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The Jeu d’Adam:
A Monastic or a Secular Play?
Christophe Chaguinian

Abstract
The Jeu d’Adam is clearly the product of an ecclesiastical milieu. Unfor
tunately, nothing in the manuscript indicates—at least at first glance—
whether it belonged to a monastic or a secular establishment. Fortunately,
advances in musicolog y, the history of education, and the history of
theater allow us to analyze the content of the codex and to address the
question of origin with some profit. In this chapter, I argue that the Jeu
belonged to the repertoire of an important secular—as opposed to monastic—church. I also consider the possible use of the Jeu d’Adam in the liturgical calendar, namely during Septuagesima and Advent, or like the later
mystères, detached from it.

Introduction

T

he twelfth-century Jeu d’A dam is clearly linked to an
ecclesiastical establishment. The stage instructions state that a choir
sang the seven responsoria that interrupt the dialogue, while the reading
of the two liturgical texts used during the performance—the first chapters
of Genesis at the beginning of the play and an excerpt of Quodvultdeus’s
sermon Contra Judaeos, Paganos et Arianos de symbolo as an introduction
to the procession of the prophets—necessitated the use of liturgical books.
Since both monks and secular clergy produced religious dramas during
the twelfth and thirteenth centuries, the author of the Jeu d’Adam clearly
belonged to one of these two groups. It would thus be interesting to know
whether the work hailed from the monastic or the secular milieu in order
to better understand its function and its public. Surprisingly, the numerous works devoted to the Jeu d’Adam rarely address this issue—even the
editions of the text—and when they do, it is only in passing and with contradictory answers. For example, Lynette Muir, one of the best specialists
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Figure 1.1. Incipit of the Jeu d’Adam. Folio 20r.
© Bibliothèque municipale de Tours
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of medieval theater at large and specifically of the Jeu d’Adam states: “We
cannot tell if the author was a monk or a secular canon; either is possible,
especially if, as is quite likely, he lived and wrote in England where a number of the cathedral chapters was made up of religious.”1 Richard Axton,
on the other hand, leans toward the secular clergy: “There is no reason to
doubt that performance was ecclesiastically organized, though the play’s
auspices are not known. Possibly it was put on at a cathedral school in
northern France or southern England.”2
However, in her recent edition of the Jeu d’A dam, Véronique
Doming uez defends a monastic origin. According to her, a performance
“dans le cadre d’une messe exceptionnelle donnée dans l’église cathédrale”
(within an extraordinary mass sung in a cathedral church) is unlikely since
“la liturgie rare et complexe observée par ce texte était probablement
mieux destinée au monastère qu’à la cité” (the unusual and complex liturgy followed in this text was more likely intended for the monastery than
the city.)3 Both the scholars’ relative lack of interest in the origin of the
composition and their contradictory answers are easy to understand. The
manuscript has no colophon and its history before the fifteenth century is
unknown. While it belonged to the Marmoutier monastery until 1791—
when it was moved to the municipal library of Tours—it was not copied
in its scriptorium. It entered its collections only in 1716, as the result of
a purchase of books in Toulouse. This return to the ecclesiastical milieu
seems to have put an end to a long stay in the laity, for the purchased books
came from the library of the Agout, a noble Provençal family, whose rich
library is documented as early as the fifteenth century.4 It is thus possible,
albeit not certain, that the manuscript was already in their possession at
that time. With the Agout, we reach a terminus ante quem beyond which
nothing is certain. We can only deduce that the manuscript was copied
in the thirteenth century in a clerical scriptorium in the south of France.5
The first clue for this origin is its material, a paper “sans discussion possible […] d’origine hispano-arabe” (undoubtedly […] of Hispano-Arabic
provenance.)6 Indeed, thirteenth-century France was not yet producing
paper while Spain, close to Occitan territories, had been an important
manufacturing center since the eleventh century. Second, while the manu
script only transmits texts in Old French and Latin, four strophes of an
Occitan épître farcie of St. Stephen have been copied on a free space of the
last folio. Finally, critics have noticed several Occitan spellings in various
texts of the manuscript, a fact that can be easily explained by the southern
origin of the scribes.
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The paucity of external evidence about the history of the manuscript
thus explains the variable conclusions concerning its origin. Fortunately
for us, the situation is less hopeless than it may seem. Thanks to advances
made in the fields of musicology, the history of education, and the history
of theater, the analysis of the codex’s contents allows us to gain a better
understanding of its origin. Several clues point to secular clergy and lead
us to believe that the Jeu d’Adam belonged to the repertoire of an important secular church.

Tours 927
Since paper was a rarity in thirteenth-century France, scholars have usually
thought that the codex, as we know it, had been created in the Middle Ages.
However, in her recent analysis of the manuscript, G. Hasenohr suggests
that Tours 927 is a factitious unit that was assembled at the Marmoutier
monastery after the 1716 purchase. Paleographical analysis shows that
the manuscript is actually made up of two sections that were originally
independent. The first unit, fols. 1r–46v, dates from circa 12507 while fols.
