fooiishness and the childlike. |

Finally, and again reminiscently of the forms of play in
Bernard's'sermqﬁs, this meditation is seen as the work of

grace in the soul, and so is governed by the pattern of unpre-

dictable and playful "visitations of grace" interspersed with
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periods in which Christ seems to be absent. Hediﬁation thus
becomes a game, & "spiritual contest"” with Christ, initiated
by the soul's identification with various figures ﬁeopling
Christ's human life. In the third book of Jesus at the Age

¥

of Twelve Aelred describes contemplative union and the strug-

.

gle of the soul to attain to it. In contemplative union, to-
ward which méditation leads, the soul ascends té the "heav-
enly Jerusalem" where she fin&s'revealed "to the gaze of the
pﬁre mind the Bridegroom hiﬁself who looking out'as it were
thr9ugh the lattice-work, is more comely than ;hé sons of
-men." In this state the "images of outward thiﬁgs havé dis-
appeared' so that "with ardent longing she ;aises the face
of her heart in all its beauty to lock upon him whom she
loves" (III.20, pp.-27-28; Cél, p. 267). Even in cbntempié—
~ tion the elusive appedl of the lattice seems to partially
hide the Bridegroom. :In the ardent and persistent prayer
thaf precedes jojous reunion, Christ'is even‘more elusive,
stimulating the soul's longing:
How you moan, how you are on fire, how you seek
him whom your soul loves, and, lmpatient in your
love, long to see him whom you love. How you now
cajole, now, to stimulate greater .desire, are

gently indignant. Now you accuse him of delay,
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now you complaiﬁ that you are scorned, now you
profess that you are unwérthy of his viéitation.
and then again &ou presume on that goddﬁess of his
wﬁich you ﬁaye experienced so often. Now, as if
unable to holduout any'longe;, you try to conquer
his delays by a certain spiritual wraﬁgling or by
struggling with ﬁim. What tears then, what groans;
what sighs, what words. Now‘youf eyes are heavy
with tears and are raised to heaven with deep sobs;
now your hands and your ;rﬁé.aré strétché& out;
ﬁow you accﬁse your soul of sloth by beating your

 breast., Meantime words are uttered wilthout begin-
ning or end, iﬁcoﬁerent, incoﬁsistent, paying no
heed to the meaning or the laws of any language.
At one moment the words express your feelings, at
the next moménf your feelings.stifle the words.
Jesus to be sure, loving as he is, is glad Eo be
overcome  in such a cpntést (III.Zi, p. 28; CC 1,
pp- 268—69)-. | &
The play of imagination in Aelred's meditations, so rem-
iniscent of Bernard, nevertheless finds its own distinct

forms. We have seen imaginative play take the forp in

Bernard's sermons of a poetic, metaphoric flight of
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fitringly concerned with the appeal of Christ's childhood.
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emotionally related images. Aelred's meditations are based

‘on the narrative of the Gospels, rather than the poetry of

the Song of Songs. Moreover, in Jesus at the Age of Twelve

and in A Rule of Life, Aelred deals with the historicél,

allegorical and tropological .levels of the text in three

separate sections, dividing Jesus at the Age 6f Twelvé, for
instance, into three books, é;ch dealing with a different
level of meaning. In the meditatibns, in the historical
sense, the imaginatien givés‘shape-primafily to the dramatic
dialogue and interaction of the characters in tﬁe literal
1eLel of the text. This is, of coufse; a vital element of
Bernard's imagination, but it receives concentrated and ex-—
tensive development in Aelred's writiné, changing?the shape
of the meditations;. Dramatic images'predominate and the
rapid play of the ﬁind-between literal and figurative meaning
in Bernard's work gives way to a more slowly péced movement
in Aelred's, evident in the division of the materials.

Jegus at the Age of Twelve and A Rule of Life provide

illustrations of the forms of play and imagination in Aelred's

meditation. Jesus at the Age of Twelve was written between

1153 and 1157 at the request of Aelred's friend, Ivo, and is
19

The spiritual imagination begins in the historical sense of
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the Scr{pture, finding its igapiration in the appeai of the
emotionally moving characterigtics and acFions of Christ and
their physical expression. Aelred beglns his'meditation on
‘Jesﬁs' childhood by imagining his friend Ivo at his prayers:

+« - - you have before the eyes of your he;rt the
sweet likeness of'that.dear boy . . . with‘a éer—
. tain spiritual imagination you reproduce the fea-
tures of tha£ most beaufiful face . . . you rejoice
in the gaze of those mo;::pharming and gentle eyes .
Sent upon you : (I.l,rp; 4).20 .
As the meditgtion continues Aelred dwells at length on those
elements In the nmarrative which appeal most strongly to the
affections, attracting the soul through their charm or arous-
ing compassion through theif pathos. He attempts to evoke
in his recreation of the text an enjoyment in the imaginative
process and a delight in Christ. He imagines, for instance, .
the coméany of pedple on the road to Jerusalem competing for
the child's attention:
We may imagine then‘that_on that journey the boy
Jesus granted the sweetness of his presence now to
his father and the men with him, now to his mother

and the women in whose company she was. Let us

consider, I beg, how great was their happiness to
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whom 1t was given to see his face for so maﬁy days
and to hear his words, sweet as honey; to contem-
plate in a human being, iﬁ a boy, certain signs of
heavenlg powers shining forth, and to intersperse
their conversations with reflexions on the mystery
of the wisdom which saves. The oid are émazed,

the young are lost in admiration, and boys of his

own age are kept from mischief by the seriousness

of his behavior and the weight of his words. For

I think that the grace of heaven shone from that
most beéutiful face with such charm as to make
everyone look at it, listen to him and‘be moved to
affection. See, I beg, how he is seized upon and |
led away by.each and every one of theﬁ. 0ld men
kiss him, young men embrace him, boys wait upon
him. And what tears do the boys shed when he is

kept too long by the men? How do the holy women

“complain when he lingers a little longer'with his

father and his companions? Each of them, I think,

‘declares in his inmost Heart: '"Let him kiss me

with the kiss of his mouth” (I.5, pp. 8-9; CC 1,

p. 253).

The intensity of the soul's imaginative 'and emotional



122

involvement in the story leads to a high degree of participa-

tion. Aelred converses freely with the characters he b}ings

before his mind's eye, addressing questions to them, supply-.

ing answers and urgihg varlous actions upon them. Imagining

Mary's reunion with Jesus in the Temple after their three dgy

separation, he entreats her:

Tell me, my dearest Lady, Mother of my Lord, what
were your feelings,'your gurprise, your joy, wheﬁ
you found your deérest son, the boy Jesus, not
among boyé_but among teachers, and beheld the gaze
of all eyes bent on him, everyoné eagerly listen-
ing to him, while the little and the great, the
learned and the ignorant alike told of his wisdom
and of the answers he gave? "I fbund?" she says,
"him whom my sodl loves. :I held him‘fast and would
not let him go." Hold him fast, dearest Lady, hold
fast him whom you love, cast yourself upon his neck,
embrace him, kiss h;m and make up for his absence
during three days with increased delight. "Sﬁn,
why have you behaved so to us? Behold, your father
and I have been looking for you in sorrow' (I.8,

pp. 11-12;y CC 1, p. 256}.

The reference to the Song of Songs serves to remind us of how
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closely Aelred's treatment of the Gospels is related to
B rnard}s treatment of the Song of Songs. Bernard's imagina-
tive and literal evocation of the human lovers of the Song
of Songs which preﬁedes his mystical interpretation is here
reenacted with intense par;icipatory involvement, and will

be extended in length and detail. In A Rule of Life, written

betweeﬁ 1160 and 1162 for his sister; Aelred takes this par-
ticipatory role even further, urging the soul at prayer to
tgke an active roie in the narrative.21 In his discussion
of the historical sense in this work, Aelred draws his sis-
ter's atéention to scene after scene from Chiist’s life,.ﬁe:
ginning with the Annunciétion and ending with the appearance
of Chfist to Mary Magdalen at the tomb. éecalling the évents
which preceded the Lord}s passion, Aelred writes to his
sister: | |
But now ;e must rise and go hence. Where to? you
fésk. To be sure, to éccompany the Lord of heaven
and earth as he rides on anlass; to marvel at the
great things which are done on your behalf and min-
gle your praise with that of the children, crying V
out: "Hosanna to the Son of David, blessed is he

who comes in the name of the Lord." WNow then go

up with him into the 1afge upper room, furnished

r

,
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for sﬁpper, and rejoice to share the delights of
the meal which brings hs galvation. Let love ovér-
come shyness, affection drive out fear, so that he
may at least give you an alms from the cruﬁbs of
that table when you beg for_somefhing. Or stand
-at a distance and, like a poor man locking to a
.rich man, stretch out your hand to receive some-

‘thing, let your tears declare your hunger (III.31,

° &

p. 86; CC 1, p. 668).

This imaginative participa;ion of the soul in the bibli-
cal téxt leads her ‘to engage in a varilety of speculations
about Christ's activities and their mbtivation. The soul,

in her'anxiety to understand fully the events in Christ's

- 1life, soon asks questions of the characters which exceed the

boundaries of the text and f:tend it imaginatively. The med-

itation will consist of thefamiliar chain of images created

]

as the affections respond to and participate, freely and with

enjoyment, in the text. "While the imaginative process 1s

familiar, the imaginative extension of the literal level of

the text is carried out in much more length and detgil. The
soul desires to know all that is possible of the literal

feelings, thoughts, conversations and unsbecified actions of

the characters. The number of unanswered questions the
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narrative railses quickly multiplies,'deepening the soul's )
emotional engagement and- strengthening her longin% for God
for what 1s hidden. Jfractical considerations prompted by
Chrisk's physical clrcumstances assume a seeminglf‘exagger—
ated importance. How was 1t that Jesus became lost in the
first nlace? Why wasnft.his absence noticed sconer? Through
the soul's concern for the physical hardships and difficulty
facing Jesus, love is aroused. Aelred begins his narration
of the boyhood journey of Jesus to Jerusalem by imagining
the questions Ivo might pose to Christ'and Mary:

Then, I imagine, yon cry out with heartfelt aevo—
tion: "0 dear boy, where were you? Where were
you hiding?  Who gave you shelter? - Whose company
did you enjoy? Was it in heaven or omn earéh, or
in some house that you spent the time? . . .;In—
deed, my Lady, if you will allow me to say so, why
did you lose your dearest Son SO‘easilyle . . why
were ;ou so late in noticing that he was missing?"
(I.1-2, pp. 4-5; CC 1, p. 250).
Later he offers possible answers to these questions and many
others raised as the.narrative continues: |

When they all arrive in the Holy City having en-

joyed this pleasure ["Cum hac igitur ilucunditate
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ingredientibus cunctis sanctam civitatem"]f watch,
I_beg, theudevoutjand holy competition there is
‘between one family and another as all are anxious
to be granted his most lovable and charming pres-
~ence I"cunctus.desiderantibus sibi eius dulcissi-
mam éc iucundissimaﬁ praesentiam indulgeri'].
Happy the éne‘who wins. Perhaps it was for this
reason that, when the celebrations were ov§r1and
ehey set about their return, the boy Jesus stayed
on in Jerusalem without his ﬁarents' knowledge.
.For evervone thought that he was with someone else,
since he was loved by. all and sought for by all,
and his parents:did not know that he was not there
until at the end of a day's journey, they looked
for him among their kindred and friends, going
from family to family of those who had gone up
with them . . . . Where were you, good Jesus,
'duxing those three days?.. Who provided you with
food and drink? Who made up a bed for &oﬁ? Who'
took off your shoes? Who tended your Boyish limbs
with oil and baths? . . ., It is attractive to
form opinions or conjectures or surmises on all

these matters, but it is wrong to make any rash
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\. assertions. What shall I say, my God? Did you,
in order to c;nforﬁ yourself to our poverty in
everything and take upon youréelf all the miseries
of our human lot, beg for alms from door to door
as one of the &owd of beggars? Who will grant me
a share in those crusts you obtained by begging,
- or at least let me feed on the remains of that .
divine food? But to ;enture on a loftier and more
recondite hypbéhesis, ;n the first day perhapg-hé
presented himself before his Father's gaze, not to
take his se;t at his side but to consult his
wishes as to the—ordering of thé rfedemptive work
he hadiundertaken (1.6—7; pp. 9-10; CC 1, pp. 254-
5. . .
Where.the biblical narrative i§ siYernt or puzzling,. the soul
enjoys to imagine what Chris;ft ought or experienced without
taking its musingsgovefiy seriously. The purpo;e of suchh

‘ B
speculations is to encourage devofion not formulate doctrine.

This same imaginative involvement prompts; in A Rule of Life,

the inclusion of legends which move us to love God. Aelred
offers the example of the legend which tells us that the

thief to whon Jesus' promised a place in paradise while they

both hung on crosses had saved Jesus' life when he was a

<

ry



P ; 128
child fleeing from Hereod in Egypt. ‘"So,'in order," Aelred-
. ; —
teaches, "to kindle 19ve I consi&e; it worthwhile to hgéept
/zbthis legend as true,'without making any ragh assertilons as
‘to its aughbrity" (I£;.30, p. 82; CC 1, p. 664).

: Sincé‘:he end of the spiritual imaginatiom is the res-
toration of Ehe image of Géd, of charity, in the soul, the
soul's engagement ;n the story should lead finally noﬁ to a
merely pleasant emotierfal éxpgr%ence but to a conversion of
the soul and an encounter with the 1iving Christ; which v
transcends the text, The affective enjoyment and the .free-

dom of conjectﬁf; through which the soul involves itself in

‘the ;iterﬁl‘story~is the means By which she enters into a re~‘
1éti;nsﬁip with Christ, itself charaéterized‘by play, and in-,
ténded to reform in her the £mage‘of God._ Aelred's medita—’
tlions on the passage reiating the visit of the prostitute to
Je;us in the house of Simon, which-occurs in the third book

of Jesus at the Age.of Twelve, best iliustrate this. This
L 0

story-is chosen to exemplify the goodness of God which

arouses the affections. Jesus is imagined as surpassingly
gentle, pleasant and compassionate. The writer encourages
thessinner in her outpouring of repeﬂéance and sees her as

the forerunner of other sinmers, leading them to experience

what she has experienced:
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Kiss, I say, those feet, press your fortuﬁatellips
- to them, so that after you no sinner mayibe afraid
of them, no one, whatever crimes he has committed,
may flee from tﬁem, no one may be overcome by the
consciousness of his unwor thiness. Kiss them, em-
brace them; hold them fast, those feet venerated
by angels and men alike (III.26‘; p. 34; CC 1, p.
273). '
The example of this woman leads the soplﬁat bfa;er ;o a sim-

A

ilar repentance:
What are ygu about, my soul, my wretched soul; my
sinful soul? Theré certainly 1is tﬁe place for yoﬁ
safely to shed your tears,. to atgné for your im-
pure kisses, to pour out all tﬂe olntment of your-
. - ‘devotion free from fear, without any touch or move-

menit of vice to tempt you. Why do you hold back?

Break forth, sweet tears, break forthy let no ane

check your flowing. w%tér the most sacted. fedt of =7

. my Saviour, of my Champion. I do not éie 1f some:

Pharisee mutters, if he judgesmé unworthy to

touch the hem of his garment] Let him mock, let

him laugh and jeer, let turn his eyes away,

let him hold his nos for all that I will cling
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to your feet, #hy Jesus . . . (III.27, p. 34; CC 1,

p. 274).

Describing the same scene in A Rule of Life, Aelfed counsels

the soul to participate to such a degree that she seems to
encounter Qpe living Christ through the story. The figufés
of the imagination gain an iﬁdependepce of will which trans-
forms theilr relationship into a game, a spiritual contest
tbat is played out thmough the med 1um of the bibliéal text
and resembles the "holy competition™ for the presence of the
child Jesus described earlier (I.6, p. 9; CC 1, pp. 665-66).
In this ponte;t Christ first evades the soul's approach so
that "he may rejolce in being.overcome," ﬁis pretended eva-
sion serving to deepen igeir‘eventual joy. T;e soul is
- urged tg‘"strive with God aé Jacob did" so.that God may re-
Joice: )
| It will seem-'to you sometimes that he averts his
gaze; closes his ears, hides the feet yol long to
touch. None the less be insistent,‘welcomé or un-—

welcome, and cry out: "How long will you turn

.
your face away from me? . . . Give back to me,

good Jesus, the joy of your salvation. . . . He
will certainly not refuse his feet to a virgin

[

when he gave them to a sinful woman to kiss

r
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((IIL.31, p. 84, CC 1, p. 666).2% -

The whole imaginative process culminates, then, in this ulti-
. H\>)/#
matéi% joyous game played with Chfist, and, indeed, partici-—-rJ

pates always in this play. Frbm his initial joyous concep-

s

tion of the face of the Christ-child, through the foolish re-
creatiqn of the literal story of his life, evoking ;ffecti
and pla&ful love for the risen and invisible :Christ, Aelr®
plays through the spiritual imaginatiqn with the biblical [-

text and with God through the- text.

' We will return to one passage from Jesus at the Age of

"Twelve as a final illustration of the dramatic quality of

. the play of imagination.in the text:

Tell me, my dearest Lady, Mother of ﬁy yord, what
were your feelings,_ybur sufprise, your joy, when
you found your dearest son, the boy Jesus, not

among boys but among teachers, and beheld the gaze
of all eyes bent on him, everyone eagerly listen-

-

" ing to him, While the.little and ;he great, the .
learned and tke ignorant alike told of his‘wisdom
and of the answers he gave? 'I found," she says,
"him whém my soul loves. I held him fast and

would not let him go." Hold him fast, dearest

Lady, hold fast. him whom you love, cast yourself
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upon his neck, embrace him, kiss him and make up
for his absence during three days with increased
delight. "Son, why have you behaved so to us?
Behold, your father and I have been looking for
yéu in sorrow" (I.8, pp. 11-12; €C 1, p. 256).

%he dialbgue between Christ and Mary continues in this man-
nér{ interspersed by elaborations and explanatiohs by Aelred.
The meditation 18, 'clearly, always pushing toward the spiri—
tuél.significance beneath the literal, a significangé wﬁich
wi%}‘;e fully elaborated in the second and third books of

c

the treatise.x The dynamic of the interactipn between Mary

* and Jesus in this incident is conceived of in terms o8 the

pattern of Christ's presence and absence in the soul det
scrlbed in the Song of Songs. 1In an earlier example, Aelred
sees hovering in the child Jesus the mystery of divine wis-
dom. It is indeed this movement from the literal to the
spiritual that is the essence of play in Cistercian litera-
ture: -the litéral,:in its weakness, is always at play in
relation to the spiritual. The awareness of play, and the

forms of imagination play creates, are themselves produced

by the desire to transcend the literal and the imagined.

Yet, at the same time, this first book of Jésus at the Age

of Twelve, exploring the historical sense, imagines and
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elaborates a sustained literal picture of the child Jesus
visiting Jerusalem in the company of men and women. Aelred's
" intense and emotional participation in his text, a participa-
tion that can lead him to become a character or actor in the
evénts as he seeks God beyond the texf, creates a meditation
that approaches the "kinetic, lively, and‘malleable scenes
in the mimetic theatre" that Fleming refers to in later
Franciscan literature and latef medieval drama.23 The struc-

ture of the first book of Jesus at the Ape of Twelve and his

recounting of Christ's life ina Rﬁle.of Life are less poetic

than Bernard's sermons, depending more on dramatic encoun-

. —_—

ters of characters, on dialogue énd events, than on an asso-
ciative chain of image and metaﬁﬁor to carry the mind of the
interpreter beyond the iiteral to a spiritual encounter with
God. The familiar Bérnardine play of imagination from lit-

eral to figurative meaning here approacheg more closely the

form of medieval vernacular drama.

The English sermons on the Songrof Songs offer no strik-
ing developments of the Bernardine tradition, but they_do
further?demonstrate the extent to which this tradit%oﬁigés
comprehended, admired and nourished in England. These ser-

mons also offer glimpses of a lively humor very much in keep-

ing with the sense of spiritual play that animates them.
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Gilbert of Hoyland, for instance, wrote 48 sermons on
the Song of Songs, beginning shortly before 1153 and still )
attempting to complete Bernard's project at his death in
1172.24 The Bernardine emphasis on the role_of affectivity
in the spiritual life and on the role of the‘simple, child-
like and weak in reéching the highést spiritual mystery de-
termine Gilbert's approach to his subject matter. Like
Bernard, Gilbert expresses this affectivity and this delight
in the humble in terms of play, both:in his interpretation
of the images of ghe Song of Songs and‘iﬂ his'understanding
of the language of the biblical text.
In his eulogy for Aelred in Sermon 41, Gilbert's admira-
tion for Aelred reflects the essence of the C%Stercian ideal:
His sigplé teaching and milk-clear exposition often
‘swept his listener's spfrit unaware into the in-
toxicating transport of a miﬁd béside itself, . . .,
He chose material easy to work with but ybu could
feel in his words the passion of ineBriating
grace.25
The style Gilbert admi;gs in Aelred's sermons is, of course,
rooted 'in the Cistercian devotion to the humanité of Christ,

Speaking of the "wisdom" of "little ones'" who humﬁfy contem-—

plate the Incarnation of Chfist; Gilbert says that the
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Incarnatfion, particularly the cross, arouses greater affec-
tion than the more exalted mysferies of Christ, and hence is
to be highly valued (26.4—5; IT, pp. 253-54; PL 184, cols.
104-105). The affections, moved by the humble, the child-
like and the weak, have the capacity to transport the mind
to. the highest ﬁystefies. . : -

Gilbert's seérch for the "passion of inebriating grace"
in the images and ianguage of the Song of Songs leads him to
a perception of the playing of thé text and of the soul.
Gilbert begins his sermons with a theme borrowed from
Bernard. His text describes the Bride's search for the
Brideggpom. Gilbert predicgébly expounds the by now. famil-
ilar pattern of éﬁe soul's inner experience of Christ's pres-
ence and aﬁsence. This affective experience he‘finds re-
flected in the. language and images qf the text, which in
their illogical and affective movement reflect the féwnlike
behavior of Christ: . .
The longings .of love are not of one form. So
their expressipﬁ is not bound by a chain of 1og£c.
In love affectf%n blurts out, then checks its
words, for affection does not always remain in one
self-consistent mood. Even the Brideg¥oom himsé;f‘

is'compared to a fawn, and rightly, because he so
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deludes, so elu&es his beloved. Hence the change
in her lacks neither sequence mnor logic. Her
cries, though éhanging 80 suddenly; do not break
the link as long as they echo her changed affec—
tions®’ (Iis; I, pp. Aélaa)iza

" While the word play in the tramslation in the Latin root

ludere is not present/in the Latin text, thls translation
accurately reflects the sense of the passage, and the con-
text of the rest of the sermons. In succeeding sermons, the
presence of Christ is described as play and holiday. Com-
menting on Soﬁgléf Songs 3:2; in which the Bride seeks the
Bridegfoom through streets and squares, Gilbert teaches that’
.the squares, planted with the tree of Wisdom, are places of
of play, holiday, and festivity, and hence, represent "the
nimble leaps of contémpiation":
", . . in squares Ipeoplel gathé} to enjoy a holi-

. day. For in the squares are both the throng and

the chorus of those at play and sc the celegration

of a happy holi&ay takes place in the squares.