47r–229r are older and appear to have been copied around 1225. Given
the fact that the trimming of the top of fols. 1r–46r resulted in textual
losses, she concludes: “réserver des marges pour les rogner ensuite sauvagement, jusqu’à mutiler et rendre inutilisables des textes et des mélodies de
composition récente, nouvellement entrés dans le répertoire et utiles au
cérémonial liturgique, serait inconcevable au Moyen Âge […] Il en résulte
que le Jeu d’Adam n’a aucune attache, de quelque ordre que ce soit, avec les
poèmes hagiographiques vernaculaires actuellement reliés à sa suite.” (To
set aside margins and then crop them carelessly, thus mutilating and rendering unusable newly composed texts and melodies, recently integrated
into the repertory and useful for liturgical performance, would be inconceivable in the Middle Ages […] We can thus conclude that that the Jeu
d’Adam has no connection whatsoever with the vernacular hagiographic
poems that follow it in its current binding.)8
While this interpretation of the codex’s history is plausible, it is
impossible to rule out that a manuscript made up of quires of different
sizes existed in the Middle Ages. After all, trimming also led to losses in
the second section of the codex. For instance, on fol. 217r—an example
among others—the title of the Miracle de Sardenai has been cut and only a
few traces of it remain. This section may thus have been made up of quires
of various sizes that the eighteenth-century binders standardized when
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they rebound the codex. The presence of an épître farcie of St. Stephen,
copied in the thirteenth century as well, on an empty space of the last
folio of the codex could play in favor of its existence in the Middle Ages.
There are indeed marked differences in the contents of the two sections of
the volume. Fols. 47r–229r transmit hagiographic texts, in all likelihood
destined for individual reading.9 On the other hand the texts contained
in fols. 1r–46r, Ludus Paschalis and the Latin rondeaux—and the same is
probably true for the Jeu d’Adam—were used during various celebrations
of the liturgical calendar. They are “communal” texts, performed in front
of an audience.10 The épître possesses the same attributes. It is a Mass text
and was read in front of an audience on December 26. And thanks to its
bilingual nature, its narrative of St. Stephen’s life was understood by the
lay audience, a characteristic that surely made it entertaining. The scribe
who copied the épître may thus have wanted to add to the festive repertory contained in the initial folios, but since the codex had already been
assembled, he was forced to copy it on an empty space of the final page.
It may also be that he noticed similarities between the épître and the Jeu
d’Adam. In addition to being bilingual, both compositions may have been
performed during the same season. As we already indicated, the épître
was read on December 26 while, as we shall see later in this chapter, the
Jeu d’Adam could have been played during the clerical celebrations that
began, precisely, on the Feast of St. Stephen. However, since this hypothesis is impossible to prove, to determine the institutional origin of the Jeu
d’Adam, it is safer to concentrate on the contents of fols. 1r–46r. Not only
is the unity of this fascicle clearly evident, but its contents offer clues as
to their provenance. Fols. 1r–46r transmit four textual and in some cases
musical units:
1.
2.
3.
4.

Fols. 1r–8v: a Latin Easter composition, the Paschalis Ludus.
Fols. 8v–20r: 35 Latin musical compositions.
Fols. 20r–40r: Le Jeu d’Adam.11
Fols. 40v–46v: Les Quinze signes du jugement dernier.

We will omit the 15 Signes from our discussion because it is a very common composition, known throughout Europe, and transmitted in many
languages. On the other hand, the rondeaux and the Easter composition,
originating like the Jeu d’Adam from northern France,12 offer clear hints
about the provenance of the play.
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The Latin rondeaux
Let us begin with the second group of texts of Tours 927, the thirty-five
Latin musical compositions, thirty-one of which are monophonic refrain
compositions.13 Their formal similarity to rondeaux led musicologists to
interpret them as ecclesiastical dances. 14 The Tours manuscript plays an
important role in our knowledge of this musical form since its thirty-one
rondeaux come second only to the famous manuscript F which transmits
sixty such compositions. 15 Their themes are varied (Easter, Christmas,
etc.) and indicate a use on diverse liturgical feasts. Several clues, both
external and internal, point to a secular origin for these all these pieces.
First, such compositions are mainly found in manuscripts hailing from
secular churches—even if some monastic examples exist—for instance
from Saint-Martial de Limoges. Second, sixteen compositions are equally
found in manuscript F that transmitted the repertoire of secular Parisian
churches, a fact that plays in favor of the same origin.16 But it is the subject matter of several rondeaux that constitutes the strongest argument
for a secular provenance. Two among them, In laudes debitas and Beata
nobis gaudia, invite the city dwellers (civitas; concives)—terms designating the parishioners served by the church—to celebrate the Virgin Mary.
Two other rondeaux, Nicolas inclitus and O Sedes apostolica, pay tribute to
bishops, a fact that suggests, once again, a secular establishment. Speaking
of Nicolas inclitus, Mary Channen Caldwell remarks that as “the central
pastor of his diocese, the bishop was very much part of the secular world
and Nicolas, as proto-bishop, was therefore a favored intercessor in the
secular, as opposed to monastic, realm” (p. 114). The second rondeau celebrates a new bishop assuming office, a theme that may indicate specifically a cathedral origin. Since the chapter of the diocesan church was the
close collaborator of the bishop—at times coming from its ranks—in the
management of the diocese, a canonical origin for a song extolling a new
pastor is a strong possibility. Thus both the history of the genre and the
characteristics of Tours 927 rondeaux lead us to believe that these texts
belonged to the repertoire of a large secular church.
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The Ludus paschalis and the
Concept of Ecclesiastical Drama
The so-called “liturgical drama” appears in the tenth century with the
Easter Quem queritis trope. This composition had tremendous success and
was used throughout Europe up to the Renaissance. The Quem queritis
were more or less complex depending on whether they limited themselves
to the dialogue of the three Marys with the angel, or included Peter and
Paul’s race to the sepulcher or even the apparition of the Risen Christ.
Among the thousand or so Quem queritis, four much more ambitious
compositions—they are typically referred to as Ludi Paschales—included
additional episodes.17 The Tours composition is one of them and thanks
to its 225 lines is even the longest of the four Ludi (in its present form
the text is incomplete and thus was originally longer). Its performance
required a large cast since there are at least twenty-two characters: Jesus,
the eleven apostles, the three Marys, two merchants, Pilate and three soldiers (the soldiers’ numbers are not given in the stage directions but if the
iconographic tradition of the sepulcher is to be trusted, this number is
probable). Such characteristics in a French clerical work dating from the
twelfth/thirteenth centuries point to secular clergy and the same can be
said about the Jeu d’A dam. 18 Before discussing the reasons that play in
favor of secular clergy, let us say a few words about the Church drama
corpus. These compositions are usually designated as liturgical dramas.
In reality, it is important to realize that this important corpus—there are
approximately 1200 such works19—is less monolithic than the umbrella
term liturgical implies. They differ both by their characteristics and their
respective function, as noted by C. Clifford Flanigan:
Modern scholarship has subsumed a number of different medieval
performance practices under the term ‘liturgical drama’. On the one
hand is the relatively small number of highly developed literary
and musical forms, mostly of the twelfth and thirteenth centuries,
which are readily recognized as drama, as the term has been defined
since the Renaissance. On the other, there are brief musical and
verbal texts preserved primarily in medieval liturgical books which
record practices, mainly for Easter and Christmas, that were part of
the ritual cursus of monasteries, cathedrals and parish churches.20

Flanigan’s distinction between two types of compositions is important
and should be used as it allows for the creation of a more precise termi-
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nology. In the interest of clarity, liturgical should be reserved for compositions whose use in the liturgy is documented, such as the ubiquitous
Easter Quem queritis or the numerous Christmas season pieces, for example Officia Pastorum, Officia Stellae, Herod, Processio Prophetarum. On
the other hand, “the relatively small number of highly developed literary and musical forms” which have no clear connection to liturgy—the
manuscripts that transmit them do not include them among the various
components of the liturgical cursus—could be named ecclesiastical dramas. The term ecclesiastical would, on the one hand, indicate that they
originated from the same milieu and employed, as their stage directions
indicate, the resources of their institution (the church as the playing
ground, vestments for costumes, the choir for the music, the liturgical
books for the readings, etc.); on the other hand, it would show that these
plays were not included in the liturgy (the Beauvais Danielis Ludus, the
Freising Officium Stellae or the Christmas and Easter compositions from
Benediktbeuern are good examples of this type). From now on, we will
make use of this distinction and refer to compositions as liturgical or
ecclesiastical.21
Given the fact that the Middle Ages witnessed many ecclesiastical condemnations of theatrical activities, the existence of Church dramas may come as a surprise: “In view of this, it might appear difficult
to explain how the Middle Ages saw a substantial amount of devotional
theater appear in monastic houses, in cathedrals and other places (in spite
of occasional critical voices).”22
The reason for this state of affairs is probably that they were not—at
least originally—understood as theater but as “dramatic rituals.”23 As such,
they had a ritual function: they made present the sacred time celebrated in
the office. For instance, the worshippers attending the Easter Quem queritis experienced the original Easter Sunday in Jerusalem. This does not
mean that, as time went on, the understanding of dramatic rituals did not
evolve for an ever-increasing number of people. Flanigan also indicated
that the reception of a work changes and that “dramaticality cannot be
solely determined by qualities that intrinsically inhere in a text”: a ritual
can be understood as a play because of “horizons of expectations which
its audiences bring to it.”24 It is certain that the parallel development of an
authentic theater must have influenced the reception of dramatic rituals
and led to their perception as theater—as we will see, it may well be that
the twelfth/thirteenth century ecclesiastical dramas “readily recognized as
drama” were frowned upon by rigorous churchmen.