Good are those squares in which the spirit, in-

-
H

spired with spry enough agility, exercises itself

.

for nimble leaps of contemplation" =~ (5.6; I, p.

89).2"

-—
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Gilbert's sermons also reflect the Bernardine capacity
to think in an affectively linked chain of images. This is
evident in, for example, Sermons 35 to 41, baseq bn verses
in the Song of Sdngs'in'which the Bride is desefibed as an
enclosed garden. Gilbert uses the image of the garden
throughout these six sermons. né begins with a governing
metaphor in which the heart or soul is compared to a garden
of deiight planted by Christ; This garden becomes primarily
an fmage of spiritual joy, and hence, echoes the play and

festivity of the squares planted with wisdom of Sermon 5.

The succeeding sermons employ this metaphor with consider-

‘able development and elaboratiomn. Sermon 39, for example,

seeks to use this image, with imaginative play, to define

_ the inner, affective freedom &f the soull Using the verse’
1

-

"Begone, 0 north wind, and come, Q south wind,'blow throhgh
my garden .and let its perfumes fill the air,” Gilbert dig—
cusses the contrast between inner bondage and inner freedom,
between the Law and the spirit and grace of the Gospel, in
this context, a contrast between a bored, tedious participa~

tion in the "letter" of monastic observance and spiritual

. joy, the north wind representing the law, and the warm

southern windl the Spirit of Pentecost. The exploration of

the relation of grace‘to the mind, and of inner freedom,
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becomes charged with the affective associations of images of
garden, of perfuﬁe, of warm and chill winds. A few selected

passages wlll suffice to evoke an already familiar pattern:

Execute your' command, ggpd Jesus; dispatch the

south wind from heaven and conduct it into your

'garden, into the soul of your bride. By this gen-

tle breeze dispel boredom, dispel sadness from her

feelings. For each is a misery and each resembles

the north wind; each fetters the mind, as it were,

bars access to the current of pure joy (39.1; III,

p. 467; PL 184, col. 203).

Hearts freé from this truly harsh north wiﬁd pour
themselves out more generously in contemplation
and in love of God. '"You did‘not receive," says
Paul, '"the spifit of slavery to fall back inte
f;ar: but you received the spirit of sonship in
which we cry: 'Abba, Father'." The former-was
the spirit of the north wind, the latter of the
south; thé north grievous, the south gracious:

. » « The north wind bringé torture, the south
brings rippling 1aught§r. The north is a menace,

the south brings waves of caresses and delights.
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"I will ask my Father," says the Lord, "and_he
will give you andthér Paraclete"; this 1s to in-
. vite the south wind and bid it come blow through
;his garden. "Blow through my garden and let its

per fumes £111 the air" (39.2; I1I, pp. 468-69; PL

184, col. 204). 2 i

_0 gentle south wind, truly desirable, by whose
breath the horrid face of winter frost dissolves
and the springtime of jocund freshness smilés in
gafdens ["et jucundae novitatis verna temperies
arridet in hortis"l, .yes, and a new summer and
-autumnal‘fruitfulnessl‘ Yes; for in the diffusion
of pef%umgs is meant.the ripening of harvests.

See how good and how pleasant I"duam jucundum"l it
is to wait in chambers and in gardens for this
b¥eath of perfume so fragrant; renewing and re-

creating the fruits of the Spirit, pouring out its

aroma, scattering its bouquets, Send this Spirit

to us, 0 Lord, to clothe our little garden with a

L]

new countenance after the horror of the north wind,

and to change our grief into joy (39.5; III, p.

473;.PL 184, col. 206).
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Like John of Fopg-with his hens, Gilbgrt's sense of af-
fective and imaginative play sometimes.leads him té treat his
'1mages, often dfawn from the familiar,agricultural world
around_him, wifh humor. Lawrence Braceland, in his introduc-

tion to his.t}anslation ofiGilbett, draws attention to this

sense of the comic in Gilbert's,sermons.28 One of the humor-

ous examples he selects, found in the group of sermons
addressed to a community of nuns, concerns an image of a car-
riage used to distinguish between two types of nuns. To ene
nun, Christ is a burden, and to the other, he is a joy, a
contrast which anticipates the discussion of law and grace
in Sermon 39. The nun to whom Christ is a burden is compared
in humorouslﬁ graphic terms to an old cart loaded with hay:
So your faith seems to you like a cart-load of hay,
for under its weight you ¢reak and groan and com-
plain "as a wagon creaks when loadea with hay."
Christ is not a load of hay, but a flower and a
frui; and a tree of life, a tree which gives fruit
in due season éndvare you willing to wait? (17.2;
II, p. 220; PL 184, col. 88).
~ The nun who finds her burden light is then compared to the

glorious coachfo§$§blomon. One can imagine the disgruntled

and tired nun conceding a reluctant smile at the analogy.
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The sermons of John of Ford were written later than the

probable dates of Le Jeu d'Adam, begun aomgﬂime after 1172

and completed shortly-before his death in 12.‘L3.29 Neverthe~
less, in John of Ford's sermons we see the combletion of the
cycle of sermons on the Song of Songs.and a con;inuing re-.

sponse t6 the tradition begup by Bernard, particularly a

continued association of wisdom, love and play. These ser-

- mons are again a fabric of emotionally charged images re-

flecting the G:émercian'éonviction that God is understood
primarily through love. Among them are two striking ingeqs_'

of wisdom at play--in the ﬁords of Christ and in the Incar-

v . -

nation. . ..

One of these images, John's treatment of Christ's com-

pdrison Jf himself to.;r;;;;:ﬂagﬁﬁa e already seen: Christ's-

identification with a hen is, in John's mind, exemplary of

Y

play and humor, but of play which is re;élatory of the most
serious spiritual mystery--divine love. John's kearch in
this image for wisdom in the childlike and the foolish, and,

hence, in plpy, pervades his sermons. Rather than identify~

.ing.himself with the .experience of the Bride, as is the

. - & ¥ ]
habit of other commentators, he places himself in the humble

and childlike position of the daughters of Jerusalem, who

attend the Bride and seek her maternal guidance (Prolggue.3,

1

¢
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p. 695 CC 17, p. 34; 8.1, p. 162; CC 17, p. 80). Christ him-

self 1s seen in his Incarnation as a "seeker after little~
R .

cﬁ:T. ness" whose weakness confounds the proud and mighgy (9.2-3,

p:QiBl; CC 17, pp. 89-91). A child himself, Christ is pre-
sented-as taking pargicular delight in the innocence of chil—
_ drenf Describing the innocents killed by ﬁerod,.the 144,060
" virgins ayoﬁhd_the throne of God, John says: s
The lamb-:; God is throngéd about with companions,
closely"tonformed fo him in every way, so that
even that period of ; ist's life may have.those
who ;lay and rejojce with him, who follow Him
"wheresoever he goes,; Praise the Lord, you chil-
’\\r’ “dren, since you have rich matter for praise!
Ajf—\\ Egvely is thg perfect praiserand graceful eulogy
that souqﬁs on your virgin 1lips which no lie or
" stain of lust has defiled. Out-of thg mouth of
babes and- sucklings you havé made'perfect préiﬁe,. e
0 my Lord, Lamb of God, so th iﬁ ;he heavenly é::\\
i'ﬁelody Ehere-may sound and resound in your ears,
as harmo?ious as sweet, the tune of your little

" ones (3.2, p. 1 ).30

e

Ultimately, not only Christ's playful use of metaphor;

N . - s
revealing his identification with the weak and childlike,

v
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but also the Incarnation itself becomes in John's mind an

example of Wisdom at play. Chrigt is once more presented as

the figure of wisdom from Proverbs in the coﬁtext of a dis-
cussion of the wige folly of the Incarmation. Wisdom, the.,
artificer, the creator of the world, ié also the skillful *
artificer of man's salvation:
Sinte you weYe wisdom, the fashioner of all th%ngs,
with.wénderful and delicate erft.you'hafe fasﬁ—
ilomgd arsalvation adapted to the blind and sickly.
The world &id not have the wisdom to know you in
the invisible light.of your wisdom, so it seemed
broper to your honor to enlighten the blind and to
cure the sick by means.of'é foolishness. ‘¥ou were
a great light‘hidden in ;he bosom of your Father;

you came forth from &our retreat into our market-

place (7.5, pp. 155-56; CC n, pp. 76-77). *

This wise folly of the Incarnation becomes a vivid image of
Wisdom at play in énother sermon in which John ugéé the

image of Dawvid dancing before the ark amidst mockery; an
image of play in monastic tr?Hition, to define the meaning
of the In;arﬁation aﬁd the cross: -

Have you opened ﬁide your mouth about him, daugh-

ter of Saul? Have .you thrust out your tongue at

/7
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him, daughter of Canaan and not of Judah? Have

you reproached the king of glory for dancing naked

before the ark? For you said, wagging your head
at him: 'How the king of Israel hqnopgd himse}f
tgday, uncovering hi@séli befqre the eyes of his N
;ervant's maids, as one ofrth; vulgar fellows

shamelessly uncovers himself!"™ Yes inglorious in

¢

your eyes, blinded by the lowliness of that naked-

ness. But blessed are the eyes of the bride who

t in the total emptying'of her Solomon, crowned with

+ a crown of thorns, not only took no scandal, but
! all the more.eagerly, all th;a_more lovingly, ran
to his embrace and threw herself iﬁto-his_arms!
(5.3, pp. i%8—29; CCc 17, p. 63).
John's use oivb{;lical images of play--2 Kiqgs 6:14-22

and ProverbS'8:30—31;—returns us to those texts which were

the subject of our initial discussion of medieval-ideas of

play. In the context of Cistercian spirituality and b{Eli—
cal exegesis, we have seen these passages gain new and re-

vitalized meaning. In John's discussion of the hen as an

-

A

image of love, the personified figure of Wisdom at Zijy and

David dancing Befoée the ark become exemplums of the“rela-

L

tion of mind and imagination to the images of creation, to

M
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0 o the words of the Bible and to God. Indeed, the idea of pl"ay
is given in Cisterclan Spirituality a new valualtion, becom-
ing a. jovyously affirmed ‘attribute of wisdom. We can now ex-
plore further the relation of the Cistercian play of imagina-
. tio‘ﬁ".énd 'word to medi.evall drama by turning our attention to

. [ ]
8 . ~Le Jeu d'Adam.

£
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number, except where the Latin text appears in the endnotes.

In Treatises, The Pastoral Prayer, trans. Mary Paul

. Macpherson, 0CSO, pp. 79-102. The Latin text is found im
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Glynne Wickham, Early Engl#sh Stages 1300-1660 (London:

Routledge and Kegan, 1980, 1981), I, 313-14; III, 128-34,
189. These works discuss the influence of the Franciscans
on the development o vernacular drama, nq& only in the
f?rms of their spirituality, which are affective and incar-
national, but also in their use of vermacular languages and

' /
popular culture, and in their use of drama and dramatic ‘tech-
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niques in evangelistic preaching missions.
lDFleming, p. 250.
llFleming, p. 252.

12Roby, p. 9.
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Heaney, OCS0, Cistercian Studies Series,.No. 2 (Spencer,

Mags.: Cistercian Publications, 1969), PP-.34—36.
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14The Mirror of Charity: The Speculum Caritatis of St.
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(London: A. R. Mowbray and Co., Ltd., 1962), T.14, p. 21.
The eritical ediﬁiqﬁ of the Latin text_is in CC 1, in this
instance, I.20,.p.,36.1 All further references éo this work
qill be to these editions and will be noted in parentheses
in the text b& beok, chapter and page number, except where‘
the Latin text appears in the endnggés.

15The language of joy and delight is here yeminiscent
of Bernard. The translation tends to summarize and does not
reflect the style bf the Latiﬁ, which communicates‘in its
phrasing, after the manner of Bernard, the emotion of the

writer: '"Haec mutua Patris Filiique dilectio amer suaulssi-~

mus, gratus complexus, caritas beatissima, qua Pater in

Filio, Filius repaqgat\in Patre: haec plane, haec utriusque

imperturbabilis requies, sincera pax, aeterna tranquillitas,
incomparabilis bonitas, unitas indiuisibilis; hoc utruisque

unum, immo in quo uterque unum, dulce, suaue, iucundum,

. - - . -

sanctum dicimus Spiritum: qui et ideirco creditur hoc sibi
} t

uvocabulum praprie assumpsisse, quod esse constat utriusque

+

commune" (1.20; CC 1, p. 36).

It 16Spiritual Friendship, trans. Mary LEugenia Laker, SSND,
I.53, ﬁ. 62. The critical Latin text is found in CC 1, in
this €istance on p. 298. All further referenées to this

work will be to these editions and will be noted in
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parentheses in the text by book, section and page number,
except where the Latin text appears in the endnotes.
17“Italse sequuntur, ita colludunt sibi, ita motibus
simul et uocibus suum exprimunt et produnt affectum; taﬁ
aulde eﬁ iucunde mutua roietate fruuntur, ut nihil mag;§

quam ea quae amicitiae sunt curare uideanturT:(CC 1, p. 298).

8Sermones de Tempore et de Sanctis, 2, quoted in For

-

Criste luve: Prayers of Saint Aelred, Abbot of Rievaulx, ed.

D. Anslem Hoste, 0.5.B., trans. Sister Rose de Lima (The

Hague: M. Nijhoff, 1965), p. 28; PL 195, col. 226.

-1?The dating of Jesus at the Age ‘of Twelve is discussed
bleAQid Knowles, "Intro&uctipn," Treatises, p. xi.

20". + . cum ante oculos cordis tui illawdulcis pueri
dulcls in corde uersatur imago, cum illum speciosissimum
uulﬁum spiritali quadam imaginatione depingis; cum oculos !
1llos suauissimos simul ac mitissimos in te iucundius radiare
persentis" (CC 11,;1 250).

21Knowles, "Introduction,' Treatises,.. p. xi.

2"Luctare cum Deo sgicut Iacob, ut ipse se gaudeat

superari” (CC 1, p. 666). Cf. Bernard's On the Song of

Songs, 3.2; I, pp. 16~17; PL 183, cols. 794-795; 12.7; I,

pp. 82-83; PL 183, col. 831.

23A comparable passage .from Meditations on the Life of



. 151
" P
Christ is illuminating here: "That evening, wishing .to go

from house to-house as opportunely as possible, she looked
for Him, asking, "Have you seen my‘Son? And you, have you
seen my Son?" And she was in pain from sorrow and ardor.
Crying, the old Joseﬁh followed her. But they found nothing,
and .you yourself can imagine that they had no peace, espe-
ci;lly the mother, who loved Him most intimately. Although
she was éomforted'by the acquaintances, this could not con-
sole her. Was she then to lose Jesus? Watch. her and pif;
her deeply, for her spirit is anguished as never before

since she was born. Thus we should not become agitaged when
we have tribulations, since the Lord did not spare the mother
but permitted tr;uble to come to His own as a sign of His
love. Therefore it is necessary for us to have them. Fi-
nally the Lady shut herself into her room, turning to prayers
and tears all night. . . . The mother said these and simi-
lar things in her agggish about her belovéa Son that night.
Very early the next morning they left the house to look f&r
Him in the neighborhood,‘for one could return by several
roads; as he who returns from Siena to Pisa might travel by
way of Poggibonsi or Colle or other places. . Therefore they
searched on other roads, asking acquaintances and friends,

And on not finding Him the mother was anguished, hopeless
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and disconsolate. On fhe third day, returning to Jerusalem,
they found Him in the;temple, aea;ed/gmong the doctors. On
perceivipg Him, she was cheered, almbst restored, and knelt
in tears to thank God. When the boy Jesus saw her, He came,
ané she received Him in her drms, clasping Him tightly,
kissing Him g;ntly, pressiﬁg Him to her cheek, and holding
Him to her_bosom.‘ In tﬁis‘way she restored herself, for she
could not have spoken while she éés overcome with emotion.
Then she looked at Him and said, "Son, %hy have you done _
this to us? Your father and I looked for you in sorrow"

(Meditations on the Life of Christ: An Tllustrated quuscribt

of the Fourteenth Century, trans. Isa Ragusa,re&s. Isa

Ragusa and Rosalie Green (Princeton: Princeton University
Press, 1961), pp. 87-89). This passage develops in a more
sustained and chronological way the litefal expgriéﬁﬁe of
Mary, with less frequent development of the story's theolog-
ical and spiritual implications. Yet, the incident of'Jesus'
journey to Jerusalem is, on the whole, treated more briefly
and without Aelred's tendency to present several pdssible
stories, and to explore the whole narrative fully. The ex-
perience of Jesus is, for instance, treated very briefly in
the Meditations, and that of the other travellers not at all.

The author of the Meditations acknowledges his—jéﬁf/to



EEN

153

Bernard frequently. See, for example, the Prologue, pp. 1-53,

and, for further examples, the Index, p. 459.

4Sermcms on the Song of Songs, I, ed. Lawrence C.

r

Braceland, 8J, CF 14 (Kalamazoo, Mich.: Cistercian Publica-

tions, Inc., 1978), p. 53, n. 1.

25Gilbert's sermons arg translated in Sermons” on. the

Song of Songs I, IT, III, ed. and trams. Lawreﬂce C. Brace-

land, 8J, CF 14, 20, 26 (Kalamazoo, Mich.: Cistercian Publi-
cations, 1978-79). All further references to this work will

be to this edition and will be noted in parentheses in the

_text by sermon and section, and then by volume and page num-

ber. This reference will be followed by the reference to
. 9

the Latin text in the Patrologia Latina, unless the Latin

text appears in the endnotes: 41.6: III, p. 497; PL 184,
cols. 217-218., :Braceland prints all prayers in the Sermons
in italics. Quotatilons of the Secng of Soqgs are from these
translations. |
26"Affectus in amore 1oquiturl et verba interrumpit:
quia nec ipse sibi semper infund statu cohaeret. Jure ét
ipée SPONSUS hinnuio eomparatur, sic faIIEns, et sic fugiens
dilectam'" (PL 184, col. 11).

27".

. in.pléteis, feriatio quaedam ad jucunditatem.

In plateis enim chorus est et conventus ludentium, Ergo

. . /~\\\'

BN

-
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vacationis et laetitiase usus in plateis est. Bonae quidem
plateae, 1n quibis alacri satis agilitate in‘leves contem-
plationis saltus animus se spiritualis exagitat“ (PL 184,
cols. 34-35). |

28_ . " . " o ' 51
Braceland, Introduction,” pp. 12-15; 37-38, s 42.

Mohrmann notes Bernard's use of images'from the contemporsdry

world around him: ''Le style de Bernard doit encore son
_ . _ ,
éclat aux métaphores multiples qui.i'avivent.' A chaque
instant une pengée abstraite, une expérience spiritqelle,
‘&voquent une comparaison, ‘et il s'agit plus seulement de ses
Li?.mages, usuelles ou traditioneiiea, dont la Bible a, de Eout
temps, enrichl la litt&rature chrétienne; elles sont per-
sonnellés, et directement empruntées au monde créé. Bernard
posséde une fme &minemment contemplative, mystique; mais il
_ deﬁeLre extrémement sensible 3 tout ce qui 1l'entoure. Cette
aptitude a concrétiser les réalitds abstraites est i'un des
traits domindnts de son style: par 13 il appartient pleine-
ment au moyen Age. Souvent empruntées 2 la vie de tous les
jours, ses images sont treés parlantes;; Elles viennent de
menus détalls de.l'exiétence, ou de la nature—animée et in-
animée~-,* ou Ae la vie.des paysaﬁs, des vignerons, des

manants et des nobles; ellés sont souvent d'une fralcheur

charmante. Ce ne sont pas de simples ornements de style:



a

B . . ‘ 155

en pegabttant;de saisir ce qui semble &chapper & 1'expression

humaine, en illustrant e qui paralt & peine compréhensible,
elles remplissent, dans la spiritualité de Saint Bernard,
. l -

uneffonctiggxfsaentiéllef_(p. xix). See also Leclereq,

Monks anE¥Loﬁe in Twelfth Century France, pp. 89-93, 102-105.

3 .
29Hilary Costello, "Introduction,”" Sermons on the Final

Verses of the Song of Songs, I, pp. 8-9, 18.
30

"Stipatur agnus Dei simillimis et conformibus sibi
cpnsodélibus suls, ut habeat etiam i1lla aetas Christi,
quibis colludat et condelectetur qu&que eum quocumque ierit"

.€CC 17, pp. 49-50).
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Le Jeu d'Adam: Mankind at Play
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Thé&&ftiu word ludus first appears in the nomenclature

i

of religlous drama in the twelfth century. A play of St.
Kat‘r@rine performed in England early in the twelfth century
1s described as a 1udusﬂ A play written by Hilarius bears

the title Ludus super Iconia Sancti Nicolai. A play from

the Cathedral School of Beauvails is entitled Danielis ludus.

The Anti-Christus from Teqernsee 1is described as a ludus in

the stage directions. In the Carmina Burana‘hanuscript of

the early(tn}rteenth céntury the word appears in the rubrics
of a nativity play and in the titles' of two plays about the

Passion and Resurrection: Ludus breviter de Passione and

Ludus, 1lmmo exemplum, Dominice Resurrectionis.l The word

* ludus also begins to appeaf in the twelfth-century in discus-
sions, both cﬁndemnatory and laudatory, of religious theatre.
Gefhoh of Eeichersberg uses the term in his denunciation-of
.religibus.drama, condemning the transformation of churches

" into theatres, into the co&texts of the mimed ludi. He ig
‘concerned with the relation of imagined éction to feality,
and, particularly, with the participation of audience and.
actor in the drama. He denles the illusory status of the
drama, arguing that the mimicry of evil involves participa-
tion in evil and questioning whether dramatic illusion can

be distinguished from r_eality'.2 Conversely, in his life of
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St. Thomas & Beckett, William Fitzstephen finds twelfth cen;
tury London superior to classical Rﬁme in the sanctity of
her drama: |
"Lundonia pPro spectaculls theatralibus, pro ludis
scenicis, ludos habet sanctiores, fepresentatioqes '
miractlorum quae sancti qonfessorés‘operati suné,
" Seu -representationes passionum quibus ciaruit
constantia martyrum.3
Several students of medieval drama have, speculated about
the implications of this pfoblématic word for our understand-
ing of medieval theatre. The worq ha& a brnad'range of mean-
ing, embraciﬁg,a variety of forms of secular entertainment,
c?ﬁtests and games, among them theatrical presentatinns.4
We might recall, here, Bernardbs use of the term to refer to

the entertainments of the jongleurs. This 1led E. K.

Chambers to conclude that the term referred not primarily to

the dramatic nature of the plays but to the substitution of

"recreation"

for "devotion" in the play's "intention," and,
hence, suggested a gradual secularization of'the plays.5
Later scholars, such as Roaemary WOolf and Glynne Wickham,
have fo;nd in this word the suggestion of an increasingly

self-conscious awareness of the liturgical plays as dramé,

rather than ag extensions of a liturgical office. <t is
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noteworthy that Gerhoh of Reichersberg seems more concerned
with the mimic and 1lluseory qualities of the Iudi than with

_ —

thelr capacity to entertaln. Woolf speculates that the in-
creased knowledgé of Roman theatre in the twelfth century
may have sparked a peréeption of liturgical drama as plays ‘

and spurred their dramatic development.6 In a discussion of

the addition of the relatively rare words representatic ande

ludus to the much more common titles ordo, officium, and

* processio, Wickham suggests these additions may be. indicative

of a theatricai quality enteriﬁg liturgical plays that caused
theilf role in relation to the liturgy to change. He notes,
along with changes in noﬁénciature in the twelfth éentury, a
movement of liturgical plays to the periphery of services

and an increasingly didactic element in the Tubrics, citing

Ordo Representacionis Ade, or Le Jeu d'Adam, Ad Representan-

dum Conversionem Beati Pauli Apostoli, ‘Ludus Danielis, and -

the Anti-Christus as examples. Wickhart suggests the develop-

meﬁt in the twelfth and thirteenth'cen;urigs of a religious
dramatic tradition alongside the liturgic one, sanctioned by
the Church, but having a more didactic intention, and a more

theatrical, mimetic, game-like style, to which the term ludus

. 7
was appropriate.

The word ludus becomes in the fourteenth century a very
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important one in vernacular drama, where it is translated by

the vernacular terms jeu, pley, gomen, spiel. The reference
of the term ludus to both drama and recreation in general . .
continues in these vernacular words, -and in the form and sub-

~

~ject matter of vernacula} plays. Kolve, in his book The *

ElgzLCalled Corpus Chris _,'has shown that- the idea of play
gives‘the English cycle play generic definition, defining
the nature and status of dramatic illﬁsion&in relation to
spiritual and historical.reality, and determining the manner
in which sacred history is transformed into drama. Play,
game and comedy becumé ;'major element of the retelling of
biblical stories, drawing our attention to the game-like na-
ture of the drama itself. The trial and Passion of Christ
is, for inmstance, made into a game by those who mock, try

and crucify him.8 Indeed, already in the }a:i twelfth cen-

tury, the French vernacular play Le Jeu de Sdint Nicolas,

written about 1200, calls itself a game and takes as its sub-
ject games human and divine, the human games .in the play
pointing towards the game played between God and Satan in
history, and suggeséing that the play itself participates in

this divine game.g

The terms ludus and jeu, then, and wifh these terms the
idea of theatrical play and game, and the related idea of

[*]
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mimicry, are already aaaocagzed with. the religious‘arama in

the twelfth century. The presence and use of the term

-

‘raises the quéstion of the role of ententainment and game in

the .religious theatre, and of the nature and status of dra-
matic 1llusion. , It is in this context of ideas that we may

profitably consider the Anglo-Norman play Le Jeu d'Adam. The

play consists of a series of liturglcal.responsories, sung
by a chorus, outlining, first, the story of Adam and Eve,
then, of Caln and Abel, and finally recording the words.of a
host of prophets announcing the coming of Chrdst. These res-
ponsories are gach given dramatic enactment and interpretation
in the vermacular. In the cage of Adam and Eve and of Cain
and Abel, this ﬁerngcular interpretation shéws a high degree
of theological awareness and of dramatic and miqgtic skill.

Originally entitled Ordo Representacionis Ade, in keeping

with its liturgical associatiofis, the play has more commonly

been called by its critics Le Jeu d'Adam or Le Mystére d'Adam,
titles designed t; represent the play's largely vernacular.
medium. The title jeu is appropriate, however, in another
way, for this drama is self-consciously concerned witﬁ the
idea of play, with play and gaﬁe in human behavior, and with

the question of dramatie playing. The first of our two
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Y chaptera about Le Jeu d'Adam will accordingly consider, in

light of Cistercian spirituality; the drama's use of the
idea of'play and game‘to interpret the chiefievents'of man-
kind's spiritual history: the creation, fall, ;nd redgmp—
t:Lonf The segond chapter will consider the play's dramafic
method and its apprgéch to dramatic {llusion in the context

of the idea of play and game which figures so largely in the

drama's understanding of man and God.

!

In its use of the idea of play to interpret the crea-
tion and fall of man and his anticipated redemption by
Christ, the*dréma echoes the emphases of-Cistercian spiritu-
ality, and may be mpreueaéily heard within tﬂe context of

this spirituality. Le Jeu d'Adam shares with Cistercian

N

sﬁirituaLity an—association of wisdom, love and play. 1In

Cistercian,spirituality, we have witnessed a pursuit of wis-

dom in the human and diviﬁe capacity for love, and a cultiva-
. :

tion of affective and emotional love with a ﬁropensity to-

ward play, enjoyment and laughter. The pursult of wisdom in

affective 1ové yieldé.thg perception that wisdom is charac-

‘terized by play. A similar association of wisdom with lové

and play occurs in Le Jeu d'Adam when this work attempts to

recreate and explicate thedinner, psycholoFical'drama of the

"
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creation, temptation and fall of man.

While the word 'wisdom' and related'words--sapience,
gggég, sage~-do not begin to appear significantly in the
play until the temp;ation scenes, thg dominating presence of
this idea in the ﬁlay 1s felt already in fts initial scene.
In this scene, the Figura, Christ, offers '"conseil" to a
newly created Adam and Eve, inviting them to 1listen &o''ma
raison.” Throughout the play characters, in true and decep-
tive-imitation of the Figura, become bearers éf good and bad
o'conseil" and masters of good and bad schools. The devil,
for instance,'ironically adopts these words in his tempta-
tion of Eve, claiming to know "toz les conseils de parals"
and praising a complaisant Eve for having, unlike her stub-

born husband, gone to a "bone escolé," his own (210, 220,

" pp. 34-35). Abel's first instructive words to Cain echo the

counsel of the Figura and elicit:Cain's mockery of Abel's
"raison".and "doctriné," though Abel pleads with Cain that
he believe 'mon conseilr (612-13, p. 55; 629, p. 56). The
prophets, like Abel and the Figura, plead with their audi-
ence to listen to their reason and counsel. Abraham, fg;'
instance, bepins with the injunction "or entendez tult ma

ralson" and Jeremiah with the words '"OYz de Deu sainte

parole/Tot vus qui estes de sa scole" (746, p. 65; 855-56,
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P 70).10 One of the play's central concerns, tﬁen, ié.tb
define good reason, good counsel, wisdom, and, in the temp-
tation and fall, their opposite, foolishnéés.-

. Thé-Figuia first-teaches Adam and Eve w@at wisdﬁm is by
teaching them who they are: they are made in the image of‘
God. In the play, as in Cistercian spirituality, this means
primarily thgt they are made to love God. Echoing a central-

Cisterclian idea, the play cénbeives, as Tony Hunt has poinged
out, of the creation, fall and redemption of man in tgFms of
‘man;s imaging’ of God.11 In Ciétercian spirituality, the higu
tory of man's fall and redemption is considered in terms of
his imaging of God, of the creation,fﬁamage, and restoration
by Christ of the image and likeness of bo% in the soul. The
first words the Figura speaks to Adam descriﬁe how the Figufa
has created him out of the earth in God's own image and like-

ness: N ?‘
Fourmé te ai

De limo terre. ' -

Je te al fourmé a min semblant; '

A ma imagenelg'ai;%%it de terre:”

Ne mol devez ja mais mover guere.12

: (1-2, 4-6, p. 20)
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Later, the Eigura will condemn the sin of Adam and Eve by
accusing them of violating this fundamental principle of
their creatiomn:

Jo te formai a mon semblant!

Por quel trespassas mon comant?

Jo toi plasmai dreit a ma ymage!

Por gco me fis cel oltrage?13 : -“\3

(407-10, p. 45)

The initial dialogue between the Figura, Adam and Evé ela-
borates.what it means to be made in the image of God,; empha-
sizing chéir capacity for love of God.. The un&erstanding'qf
the 1mage of God in the play is undergirded by thé Augustin-
ian conception of the image of God as a trinity of faculties:
understanding and will. Later in the Elay, Adam, |

\
\Jﬂménting his exile from paradise, demands of himself: '"Qu

memory,

fu mon sens? Que devint ma memoire,/Que por Satan guerpi'le

roi de gloirei".(53l—32; p. 51).14 However,'fhe emphasis of
the Figura's instructions? reflecting, as Hunt points.oﬁt,
that of Bernard, is on defining Fhe will, on”est;blishing
its essential freedom and on orienting the will and desire
of Adam ahd Eve to love of God and each other.15 The Cis-

tercians were concerned, as we have seen, to establish the

primary rolg of the will, the capacity to love, in their
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concept of image, and placed less emphasis on the capacity
for intellectual cogniticn. Similarly the Figura sees rea-

son always in relation to the will, defining good reason as

that which issues in the love of God.

!

sage the Figura explains to Adam that he has been given the

-glft of free will:

En vostre cors vus met e blen e mal :
Ki ad tel dun n'est pas 1i8z a pal.
Tut en balance ore pendiez par egal,

Creez consell : que soiet vers mei leal.

lalsse le mal e si te pren al bien.
Tun seignor aime e ocuec luil te tien,
Por nul con;eil ne gerpilsez le qién HE
e S1i tu le fails, ne peccheras de rien.16
(65-72, pp. 22-23)
Adam responds with thanksgiving fof this free wilt and a .
) promise'to offer it to God: . "En tol servir metrail ma
volontd" (76, p. 25). The emphasis upon will and love is
felt throughout the Figura's counsel to Adam and Eve. His
.

firét_words to Adam after he has told Adam he 1s made in

God's image instruct Adam to obey God and to love Eve. The

Figura establishes at some length the law of marriage which

-
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In the following pas-

%

L
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will establish love and harmony between the couple (9-25,
p%. 20—21); The following words of the Figura to Eve and
ﬁer response display further the plawaight'é conéern with |
éhe disposition of the will towards God, in which sens is
éirecteé tbw;rd love, toward harmony with the will anq
;1easure of God:

. Co garde tu, nel tenez en vain.

Si wvos faire ma volenteé,

o ‘ En ton cors:garderas bonté.
Aims e honor Fon'éreator,
E moi reconuispa,ﬁgignqr.
4 A moil servir met ton porpens,
Tut ta force e tot tium sé;s.
Adam aime e lui‘tien chier :
.Ii est marid e tu sa mullier;

lui soiles tot tens encline,

Nen issir de sa discipline.

~Lui serf e aim par bon corgjéjﬂ:7\\\“~’
‘ {
Car ¢o est droiz de ma:iﬁ@é*_‘,gzi::::>
"

Se tu le fais bon adjutoire

Jo te mettrai od lui en gloire.17

o (26-40, p. 21)

To these words Eve responds:
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16&

Jol frai, sire, a ton plpisir,
Ja n'en voldrai de rien issir.‘ ‘
Toi. conustral a seignor,
Lui a paraille e A forzor.
Jo lui serral tot tens fedl,
De moil avra bon éonseil.

: \ Le ton pleisir, le ton servise

¥ai, sire, en tote guise.l8

' (41-48, pp. 21-22)
: Lot e ' A
Thus, in this opening.scene, the Figura establishes Adam and

Eve in wisdom by teaching the reason and will to love God, a

-

wlsdom which the devil will seek, in-the temptation scenes,

+
to pervert.

Having shown Adam and Eve their nature and so enabled

them to possess it,‘the Figura makes them a promise: joy
- . :

will forever accomipany good will. Just as the patristic in-

éerpretation of the.plgy of Isaac and Rebecca establiﬁbES'

"the relation of laughter and perseverance in good, perceived

by the wise man, and just as in the Cistercian elucidation

"of the inner, spiritual life, joy and play accompany love of

God, in Le Jeu d'Adam love of God is expressed in delighted -

play. The word plaisir is used in association with God and

with his ordering of the created world. We have heard Eve

.

-

B

.
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agreeing to submit herself to God's pleasure, to God's will. -

* God speaks of the joy and delight which will characterize

the lifé’of ‘Adam and Eve if‘phey'maintain;théi; good will;
Tq iers en jole, ja ne te lassaras,
. E en deduit ja dolor ne savras.

Ll LI

Tute ta vie demeneras en joie,
@ . . 19
Tut jors serra, nen estrat-pas-poie. ~ - °

*

~

- (55-59, p. 22)

This joy takes concrete form in the -garden of paradise which
. o, : .

the Figura has planted fox.Adam and Eve:

De- cest jardin‘tei dirrai la nature :-

De nul delit n'i trovrez falture.

N'est bien al mond que covoit criature,

\

Chescons n'i poisset. trover a sa mesutre. .
+ .

o 4

Femme de home n'i avra irur,
Ne home de femme vetguine ne frellr.

Por engendrer n'i est hom peccheor,

. j\\f - Ne a l'emfanter femme n'i sent dolor. -
- v L _ .o
Tot tens vivras, tant i ad bon estage : \
¢ N'1 porras ja changer 1li toen eége. ‘ D

R o _: -
h o '}gﬁggﬁ?} oy v
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Mort n'i crendras, ne te ferra damage.
. : @
Ne voil que isses, ici feras manage.

- ~ (89-100, pp. 24-25)

Presenting Adam Qnd Eve this paradise, the Figﬁra,'ﬁiuh a -

.-.._....z._,__\‘
gesture, says, "De tot cest fruit poez manger par deport"”

! ]- |I, .
(101, p. 25). They may eat the fruit of the garden, with

-

the single exception of the- forbidden fruit, in pleasure and
play, "par deport." The ‘word deport as well as the word

deduit can refer’hot only to pleasure and delight, but also

to games and enterxtainment. The Anglo-Norman Dictionary

lists, as well as the more general senses of deduit, such as
"ﬁleasﬁre" aﬂ& "merrymaking, " mor; specific farms of play
and merriment, such as '"a pleasant story," or‘"a joke." The
word deport has the sense of "délight," "entereainment" or

"solace."21 Likewise, the word joie is also resomant in 0ld

-French with the idea,of play, a resonance which can be ex-

pressed by playing on the/sound of the-words: joie, joir,

julr, jeu,joir,juer; joei:.22 The words depoft, deduit and

- 4

jole Qccuf fhroughout the play, reflecting:its concern with

the idea of enjoyment and play, and with the theological
.{_\ ] . .
meaning of play. -

-

After the Figura has departed, we witness a mimed scene

in which we first see Adam and Eve at play: they wander

. : _ p,

- ] -

»

L,
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about the garden taking a,seemly delight/An it: ™Tunc vadat

Figura ad eccleslam et Adam et Eva epacientur<honeste delec-

tantes in paradiso™ (p. 26). 23 Into this mimed scene another

. form of play is introduced in anticipation of the temptation
| scenes that follow, providing a glimpse of how the play will
dewvelop these ldeas. .Various devils appear running about
the Eletea, making, we are told; gestures appropriate to
devils, and eventually going up to paradise to show Eve. the
forbidden fruit, as if tempting hec (p. 26). The mannzt of
this running about and gesturing on the part of the devils
becomes more cle%r}y defined as the play continues and the
devils'vbehavior;ié more specifically deseribed. The 'devils
characteristically present cheerfu1 and rejolcing faces in

their temptations, though they may show long faces to each

' other when their efforts meet with frustration: "Tunc rece-

)

dat Diabolus et ibit ad alios demones, et faclet discursum

»

per plateam; et facta aliduentula.mora: hylaris et gaudens

' ;} redibit ad temptandum Adam . ....(py.Bl);247{When the devils'
B ploys ffnally succeed, .they are pleased to derry Adam and

- ~ v . i . . ‘
Eve off to hell with a great dance, loud banging of pots,

emissions of smoke and much hilarity (pp. 55-56). Satan in

-
.

his verbal temptations of Adam and Eve seeks in the same

manner to seduce them into exchanging the wise and joyous

. <-\g/ a
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play of the ga;denlfor his own fﬁoliah and counterfeit forms
o t :
of play. As the innocent creation of Adam is expressed in
tﬁe piay and délight of phradise,'so also the temptation and
fall continue. to be interpreted in terms of play and game.
it ds ip Satan's mouth that Adam's choice between good
and evil is presented as a choiZe between two forms of play.
Satan's temptation is presented as an attempt to teach Adam

new ways to enjoy the garden. Adam's response to the devil's

\
first question, "Que fals, Adam?" is '"Ce vif en grant deduit"

gvil's strategies. In the dialogue which follows, he uses

various ploys to dissuade Adam of this conviction,” and to
“} .

. . ~
persuade him to seek new joys. A few lines later, the devil

o

tells Adam, "Tu as 11 blen, ne seiez jo¥r"™ (125, p. 28).

‘The devil appoints himself master of this knowledge.

Moc&é?& of the joy of'the garden becomgg one.of the
major ployé in the devil's re~education of.Adam. In this
mackery, we see that the devil perceives the life of Adam
and Eve as play, and attempts a reinterpretation of this
play. He makes game o{lAdam's innocent delight, attempting
through verbal manipulation to transform in Adam's mind*the
joy of the garden into vaiﬁ and foolish amusement. We see

this_tactic beginning to emerge iq the first temptétion of

-

~

. l.:

13, p. 26). This assertion bécomes the focal point of the .

v
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‘Adam. The devil in this temptation begins to persuade Adam

that he could make his condition better. His opening gambit

exemplifies his approach:

' . Diabolus: Estas tu bien? .
Adam: ) - Ne sen rien que m'encit.
Diabolus: Poet estre mielz. . -

Adam: Ne puis saver coment.

Diabolus: Vols le tu saver?25

| . (114-16, p. 26) ¢

Gradually the devil draws Adam towards a consideration of the.-

.

benefits of the fhrbidden fruit. Whentxﬁam‘refuses the
fruit, the devil, condemning hiﬁ fo; a fool in hi& parting
words, uses the word deduit to %gonicélly mock Adam's stub-
.~ born adherence to the joy of pgrgdise:
| Adam: Noel frai pas?
Diabolus:f _ Or olz deduit!
Nel feras?
- . Adam: Non!
Diabolus: . Kar tu es soz! %
/ Encore te membrera des moz.2
(170-72, p. 31) y

The word deduit draws our minds back to Adam's recent asser-

tion, "Ce vif en grant deduit.', Adam's refusal is a word of
)

.- | . .
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! wise delight from the perspective of the Figura and his para-.
\v_q\\ . disial proviaion{ The devil's scornful and mocking tongue‘

stands the word on its head, using it to gfke Adem's refusal
look fooliah,.hollow, joyless, In the devil's désging words
to Adam in his second attempt -at persuasion, the devil re-

sorts to fuller mockery of the joy of Adam. _His words here .

recall Bernard's description of how the wicked, lacking spi-

ritual unders

e
wise. In a senséj]~the-devil invites Adam to be a Michal

-

scorning the dancing of David. Appealing to Adam's pride

\#////. and self-will, the devil suggests that the garden offers

meagre'delight and that Adam is merely a "prbvender;” a meni-

nding, mock and make game of the play of the

;'~ al serf, one without properﬁy, wholly dependent on a lord,
Adam,¥the devil suggests,~idlés away time in vain amusements:
Adam, que fais? Changeras tun sens?
Es tu encore en fol porpens? ~

”
Jol te quidai ‘dire 1'autrer

v ]

Deus t'a fait ¢l sun provender, Q_\\

CL1 t'ad mis por mangker cest fruit.

As tu donch altre deduit?z7

(173-78, p. 32)

- When Ad insists he lacks nothing, Ehe Devil persists in
mocking his -eoiishness,'invitiﬁg Adam to "altre deduft,"

e

3
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) ‘Maltre deport," other entertainment, other games, better

PERA

pleasures than those God ‘has given:

-

Ne munteras james plus halt?

Molt te porras tenlr por chier

[

Quant Deus t'a fét sun jardenier!

Deus t'a fe‘tthardein de son ort,

Ja ne querras altpe deport?
Forma 11 tol por ventre faire?

. 28
Altre honor ne te wvoldra atraire?

(180-86, p. 32)

In his attempt to reinterpret the play of the gardem, the

devil goes so far as to suggest that the Figura's prohibi-

\ tion against eating the forbidden fruit is a 1§iﬁg trick,

. -

designed to conceal the fruit's surpassing benefits, and go

he introduces a strong element of game into his descripii@n

Ad

of the gagden:' -

Adam: Colui tres bien me devia.

' Diabolus:‘ﬁﬁﬁz tu por quoi?

Adam: . Jo certes non.
‘Diabolus: Jo te dirrai ja L:achaison.
\\ Del altre fruit rien ne 1li chalt.

Et manu ostendat ei fructum vetitum dicens Ade._.:

Fors de celui qui pent en halt :
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Co est le fruit de sapience,
- . De tut saveir dorte %éience(’
:.Diabolus: Se tu le manjueé, bon le fras.29
(152-59, p. 30)
This reinterpretapion of the Joyous provision of the garden
as a trick played on ﬁd;m and Eve becomes even more vivid in
“¢he temptation of Eﬁg, and the language more clearly the lan-
.
guage of tricks'aﬁh games. As the devil discredits, here,
the joy of the garden, he‘geeks to supplant this pr with
"altre deport,"” the forbidden fruit. ﬁaving tried to con-

vince Adam of his-assertion "Tu as 1i bien,ne selez jolr,"

he:trtes to teach Adamethis enjoyment by of fering him the

?

. fruit of wisdom, capable of conferring knowledge, power and

i .
great benefits, surpassing the good of any other fruit. 'Se

1"

tu le manjues,” the devil continues, "bon le fras." The

devil's verbal somersaults offer Adam a icholce between vain,

- [

good.