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Be it as it may, the Tours Ludus Paschalis is an example of ecclesiastical drama since there are no indices of liturgical use.25 Its explicit “Et chorus incipiat, alta voce: Te Deum laudamus” (and the choir will begin singing with a loud voice: Te Deum) is no proof of such a function. While this
hymn was included in the office of matins, its presence in a composition
that was not transmitted in a liturgical manuscript does not demonstrate
its inclusion in the divine office. As a matter of fact, this hymn was a traditional explicit in religious plays, Latin and vernacular alike. For instance,
it is found, as early as the thirteenth century, in the first French lay plays
such as Jean Bodel’s Le Jeu de saint Nicolas, the anonymous Courtois
d’Arras or Rutebeuf ’s Le Miracle de Théophile, and this practice continued
in fifteenth-century mystères.26 In all these compositions, it is clearly used
as a hymn of thanksgiving and praise—its normal use—and has nothing
to do with liturgy.27

Impact of Twelfth-Century Monastic Spirituality
on the Use of Ecclesiastical Dramas
While the first examples of liturgical dramas are monastic—in the
Regularis Concordia, the Benedictine Ethelwold indicates that the models of the Visitatio Sepulchri he wanted to introduce into the Easter liturgy hailed from the monasteries of Fleury-sur-Loire and Saint-Bavon
(Gand)—and while monks continued to perform them until the end
of the Middle Ages, the twelfth/thirteenth century ecclesiastical dramas
seem to be a secular clergy phenomenon. Such is the case for the Beauvais
Danielis Ludus, the Laon Ordo Joseph or the Easter Vic compositions. And
it appears to be equally true for the famous Fleury and Benediktbeuern
compositions since they were not written at the eponymous monasteries:
the Fleury pieces originated in Parisian or Orléans schools, 28 while the
Benediktbeuern compositions seem linked to the chapter of Bressanone.29
The same secular origin can thus be postulated for the Ludus Paschalis and
the Jeu d’Adam. Let us now look at the reasons that link ecclesiastical dramas to secular clergy.
The twelfth century saw the remarkable development of the ascetic
Cistercian order. This order gave a tangible form to the desire for reform
that affected monasticism in the eleventh/twelfth centuries. By the middle of the eleventh century, “monasticism in traditional Benedictine form,
however thriving, austere and beneficent it may have been, no longer satisfied the ascetic aspirations of countless generous souls.”30 It is paradoxi-
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cally the success of traditional monasticism—donations made the institution rich—that prompted the reformers’ criticism. According to them,
wealth made monks love the world while their condition required the
opposite, namely “separation from the world, in order to seek God wholeheartedly and love him alone.”31 In their opinion, the monasticism of their
time betrayed the monastic ideal. At a time when society was seen as made
up of, on the one hand, monks and, on the other, of laity—consisting of
secular clergy and laymen—the reformers’ reproach was that the essential
distinction between the orders was disappearing: “There are three orders
in the world […] the first differs from the second, and the second from the
third. If anyone arrogates to himself another’s function, because he is not
content with his own, he upsets the whole body.”32
The desire for reform was by no means limited to the Cistercian
order and impacted the Cluniacs, the emblematic order of medieval
monasticism, as well. It explains the reforms that Peter the Venerable, superior of Cluny between 1122–56, introduced into this order: “In 1146 he
promulgated decrees for the whole order emphasizing austerity, the spirit
of prayer and separation from the world.”33 The new monastic austerity,
the desire to avoid practices that were seen as worldly, may thus explain
the monastic lack of interest for ambitious ecclesiastical compositions that
were then appearing in secular churches.34 The substance of ecclesiastical
discussions about performances seems to confirm this interpretation. For
instance, Alfonso X of Castile and his advisors indicate ca. 1260 that:
there are plays that the clergy may stage, like the birth of Our Lord
Jesus Christ, which tell how the angel came to the Shepherds and
told them Jesus Christ was born, and, besides His birth, how the
three Kings came to worship Him, and also His Resurrection,
which shows how He was crucified and arose on the third day. They
may stage these [plays] which incite people to good deeds and religious devotion in order that the people may recall through [them]
that these things happened in fact.35

The same compositions are authorized by the glossator of Pope Innocent’s
1207 letter in the Decretals (1263): “It is not forbidden to represent the
stable [presepe] of the Lord, Herod, the Magi, and how Rachel wept for
her children [i.e. the Slaughter of the Innocents] etc., which are associated
with these feasts about which mention is made here, when such things
lead men rather to devotion than to licentiousness or sensual pleasure—as
at Easter, the sepulchre of the Lord and other things are represented for
the exciting of devotion.”36
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In a revealing fashion, these texts speak of long-standing liturgical
dramas but pass over ecclesiastical drams. The reason seems to be that even
traditional subjects were accepted only as long as they led “men rather to
devotion than to licentiousness or sensual pleasure.” The most mimetic—
theatrical—aspects were shunned since sensual pleasure distracted men
from God. The realization that liturgical dramas themselves carried, albeit
in a latent state, theatrical seeds explains their utter rejection by austere
authors like Gerhoh de Reichersberg: “They show also by images [imaginaliter] the cradle of the infant Saviour, the crying of the child, the motherly manner of the child-bearing Virgin, the flaming of the star like a heavenly body, the killing of the children, the motherly weeping of Rachel.