-

) J
e first déﬁ I:ucial cholce between

thus presented in LY Jeu d'Adam as a choice between varying

- v

forms of delight, joy{ and play. The dialogue between A@pm
and the devil is a dialogue about joy, delight and play,

both good and evil. Adam must exXercise wisdom, must choose
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whaé is good, by perceiving the nature of the games being
played, by tinguishing' the wise games from the foolish,

The devil izf;Eﬁb-upon confusing wisdom with false joy. As
part of his verbal strategy he constantly casts thé debate
about the_"deduié" of the garden in terms of wisdém and fally:
the forbidden fruit i1s the fruit of wisdom; refusal t§ taste
it is foolish. Adam is frequently accused by the devil of
f?lly for refusing to pursue his own good;;the ward'ggggz‘
appears frequently in the dia;ogue tempting Adam to new aﬁd
forbiddgn kpoﬁledge, playing upon the idea of wisdom.
This‘distinction between wisdom and folly, good and evil, .
. o .

vain and wise play eontinues to be a distinctionhbetween good

will and bad.  Play and enjoyment in Lé Jeu d'Adam, whether

wise or foolish, are.associated with the will. The joy and
delight offered by the devil, the aléernate way ;f enjoying

the garden, is rooted in self-will, in self-love. In the

act of eating the forgidden fruit Adam sets hilis will against -
God's, enjoying what God has forbidden, exchanging g;{ggipt”’/)
love of self for }éve of God., The devil makeé'frequent ap-
péals to the will of Adam, sprinkling his conversation with

questions such as '"Voldras 1'o¥r?" or "Creras me tu?", and
- ) -1

~awakening daf's interest in purs®ing his own private good:

"Pogé estre mielz . . . . Vols le tu saver?" (126, 131, p.

a
.

4

1
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28; 115-16, p. 26).20 Where wisdom and loveyyield oy, de-
light and play, so also do. self-will and folly yield Eheir“
own games. The drama's concern ﬁith the psychology of the
will, and with the joy which is the fruit of the will conti-
nues, thus, to shape the dialogue of the temptation sceneé.

The devil, in his attempts to tranaf;}m the wise play
of the garden into folly, himself plﬁys, exemplifying the
-”forms of foolish play throughout theée scenes. The behavior
of the devil, as he instructs Adam énd Eve, 1is set agaiﬂst
.the "deduit" of the ga;den,_heighteniné the ;bntrast between
the good and evil, ﬁisg apd fobligh piay defined in his ver-
bal manipulations. 1In his behavior, the devii sets.his own
will against that of God, teaching a doctrine that subverts
the will of God. His self—willed.play, rathef than express-
ing the love and ﬁs?ﬁony established by God in the garden,
takes the fdrm of lies, tricks, pretense and treachefy. In

v

his manner and bearing, the devil makes_Rretepse of good
ﬁill, of love, of innocent joy, echoing deceitfully tke in;
nodenced of Adam and Fve, and inviting their trust. The_dayil ’
lis Ingratiating and pleasing. He comes with cheerful face,
'Qith assurances of his good wili, of profit and joy to be

gained from his cslpany. This pretense of love hides other

tricks. His tonversation with Adam 1g characterized by ruse.
: }
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He dresses up, as we ha&e aee;, self-will asu wisdom, spiri-
tual joy as-folly. He accuses God of the deceit and trickery
that are his_own stock in trade. His tricks often take.the
form of mockery: he makées game of the pleasure of Adam in
the garden; he chastizes Adam's insistent love and fear of
God as folly. The devil's games, for all that the; masquer=
;de as the delight and joy of paradise, conclude in the un-
seemly hilarity of escor?tng a hapless Adam and his“descen-
dants to hell Those who go to school to him learn te play
in the same treacherous manner. .When th@ de¥il finally sue-

. ceeds in tempting Adam and'ﬁve to selfizfil, thgir sélf‘vill
1ssues iﬁ foglish pla&, just as thelr lave of God issued in
the joy of fhe'garden. :

In, the devil's teﬁptation of Eve, we see Eve leave be-
hind her the innocent play of the garden to learn the games
of the devil, and in so doiné,'precipitate the fall from
grace and paradise, S%e makes, -as the Fiéura had predicted,
a fool of hérself:‘ "Jol di a tol e voil que Eva 1'oie, /Se
nel entent, donc s'afoloie" (59—60, P. 22).3l The devil's
strategies are markedly similar to those he employed with
Adam,. though he is more flattering, and, in keeping with

Eve's subordinate position, seeks to undermine her relation-

ship with Aﬁam as well as with db¢. He attempts again to
a n '

" i
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_teach a new way of enjoying the garden, and to conf&aeifalse
delights and benefits with wisdom. In the context of fhis
temptation Eve is, like Adam, asked tc preserve her ?nnocence
‘ .by having the wisdom to distinguish between true and false
\forQQ-bf pléy.‘ Her fallure to do so results in her édoptioﬁ”‘

W

of new delights and amusements. Ingratiating, .seductive, -

full of good will, the devil successfully draws Eve to be his .

_accomplice bj treating her to a flattering comparison of her-

‘gelf to Adam, pralsing among other tﬁings, her wisdom:

Tu as esté en bone escole T
|
Jo vi Adam, mais trop est fols.

(220-21, p. 35)

. ° Mais neporquant tﬁ'es'plus sage,
\ En grant sens as mis tun corrage.
Ppr. go fait bon traire™ toi

Parler te voil.32 ' -

(233-36, p. 35)
Having muddled her idea of wisdom, the devi} then persuades
.ﬁer tﬁ;t tﬂe garﬁen, seemingl& a place of joy, ié in reéliﬂ}
e .the context éf a great trick played on Adam and Eve 'by God:

‘Jo_ 85 acoint d'un grant engin

- ~  Que vus est Tait en cest gardin :

»
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Le fruit que Deus vus ad doné
Nen a en sol gaires b;nté; -
c11%qu'il vus ad tant defendu,
Il ad en soi grant veftu: . -
Eﬁ celui est grace de vie,
De polste e ae'seignorie,

De tut saver, bien e ms;ll.33 .

(243-51, p. 36) - ;

Eve is here called u to percelve the trick the devil is

playing on her, to g hrough his verbal ruses, to preserve

the love hicﬁ.joins her to Adhm'and God. She.is,_however,

gradually drawn into these ruses and games herself. The

devil easily extracts from her a promise of secrecy early in

~

the cohvérsation, viclating her loyalty to Adam\hnd God. He

- i

strengthens his position by evoking in Eve a sense of griev-

ance agaihst Adam and superiority to him, again meeting with
little resistance (213-42, pp. 34-36). The self-will whicg
the devil evokes in Eve.soon leadé her to new pleasures.

Thié becomes apparent in the,wordé Eve speaks immediately

after the devil has presented her thelforbidden'frgit, which

- contain a play on thé words saver and savor, words related

to each other etymologically.34 Eve is here as much attract- °

ed Bf the .taste and physical beautj of the fruit as by its
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capacity to. confer wisdom and power, and is prepared to con-

sider the delight she might find in it: "Quel savor a?"

(252, p. 36). The.word saver, with its connotations of rea-

.son and wisdom, contrasts sharply with savor, descr bing.the

fruit in terms of its physical appeal. The contrast ironi-
cally Ievea}s‘tne full implications'of the devil's words.
The devil's invitation to the forbidden fruit is an invita-
tion to self-indulgence and self-willed pleasure; a self-
indulgence‘which extends to desire for'knooledge and power .
Ene goes on to express her pleasure in-looking at‘the fruit:'c
"Ja me fait bilen sol le veer" (260, p. 37). Her comment is;'

worlds apart from Adam's first expression of wonder and gra-

'titude at the sight of the garden: '"Mult Ear est- bel" (225 9

p. 24}, The wording of her statement expresses her self- T?‘*~
interest her absorption in her own will and desire We wit-
ness Eve being drawn into the vain, foolish amusements of

which the devil accused Adam, her being occupied With the
pleasure of eating. Adam, in ‘his first innocence, expresséf““ﬂxr
the folly of the act "Eve contemplates fPor une pome se jo

gerpis t'amor,/Que ja en mg vie par sens ne‘par folor" (109-
: el . 3 m

10, p. 25).35
-
In the following scene betwgen Adam and Eve, in which

the forbidden fruit is finally tasted we see Eve's' %Pnen
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fall from grace, the gradual corruption of her will, conti-

nue to take the form of play and game. When the devil flees

at Adanm's arfival, having not quite brought her 'to the point

~

of eating the forbidden fruit, she adopts in her coﬁversation

' .
with Adam the tricks she has learned from the deyil. In the

initial exchange between Adam and Eve there is a problem in

the line attribution. The scribe accords two consecutive

portions
passage.
tions.36

simplest

gle line

of dialogue to Eve and so disrupts the sense of the

This problem has met with essentlally two solu-'

Noomen,

in his edition of the text¥® adopts the

of these, which involves the attribution of a sin-

to Adam:

-

Adam;

Di moi, muiller, que te‘querroit
Li mal Satan? que te voleit?
11 me parla de nostre honor.
Ne creilre ja le tra¥tor!
Il est traitre.

Bien le sai.
E tu coment?

C;r 1'asaiai.

De ¢o quen chat me del veer?
I1 te ‘ferra bhanger saver .

Nel fra pas, car nel crerai
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e
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De nule Tien tant quéil'asai.
Nel laisser maigs vehir‘sor tol,
' P
Car 11 uest mult de pute foi!
.il volst tralr ja s%n seignor . LT

E s'bposer al Des halzor.
Tel paltonieﬁiqui go ad falt’
Ne voil que vers vus ait nul retrait.37

- (277-92, p. 38-39)

In the manusczipt the line "}1 te ferra changer saver" is

left allocated to Eve. Erich Auerbach persuasivelyrdefends

the alternate attribution gf these lines which inveolves more

extensive changes to the manuscript:

Adam:

Eva:

Adaﬁ:

Adam:

Di moi, muiller, que te querroit

11 mal Satan? que te voleit?

I1 me parla de nostre honor.
Ne creire ja le tra¥Ytor!

I1 est tra¥tre, bien le s;i.
Et tu éoment§

Car liesaiail

. De go que chalgfé; del veer?

I1 te fera changer saver.

" Nel fera pas, car nel crerai

.De nule rien tant que l'asai.
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Nel laisser mais venir sor teci

. Car 11 est milt de pute foi.
I1 volt tra¥r ja son seignor,

E sol poser al des halzor.

Tel paltonier qui go ad fait .
; " Ne voll vers wvus ait nul retrai;.BB '

o . -
Auerbach argues that the tone and.characterization in the

vqxsi&ﬁ of the text rétaiqed by Noomén is inaﬁpropriate}to
the character of Adam ana°E;e,Taqd daes noé take into ac-
couﬁt the motive behind the action of the gerpent. . He ar-
gues that Eve is goﬁe;ﬁed by instiﬂég,.that‘she is without
. moral sense, and,therefoée incapable.;f making séaée@gpts

éuch as "bien }e sal," o} of claéming experience.s - The ver> ‘
sion-used by Néomen accords her, thus, ;60 nuch r;;ioﬁality: 'f-\j
Auerbach argues that it is precisely this ra;ional inqapacity
in Eve that the serpent responds to. Reaiizing that Eve will
lose the battle of words, the moral argument, with Adami the
serpent persuades her to o;fer him hot words, but phg com-"
pleted act, in which she displays an u?p;ecedented "indepen-
dence of will," and sp gains mastery of the situation. He
proposes, thu%, a reading in which.Eve is openly defiant ;gd

# . -

morally naive, 1s initially sifenced by Adam's reason, and 4s

finally aided in her thoughtless willfulness by the actién'of
- .

.

R
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the sérpent.39 However, 1f we look at the preceding scene,

we sse that Eve has vowed secrecy to the devil, and fs, more-
over, strongly convinced by the devil's persuasions, harbor-
ing the desire to eat the apple, though hesitgnt to do 1£ in
Adam's presence.. She has been taught by the devil to whom

she has been a responsive student to be deceitful and to

trust iﬁ her own wisdom. Moreover, the drama is concerned
 with the opposition of trickery and deceit to honest joy and
delight. In the Cain and Abel portion of the drama, Cain,

as we will see, decelves his brotﬂer Abel Iin much the same
way as Eve caﬁ be seen to decelve Adam in this scene, offer-
ing agreement wpen he means harm, hiding folly and self-wiil
under the pleasing disguise o£ wisdom and love. If we fol-
low Noomen's line attribuéioﬁ and consider the element of

game and trick‘in the convétsa}ibn, the dialogue can be seen
to éogform in tone and characterization with the earlier
parts.of the play; Ad;ﬁ when he sees. Eve and Satan togeﬁher
is immediately suspicious and aggressive, having already’been-
well acquainted with the dgvil. Eve answers his questions by .
puttlng the situation in a good liéht, her pleasing wqrds
echoﬁgg those of the devil: "1 me parla de nostre honor."

'
Adam is not at all softened. "Ne creire ja‘le traltorl/Il

est traltre." Eve takes Adam aback completely by agréeing

AN
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with him: "Bien le sal."” Adam continues t; be suspicious:
YEt tu coment?" Unable to get anywhere, he at last contents
himself with a comprehensife condemnation of fhe devil. At
this point the snake appears to'Eve, of fering her the for-
bldden fruit which she accepts. The devil is nowhere in
sight and Eve is seemingly perfectly in accord with her hus-
band's opinion of the devil. The apple is offered.by a
snake who has no obvious relation to the devil. Adam is
faced, as Auerbach has so sensiﬁively demonstrated, by a
startling assertion of will on the part of Eve, and finds
her more difficult to resist than Satan.40 After his ini-

‘Eial strong refusal, he becomes doubtful: "Est il tant bon?"

The whole proceeding has the quality of- trickery about it,

thé devil adopting a disguise! and tthugh it succeeding

’

with Adam where'his verbal subterfuge failed. Later, Eve
‘will claim to the figura that the serpent tricked her (4&2,
jn 47). She proceeds in this scene to use manipulation re-
mini;cent of the devil, who,.when Adam showed reluctance to
know the dev;l's secrets, aroused c?riogity.by prgtendiﬁg to
remove the temptation, to refuse to share his knowledge.

Eve says to a still reluctant Adam,."Léi le," to which Adam

immediately responds, as he responded to the devil, ""Nen

frai pas." She then uses the same‘géntle mockery she learned
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from the devil who called her hesitation thildish: '"Del .

demorer fail tu que las." Assured by Eve of the benefit and

goodness of the fruit she pregedes him in tasting, Adam fi-

nally succumbs, vulnerable to-ﬁve as he is not to the devil:

"Jo t'en crerra, tu es ma per" (295, 297-98, 313, pp. 40-

41

41)

In this scene Eve through lies, through verbal games .

she learned from the devil, leads Adam to foolish enjoyment,

We have seen the emphasis on taste in Eve's attraction to the

fruit, an emphasis which finally makes its aﬁpZal also to

Adam:

Eva:

¢ Adam:

L

Gusté en ai. Deus, quele savor!
Unc ne tastai d'itel dolgor.
D'itel savor est ceste pome!

De quel?42

(303-306, p. 41)

The resonant word play on saver and savor recurs in this

scene.

A little earlier Eve assures Adam of the benefits

ot
3

conferred by the apple:

Adam:

Eva:

Est 11 tant bon?

= Tu le saveras.

-

. Nel poez saver si'n gusteras.

(295-96, p. 40)

‘Mnally, Adam and Eve exéhange the joy and play of the garden

\
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,for the other forms of play taught and exemplified by, the

devil.
In the scenes of judgement and expulsion which follow
the disobedience of Adam and Eve, the joy of pargdise turns

o

.to misery and pain, revealing how treacherous;and deceptive

were the devil's words, "Tu as 11 bien, ne seiez joYr." . The.

idea of joy and enjoyment, and ﬁow, of their .converse, pain
and sufféring, contifues to dominate these scenes. The joy-
legsness and shame of Adam and Eve first speak to the Figgra-
of their sin, causing him to wonder: |

Tu n'avoils rien 1'autrier

Dunt tu duses veréqnder,

Or te voi mult triste et morne :

Mal sen jo¥st qui ensi sojorn,e.44

| (395-98, p. 45)

Adam and Eve utter long and bitter laments over thgir folly.

After their exile from paradise to till the reluctant soil of

earth, Adam‘s‘lament for the lost paradise contains a pain-
fully ironic reversal of the'devil's wordsl Adam has scarce-
ly enjoyed paradise before losiﬁg it:

0i, paradis! tant bel‘m;ner!-

Vergietr de gloriéﬂ. éént vus fet bel veer!

Jotez en sui par men pecchié, par voir,

dm

e et g s
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" Del recovrer tot al-perdu 1'espoir!

Jo fui dedenz, n'en soi gaires jolr,
CreY conseil chi me fist tost partir.

-~

" Or m'en repent, droit est que m'en aﬂr;}
Co est a tart, rien nen valt mon sospir!
(523-30, p. 51)
Immediately before Adam’s lament, for a lost par;dise,
. . .

there occurs a mimed scene in which Adam and Eve plant wheat
in a plot of groqnd. While ﬁhey are resting, the devil comes
to plant Qeeds, which, when Adam and Eve diséover thém,-cause'
great grief.: In the context of the devil's ploys in paradise,
this has the character of ruse.46 This mimed scene antici-
pates the story of Cain and Abel which folléws, in which we
see the fields and meadows of earth Secome the context of
man's decéptions, reminiscent of those of the devil.

The drama's interpretation of the story of Cain and Abel
echoes the emphases of thé interpreﬁé&ion of the story of
Adam and Eve. The subject of the story is now the fallenr
world. The image of the garden, now the fields ofxthe earth,
contiﬂheé to play_a central and unifying role. The brief

biblical account of Cain and Abel is cast as an érgument be-

tween the two about how this garden, the earth, is to be
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enjoyed, echoing the similar debate between Adam, Eve and

the devil. Abel seeks to recover the lost joy of paradise,

to cultivate the earth, God's provision, in harmony with Ged.

He opens the play with a sermon reminiscent of the counsel
of the Figura, pfoviding a reasoned apology :for the love of
God and man. Abel attempts to establish loving harmony be-
tween himéelf,‘his brother, and God, and .50 to avoid the
folly of his parents. This is‘to be accémplisheg-by offering
a part of the frult of the earth to God as an act of love and
obedience insteaa of reservirg it all for the satisfaction of
their own bellies, after the ;ovetous mannef of their pérents:
Seum tot tens subject al criator,
" Ensl servum que conquerroms s'amor,
Que nos parenz perdirent par folor.
Entre noé sl gsolt bien ferm amor!
Si servum Deu que 1i vienge a plaisir.
Rendom ses droiz, nen soit riens del tenir,
Se de bon cuer le volﬁms oﬁeir
N'averont nos almes pollr de perir.
Donum sa disme e tute sa justise,

- Primices, offrendes, dons, sacrifice.

SRR RS PRSP
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4

51 del tenir nos prent acoveitise

Perdu serroms en enfer sen devise!

Entre nos deus ait grant dilection,
. N'{i soit envie, n'i soit detraction!
Por quei avra entre s dous tengon?
-8 | o V47
Tote la terre nos est mis a bandon!
(595-610, pp. 54-55)
Cain, on the other hand, is mgst interested in.heing'the kind

of gardener the devil falsely accused Adam of being. We hear

his self-indulgence and self-will in his mocking and derisive
response to Abel's reasoniﬂg: .

Beal frere Abel, bien‘savez sermoner,

Vosgre raison asaer e mustrer!

Vostre doctrine si est qui'l voille escoter,

En poi de jorz avra.poi-que doner!48

(611~14, p. 55)

He goes on to insist that he will do as he pleases with his
goods., Even his affirmation of fraternal love subtly threat-
ens that Abel had best abandon the suﬁject éf gardenihg:

be nus amer nature nus enseigne, -
Eﬂtre nus dous n'ait nul que se feigne.

Qui entre nus comencera la guerre,
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) 1 *
Tres bien 1'achat, ke droiz est qu'il s'en . .

t
\:&leigne!t’9

A}

(619-22, p. 55)

As the play continues, and Abel persists in his setmons,‘

Cain's self-will begins to express {tself in the pretence,
lies, and tricks of the devil. Self-will and ev%l in the
fallen world emerge once more as game. The conversation con-
t}nues with its emphagis on the desire for good, for joy, on
the will of Cain and Abel. Abel begins with a frequently re-
pepted, and later, in Cain‘s mouth, ironic, form of ad@ress,
"hel frere." The word is richly significanF in light of the
story of:Adam and Eve, in .which the éarden; a place of good—'
ness and beaufy, becomes the coﬁtexfi;n which man.learns how
goodness afid beauty are to be loved, wisely or foolishly.
The words bel and bilen, resonant with méaning conferred by
the Figdfa and Satan, are played upon ironically throughout
the dialogue of Cain and Abel, touching again and aggin upon
the question of how one lovég and enjoys. Here Abelginvites
Cain to moral good in words that echo the devil's quite dif-
ferent ;gmpta£ion:

Abel: Chaim, bel frere, entent a moil

Chaim: Volentiers; ore di de quoi?

Abel: Co est de ton pru.
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Chaim: _ Tant m'est plus bell
L 8 '

. ' (623-25, p. 55)

When Abel pursues his convictiod that they please God with~

offerings and so win hi - Idve, Caln, we are told in the stage

directions, makes a pretence of agreement with Abel's reason-

']

ing, a pretence of Qisdom:
Bék—frere Abel, mult as bien dit! ‘
Icest sermon as bilen escrit,
E jo cggréi bien toq'sermon. r
Alom offrir,_Bien est raigon!

v v
Quol offriras tu?sl )

) (639—43, p. 56)
He loses his tempkr, though, when Abel démands hg glve God
his best grain, mocking this advice as fable and madness and
~ reserving his best grai; for his supper. When -Cain's meagre
-offering is refused by God, he becbmeg ﬁ;ssessed by jealous
and irrational anger, but quickly conceals this and comes to
Abel, we are teld, craftily, with the ipéention of killing
him.
A; this climactic moment of the play, we are offered an
image of pastoral play which is A startling and dramatic re-

‘versal of the joy of paradise. Cain offers to Abel friend-

ship, the affection Abel had promised %ould be between them,
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nggestiﬂg they go to play ﬁogether in the meadowsa. The i'
‘playwright‘pfovides this action drawn frop the bibiical texﬁ‘ %
with the ?otive of affection, play and leisure:- %
Chaim: Bel frere Abel, iesum ca fors! . g
éEEl:. Por quoi? L ‘ fﬁb ;
9222&3 l. _Por deboiter nos cors -
E por reguarder nostre labor, .
Cum gunt crell, s'il spnt‘em flef :
' As prez puils én irrums, \
. Plus leegier apres en serroms. f//*—\\\\\
‘ i éégi: Jo irrai ovec tol ou tu voldras. L ._,__j 7 -P
) . . Chaim: Or en vien donc, bon le fras. %
& Abel: TJJgs mi freres 1i ainez, ;
! Jo ensivral tes volentez. !
7 Chaim: Or va avan&; jo irrai aprés
Le petit pas, a grant relais.52 *
: (667-78, pp. 58—_5.?:)
The game, however; is fratricide. When they arrive in the
fields, Cain's next words are “Abel! morz es!" The "enjoy-
ment™ and "relaxation" of Cain and Abel in the meadows con- \
‘ ) trasts vividly with the first dLlight of Adam and- Eve in'par— .

adise. 1In this scene, the fall of man yields treacherous

. play, presenting itself in the guise of wisdom, love and joy.
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We see in the‘contrast between this scene and the original
provision, of the garden how the drﬁﬁﬁ—zgfkgprets the story
of mankind's fall from innocence to guilt. This murder scene
also has figu;al implications which lend the garden context

-

and the depiction of play further resonance. Abel's murder
prefigures that of Christ, a relation suggested when Abel
kneels and genuflects toward the East as Cain kills him, hav-
ing committed his soul to God in words réminiscent of Christ
on the cross.53 The transformation of the joyous garden of
Adam and Eve into a place where play and game have become
murder here describes also the sacrifice of Christ, and so .
the idea of play and game is extended to the redemption 6£
man by Christ. This prefigu;agion antidipates the prophef
play in which the redemption is announced more ﬁu}ly.