But God above and the true face of the church abhors theatrical shows.”37
Gerhoh indeed knew—as a young man he had passionately loved these
plays38—that the boundaries between devotion and pleasure were porous.
He was certainly not the only one to have recognized this and it is thus
probable that reforming monks regarded with suspicion ecclesiastical dramas whose numerous episodes and sung parts appealed to the senses.

Large Casts as a Clue for a Secular Church Origin
We indicated that the Ludus Paschalis required at least twenty-two participants. The cast of the Jeu d’Adam was even larger since it necessitated at
least twenty-seven actors: God, Adam, Eve, Satan, Abel, Cain, the devils
(ten or so) and eleven prophets. In addition to the cast, a choir was needed
for the responsoria as well as readers for the liturgical texts (Genesis and
Quodvultdeus’s sermon). Such large numbers of performers also play in
favor of a secular origin of these compositions. Indeed, while cathedral
or collegiate churches had numerous personnel, the latter was much more
rarely the case in monasteries. Although the numbers for any given cathedral or collegiate church must be studied on a case-by-case basis, the fact
remains that the organization of these secular establishments required a
large personnel. Each chapter was under the direction of canons, the aristocracy of the church. As shown by the following list, their number varied from church to church, but they were usually quite large: there were
forty-six canons in Amiens, fifty-nine in Auxerre, forty-five in Besançon,
forty-eight in Langres, forty-three in Laon, fifty-one in Paris, seventy-four
in Reims, fifty in Rouen, forty-two in Tournai.39 While historically their
function was the daily performance of liturgy, in the twelfth/thirteenth
centuries canons were rarely in charge of it. Coming from the upper ech-
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elons of society and often university trained, many canons favored activities outside the chapter (teaching, jurisprudence, administration, etc.)
over the daily performance of the Opus Dei. Quite often they did not even
live in the city where their church was located; for instance at the Tournai
cathedral, the canons who did not live in town, called foranei, comprised a
majority in the chapter.40 Consequently canons celebrated liturgy only on
rare occasions, typically on high feasts.41 It is thus a group of career servants, the ministri inferiores, which was in charge of the daily performance
of liturgy. The composition of this group was fairly varied. For example,
at Notre-Dame de Paris it was made up, in descending order, of two canons of Saint Aignan, two vicars of Saint Aignan, six great vicars, sixteen
canons of Saint-Denis-du-Pas and Saint-Jean-le-Rond, seventeen clerks
of Matins and, last, several choirboys (between seven and eleven).42 The
ministri inferiores as a group thus amounted to more than forty members.
But the roster of the clergy of a large church did not stop there. There were
also chaplains who celebrated mass in memory of the benefactors of their
chapels. On high feast days, they could join the canons and the ministri
inferiores for the performance of liturgy. Their numbers could be large as
well. For example, there were seventy-two chaplains in Amiens, thirty-five
in Autun, seventy-four in Besançon, between fifty-seven and one hundred twenty-six in Paris, fifty-nine in Reims, one hundred fifty in Rouen.43
Thus, on high feast days, the clergy made up of canons, ministri inferiores and chaplains easily exceeded one hundred members. These figures
indicate that such churches could undoubtedly put on large compositions
such as the Ludus Paschalis or the Jeu d’Adam. Finally, we must recall that
cathedral and collegiate churches were numerous (there were at least 144
dioceses in France in the Middle Ages, thus as many cathedrals) and that
many secular establishments could stage such ambitious plays.
The same cannot be said about monasteries. It may come as a surprise, but the majority of monasteries were much less populated: “[A]u
Moyen Age les pays étaient parsemés d’annexes de monastères, des petits
‘prieurés’ ruraux dans lesquels résidaient deux ou trois moines chargés de
veiller à la bonne administration d’un des domaines de l’abbaye. […] la
majorité des moines était répartie dans ces très petits prieurés à deux, trois
ou quatre.” (In the Middle Ages countrysides were strewed with monastery annexes, small rural priories where lived two or three monks charged
with seeing to the appropriate management of one of the abbey’s domains.
[…] the majority of the monks were scattered among these very small priories, in groups of two, three or four.)44
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The numbers concerning the monasteries of the famous Cluniac
order are in this respect striking. Historians have determined that in the
middle of the twelfth century, the period that interests us, the population
of the 1040 Cluniac houses was divided as follows: ten monasteries had a
population exceeding fifty monks; twenty had between thirty and fifty;
one hundred twenty between fifteen and thirty; two hundred between
six and fifteen; the remaining seven hundred houses had fewer than six
monks! 45 These figures show that less than thirty Cluniac monasteries
could stage plays like the Ludus Paschalis. And this conclusion can probably be generalized to Benedictine monasteries that were not part of the
Cluniac network (even though some among them, for example the abbey
of Mont-Saint-Michel or Saint-Etienne de Caen, were quite rich). Finally,
the Cistercian order which saw a remarkable development in the twelfth/
thirteenth centuries and became the new standard of monasticism at the
expense of Cluny,46 can be omitted from a discussion about drama. In its
desire to return to the original Benedictine rule, this order rejected all
the liturgical embellishments introduced after the Carolingian reform:
processions, sequences, tropes and, of course, liturgical dramas. Dramatic
rituals are simply not documented in this order in the twelfth/thirteenth
centuries.47

Links with Schools: A Clue for a Secular Origin
In the twelfth/thirteenth centuries, large secular churches had another
characteristic that probably contributed to the creation of ecclesiastical dramas: they were centers of learning. It was normally the case with
all cathedrals which, since 1079, were required to possess a school. As a
matter of fact, in the twelfth/thirteenth centuries secular churches had a
monopoly on teaching. While the role of monks in medieval education
was preeminent in the early Middle Ages, by the twelfth century they had
turned the page on their educational tradition and large monastic schools
were a thing of the past.48 The rejection of worldly activities, alluded to
in the presentation of monastic spirituality of the twelfth/thirteenth centuries is also responsible for this development. We must recall that during the eleventh century, when reform began, many monks had not chosen their vocation and had been given as child oblates by their parents.
Describing the population of monasteries of his time, Guibert of Nogent
(ca. 1060–1125) wrote: “Only a few could be found among their members
who had renounced the world out of disgust with sin; rather, churches
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were occupied mostly by those who were handed over by their parents’ act
of piety and were nourished in them from their first years.”49
Since the reformers wanted to “renew the concept of monastic vocation as a spiritual adventure freely chosen by the individual in response
to the divine call,” 50 the twelfth century saw a progressive rejection of
child oblates. A logical consequence of this policy was the disappearance
of monastic schools whose raison d’être was to educate the oblates. From
that time on, “les moines les plus fervents se garderont de l’activité scolaire comme d’une tentation mondaine” (the most fervent monks would
abstain from pedagogical activity considered to be a worldly temptation),
quoting as a rationale Saint Jerome’s “monachi non est docere sed lugere”
(the monk’s duty is not to teach but to weep).51 The monastic recruitment
in the twelfth century testifies to this. Monasteries no longer accepted
young children and future monks entered the monasteries by age fifteen
which corresponded to the age at which secondary education typically
ended! The majority of monks in the twelfth century were thus educated
in secular schools.52
What was the curriculum taught by secular clergy in the twelfth/
thirteenth centuries? To understand its characteristics, we must recall that
the majority of students were not laymen but the future members—technically already clerics since they were usually tonsured—of the church
with which the school was associated. The absence of seminaries in the
Middle Ages explains this reality: “À cet égard, le régime de l’époque diffère considérablement du nôtre. Aujourd’hui, l’évêque diocésain se réserve
l’éducation du clergé. Il choisit lui-même les prêtres qui seront chargés de
former les jeunes clercs et après les avoir promus aux ordres sacrés, il en
dispose à son gré pour le service des différentes églises du diocèse. Au XIIe
siècle – comme pendant tout le Moyen Âge d’ailleurs – il n’en va pas de
même. Les clercs appartiennent à une église particulière avant de ressortir
à un diocèse.” (In this regard, the system of the time differs greatly from
ours. Today the training of the clergy is the duty of the diocesan bishop.