In the prophet play, the draﬁa's concern with joy and
play continues to be evident. This last section of the drama,
consisting of a series of prophets who in monologues deliver
their brophecies to the audience, is less dramatic.in'its ‘e
structure than earlier portiong of the play. The series of
prophecies is only once interrupted by a Jew, who enters ipto
debate with Isaiah and creates the kind of dramatic dialogue

present in earlier sections of the play.54 Accompanying this .

difference in presentation, the enactment of forms of piay
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that accompany good and bad will is less full and vivid. Thé

emphases of the earlier section of the.play continue, however,

to be'felt in the themes and structuré of this portion of the

-

drama. )

The joyous restoration of paradise is intimated in the
images of the prophe; plgy. The gg;dﬁﬁ‘imagery of earlier
sections contiﬂues to‘pervade fhe:arama; In these prophetiﬁ
utterances imagés of the growth, fertility apd f;uition of
the earth arelused of Christ}s Incarnation and of .the redemp-
Fion of Adamténd Eve. The earth becomes a fruitful garden in
which reason is restoréd, release from prison and'pai; ef—
fected; singing and joy rediscovered, all in the person of
Christ. The prophets announce that new fruit will‘be given

to man, the fruif of life, Christ. This .imagery is not pres-

ent in the pseudo-Augustinian Sermon Against Jews, Pagans and

. ‘ w .
Arians,- Concerning the Creed, upon which the prophet play is

based. The author of Le Jeu d'Adam takes the liberty of
changing the prophecies put in the mouth of some of the pro-

phets, and of deleting and adding some prophets. A signifi-

,cént number of these changes introduce the imagery of the

gardeﬁ into tﬁé prophet play. We see this, for instance, in
the addition of Abraham and Aaron, and in the new prophecies

accorded David, Jeremiah and Isaiah.?S Abraham speaks'of his

k]
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seed, Isaac, and ultimately, Christ,'whém Isaa;‘éfefigures
and who will free Adam and Eve from their sin (763-65, p.
65). Aar;n appears éatrying a rod with fruit and flowers,
which possesses ﬁhe odor of salvation and will remove all
sﬁrrow. This rod represents the hei; who will come from his
lineage, who will take upon himself man's nature without car-
'.nal engendefiug, and who will be the fruit of salvation (775-
52, p. 66). David picks up thefsame motifs, proclaiming that
truth will rise out of the earth. The earth will give its
wheat when Christ comes, the bread which will save Eve's
. children (783—90,‘p. 6;). Jeremiah commands righteous men
to make thelr ways straight as.furrows, to have clean hearts
free of evil., If they.do so, the son-of God will come to
dweli with them, descending t;~the earth like a mortal man
(861476, p. 71). 1Isaiah's prophecy concerns the root of
Jesse, which will send forth a flowering ?od signifying that
a virgin shall bear a ch¥1d, the fruit of the tree of life,
who will restore Adam to paradiée (877-82,-913-30, pp. 71,
73-74). ;
Once in this long series of prophets, this imagery of
the joyous restoration Qf the garden is challenged, in the

person of a Jew who interrupts Isaiah. This Jew clearly fol-

lows in the footsteps of the devil, Adam, Eve and Cain. He

Ty,
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lacks spiritual\ awareness, or wisdom, and‘so makes the pro-
phecy of Isaiah Mnto jgst and fable. Isaiah tells the Jew
he has an evil heart and has been ﬁadly échooled. The Jew's
111 will takes the form typically ascribed Eo the Jewsf he --
understands ﬁnly the letter of the law, the letter of ghe
prophecy, and mot the spirit. He takes Isaiah's prophecy
literally and therefore finds it to be nonsense. Just as
Adam finally failea to understand and enjoy the garden wiset:,
.1y, so the representative Jew fails to unde;stand the pro-
phecy. Like Eve and Cain.who pursued selfishly the physiﬁal
pleasures of éhe gardeh! the Jew contents himself with the
literal sense of the text. At this level, Isaiah‘s prophecy
seems to deal with a flowering plant on which the Holy Spirit
will rest:

Ore vus dirrai merveillus diz :

Jeséé fera de sa rafz,

Verge en istra, qui fra flor

Qui ert digne de grant unor.

Saint esspirit 1'avra si clos

Sor i'ceste flor iert sun repos.56

(877-82, p. 71)

The Jew mocks this prophecy as fable and jest: "Est go fable

ou prophecie? . . . Est go a certes ou a gas?'" (B84, 888, p.

[

[P
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71).57_ He chké Isaiah as a mad old sootﬂsayer, and, in this
spirit, begé him- to cOntinge the prophecy, emphasizing ita'
ludicrous nature, the physical images of‘the ;ext, and Ehe
‘absurdity that anything could be borm of them:
| Or nus.redi ta vision,
Si go estwverge ou baston,
E de sa flor que porra nestre.
Nos te tendrom puis por maistre,
E ceste generacioﬁ
Escufgerail puis ta lec:(,'on.58
| (907-12, p. 73)
Isaiah responds with another prophecy,.replacing mockery with
wonder:
Or escitetz la grant merveille!
Si grant n'oY mais oreille,

Si grant nen fu onc mails ole

Des quant comenza ceste vie!

Ecce virge concipiet in utero et parlet filium et

vocabitur nomen eius Emanuehl.

Pres est 11 tens, n'est pas lointeins,

Ne tarzera, ja est sor mains,
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Que une virge concevera,
E vifge un filz emfaptera.
I1 avra non Emanuhel,
Message eﬁ iert salnt Gabriel.
La pucele iert virge Ma;ie,
Si portera le fruit de vie,
.Jhesu, le nostre salvaor, |
Qui Adam trarra de grant dolor
Et remetra en para¥s.
Igo éue vua di, de Deu 1l'ai apris :
E go iert tot acompli par veir,
59

En ce devez tenir espeir!

(913-30, pp. 73-74)

Playing upon the words verge and virpe, Isaiah teaches that
the flowering'of the root of Jesse, the virgin, wi;l bring |
forth through the Holy Spifit the fruit of salvation, Christ.
The Jew cannot éet beycnd the literal images and words, and
thereéﬁre, sees them as fruitless, puerile play, as foolish-
ness and nonsense. Thus we see the fooligh jesting of the
Jew set in contrast with the wise joy of the restored para-
dise. 1Isaiah, the master of the s;hool,.understands things
rightly and spiritually, wisely, and is hence able to per-

celve in these images the redemption of man through the bifth

[T,
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of ChrisF.

The idea of joy, amusement, play and game lies, thent
at the heart of the drama's in;erpretatiop of the storyrof
Adam and Christ. This idea is, indeed, a source of consi&er—
- able unity in the playfé literary structure. The theme of
play affects the characterization in the drama: the self-
willed strategies.of the devil, E;e, Cain, the Jew and even
Adam contrast with the serenity and joy of the innocept Adam,
Abel, the prophets, and the Figura. Play is evident in the
quality of the dlalogue, in its verbal ironies and strétagems,
and in the play of the characters with each other created
through this dialogue. The idea of play also affects, as we

havey seen, the use and choice of imagery in Le Jeu d'Adam,

giving its pervasive imagery of garden and earth a théologi—
cal resonance. The "plot' of the play, moving from the crea-
tion and fall of Adam and Eve to the fallen world of Cain and
Abel and finally toward the anticipated redemption.of man,
describes the loss and restoration of joy.60 Underlying this
literary structure ié'the perception, articulated in the
twelfth century by the Cistercians, that wisdém and love are
made manifest in play. Foolish, vain, puerile pléy in the
behavior of the characters is seen as a corruption of a wise

delight rooted in love of God, so that the creation, fall
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and redemption can be geen as a story about . innocent play

corrupted.

A
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Hebrews, deséribes Christ as the "figure bf the Father's sub-

stance" ("figura substantiae Patris") when he attempts in On

Grace and Free Choice to define how Christ restores the image

of God in man (Treatises III, X,32-35, pp. 88-91; PL 182,

P
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cols. 1018-1020).. Christ, because he is the figure of God,
is able to reform the image of God in man: "that very form

came, therefore, to which free cholce was to be conformed,

-

‘because in order that it might regain its 6riginal-form, it

had to be reformed from that out of which it had been formed"

(Tréatises ITI, X.33, p. 89; PL 182, cols. 1018-1019). This

Buggests tﬁat the playwright's use of the term Figura may
derive in part from his iInterpretation of the fall as a de-

formation of the image of God which can only be rectified by

Christ. See Lynette Muir, Lituggy'and Dram; in the Anglo-
.Norman Adam, Medium Aevum Monoérapﬂs, NS 3 (Oxford: Basil
Blackwell, 1973), pp. 15-16. -

12 ' . "I moulded you , '

From eértﬁly ciay.

T T T

I've given you a living soul,

And formedlyou like myself in all.

Made you from earth in my own form;

You never should be my enemy"(p. 8).

Translations of the Adém and Eve and of the Cain and Abel

portioné of Le Jeu d'Adam provided in the endnotes are taken

from Richard Axton and John Stevens, trans., Medieval French

Plays (Oxford: Basil Blackwell, 1971). These will be noted
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by page number iﬂ parenﬁheées after the quotation. The line
‘numbering in the tr%tslation corresponds to that of Noomen's
edition. .
13"1 made you in my likeness; why
#1Have you transgressed the law I gave?

I moulded you in my ;wn image;

Why have you outraged me thus?" (p. 28).
la"Where was my wisdom, where my memory,

That I for Satan left the King of Glory?" (p. 34).
15Hunt, p. 379. See also iean C. Payan, "IdZologie-et

Théatralité dans 1'Ordo Representationis Adae," Etudes

Anglaiges, 25 (1972), 25; Maurice Accarile, "Theologie et

Morale dans le Jeu d'Adam," Revue des Langues Romanes, 83

(1978), 126; Per Nykrog, 'Le Jeu d'Adam: Une Interprétation,"

Mosaic; 8, No. &4 (1975); 10-11. Nykrog discusses the play's
treatment ;f the idéa of knowledge. He arpues that the devil

of fers in the forbidden fruit pet solely knowledge of good.’/ﬁ\\
and evil, of mora} corr;ption, but rather a general knowledge

of creation independent of God that will couferasbwer and
mastery over the world. he finds this interpretation of

Geaesis a pa;ticuiarly resonant ohe in the intellectual cli;

mate of the twelfth century, in which:the secular schools

articulated a concept of reason and knowledge which B?rnard

~
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criticized for iFs iﬁdependencé from faith (pp. 9, 12-13,

16). In the play{ ig is the Figura who‘offers reason which
is defined as moral discernment. Thus, a central conflict
of the play is Adam's cﬁoice betueep two opposing viéws of
reason and knowledge. The play's use of the word "school"

to refer to two'differing attitudes to reason also becomes
resonant in the context of the debate between schools presid--
ed over .by masters such as ASelard, and the Cistercian
"sehool of charity" defended by Bernard.
ls"Within youféelves I put both good and evil;
To give yoﬁ this 1s still to leave you“free.
Welgh everything in balance fairly now;
Accépt this counsel--keep your faith with me!

Put aside evil, and giye yéur mind to good.
Love your good lord, and- firmly hold teo him.
For no one elsefs éounsel turn from mine;
‘.If you observe it, then you'll‘never sin" {(p. 10).
17"Attend, and ligten carefully: . )
If you desire to take my part,
. You'll harbour goodness in your heart.
Honour me, Creator, God!

Acknowledge me to be your Lord!

.My service must be all your thought,

L
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All your wiédom, all your strength.
Love Adam, hold him dear as iifer-

He is your husband, you his wife.

To hiy remain obedient;

,ﬁon't go beyond his govefnment.

Serve him and love him well, then sure

You'll be to keep the marriage law.

'\\\§F“h\*f you make him a good help-meet,

-With him.in glory Y6U|11Ltf set" (p. 9).
18"1 will do, Loxd, as you command ; ’
I shall not wish to stray beyond.
I'11 Eecﬁgnize your soveféign sway;
As mate ané master him qbe;.
1'1l al&ays serve him faithfully:
" He'll have the best support from me.
Your'pleaSupé and Your sefvice, Lord,
I shall in everything perform" (p. 9).
19"You shall be happy, never tired at all,
Full of delight, you never shall know pain.

In joy the days of all your life you'll lead,

Exist for ever, your life not short but long;"
20

"The nature of this gaz?eﬂ“i{&l/pecount:
No joy is lacking here as you will find;

209

(p. 10).
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Whatever good things men in the world desire
‘Here can be found in measure and in kind.
No woman shall a husband's anger know,'

No husband for his wife feel fear or shame;

The act of love is not for man a sinj

n

Nor shall‘a woman here give birth in pain.

You'll 1ive for ever, in this marvellous place
e
And not grow.any older. Have no fear

0f death here, for it cannot do you harm.

I wish you not to leave; your home is here'!" (p. 12).

glAﬁglo—Norman D@ctibﬁaty, ed. Louise W. Stone, William

Rothwell and T. B., W. Reid, 3 fascicles (London: The Humani-
ties Research Association, 1977-83).

2 . . _ .
Dictionnaire de 1'Ancienne Langue Frangalse et de tous

ses dialectes du IX au XV sigcéle, ed. Frédéric.Godefroy et al., .

10 vols (1885; rpE. Vaduz, Liechtenstein: Scientific Periodi-

cals Establishment, 1961).

23"Then shall God go into the church, while Adam and Eve

walk up and down, .innocently delighting in Parad§§g" (p. 13}.
24

"Then let the Devil retreat; and he shall go to the

other devils and shall run apet® the 'place,' and after a

little while he shall come back, happy and glad, to tempt

Adam., . ,"/(p. 17). Richard Southern discusses the meaning

»r

»
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of the word platea in Le Jeu d'Adam in The Medieval Theatre

in the Round (London: Faber and Faber, 1957), pp. 228—35.

He concludes that the word refers'to the public squére Be~

fore the church where the play was performed. He suggesés

that the terms per plateam and per poﬁulum are ‘synonymous

(p. 233).
25

Adam

Satan
Adam -

Satan

6"Adam

Satan

Adaﬁ

Satan

27

"Satan

All well with you?
I feel nothing émiss.
It could be better. |
"I can't imagine how.
Do you want to know?" (p. 14).
I will not.
A fine thing‘to hear!-
Why won't you? Ty ‘
No!
You are a fool.

One day you'll say, 'He told me so!'"™ (p. 17).

"Well, Adam?--will you change your mind?

-

e Are you still set in your stupid ways?,

I meant to say the other day, .

God has made you a mere dependant,

Ahd'put you here to eat his frﬁit.

Do ybu have any other fun?":(p, 17).

Y
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8"Have you got no apbitioﬁ, man?

You set a value on yourself

'Cause God has made you his--gardener.

God's made you keéper of his garden:

Don't you want anything else from life?

Did he make you just'for belly-joys?

Hasn't he anything higher in store?" (pp. 17-18).
zg”éggg_ That one he's quite forbidden ﬁe.

Satan Do you know why?

Adam Indeed I don't.

Satan. I'll tell you what the real cause is.

He doesn't-care about the rest--—

And with his hand let him point to the forbidden

fruit, saying to Adam:
Satan  Only this frgit that hangs up hiéh:

This is the fruit of Knowledge, this

Gives insight into‘everything.

If you eat this, you will do well" (p. 16).
3ONykrog notes the recurrent use of the verb vouloir in
tge'play. See pp. 10-11.

3;"1 tell you this, and wish that Eve may hear;
If she does not, she does herself a wrong" (p. 10).

. 32”You have been very well brought up.



213 .

I've seen Adam--but he's a fool" (p. 19).

"All the same, you are the one with sense,
Mature and wiéentq-the finger-tips.
<: -- - Obviously‘yoﬁ're fhe one to deal with;'
\\\\‘\; | . 1'd like a word" (p. 20).
- 33"You are the victiﬁs of a;trick,
A trickr-worked in this_very-spét.
The fruit which God has.givén ybu--
. There's hardly aﬁ§ gocdness in it;
The fruit you arep't allowed to eat
Has in it most amazing power-—l
The verg gift of life itself,
0f strength, and of authority,w
Of all knowledge, both good and:evil" (pﬁ. 20-21).
34Axton, p. 126, The Latin root of both words is saéére.

See Dictionnaire de l%Ancien Francais jusqu'au milieu du XIV

siécle, ed. A. J. Gremals (Paris: Librairie Larousse, 1968).

Willem Noomen comments on the presence of word play in the

recurrence of key words in the drama——jardin, delit, fruie,

tra¥tor, folor, soz--in '"Le Jeu d'Adam: Etude Descriptive et

o~

_Analytique," Romania, 89 (1968), 160-61.

‘ 35"If for one apple I reject your love, ®

/
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Then a%} my life I'1l pay for being mad" (p. 13).
36The probleﬁ and possible Qolutions are discussed by
S. Etienne,.“Note sur les vers 275—287_du Jeu d'Adam,"
Romania; 48 (1922), 592-95,

3-""Adem‘l Tell me, Eve, what was he after,

That devil Satan? What did he want?
Eve He spoke to me of éur well-being.
Ad am Ndw——don't.believe a word he séys,
He's a traitor, I know he is.
Eve How do you know?
Adam I've tried him out.
Eve What does it matter-if I see him?

Adam He'll influence the way you think.

-

Eve He won't, you know, I shan't believe
A thing he éays until I've tried it.
Adam - Don't let him come near you again3
Heis'not_a person one can trust;
He wanted to‘betray his master
And put himself in the high command.
I shouldn't like that kind of blackguard
To come crawling to you fqr help" (pp. 2&—23).
38Auerbach, p. l43.,

39Auerbach, pp. 148-51.
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aoEtienne, pp. 594-95. Noomen argues that Eve in this
passage 1s not deceptivelf easing Adam's fgars, but openly
asserting her indepehdent capacity to judge for herself the
character of .the dévil.‘ See,"Etﬁde Descriptive et Anaky—

tique," pp. 186-87.

logye . Well, leave it!
Adam : I won't.
Eve " You're a coward to put it off" (p.léS).
Azﬁggg I've tasted it. Oh, God! The fiévéurf

I've never tasted such a sweetness.
This apple has a taste like . . . like . . .
Adam  Like what?" (pp. 23-24).

43"Adam Is it so good?

Eve You'll gee it is.

You'll never know unless you taste" (p. 23).
44

"There was nothing the:other day

Of whiph'you needed feel aéhamed,

And now I see you sad and grey;

There's no joy in such a‘life" (p. 27).
45"Ahf—-Paradise, our glorious residence,
Garden of bliss, beautiful to our sense!

Exiled I am indeed because of sin;

I've lost all hope of getting back again.
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N ‘
I was insidel yet scarcely did enjoy;
) Followed advice which Brought me banishment.
Now it's too late——what use is it to sigh?
Though I repent, I have my punishment" ‘(pp. 33-34).
Axton, p. 116. '
"My brother Cain, the two of us are brothers,
We are the SOﬁs of that first man on earth;
"Adam' was his name; and 'Eve' was our mother's.
In serﬁing God let us ﬁow show our worth!
In everything our God we muét obey:
So let us serve Him and win back His love,
Which 6ur'own parents  lost so foolishly;
Our mutual friendship firm as His above.
Let us serve. God in wayé that 5est Him please,
And holding nothing back, give Him His dues.
If, 1oyal—heartéd,'we obey Him well,
We need not fear to-lgse our souls in hell.
We'll render tithe and all His just demands:
First fruits and offerings, gifts and sacrifice.
But if the greed of holding ties our' hands,
We shall be lost in hell, past help of grace.
Between us two let loving-kindness reign;

No covetousness nor slander intervene.
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How should there any quar;él rise between
Us twd; who have the éarth_as‘odf domain?" (p. 36).
4B"Gopd brofher Abel, you're very'good at preaching, |
Know how to make a decent speéch,‘no doubt;
But, anyoné who listens to your teaﬁhing,;-
It won't be‘long before he's cle;ned right out!ﬁ
{p- 37).'.
49"Nature instructg us we should love each other:
Between us two let there be.no:preteﬁce!
Whﬁ ever stafts a fight against é brother
Will pay for it--he can have no defence!"(p. 37).
So"éggl Good brother Cain, listen to me!l
Cain I'm listening. Go ahead.. What is it?
Abel It's for your good. //f\
Qgig fhat's all the better"
(p. 37).
"It's true, good Abel, all you've said;
That speech was beautifully made.
I'11l certainly take your words to heart:
It's right to sacrifice—-let us Aepart!
What will ybu offer?" (p. 38).
52

"Cain Well, brother! Let us go outside.

Abel What for?



Cain

Abel

Cain

. Abe

Cain
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To take some relaxationm,

. And have a look round at our crops,

See how they're growing--1if they're in flower.

‘Let us be off back to the fields;

We'll feel the better for it, later.
I'll golwiéh you, wherever yoﬁ Qant.
Well, come on then! Yéu won't regret it.
You are my elder brother, so—-

I'm happy fo_observe your wishes.

You go in front, I'1l come .behind,

Strolling along, quite at my ease" (pp. 39-40).

Axtan, pp. 117-18; Hunt, pp. 383-85.

4Muir speculates on the poésibility that a group of

Jews are present on the stage during the prophet~p1ay. She

suggests that this may be implicit in the word sinagoga and

in the addresses of the pfophets to the Jews. Daniel, for

instance, begins his prophecy with the words, "A vus Judel,

di ma raison" and is directed to point towards the Jews as

he speaks (827, p. 69). Mulr also suggests the possibility

that the audience are cast in the role of the Jews. 1In

either case, the dramatiec quality of the play would be en-

>

hanced (pp. 33-34).

55

The sermon is printed by Young, II, 125-31, and



translatgd By Edward N. Stone, A Translation of Chapters XI-

XVI of the Pseudo~Aﬁguétinian Sermon Against Jews, Pagans and

Arians, Concerning the Creed, also of the Ordo Prophetarum of ©

St Martial of Limoges, University of Washington Publications

in Language and Literature, Vol! &, No. 3 (Seattle, Wash:
University of Washington Press,_1928), pp. 195-214. The

‘adaptation of the Sermon in Le Jeu d'Adam is discussed by

Muir, pb. 8-12; Noomen, "Etude Descriptivé et Analytique,"
pp. 152-54. | |

56"Now will I teli a.wondrous thing:

From Jessé's root a Rod shall spring,

Shall burgeon and bear flower withai,

Whereto great honour shall befall;

The Holy Spifit shall enclose

This flower, and shall thereon‘répose" (p. 196).

All translations of the prophet play provided in the endnotes

are from Edward N. Stone, trans., Adam: A Religious Play of

the Twelfth Century, University of Washington Publications in

Language and ﬁiterature, Vol. 4, No. 2 (1926; rpt. Séattlé,
Wash: University of Washington Press, 1928), pp. 159—99.
These wili be noted by page number Iin parentheses after the
quoﬁation. The line numbering in Stone's translation cofres-

. ponds to that of Noomen's -edition.

e e i
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57"13 this a tale, or prophecy

.'Speak'at thou in earnest, or in jest?” (p. 197).
58"Come now, re-tell thy vision, quick!
| if 't waé a rod, or but a stick,’
And‘what its biOSSOm shall engender;
Then due resﬁect to thee we'll render,
And all the present generation
"Will listen to thy dissertation".(pp. 197-98).
59"Then, this great marvel shall ye hear;
--Such ne'er was told . to mortal ear,
To such a marvel never man
Hath listened since the world began:

'Behold, a virgin shall conceive and bear a son, and

his name shall be called Immanuel."'

The time is neaia within your ken,
Not tarrying or distant, wheﬁ

A virgin éhail concelve, most fair, .
And, virgin still, a son shall bear;
His name shall be Emmanuel.

Saint Gabriel shall the message tell;

The. maid shall Virgin Mary be,

She'll bear the fruit of Life's own tree,
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PP. 368-88, 497-527; Muir, pp. 113-17; Noomen, "Etude Des-
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Jesus, our Saviour, who shall bring
Adam from dole and suffering,
And him to Paradise réturn.
That which I speak from God I learn;
All this shall surely be fulfilled,
And ye thereon your hope shall build" (p. 198).
60The play's unity is one of the principal subjects ad-

dressed in critical studles. See Atkinson, pp. 27-42; Hunt, i

criptive et Analytique;»' pp. 163-80; 0. B. Hardison, Chris-

tian Rite and Christian Drama in the Middle Ages: Essays in

the Origin and Early History of the Modern Drama (Baltimore:

The Johns Hopkins Press, 1965), pp. 258-61; W. C. Calin,

"Structural and Doctrinal Unity in the Jeu d'Adam," Neophi-

logus, 46 (1962), 249-54; William J. Beck, "The Medieval Doc-

trine of Hope in the Mystére d'Adam," French Review, 45, Spe-

cial Issue No. 3 (1971), 30-40; Maurice Accarie, "L'Unité du

mystére d'Adam," in Mélange de langue et de littérature

médiévales offerts & Pierre Le Gentil, Professeur 3 la Sor-

bonne, ‘par ses collégues, ses &ldves et ses amis, eds. Jean

Dufournet and Daniel Poirion (Paris: $.E.D.E.S. and C.D.U. .

Réunis, 1973), pp. 1-12.
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Chapter 5

Le Jeu d'Adam:

Spiritual Play and Dramatic Games
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‘That Le Jeu d'Adam approaches .the creatioﬁ, fall and reE
demption of man by addressing the nature of jdy, amusement,
game and play raieee'en intriguing question: does this ap-
" proach to the subject serve also to give theologieal meaning
to the dramatic medium? Richard Axten has found in Le Jeu
d'Adam a combination of liturgical dramatic conventions with.
popuier forms of dfama and entertainment embraced by the term

ludus. 1In his book European Drama of the Early Middle Ages,

Axton examines the relatlion of audience to actor and play in

extant dramatic texts to find traces of popular and secular

N

forms of drama and entertainment. He looks at medieval refer-

‘ences to ‘the entertainment of mimes and jongleurs, and at thar ‘

use of mimic theatrical conventions in‘three early vernacular
comic'plays to uncover a tradition of mimicry in secular dra-
matic texts. Among the wide range of entertainment of fered
by mimes and jongleurs, incé¢luding such things as acrobatics
and juggling, Axton notes the presence of mimicry, of impro-
visation on stock plots and characters, and of trick and dis-
guise_.l In Le Jeu d'Adam he.finds theee pepuler and ludic

conventions chiefly represented in the devils, who unlike

other characters in the play, are permitted considerable free-

dom of movement and licence to improvise. Whereas -the words

and gestures of other characters are carefully prescribed in

[
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the text, the behavior of the devils, including Satan, though

he also speaks prescribed dialogue, consists of improvised
mime, Théy run.freely through the-playing area méking appro-
priate gestures and also througntthe audignce, "Eer.populum"u
(pp. 26, 33);2 The hilarity of their behavior ﬁar;icfpates
in the comic trick Satan succeeds in playing on Adam and Eve.

This Incorporation of recognizably ludic dramatic éonventions

in a liturgical framework suggests that the drama's interpre-

a
!.'

tation of the story of Adam and Eve is partially a means of
relating the games of theatrical presentation to the play's
theological and devotional concerns, giving-these games a

theological valuation and orientation. ‘If we explore further

the dramatic methods and conventions'iﬁ the play, we will see -

that the play uses distinctly non—litiij323i means of involv-

ing the audience with the play, and of drawing the audience
.toward God, of.inspiring quotion, methods whféh finally de-
pend on the idea of game. +The new fom of deéotion evoked
in the play is similar in many ways to forms of devotion de-
veloped and practiced by the Cistercians. The dramatic form

of Le Jeu d'Adam and the theological and devotional implica-

tion of this form are, again, i1llumined by Cisterciéﬂ discus~
sion of the biblical text in relation to the lgve of God.

Thesé relations between the play and Cistercian though&

I
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suggest that the Cistercians contributed to -the fund éfﬁlit—b

erary and theological ideas that made the vernacul:; reli-

gious theatre of Le Jeu d'Adam, with its unusual synthesis

. L] Q H . .
.of game and liturgical devotion, possible. o
- An estimatiqn_of the liturgical elements present in the

play provides the necessary foundation for an exploration of

- &~ 1ts departures from these-dramatic conventions and of its in-

r

troduction of game into a liturgical context:. The play.is

intimately attached to the liturgy, since its framework of

choral responsories iS;ﬁréwn from the .liturgy of Septuagesima

and from the-pseugo—Auguqtigiag_Sermon Againsé the Jews, the

basis for the.liturgical prephet plays. ‘Lynette Muip offers
-ai explanation:gf-#he‘combination of this sermon, usﬁé;ly
assdciated‘with Advent liturgy, with/fﬁEVresponsofies con-
cerning Adam,_Eve,lCain and Abel:
The lections and responéories i; Adam belong t?-the
openinélchapters of Genesis which was begun at Sep-
tuagesima and continuéd into Lent: the peficopes
inclgdgd the stories of Noah, A@raham and the Pa-
triarciis, includiné Mosés; in Pasqﬂoptide the pro-
phecies-éf Jeremiah led up to Easter. This se=

quence seems to have béen in the mind of the author

of Adam and to have suggested the general pattern

Ty P N S
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-of the play.3 '
In response to'Mdir's.assessment, Glynne Wickhém has suggest-
ed that éhe play's major concérn is to encourage peniterice -
in.anticipation of' Lent and Faster, and has proposed a rea-
son for the play's pé}formance outside thé church building
that affirms its liturgical fuﬁction, rather than suggesting
its wvalue as entertai;meﬁt makes it alien to the normal 1i-
turgical setting: |
Itéis also for this réason,'in-my view, that the
play is devised for presentation in the churchyard
so that Jeremiah mayfﬁrge the audience to learn to
- repent'and, in. doing so,’go make themselves worthy
to enter the chﬁnch itself.4 .
He quotes in this context a passage from Jeremiaﬁ's prophecy
'.in whichlJeremiah, gesturing togards the church door, pre-
sents the conditions for gntrance, the church representing;
ét the same time, the heavens from whiéh‘the Figura comes:
08z de Deu sainte parole, . .
Tot wvus qui esfgs de sa scole,
Del bon Judé 1la grant lignee,
Vus chi estes de sa ﬁaisnée!

Par ceste porte volez entrer

Por nostre seignor aourer.
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Li sires del host vus somont,
Deﬁ de Israel del ciei lamont :
Faites bones les vos voies,
Solent droites cumme railes,
Soient netz les véz cu?éges,
Que vus nen vienge nuls damages.5

“ (855-66, p. 70)

‘Le Jeu d'Adam also retaing something of the style and

d?amétic conventions of 1itufgica1 drama. This element of
the play has pe;ently'received attention from several critics
-wishing to redréss the emPhasis of earlier critibisﬁ on the
representational, ﬁuman and psﬁchoiogical qualitiesg of the
'pla;.ﬁ Chiefly, Willem Noomen in his reassessment and new
edition of the glay has argued that the play is more strongly
related to thg liturgy than to any later vernacular cycle

plays, and that the lifurgical responsories are an integral.

structural element in the play. He argues that the vernacu-

lar sections of the play function like tropes, translating
and developing the liturgical readings. The structure of the
prdphet play with its sﬁcces$ion of brief, slightly developed
monologues and close semantic parailels to the Latin choral
responsories, refiects, ;n Noomen's assessment,-the fundamen-

tal structure of the play. The stories of Adam and Eve, of
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Cain and Abel, use more. supple aﬁd'fully developed dialogug,
incorporatigg a bulk of new material, to the same end.7 Jean (:;f/_'
Payan argues that Fhe play is morellyric than dramatié. He i
also considers that the prophet play, bfteq seen as a disap—
pointing and uncharacteristic conclusion to the play, refleEts
in its style the most characteristic features of the play.
‘There 1s, he argues, less dialogue than ié commonly supposed
in fhe play, and often a succéssion of‘monologues even in the
‘exchanges of fhelFlgura, Adam, Eve and ‘the devil. He finds
thé play to be fundamentgllﬁ lyric and static in its dramatic -
method.g Tony Hunt, whileﬂaffirming the play's psychologiéal
sﬁbtlety, has examineﬁ the extensive use of fiéural motifs in
the play's .structure, emphasizing‘the symbolic and iconic di-
mensionslof character and action. ﬁﬁé will return to this
elemént of the téxt later at more length. 'One ekampie will
suffice here: the figural relationship of Adam and Christ,
the New Adam, 1s refleéted in the ﬂlay;s emphasis on both
Adam and Christ coming fr&m the earth; which we have seen in ’
the Figura's account of Adam's creation and the prophets' ac-

\
count of Christ's Incarﬁation.9 These critical assessments
of the play draw our attention to those formai elements which
tend toward the lyrié, the symbolic,land the static. Thisjis

reflected in the costumes and staging of the play. The

N
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costumes, the priestly robes of the Figura, the red and

) white garments of Adam and Eve, of Cain and Abel, anticipat—

ing Easfér, the typical iconographic dress of the prophets,

all have symbolic significance. The carefully prescribed

_and formal gestures of the characters, with the exception of

the activities of the devils, suggest the style of liturgi-
cal drama and a liturgical desire to maintain the decorum
appropriate to the subject matter and style.lq - The stage

directions tell us, for instance, that whenever paradise is

'mentioneg, the character speaking shall look and gesture to-

a
ward it.

‘-Yet;.despite these lyric, symbolig ;nd'liturgical quali
ties, Le Jey d'Adgm uses_dramatic methods which are noé cha~
racteristically liturgical ones and which establish distinct
relations between audience, actor, and play, relations which

have a transforming effect on the liturgical conventions in

the play. This play involves and affects its audience in dif-

ferent wéys than liturgical drama; and ultimately establishes
relations between its audience and God in different ways.

The play, first, cléaﬁ}y of fers not only a symbolic reenact-
ment of liturgical material but also an interpretation and
explanation of it, incorporating in the dialogue considerable

exegetical and theological material. The play's intentions
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. are clearly didactic as well as devotional.ll, In thié; Lg
Jeu d'Adam departs from liturgical dramatic fofms. Mary
ﬁarshall, in her article "Aesthetic Values of the Liturgical
Drama,' has pointed out that liturgical arama'ié character-
istically not didactic or interpretive. Defining drama asj
any context in which impersonation of characters occurs, |
Marshall describes liturgical drama as "presentational® rath-
er than "discursive." Liturgical drama involves "a direct
" presentational form which represents'sacrgd story conéretely
by dramatic methods, without allegory or‘theology or didacti-
ciSm;"12 The style of this drama she describes as "formal~
ized and poetic¢' rather than "realistic," employing in its
costumes and ﬁropérties an iconic symbolism, wﬁich consists

of "formalized suggestion" rather than representation or re-

creation.13 Le Jeu d'Adam, when it offers intérpretation as
well as inspiration to devotion, establishes relations be-
tween audience and play which ‘are not symbolic and ritual

‘ones. Because Le Jeu d'Adam is didactic and interpretive,

it demands a reasoned volitional and emotional responée rath-
. er than the more purely emotional and volitional one evoked
by a non-didactic and highly symbolic liturgical drama.lﬁ

The pléy asks that the mind be engaged by £he idea of wisdom,

as we have seen in examining the play's interpretation of the
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biblical text. The problem: of moral choiceé and thelr con-
“sequences 1is presented in the play and invi;es rational en-
éagement; The audience is, thus, made.conscious of their

" own moral, volitional and emotional response, both in rela-

tion to thelplay and to God;_ The interpretatién of human be-
hévior in the pla& extends to the audience,‘whb are also in—
terpreted by the play: they as weli as God are the subiect
of what transpires before them. While the liturgy exists
primarily for the séke of Goa, of fering its sacrifice of

praise, the human element plays a much more significant role

in Le Jeu d'Adam. However, the self-consciousness evoked by -

the play remains élways'a.conscioﬁsﬁess_of the gelf in rela-
tion éo God, a consciousnéss of the act of love.15 Just- as
in the play's discussion of the image of God: reason.is pri-
marily the capacity to ;hoose-to love God or not, so the
play itself presents its audiencé with the same moral choice,
a choiqe‘which is in the terms of the play the essence of

human nature. Le Jeu d'Adam shares the devdtional motive of

thé liturgy: the evocétion of love and worship. Otﬁér, and
again non—litufgical, dramatic conventions used in the play
serve to realize these didacticy, interprétive, and devotion-
al intentions: Ehe use of play and game and the dramatica

representation of human psychology.

oy

Ied
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The devils, fn their freedom of movement, play a signif-
icant role in establishing and defining tﬁé relation between
the audience and the action set before them. 'Théée‘charac—
teré are extra-biblical and not essential to the action. of
the play, certainly not in their numbers, nor in their excur-
~ sions from hell into the audience, nor in thgir‘antics in
hell, making noise and smoke. They serve a theatrical func-
tion: they make the‘drama affect the audience in certain
ways. Players of éames théméelveg,'they invite-thé audience
to take part in the game béfofe them, to play. The devils'
function is to tempt, to presenﬁ diabolica} gémes and plea-
sures to man&ind,fto drag men and women to the dancing and
games of heli.‘ Their éxcursions about the platea and among
éhe audience suggest to the audience that they ought to see
themselves as objects of temptation. The story_qf Adam is,
of courée, the story of all people, just as his hope of re-
demééion is the hope of all. The audience 1s taught by the
devils that the choices made by Adam and Eve are also their
otn choices. .They are taught in the play to undefsténd-those
choices and are iqvited to_respond, in imagination, play and
'gaﬁe, as tﬁey watch, Bu; also in reality. The devils' games,
within the coﬁtex£ of the whole drama, appeal to the will,

inviting it to contrition, penance and restoration. Indeed,
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the idea of play is related within.the context' of the drama's

interpretation of its story to the desire and action of the

will, to the question of moral choige. The‘play itself

teaches the audience something about amusement and games,

about how one plays, about how the will may playfully discov-

er joy'ratﬁer than vanity, triéks,‘déceit and treachery. The

play thus articulates a'relatiﬁnship between play and wisdom
. . . ‘I ' .
ag it draws its audiepce.thrpdgh play and game toward wiser

choices. '

Like the drama of the liturgy, then, Le Jeu d'Adam de-
mands emotilonal and volitional involvement from its audience.

The diabolical games éstablish tﬁe manner of the audience's

' participétion in the drama, a participation distinct from

that efbked by the ligurgiéal drama and requiring different
dramatié forms. whéreas in'the éontext of liturgy emqtipn

is evoked by symbol and ritual,.and is’ thus énabiéd tp tfan—
scend the human and be absorbed in ﬁhé divine, here the audi-
ence 1s invited to see themselves in Adam, to identify with
what is recognizably human. Adam and Eve possess recognizably
huménscharacteri and‘motivation; they make human choices in a

situation which, while it has symbolic implications, is also

human and fémiliar. Le Jeu d'Adam draws its audience toward

an interpretation of self in play and game. This interpretive -

re

it e 8y P e by



234
play is effected through repreaentationai, or mimefic, dra-
matic conventions, enabliqg the audience to identify with
the human situation presented before them, particularly with

its inner human psychology.

The "realism" of Le Jeu d'Adam has been one of its most
noted attributes. Urban T. ﬁolmes,‘defihing "realism" as the
attempt to give accurate imitation of ordinary and actual

\ﬂeality, including such things as speech and conversation,

has suggested that the temptation scenes of Le_Jeu d'Adam,

and Le ‘Jeu de Saint Nicolas are the only two vernacular works

of the twelfth éentury which might possibly be considered to

be ”realism."16 Auerbach, using a similar definition of

realism in his Mimesis, finds in Le Jeu d'Adam an example of
the marriage of the real human world with sublime mystery
chéracteristic of medieval vernacular religious drama:

[The dramal speaks humili sermcone to the simple and

pure in spirit.. It situates the sublime event with-
in their everyday lives, so that it is spontaneous-
ly pfesent to them. Yet it does not forget ghat

the subject matter is a subiime one; it leads from
the simplest reality.directly to the highest, most

secret, and divine truth.

The story 1s sublime in that it presents "the starting point
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6f the Christian drama.of redemption."l8 fhe 1mpresaion?of
an immediq}e and familigr reality Auerbach situates largely
in the play's depilction of a domestic situation, involving a

husband, a wife and a seducer, a situation which would ™

"strike deep moots in the mind and emotions of any random

.ol
French contemporary." ? Other- critics have noted the estab~

lishment of feudal relations .between God\aﬁd the various cha-

racters, and the use of feudal 1anguage,'which aiso help lo-
20

cate the play in a familiar Norman world.
The "realistic'" representation of the human condition

in Le Jeu d'Adam is, as Auerbach suggests, and Richard Axton

states explicitly, largely a product of the language of the
play and of its characterization, its concern with motivation,
volition, rational choice and emotion. The play certainly

tends toward the representational in gsome of its st&ging of

- .

the story. The stage directioné,.for instance, clearly call
for an attempt to represent in the staging the beauty and de-
iight éf the garden (p. 17). The murder of Abel is carefully
staged, and the torments of hell vividly evoked with noise
and smoke, chains and manacles (pp. 53-54, 62-63). Balaam
speaks his prophecy seatéd on an ass (p. 68). Yet, as Axton
points out, these efforts at dramatic representation are not

sufficient to evoke a strong sense of human reality:
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The 'realism' of this extraordinarily human play

1is functional; there 1a no concern to represent the

r

mise-en-gcine or the teeming physical reality of

contempofary everyday life. The eterﬁal'truths are
locéted firmly in the Eedieval world chiefly through
the language of the cha;acters. The wonderfully
supple dialogue expressing intentions, relation-
ships and feelings of the characters, creates a
network of social assumptions and religious atti-
tudes that are those of a Norman culture in its

feudal, clerical and courtly aspects.21

Le Jeu d'Adam is concerned with the image of God in man,

with.its damage and recreation, depicted th;ough characters
and their interaction, thfqugh dialogue and monoldgue. :The
realizatign of human reasoﬁ; human volifion, human emotion in
the 1anguaée of thelplay creates a strgng‘impression of a
human, familiar world. While the play contains considerable
elements of monologue, or exchanges which come close to being
a series of monologues, such as the prophet play, Adam's long .
laments, even p;rts of the initial exchanges of the Figura,
Adam and Eve, yet the play also contains vivid dialogue,~
chiefly in the temptation scenes, ;nd in the fatal argument .

of Cain and Abel. 1In these scenes, with their relatively
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short speeches and rapid interchanges, gé-se the-characters
réspond to each other, act'apon each other through the werds
they speak, often with considerable psychological subtlety.
We-witness.ip the temptation éceﬁes the sloh, inner trans-
formation of Adam and.Eve through thé verbal manipulations
of the devil. Wé wlitness the building of Cain's extreme seib-
will toward murder. The fact that the speeches are poetry in
no way hinders their'feprésentation of the dynamics of con—
versation, of the inner processes of thought and feeling of
. the characters. _Moreover, such lyric passages as Adam's long
laments are moving representations of his psychological ex;
perience of grief and anger.