He selects the priests who will be in charge of training the young clerics,
and once he has promoted them to holy orders, he uses them as he sees
it fit for the service of the various churches of the diocese. In the twelfth
century–in fact throughout all the Middle Ages–the situation was different. The clerics belonged to a specific church and the diocesan affiliation
came second.)53
Thus, for the majority of students, schooling was the first step in a
career within the group of ministres inferiores in charge of the yearly cur-
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sus of liturgy (see the description of this group at Notre-Dame of Paris,
above). Their studies were consequently centered upon the acquisition
of the professional knowledge needed for their vocation. In addition to
basic general knowledge such as Latin, Scriptures and so forth, students
strove to acquire the constituent elements of liturgy: music, repertoire of
texts, liturgical movements and gestures. Because “all items apart from the
sermon and possibly prayers were either intoned or sung to some sort of
chant,”54 musical training comprised the lion’s share. It seems even to have
encroached on the time devoted to other subjects since in his Doctrina
(1411), règlement for the education of choirboys at Notre-Dame, Jean
Gerson stated, “Moreover, the master of music shall teach the boys at the
statutory hours […] nor should he be so insistent in these matters that
the boys fail to make progress in grammar […] Hence the other master
[of grammar] is to have sufficient time for teaching grammar, logic, and
rhetoric […]”55
The fact of the matter is that musical training was not easy; students
had to memorize the yearly repertoire of liturgical chants because liturgy
was generally performed without the use of books. For example, the episcopal statutes of Wells required large churches to possess two copies of
each liturgical book (missal, breviary, antiphonal, gradual, troper, ordinal and psalter). This statute “unobtrusively draws attention to the fact
that extensive sections of the liturgy had of necessity to be committed to
memory, by choir and clergy worshipping in churches which at night and
during the winter might be very dimly lighted and where there might not
be more than one or two copies of the essential books.”56
The explicit ban in some churches, on the use of light during the
night service of matins was clearly motivated by the desire to prevent clerics from using books “as they were supposed to have memorized these services”!57 Given the fact that each church had its own liturgical traditions,
the specific movements and gestures used in the cursus had to be mastered
as well. In his Doctrina Jean Gerson indicates: “Finally, the boys should be
diligently taught to observe the ceremonies fitting for them in the divine
office, customs which have served in our church since antiquity, as, for
example, when they must enter, when to bow, when to exit, in what order
to sing, and similar things, the greater part of which we ordered be written
down and displayed in a public place in their dwelling.”58
Both the clerical status of students and the content of their training explain their participation in liturgical and ecclesiastical dramas. Since
they took part in the performance of liturgy upon joining the church as
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choirboys, their participation in liturgical dramas—part of the liturgical
cursus—is logical. For example, the angels in Easter and Christmas Quem
queritis were often played by choirboys.59 But we know that they also took
part—and even seem to have played a prominent role—in ecclesiastical
dramas. Thus the incipit of the Danielis Ludus from the Beauvais cathedral, “Ad honorem tui, Christe/Danielis ludus iste/in Beluaco est inventus,/et invenit hunc iuventus” (In your honor, Christ, this play of Daniel
was composed in Beauvais, it was the young who composed it),60 shows
that students were instrumental in its creation.
The features of ambitious ecclesiastical dramas: size, number of participants, structural complexity (chants, dialogues, processions) explain
the students’ involvement. These characteristics made these dramas substitutes of large liturgical ceremonies and their successful performance
required the professional skills needed of ministri inferiores.61 Based on
this observation, it is possible to theorize that the ecclesiastical repertoire
played a role in the training of future clerics.62 The fact that theater was
included in school curricula of the time gives support to this hypothesis.
For instance, Gerhoh of Reichersberg, schoolmaster at the Augsburg
cathedral between 1119 and 1124, indicates that he organized dramatic
performances in his capacity of “Magister scholarum et doctor juvenum”
(master of students and leader of the youngsters).63 Gerhoh’s duties have
striking similarities to those of professors of rhetoric in humanistic colleges. For example, in 1533, Jean Tartas, principal of the college of Guyenne
in Bordeaux, specifies in his contracts that professors must “composer et
prononcer oraisons, arangues, dialogues, comédies” (compose and recite
orations, harangues, dialogues and comedies.)64 Buchanan, who taught
in that college ca. 1540—and had Montaigne as a student—explains that
he wrote plays “pour satisfaire à la coutume du collège, qui voulait que
l’on en offrît une chaque année” (to perpetuate the tradition of the college
according to which a play should be presented every year).65 These contracts show that in humanistic college curricula “[l]es représentations de
théâtre, ‘dialogues’ et ‘comédies’, sont comptées au nombre des exercices
scolaires que le professeur doit proposer aux élèves” (theatrical representations, “dialogues” and “comedies” are included among the school exercises
that the professor must offer to the students).66 Would it be possible that
the humanistic school plays continued a tradition going back to ecclesiastical plays of the twelfth/thirteenth centuries? Several clues from the later
Middle Ages allow this hypothesis. They concern secondary schools and
colleges of the fourteenth/fifteenth centuries where theater was used as
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a pedagogical tool. It is essential to remember that these establishments
were ultimately derived from cathedral schools: in the Middle Ages, an
individual wishing to open a school had to obtain a licentia docendi from