Michel Mathieu, in his article "Distantiation et Emotion
dans 1e'Tﬁé§tre Liturgique au Moyen Age," offers illuminating
discuésioh df the different way in wﬁiph language is used in
Le Jeu d'Adam than in the Latin liturgical dr-:ama.zz He dis-
Euéses how the language of Le Jeu d'Adam.is representé;ional
. and demonsfrates that this facilitates an emotionai ;dentifi-
) cation with the drama. He discusses the use of gesture and
'language in liturgical dréma, pointing out develépments_}n
this drama which‘share to some extent the techniques of Le

Jeu d"Adam as well as differences between them. - Using three

examples of Quem queritis plays from ninth to thirteenth
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.:century manuscripts, he notes that in the earliest plays.
worﬂs and gestures, choral-responses, dialogue and mimetic
action are only formally related tb each other, creating emo-
tional distance between the audience and the "actors," and
an awareness- that the "actor" is .at once priest and actor.
Word and gesture in this context serve not to represent, but
to point toward a mystical reality, inviting "pure and simple
acceptancc."23' Tﬁ;\}haracteré impersonated in these plays
begin to have dramatic existence and to be capable of provok-
ing emotional identification only when gesture responds to
word and word to gegfure. He cites‘the following example
from a thirteenth century manuscript: : ’
*  Hiclostendat crucem et dicat: Maria'
Quae, ut audierint, cito se offerant pedibus .ejug
clamando: Rabonhi.za
He notes also that words beg;n to predominate over gésture
in some plays, serving to péraphrase an action, a gesture,
an attitude. Heginds in this use of language ; tendency to
] ;ecrcntc how an cmotion is experienced or lived, how an ac-
. s
tion takes place, rather than to si@ply suggeét or point to
its existence. These developmeﬂts, he finds, also te to

2
foster more emotional identification. S, These comments ons

the liturgical. plays illumine Mathieu's discussion of Le Jeu
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he finds uses language in such a way that it
< ¥

creates strong emotional idéntification and radically differ-
: : )

-

. - : 1
ent effedts than the 1it§?§1cal drama, First, the play is.

s . -
© written in the vernacular, rendering the play closer to the

~audience. This effect 1s intensified by the play's perform-

~+ ance outside the church band by the clerks’ impersonation

not of saints

, but of the”common nan. 28 Moreover, Mathieu

finds that where in the -liturgical plays an action or situa-

tion is presented inadequately by a 5931:;e or a verbal para—

phrase, in this play“the action "transpires" through the lan-

-

guage. We have seen how the brief mimed scene of the tempta-

tion béq%mes

—

S \

i d cat
pir
la
une

fully translated into dialogue:

Le verbe devient l}élément essentiel de la signifd—-

- :
ion, mais il ne dit plus l'acte, celui-ci trans-

e & travers lui, a son insu, il cesse d'en etre
' "

transcription malais&e, pour en devenir vraimEnt

\ . 27 /
de gses faces, lgfgifg\i:portante. 7 L

This representational "ancho;iﬁg" of the action of the play

"in the body
emotional ide
Jwﬁ&ph creates

Jeu d'Adam, e

of the actor creates the possibility of strong
ntific:ation.28 \Ehﬁ\Unity of word and gesture
“ohotional identification is present also in Le

nhancel by the emottonal effect of the dialogue.

These gestures retain a formal, symbolic quality, yet they
3

v
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can aléo be expressive of the psychqlogical and emotional
condition and relationship qf the chafacters. The gesture
of Adam while he defen&s himself to the Figura'after‘eating
the apple is exemplary.’ After having been accused of tra;;—‘z
‘gression by the Figura, Adam stretches one arm towards.the
Figura and one towards Eve and makes his excuse. His words
echo the gesture, revealing it:tqhbe an accusation of;Both
the Figura and Eve: - ‘
La femﬁe"que tu me donas,

Ele fist prime icesé’t;espas;
Donat le mol e jo mangﬁi.zg .
(417—19,-p. 46)
Word and gesture are expreésive of Adam's thought and feeling,
of his shame, his desire to hide, to deflect attention from
himself. The Figura responds at once to both word and ges-
ture: "Ta moiller crel'stes plus que moi" (423, p. 46). His
- words givg the gesture new meaning, using it to clari§y 
Adam's moral choicé and his moral failure, making‘the self-
deluding gestufe revelatory of truth. . The gesture thus be:
comes a dynamic part of the verbal interchange between the
characters. That the playwright often Intends words, ges-

ture and facial expression to be emotionally expressive is

indicated .1n the stage directions. Adam while speaking his
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" first lament after eating the apple is intended to simulate

intense grief: et maximum simulans dolorem incipiens lamen-

0

tacionem suém" (p. 141).3 The deceitfulness of .the devil is

indicated in facial expressions shown to the audience, but
not to Adam: .thp devil shows his disappoint@éﬁt to the other
devils and the audience when his temptation of Adam meets
with defeat (p. 33). .Such acts as the murder of Abel and the
to%l of Adam énd Eve on earth are stdged to be emotiona;iy
mov;ng {pp. 50, 62—63). Thus, while the represéﬁtational
qqalitiesfof the staging are not the primary means.of creat-
ing an impression of human reality, the staging of the drama
is ofteﬁ hade'to evoke emotional response to the human situa-
£ion de%ictedvin the drima, especially in the gestufea and
movements of the characters. The evocation of emotional reé—
ponse to the human is alsq evident in the iﬁage ofﬁEhe hu@an—
ity of Christ in the prophet pla§. The prophecies emphasize
the marvéllous humility of Christ's Incaénapion.and Passion.

Jeremiah and Daniel speak of his descent to earth, of his be-

-coming like mortal man, of his suffering, in order to recré—_

ate the Edenic paradise. Solomon, for example, offers a mov-
ing depiction of the ignobility of Christ's Passion:
Cil que sunt maistre de la loi

Occirunt lui par maie fois
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Contre Justise, encontre raison, = - |
Mettrunt le en cruilz cume ;afon.sl

éBO?—Bld,lp.'GB)
In the prophecy of Habakkuk, fhe emotional response the pro-
' pgecy is éé elicit is exemplified-by the prophet himself.who
¥aises his hands toward the ehurch, simulating wonder, and’
speaks fearfully,_cailing his propﬁecy a "grant merveille."
He thus teaches the audience to respo?;‘with wonder to‘h;s
déscfiétion of Christ's.birth, of the Christ's cﬂild's discgv-
ery'by shéphérds and kingg{in a éfib among beasts, again em-
phasizing Christ's humility in contrast with his divine and
Hééagggy,origin (841-54, pp. 69-70). Here, again, the situat-
ing ofkgﬁe drama outside the church haé theological resonance
and serves to evoke devot;on in the audience. The Eedemptive
.humanity of Christ is presented to the audience in thg.world
they inhébit_as an event to be awaitéd with wonder and hope.
The dramat;c conventions of thig play depart, then, dis-

tinctly from the conventions of 1liturgical drama: the play

—offers a didactic interpretation of human action; this inter-

pretation is conveyed thfough représentational techniques,
particularly in the recreatibn through dialogue of dynamic

human character, of thought, motivation and feeling in motion.

These didactic and representational elements encourage . /_J



co 243
rational and emotional identification with the human.
Through ludic dramatic conventions é relationship is defined
between thé didactic interpfetation of the play, 1its repre-
sentation of the human,‘;nd the audience. Indeed, the dia-
logue ﬁhich has so vital a role in recreaping humén experi&n
ence and evoking emotional identificationibas the quality of
play about it. Tﬁis is evident in the presencé of verbal
gtrategies and ruse,-iniéiated by the:devil and soon learned
b& other=charac;ers. ‘It is also evident, in another mode,
in Adam's simple joy.in the garden,-in hiskwords "Mult par
est bel" and "Ce vif en grant deduit“;_in the wonder of
Habakkuk at Christ's Incarnation; and even in Abel's res-
ponse tq CaimMNs threats to kill him, "Del tut me met a son
[603’511>Q§isir"\582, P. 24; 113, p. 26; 696, p. 61). Emo-

N ="
tional involvement with the human is invited by the devils

in play; through the dialogue this affectivity can be experi-

enced as play. The drama of Le Jeu d'Adam depends then on
the presence of g;me for itg dramatic effects, and, it in
turn, gives game and play theological value. This ié‘:ein-
forced by the play's relating of game and play, of joy and

enjoyment, to the moral action of the will. Through the em-

plpyment of play and game the introducticn of representation
-

of human experience, of the self, into a liturgical context

2
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becomes. finally, a way ‘of leading the will to the divine.

In contrast to Auerbach's discovery in the play of a
harmonious union of the sublime and the humble or real,
Mathieu finds a "rupture' between the liturgical'and'the dra-~
matic. The emotion evoked by the play 1s no longer, he finds,
"gublimated" in the lityrgical and ritual, but'rathef "con-
.sumed in aldramatic cathgqsis." The choir does not possess
the function of putt;ng the action in perquctive.32 Mathieu
argues, thﬁf; that in Le Jeu d'Adam the “"sign" or image draws
attention to itself instead of the "thing' to which 1t should
direct the mind. However, if we look even at tﬁe dramatic
and vernacular portions of the Play, it is evident:that the
play is everywhere concernedlwith evoking love of God; the
"realism" of tﬁe play, inviting identification, has, always,
a symbeolic implication. Richard Axton remarks, for instance,
the unity of human and symbolic meanring in the murde; of
Abel, a unity which also harmonlously join; the ludic, repre-
sentational conventions of the play with the symbolic and
liturgic qualities of'muCh of the play‘é gesture, cpstume and
staging: - .

The author's "realism" is almost always in the ser-
vicelof doctrinal symbolism. Thus the lifelike

quarrel of Cain and Abel, the skillful evocation of
H
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Cain's envious cunning, his ill-concealed fury,

freeze into a tableau at the moment of Abel's

death: '

¥

Then shall Abel genuflect towards the East. And
. #
- he shall have a pot hidden in his clothes, whicR“
Cain shall strike as if he were really killing Abel.

Abel, moreover, shall lie prostrate, as if dead.

The repeated demand .for verisimilitude here (with
the added horror of red blood on the white garment)
is part of a total vision of Abel as sacrificial

/
- victim, whose murder prefigures that of Christ.>

As its audience witnesses the vivid human_E;;ma of the
temptation and fall of man; they are often maée aware of the
larger, figural implications of this action, so tha; the lit-
eral event is seen always to have symbolic and gpiritual im-
plications. any.Hunt offers extensive analysis of.the fig-

ural structure of the play in his article "The Unity of the

Play of Adam (Ordo Representacionis Ade)." He points out

that the Pentateuch forms part of the Septuagesima liturgy
- anticipating Easter "because of its ;ypoiogical implications.

According to the principles of figural interpretation, eventq.'
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or characteraiffoﬁlthe‘OIE Testament, living under the Law,
are seen to ﬁrefigure the fulfillment of the Law in the
story of Christ, of gr;ce.énd redemﬁtioﬁ, in the New Testa-
ment.34 Adam thus prefigures Christ, the New Adam. Hunt
suggests that the expansilon of the temptation scenes and
their division into three parts is intended to prefigure the -
temptation of Christ. Adanm's rélation to Christ is made
clear in his lament for his sin, in which he himself antici-
pates the graée which will redeem‘him: ' |
| N'en serrai trait por home né,

51 Deu nen est de majesté.
Que di jo, las? Porquoi le noméi?
I1 me aidera?f_ggyocé 1'at. ‘

~
Ne me ferat ja nul afe,

For le filz que istra de Marie.35
(377-82, pp. 43-44)

The mention of Mary serves go remind us, as Hunt points out,

that Eve prefigures Mary, as Adam does Christ.36 This point

1s further emphasized ig the Figura's prophecy to Eve that

she will crush the serpent's head, é prophecy derived froﬁ

the biblical text, and commonly understood to refer to Mary's

conceptioqrpf Christ which confounds the devil.37 The mar-.
L] .

riage of Adém_and Eve was also seen to prefigure the relation
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of Christ and the Church. Hunt argues that this figural as-.
sociation, rooted in Paul's analogy between marriage and the

relation of Christ to ‘the Church in his Epistle to the Ephe-

slans, underlies the "lei de mariage" in Le Jeu d'Adam.

This use of figﬁral assoﬁiatiéns peréists in_the Cain énd
Abel play and in the prophet play. Abraham, for instance,
describes his sacrifice of'Isaaq, prefiguring the sacrifice
of Christ.39 The audiehCE'iS thus drawn always toward love
of Christ, an evocation which culminates in the prophet play,
in which Christ's redemption of man through hislIncarnatiog
and Passion ié fully ahnounced; The play'seeks to lead its
audience through and beyondr the action it répresenﬁs toward
the humanity of Christ and the rites of Easter. ‘
Christ himself appears in.the play as the Figura. This
has implicétions for the playwright's understanding of- his
dramatic medium and its desired effects upon his audience. _
In the stage directions which introduce the play, Christ is
‘described first as the Salvator and then as the Figura, the
latter designation persisting in the rubrics of the play.
Kaske has found in this term an allusion to the Epistle to

the Hebreﬁs, in which Christ is described in relation to God

as "figura substantiae eius." God 1s represented in the pléy

in a figure, that of his son, Christ, solving the problem of

Ao A T
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the representation of tﬁe invis_ible‘God.40 It is Christ whg
became Incarnate and who-can thus represent God in physical
form. This'designation of Christ as Figura suggests, as
Kolve has remarked, the playwright's awareness of the stat;s
of the dramatic medium he is using,‘aﬁd his.desire to dis-

tinguish between image and reality.41

\,

-It is likely that éhe
theologically astute spectator, hearing the actor in priest's
robeé announce to Adam and Eve "Je te al fourmé a mun sem-
blant/A ma imagene t'ai fe{t-de terre," would perceive the'
dfamatic implications without benefit of stage diréﬁtions,
especlally in the context of solemn liturgical singing of th;
biblical text. The'priest, too, as Bernard points out, is
only made in the image of God, and only provides an image of
the Figura, Christ, who is the Image of Godl The-audienée's
playful involvement iﬁ the text is to be undertaken with an
awareness of the play's status as image and sign. Like the
use of figural motifs, the play's awareness of its illusory
nature directs ;he audien;;?g;yond the drama towards the
reality it points to. Thé play and game-of the deviis thch
the audience is invitedito share finally moves the audienc;
beyond the drama, beyond the image which is seen to be image,

toward reality. This diabolical playing, while it invites

participation and eﬁgagement in the drama, perhaps also is
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intended to contribute to the audience's a;areness of the -
drama's status as image and-illusion. While the illusion of
identification between thé actor dnd his rele that Ma;hieu

notes in the play is not complete, nor of a kind to create

dramatic catharsis, the use of more representational drama-

‘tic techniques makes 1t more imperative that the play keep

the audience aware of its stasus as image.
The play's use of the image of the garden also fosters
and anticipates in its audience a lively awareness of the re—

lation of the literal and the spiritual. This awareness is

suggested already in the devil's manipulative assessment of

‘Adam's life in the garden. Mocking Adam's pleasure in the

fruit of the garden as nothing more than the life of a beggaf

occupled with eating, the devil argues that Adam does not
know how to enjoy the garden and needs to eat of the fruiﬁbof
wisdom. The devil's jests and gibes direct atteﬂtioﬁ clearly
to the true nature of the garden. Adam. and Eve's enjoyment
of the garden.is exemplary of inner love and wisdom learned
from God. The pleasure of the garden tells not of God's
physical provision only but alsc of his provision of reason
and love through which Adam and Eve know joy and avoid sor-
row. The raised and decorated platform which is paradise Be-

comes more than a physical structure. This transfusion of
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the literal with spiriiual significance becomes more vivid
in the p;ophet play, where, in the language of the play, the
garéen is identified with Christ; and, ip the.prophecy of
Jeremiah, with the inner condition of the heart (863-64, p.
?0).‘ Here, again,‘the Jew, echoing the words of tﬁg devil,
mockéAwhat he fails &o understan?, taking, as we have seen,
.the prophecies 6f Isaiah literally. ‘Likewise, Cain's lack <«

~
of spiritual understanding'tufné the garden into a/BAaCErof

gluttony, cupidity and treéchery,-anﬂ Abel'élmurdérl:ntici— -

i o hee
pates the redemption of the garden in Chfist} The.a

: tidience

‘is drawn beyond the literal object they see represented be-

fore them toward splritual and figural understanding, and, : \
ultimately, to the humanity of Christ. e'The affective appeal

of tﬁe literal garden is translated into love of Ged. The

play demands of its audience spiritual awareness; unlike the

Jew, they should not have a bad heart and make vain jests.

Rather, they should exercise their capacity, extolled by the

Figura ;t the beginniﬁg of the play, to discern and choose \\ -
between good and evil. This discernment of the will between |
good and evil involves in the play,~és it did £or Bernard and

man;'before him, 2 discernment between the literal and the

spiritu;i.

The dramatic representation of the biblical stories in
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Le Jeu d'Adam is nog, then,'incompq;ible with its 1ifdrgical
framework. ‘The drama creates an a&arenéss of drama as image
.leadiné to realiﬁy through its figural structure; through
the game-like r;latiqps'oé audience and play. Toh§ Hunt de-
'scfibes'th; relaFioﬁ of the vernacular portions of the phgi
to iés liturgical responsories thus:
Its great impact derives from thg cofitrast of the
‘sublime, liturgical text echoimg the Bib}ieal"nar—

rative and the extremely realistic, earthy dialogue

emphgsizing Man's weakness, the sinfulness of com-

linked respectively with the twin concerns of Sep-
tuagesima and Eastér, tﬁg sinfulness of M;n and
. the redemptive sacrifice of Christ. In its sinful-
. ‘ness the audilence is made powerfully aware of the
sgblimity of that sacrifice and of the whole divine
plaﬁ of human history.42
In the twelfth century, Cistercian spirituality articu-
lates a theology and undertakes exegesis that introduces the
human world, in its psychological and physiéa} dimensions,
their elucidation

God, the Cis-

into the sphere of religious dev

of the self and its psycheological response

terclans create and provide theological justification for new

mon people like the audience. These registers are °

!
1
1

P




252

forms of devotion, new ways of approaching God. A play such

as Lo Jeu d’Adam suggests the relevance of this thought be- '

yond ther myatical and ascetic concerns of the monastic'c;oia-

ter., L;ke thc“llturgj and monastic spirituélity, Le Jeu o '
ﬂlﬁﬂﬂﬂ attempts ;to Inapire lové of God, worship, and directs

llnfﬂ?dnctic Interpretation of the biblical text to this eqd. ’//)

Ii unes in spme waya traditional liturgical dramatic modes
of leading the soul to Cod, yet chiefly employs radically
difterent dramitic methods to affect 1¥s audience and draw

them to God.  In these methods, in the play's remarkable ca-

pacity to represent human behavior, and to make this repre-
3

>

aentation thc(%guncy of devot}on,'ln the manner in which the

play creates paveh@logical involvcmeg;’in its story, it sug-

A
#emts {te dependence on Cistercian spiricuality. 3 _

The representation of the human in Cistercian meditation
e the huymanity of Christ, particularly as it appears in the

wors of Aclred, shares some of the qualities of Le Jeu d'Adam.

F.]
The Clhtercignas are concerned not primarily with recreating A
L]
fraginatively fa phyaical, everyday reality, but with imagina-
twe experfence of volition and emotion .as these occur in thq-
reral, phvateal world.r Hud}intion on the humanity of
s . !
Chartat fn alwavs shaped by the psychology'of the image of N
sty oand by tedterest in how the image' may be affected,
-
v
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- recreated through the imagination. . The human world of these
meditatie‘?kmade kinetic, fluid, dramatic, and, playful
through this concern with volition and emotion. The medita-

tions gre‘gfncerned with the effects of one imagined charac-

\\\wi:ttg;/noon another, with’greating a dynamic emotional and voli-
tional interaction between e characters which has the ca-

pacity to transform the will of the one who meditates. This
form of meditation naturally permits a lively perception of

the telation between inner motivation, feeling and thought,

- p——
and the outward gesture, action or word, a perception Mathieu

«

findadgvident in Le Jeu d' Adam.nrMoreover, the play's famil+ar
L ~

iar(and human interchangﬁe between characters, inviting emo-

o t{onal and volitional identification from the audience, are-
’ ’ rooted in the play's theological corncern with the image-of
* , &
. God in max, The opening scene of the play estaﬁlishes this

conceEBJ and the audience watches the characterization and

W

finteractionfeéoﬁgamf’EVe, Satan , Cain, Abel, even Isaiah and

L

/the Jew grow out of;gaéir defigition as creatures made in the

Nl

'&k\ ”1mage of God. _ .

The emphasis on Joy and play in Cietercian digcussions
of the will, of the' capacity to love, so pervasive a subject

of Cistercian thought, is, as we have seen, shared by Le Jeu

. d'Adam in its'interpretation of the story of mankind. This

s,

e e o et T = A S Rl atid e K i it
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interest in volition, love and énjoyment shapes in Cistercian
wriﬁihg thé concept of the rélation.of self and the text.. A
similér understanding of tﬁe-will in the interéetion of drama
a;d audience 1s present in Le Jeu d'Adam. In Cistercian api-
. rituslity, the will-and affections are difected toward God
ﬁhrough an affective participation in the human world. The
mode of this participatioﬁ is, moreover, ;1ay. The affec-
tions naturally play and enjo&, the horg so since théy res-
pond to the literal image, whiéh is no more than play in re-
lation to th;-spiritual. LelJeu d'Adam ;150 invites in its
audience invslveﬁent of the will‘and emotional identification
;ith the human drama it enacts, and invites‘thié participa-
tion in play and game; the element of play participating in
the drawing of the audiénci toward God. '

Like Cistercian spirituality, then, Le Jeu d'Adam is
concerned with‘how a text can please, can be enjoyed, can
play, and, at the saﬁe‘time, be directed tow;rd the spi;iiﬁalf
the énjoyment joingd to spiritual uﬁderstanding, and yielding
wisdom. It remaing to considér more claosely the nature.of
the.play evoked by éﬁe dFama in its audience. The manner of
the drama's playing, orchestrated.as it is by diabelical

games, may seem, in some resbects, very different from the

play invited by a Cistercian text. The drama may appear to
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. ' | ﬁléy'at evoking fear, terror, and, with them, repentancé.aa,
Whilé Bernard jteaches thaf fear 1s the beginniﬁg of yisdom
and that lovd and fear are the twin affectidns that lead to

God, the,playfu ness of a Cistercian text is rooted in an af-

fective love d to God most commonly by the appeal of

images of goodness, b;auty, loveliness, pathoa.45 A consid-
eration of the action of the devils within the context of the
playfs structure aﬁd dialogue reveals, however, that it is
not'primarily"the terrors of hell but love of God which the
devils evéke in theilr audience. .The invitation to play is
" not an invitation to horrified delight in imagined terrors
that serve as remindefs of a bitter spiritual reality. The
v play is*more ;heoldgically and dramatiéally subtle than this.
The opening scene of the play_establishes in the minds of its
audience the love of God for his creatufes, the love of the
first man and woman for God, and the footedness of all ioy in
. this mutual love., The audience is also made ;ware.of the na-~"
ture of thelr humanity: they are created in the image of God
to love him. Even as the story of the fall, of the pain and
sorrow of Adam is told, moving in its pathos, the redemption
of Adam by Christ is figurally kept before the audience. The

play invites the audience, ceftainiy, to contrition, but it

also invites them to consciousness of their redemption‘ﬁy God.
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This knowledge_allows.the audience the freedom to play with
the devils, not in perfersely delighted terror, but with the
perception that the games of the devil, within the dramatic
context, lead to thé joy of the garden and the love of God.46

As the preceding discuasiénlintimates, the.drawing'of
the audience to God through the play of thé devils dipends on
lthe piay's structure as éomedy. It also depends on the comic
agd humorous elements in the play. The comic structure of
the play is evideﬁt_in the play's figural structure and in
the use of the garden image. Tony Hunt has sald that the
typological implicatioqﬂof'thq various characters and events
indicate that the play is not a "tragedy of Man's sin, but an
announcement of Christ's Redemption."47 This comic moveﬁent
toward redemption and reconciliation-unfolds in conjunction
with the ideé of play and enjoyment. This 1s evident in the
image of the garden, evocative of love and play. The joy of
the ga{den, which begins and ends the play,;aﬁd the‘antici—
pated redemption of man expressed in thié image, gilve the
play the mood as well as the structure of comedy. The last.
image of the play, is, despite the incomplete manuscript, a
fitting‘conclusion: in the prophecy of Nebuchadnezzar,

Christ coﬁes to earth to rejoice and sing with the thife

children in the fire, bringing the long procession of people
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led 1n;6 hell to the delight of the devils to'a B?mboiic and
comic resolution (931-44, pp. 74-75).%8
The play also contains comic elements consonant with its
reconclliatory aims. These comic elemen}é are not primarily
the :low" comedy, boisterous and phyéical, that we assocclate
‘.with later vernacular drama.ag, The closest ﬁhe play comes
to vigofoué physical humor is the devils' condﬁfting of.vic-
tims tojggll, beaten, in chains, and amid diabolical rejoic-
ing. Given the‘spirit of gamé in which these proceedings are
enacted, they may have pfovo%gd‘laughter. The presence 6f
verbal 1irony is, however, fhe most characteristic comic ele-~
ment in the play. This irony is a feature of the representa-
tional nature of the dialogue in the play, and the humor it
evokes of considerable theological and dramatic iqport in thg
play: An example.of this irony occurs in the dialogue of Eve
and the devil:
Diabolus: Celeras m'en?
ggg:' ’ . ori, par:foi!
Diabolus: Iert descovert!
Eva: o Nenil par moi!
Piabolus: Or me mettral en ta creance,
- Ne voil de toi altre fiance.

Evat Bien te pols creire a ma parole.

¢
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Diabolus: Tu as.esté en bone escole!
Jo vi Adam, mais trop est fols.so
.(215—21{ Pp. 34-35)

Eve's assertion that the devil can trust her‘wond while she

’is almost in the same breath breaking her word to the Figura

by swearing secrecy to the devil is deliciausly and humorous-

‘ly ironic. Likewise, the devil's assurance that she has been

to a ggod school brings ironically to mind the memory that
she had indeed been to a goad school, that of the Figura, be-
fore gkdhanging it for a demonic one. The ironies embedded

in the'dialogue Invite laughter at her folly. Cain's irra-

ticnal anger at Abel, unresponsive to Abel's gentle reason,

represents a self-will '‘so extreme and foolish it becomes ab-

surd. Cain's accusation to Agel of treachery is an obyious
and ironic reversal ;f the true sta#e of affairs (652, p. 59).
We have already noted the ironic use of the word bel in Cain
and Abel's conversation. Later, the jests of the Jew are of-
fered, ultimately, at his own expense. Indeed the humor

evoked by the devils! conduct of their victims to hell is

likely designed to be ironic rather than slapstick. Given

the repeated requests for dignity and decorum in the stage
directions, and despite the greater licence given the devils,

it is doubtful that the playwright would have smiled on

T e e e e ey et AR e 455 g B b T 1 e A A a4 s s £ e =T 75,
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attempts to exploit the knock-about possibilities of the sit-
. : \ I ‘
uvation. Hell is, rather, presented. to an already enslaved

and abused Adam and Eve as a place of joy and dancdng, an
irohic and fitting conclusion to their cupidinous search for
false pleasures,

‘ These comlc elements in the drama affect the nature of
the audience's piay. The devils, in their temptimg e#cur—
sions from hell, engage the audience in the play of the iron-
ig dialogue and situations in the drama. The dialogue is,
as we have no£ed, made to accoméo&ate such' a playful eﬁgage-
ment., And ip this ironic dialogue the nature of play and
game, true and false, is made clear. The play, iIn its comlc
movement toward restoration ané in its ironic portrayal of

-+foolish games, draws the audience throiigh laughter to love
_.'of God. The ﬁ;ay evoked by the strategies and games of the
dialogue.is knowing play, instilli;g wisdom. o

The forms of comedy in Le Jeu d'Adam are again 1llumi-
nated by the use of humor-and the comic in Cistercian spiri-
tuality., - We havg seen in two examples ffom the writings of
Gilbert of Hoyland ;nd John oﬁ For& that humor arises from
their-énjoyment of the biblical text, from the sense of play

that pervades their exegesis. The relation between ironic -

humor, joy and love is more cleér iv the thoughf‘of Bernard.

~
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In his article on humor and love iﬂ the thohéht'of Bernard,
Jean Leclercq demounstrates the pervasive presence of humor
in Bernard's spirituality, and findé its motive to be love

and affection. This affective humor he uncovers in the hu-

morous and ironical "caricatures" of The Steps. of Humility

and Pride, a meditation based on The Bule of. St. Benedict,

and, hence, concerned with the life of'_penance‘51 In this

treatise on humility, Bernard describes, in a series of

twelve caricatures of a monk's progress, the twelve steps of

pride, the psychological and moral process by which éaﬁonk

gradually gives himself to sin. The purpose of these de-

sériptions is to enable the reader to- recoénize the signs of ‘ﬂ
pride in himself and thus to come to true self-knowledge.52 ‘
Indeed, in a postscript to the monk who had requested the

treatise of Bernard, Bernard anticipates his friend's com-

plaint that Bernard has described the -steps of pride rather

'than of humility by saying that he has more knowledge of the -

steps of pride in himself than of humility. He argues, how- .-
ever, that the description of pride will show the way to hu-
mility (XXII.57, p. 82; PL 182, eal. 972).  The opening pages

of the treatise define humility as a just self-knowledge, a

' consciousness of one's lowliness (I.2, p. 30; PL 182, col.

942).. This self-knowledge becomes, in turn, the ground of
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mercy and of true knowledge of others. Christ is here the
examﬁle, since by embracing in humility human exﬁerience, he
learned mercy in that he Iearned to share man's misery (III.
6-7, p. 34-36; PL 182, cols. 944-945). The humorous por-
traits of pride are understood.in this cbntext of ideas.

They are offered in love and affection by one who has 1eé;ned
mercy through knowledge of himself. The portraits invite
similar self—knowlédge, similar'self—recognitidn,'and, at

the same time, in their humorous and 1ronic castigation of
sin, invite their reader up the ladder of humility toward
love of God and love of man, The same principle of identifi-
cation operates here as we have seen in‘méﬂitation 03 the hu-
manity of. Christ, though the context is différent: the sin-
ners who are the point of identification do not inhabit the
world of Nazgreth and Jerusalem; the attractive, ideal figgge
of Chrigt 1s not the centre of the action. The monks are in-
vited to see thqﬁselves in these human poé&raits, to laugh,
‘to know cpntrition, ahd to move beyond these portraits to.hu—

milityd';he condition of heart necessary to meditation and

mystical love (VII.20-21, pp.‘:i;igg; PL 182, cols, 952-954). ’
The following example descrigé (éﬁé fifth step of pride, sin-~ |

-

gularity, which follows upon boasting, and depicts a monk

whose pride has turned his ascetic life to absurdit&:
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.When a man. has been bragging that he is béttéf
than others he would feei ashamed of himself if he
did not live up to his boast and show how much bet-
ger than others he ifs. The common rule of the mon—-‘
agstery and the example of the seniors are no longer -
. enough for him. He does not so much wgpt to be bet-
ter as to bé seen to be bgtter. He is not_so much
concerned about leading a better life as appearing
to othefs to do s0. He can then say "I am nﬁt like
the rest éf men." He is more complacent about faét-
ing'for 6n3'day when the otﬂers are feasting thgﬁ'
_about fasting seven days with all the rest. .He
preférs some petty private devotion to the whole
night office of psalms. fﬁhile he is at his meals
’ he.éésts his eyes around the tables and if he sees
anyone eating less than himself hé-is mortified at
being outdone and promptly and crrwelly deprives him-'
self of even necessary food. He would rather st;rve
his bedy tﬂan his pgide. If he sees anyone,more ~
thin,‘an§one more pallid, he despises himself. He
is never at rést. He wonders what others think

about the appearance of his face and as he cannot

see it he must only guess whether it is rosy or wan
\ .
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by looking gg his hands and arms, poking at his
ribs, and feeling his shoulders gnd-loins to see
how skiﬁny or fleshy they are. He is very'exact
about his own pa;ticular_doinés and slack about the
common exercises. He will stay awake in bed and
aleep in choir. After sleeping through.the night
office while the others were singing psalms, ﬁe
' stays to pray alome in the oratory while they are
resting in the cloister. He makes sure that those
sitting outside know he is there modestly hi&den in
hié corner, clearing his throat and coughing and
groaning and sighing. Somg éf the more simple-—
minded are misled by his wbrthless‘singula?ities
and, judging by his acEions which they see aﬁd not
seging the hiddén intentions, they caﬁonizg the un-
fortunate man and confirm him in his self—deluéion

(XIV.42, pp. 70-71; PL 182, col. 965).

" Ironlc and satiric‘humor is, here, redemptive, motivated by
~charity and affectipn, and ﬁaving as its aim.feconciliatiﬁn
wilth God. The end of penance is reconciliation; its mood for '
Bernard fundamentally that of joy and comedy.

The comic and ironic elements of Le Jeu d'Adam can be

seen tc take much the same qum and have the same purpose as

F3
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these portraits of Bernard, contributing to the comic, recon-
ciliatory movement of the play which points always toward the
redemptive humanity of Chriéf. Eve serves as an example.

In her curious, vain and willful movement toward sin so viv-

idly recreated in the dialogue, the audience may clearly rec-

‘ognize their own human nature, yet they are also invited

th{ough irony to laugh at it, to be amused, to see through it
and all the devil's ploys.' The audience is drawn to self-
recognitioﬁ, but in their recognition are moved toward recon-
ciliation and lo%é of'Goé, the comic and ironic portrayal in
harmony with the comic, reconciliatory structure of the play,
laﬁghter joinihg longing fo%’the joy of the garden. The use
of comic‘irony play; an essential role,in the drama, making
the sinful yet humanlyrappealing éharacters who draw ‘the au:
dience towards_tﬁemseives lead them also toward God, a use
which Bernard’ and his followers, with their desire to join

the human andjghe divine, understood and practised. Gil-

bert's analogy between reluctant nuns and creaking hay carts

is, for instéﬁce,-offered in the same spirit as Bernard's

portraits. The entertaining comic and mimic elements, of the
play need not be seen, then, as alien to its theological and
devoticonal concerns; rathé?}lthe playful combination of the

\\
comic with representation of thh\puman world sustains these

." )
-

-
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53 - o
concerns.’ v : -
Thus the invitation to redemptive love of God, an invi-
tation with which Bernard alsoc begins his trestise, permits .

In the audience of the drama or in‘listening monks the free-

1
i

dom for lauéhter and play; though this laugh'ter is always
aware of penanée, of céntrition, and embraceé the ironic.

The play invites.thé'aﬁdienée té play with the devils in the
spirit BE love and-enjoymeﬁt.répresénﬁed inlthe gafdenk That
pathos.joins the comic in afféctiqg Ehe-aﬁdience ié,'of R
course, also érue. Adam'silong lament expressing his pain,
sorrow and contrition is an emotionél and moving- evocation

of his fallen coQgielon; shared gy the audience. Yet, this
lament fittingly points to.cq;ii resolution in Christ,.for
" contrition 1eaés to restdréd joy. The playful movement of .

the will, of the soul's\love and affection, toward God, and

]
b

indeédt toward heg;élf nd~otherg,‘embraces pathes and iron-—
ic, comic 1aughter; a wgll‘as the:joy'which con;ludes the
divine‘comedy. | ¢
In the twelfth century, then, the tﬁeological pgrception_
that wisdom and love may unfold és piéy;‘a perception rooted
in patristic tradition, coﬁes to fruition both in the spi;i-

tuality and exegesis of the Cistercians and 'in the vernacu-

lar drama. In Cistercian spirituality the idea of play gains

. » | . : -' g?j§
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a thenloglcal and literary meaning, and informs an imagina-

tive recreation of the human drama of the bibllcq}-text and
of the inner drama of the moul. “In Le Jeu d'Adam, we witness

1
an early dramatic ume of aimilar {dean. This play teaches

ttn gullence an A human and comic world may wisely play at

1

evorlng love of God, That thin {den of play continued to

r

bear fruft amd to be theologloally and dramatically meaning-

a - a

ful tn the M¥ddlewAgen in evident {n the spirituality and

‘razma o!f the Franctincann, and (n Hu"myutvry cycles of the

feurteenth century.  be Jeu d'Adazm fn a remarkable and early

o~

Teramrle of a dramattc trmiltl.on which would endure and dewve-"

Vove me ] the lone of the Middle Agen. '
. , ;
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ture,' Esprit Créateury, 5 (1965), 193" See also Hunt, p.

"501; Calin, "Cain and Abel in the 'Mystére d'Adam'," p. 175.

17Auerbach, p. 156.

1'BALxe]:b:su:l'l, p. 151.

%gAuerbach, p. 151.

2OHuir, pP- 113—14; Noomen, "Etude Bescriptive et Analy-

tique," pp. 169-70, 177; Célin, “Cain ;nd Abel—#11 the 'Mys-
tére d'Adam'," pp. 174-75; Parry, pp. 61-77; Axton, pp. 118-
29. '

21Axton, p. 129.

fy 22Hichel Mathieu, '"Distanciation et Emotion dans le

*

"Thédtre Liturglique au Moyen Age," Revue d'Histoire du Thé-
~

atre, 21 (1969), 95-117.

23Hathicu, Pp. 97-98,

ZaMathieu, pp. 104-105.

. 25Mathieu, pp. 108-109.

[}
~
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26Mathieu, p. 111.

27Mathieu, p. 112.

28Mathieu, p. 112.
29"The woman whom you gave to me, . .’

She was the €irst to do this thing;

She gave i1t me and then I ate" (p. 28). ' -
.30

Ve

"Then simulating the-greatest possible grief he shall

begin his lament" {p. 24).

3, " ‘ ' 14
" """The masters of the law t' will be

That slay him, most unlawfully;;
Against all jhstice, all belief, ‘h;"
They'll crucify him, like a thief" (p. 193).
3yathieu, pp. 113-14.
N 33Axton, PP.*117-18.
34Hun£, p. 370.  Auerbach a]lso emphasiées the figural
structure of the play. .See‘pp. 6-58. ‘
5"No one will come to rescue me,
Unless it be mighty God himself.
What am I saying? Wﬂy niame Him? ‘ - %
Will He he P, when vae angered Him?

No one will)ever send me aid,

- Y
Except the son of Blessed Mary" (5. 26).° :
Hunt, pp. 373-76. N
}
A ” o\
N 2
°
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SHunt, pp. 376-77. .

. 37Pierre Gardette, "Latin Chrétien radix, Ancien Fran-

¢ais raiz (Jeu d'Adam, vers 489 and 878)," in Etudes de

v

Langue et de LittErature du Moyen Age offertes & Féli Lecoy

(Paris: Librairie Honoré Champion;hi973),¢pp. 139-46. B

38Hunt, pp. 381-83.

39Huné>\39;,383—88;

AOHebrews 1;3;

. E. Kaske, "The Cha;atfer 'Figura' in

Le Mystére d[Adaﬁ,ﬁ in

'ieval Studies in Honor of Urban T.
Holmes, Jr., ed. John.Mahoney and John E. Keller, University
of North Carolina Studies.in Romance Languages and Litera-

\
‘ture, No. 56 (Chapel Hill: University of North Careclina

Press, 1965), pp. 104-106. .

1Kol§e, p- 31. . Auerbach suggests t?at the use of the
term Figura is prompted by the figural structure of the play
(pp. 156-57). Muir notes thg; thé term is not used in this
sense in the Vulgate. Rathef; the word forma is used in
Pauline discussions of the f&gural relation of Addhrqyd. ,
Christ (p. 16). ‘ef ,

azHunt, p. 527.

43Stic a discusses the important role of medieval spiri-

tuality in pkoviding a context for religious drama, a 'reli-

glous zeitgeist and theological attitude which Ipreparésl : e

J
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'fhe propeﬁ}milleu.for fal play to be articulated and- mani-
fested" 1p. 69).‘,The spirituéi climaﬁe t6 which the Cister-
clans responded and which fhey helped.td create anticilpates
in some ways the conditiens to wh}ch the FFanéiscans reg- ,
ponded. The twelfﬁh century witnessed a widespread stire -
for sPiritdhl renewal. Sémé&hing of the Fra;ciscan motive to
convert the 1aity to God which sﬁaped their literature is

! F
evident in the cloistered monastic culture of the Cistercians.
Unlike the Benedictines, who recruited members p?iﬁcipaily ' .t
from among children raised in their own momastic schools, the
Cistercians”aqi not have such schools. Rather, they rééfui;— ‘
ed members from among lay or clericai adults. This facffa?: l
counts in part for Banard's careful elucidation of ‘the gra-
dual process of the soul's return to God, and for his use of = { g

imagery and metaphor from the human and contemporary world 4&

(Leclercq, Monks and Love in Twelfth Century France, pp. 9-

12,“101-105). Jean Payan discusses thg emergence of an in-
dividual plety fostering};éntfition and penance among the ,
laity in the»conﬁéxt of his discus8ion of Le Jeu d'Adam, He
afgueslthat the "renaissance du thédtre' msst be seen in this
.context (p. 20). “See also M., D. Cheﬂu; 0.P., "Monks, Canons,
‘, and Laymen in Search 6% the Apostolic Life" and "The Evangel-

-

-

ical Awakening," in Nature, Man, and Society in the Twelfth

o
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Bqntury: Essays on New Theological.?erspectives-in'the Latin

West, eds. and trans. Jerome Taylor and Lesdter K. Li&tlg X

(Chicagoi Uni%ersity of Chicago Press, 1968), pp. 202-38, . -

-

239-69.

aanton;'for inatgnce, feels that the role of the devilq,

"objects of doctrinal teyrpr)" is primarily "exemplary" (pp.

15-16)., > .
#5germon 23.14; TT, pp. 37-38; PL 189, cols. B9L-892.
461 am indebtéd'forgthis insight to Elaine Goertz%p
Stewart. ' o : ' +
47

Hunt, p; 374; Whether the play'is tragic or comic is
a point of cri?ical quate.; See Beck, pp. 30-40; Axton, p.
118; Muii, pp. 120-21; charie, "L'ynité du mystére d'Adam,"
pp. 1-12, and "Theofogie et Morale dans le Jeu d'Adam," pp.

1211—42.

48Muir suggests the possibility that the text of the

/

7
prophecy 3cilitates, a? that there are only™twen -f;ve

1ines of iting on thill last page of the play in the manu-

¢

script, rather than the noJ;;l,twenty-eight (p. 13).

4gFrank, pp- 83-84; Auerbach, pp. 158-62,

5O"Satgn You'll keep it quiet? -

L3

EY

-
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N
‘ Eve 0f course I will.
Sag;n It'll gét out.
Eve It won't tﬁ}ough me.
Satan I put myself into your hands;
. 'For~me your word is good enough.
Eve You will be séfe—-I've promised you.

Satan ' You have been very well brought up.

I've seen Adam--but he's_a‘fool" (p.

t
1 “"De 1'humour & 1'amour," pp. 271-74.

’ 5

‘trans. M. Ambrose Conway, 0CSO, IX.27, pp. 55-56; PL 182,

©

| 2The Steps of Humility and Pride, in Treatises III,

274

19).

cols. 956-958. All further references to thils work will be

!

to these editions and will be noted in parentheses in the

text.
53

Wickham suggests that the emergence of comedy in reli-

glous drama cccurs with the representation of the human, and

'[// of the humanity of Christ (I, 313). He discusses the “gene-

sis" of medieval comic theatre in III, 173-20l. See alsd

Kolve, pp. 145-205. Guy'de Mermier also discusses the humor

arising from the human foibles of Eve in "L'Adorable Perver-

-— slté Féminine: Son Comique et sa Fonction dans le "Mystére'

-

d'Adam' and ' urtols d'Arras'." Stu®l Francesi, &3 (1977),

481—86.,.He. e ééives this comedy as integral to the serious

4

»J
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aims of the play, but argues that the COmedy'also produces

in its audience an ambivalent attitude to Eve's sin.

-
. ) .
¥ . .
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ABSTRACT

In this thesis I propose to explore some relations be-
tween medieval sg}ritualitj and medieval drama, particularly
as they suggest some twelfth century origins of the medieval
conceﬁt of theatre as play and game. L ﬁill seek first to
uncover in Cistercian spirituality a coﬁcept_éf literary and
spiritual play which has dramapic impliéationg. In light of
this spirituality, I will discuss the thematic concerns and
the dramatic meéhods of the Anglo-Norman play Le Jeu d'Adam.

The first chapter is introductory; seeking to define the c'
idea of play, first in modern discussions‘of play, then in
the occasional emergence of the‘idea in patristic wfiting,
and finally- introducing the formulation of this idea 'in the
writings of the Cistercians. In this cﬁ?bﬁer I will con-
sider how, in these various works, play is defined as a
meaningful activity, in médiéval terms as an attribute of
wisdom. I will also begin to discuss t;L theological ideas
which prompt a rénewed and more fully developed understanding
of the patristic idea of play: the Cistercian docﬁrine of
love and Cistercian devotion to the .humanity of Christ.

The second and third chapters are concerned with some
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literary and theological ideas’of the Cistercdans. In the
second chapter I will diacuas‘tﬁe origing of the Cistercian

concept of play in the theology and exegesis of Bernard of

‘Clairvaux,'especiglly in his On the Song of Songs. The third
T -

-

,chaptef conslders the English context of Le Jeu d'Adam, es-—.

il

pecially Ael;ed of Rievaulx's meditations on the Gospels.
In these meditations, which &epend on the exegetical prac-
ﬁices of Bernard, Aelred reveals an imaginat;on which is ét
once playful and dramatie.

The fouréh and fifth. chapters explore the idea of theat-
rical play in Le Jeu d'Adam; In the fourth chapter I will h
discuss how Le Jeu d'Adam'iﬁterprets the creation, fall and
redemption of mankind in. terms of play and game rooted in -
wisdom and love, reflecting ideas developed by the Cister-
clans. The fifth chapter-is concerned ‘with the dramatic
methods of Le Jeu d'Adam, }heir dependence on thé idea of
play, and their kinship with the forms of imagination pres-

*

ent in Cistercian texts.
~ .
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