the scholasticus of the church that had jurisdiction over the territory where
the new school was to be established. It would thus not be surprising if the
didactic practices of cathedral schools, modified to fit the requirements
of their new environment, found their way into the curricula of both secondary schools and colleges. Thus we know that in fifteenth-century colleges, moralités served to train future clerics:67 “Le genre par excellence
du théâtre scolaire, avant le renouveau du XVIe siècle, c’est précisément la
moralité, qui met en scène le combat des vices et des vertus personnifié”
(The genre par excellence of school theater, before the sixteenth-century
renewal, is precisely the moralité which stages the fight between personifications of vices and virtues).68
Similar in its structure to sermons, the moralités permitted “d’exercer
les étudiants à l’éloquence religieuse: il s’agissait, dans ce cas précis, de former des clercs, qui auraient à prêcher, en français, leurs ouailles, et devaient
donc maîtriser la rhétorique codifiée du prédicateur” (students to practice
religious eloquence: the purpose was, in that precise case, to train clerics
who would have to preach, in French, their flock and who, consequently,
had to master the preacher’s codified rhetoric).69
Secondary education in the late Middle Ages made use of theater
for pedagogical reasons as well. Even though documentary evidence is
scarce, the remaining examples are not “cas isolés, mais au contraire […]
des témoins rares mais révélateurs des pratiques pédagogiques des maîtres d’école de la fin du Moyen Age, qui utilisent le texte dramatique pour
l’enseignement et la formation de leurs élèves” (are not isolated cases but,
on the contrary, […] rare but revealing witnesses of the pedagogical practices of school teachers of the end of the Middle Ages, who used theatrical
texts for the teaching and the training of their students). 70 The example
studied by K. Lavéant is especially interesting since it comes from a school
directed by the chapter of Saint-Pierre-la-Cour du Mans. The development during the late Middle Ages of urban schools had not led to the disappearance of cathedral schools which “encore au début du XVIe siècle,
proposent un enseignement ouvert aux laïcs, mais dans un cadre ecclésiastique” (even at the beginning of the sixteenth century offer instruction
available to laymen but in an ecclesiastical environment).71 This example
could thus indicate an uninterrupted tradition of pedagogical theater
in cathedral schools. Last, the dates when medieval colleges staged dra-
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mas support the hypothesis of an uninterrupted tradition. Many performances took place on days of liturgical feasts that were the occasion of
both liturgical and ecclesiastical dramas. For instance, plays were staged on
“toutes les grandes fêtes religieuses, particulièrement l’Épiphanie. Le jour
des Rois était voué, de temps immémorial, aux réjouissances scolaires” (all
the great religious festivals, in particular Epiphany. The Twelfth Night had
been, from time immemorial, devoted to school festivities). 72 This cluster of clues suggests that dramatic activities in twelfth/thirteenth-century
schools run by secular clergy were important and that the pedagogical use
of theater that we find increasingly documented in the later Middle Ages
may have its origin in them.

The Jeu d’Adam: An Ecclesiastical Drama
Given the fact that the Jeu d’Adam necessitated a large cast, all the arguments adduced in favor of a secular origin for the Ludus Paschalis concern
it as well. Like the Ludus Paschalis, it probably hailed from a large secular
church—possibly a cathedral, according to evidence afforded by the rondeaux. Its links with a large church are indeed obvious. Its performance
required the use of several liturgical books: a lectionary for the initial lectio, a homiliary for the excerpt from the Quotvultdeus’s sermon, a liber
responsialis for the reponsoria. The clergy’s participation is equally evident.
Readers were responsible for the reading of the lectio and the sermon while
a choir was in charge of singing the responsoria. The fact that only their
incipit is given proves that the singers were clerics. They knew these texts
by heart—as we already indicated, the yearly round of chants was typically memorized—or could, if need be, quickly locate them thanks to the
incipit. These observations show that the actors themselves must have
been members of the church. A remark by Lynette Muir concerning their
gestures certainly supports this view. She indicated that “liturgical precedent exists for all these and often the same words are used in both liturgy
and play,” and that
we have a complete mime play with all the incidents expressed in
a fashion that would be readily intelligible to the audience, but it
is mime based on [liturgical] conventions, as in ballet, not a mime
based on close observation of everyday actions and movements.73

The fact that the actors used typical liturgical gestures is a strong argument
in favor of their clerical status; the Jeu d’Adam may have allowed young
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clerics to practice the liturgical gestures proper to their church. Finally,
there is a strong probability that the Jeu d’Adam was played in the church,
as was typical of clerical plays. The stage directions do not indicate that it
was played outside and this assertion, commonly expressed, seems influenced by the old theory according to which lay religious drama was the
final product of the evolution of liturgical drama. This theory implies “une
phase intermédiaire: un drame qui ne serait plus tout à fait liturgique, mais
qui n’aurait pas encore le caractère et l’extension des mystères; un drame
qui aurait quitté l’église, mais qui n’aurait pas encore rompu tout lien avec
elle” (an intermediate stage: a drama that would no longer be fully liturgical but that would not yet have the features and size of mysteries; a drama
that would have left the church but not yet have severed all ties with it).74
For proponents of this theory, the performance of the Jeu d’Adam, the first
known vernacular play, outside the church was a remarkable example of
the detachment of the drama from the ecclesiastical milieu. It is probably
this vision of the history of the genre that explains translations such as “le
Sauveur sort de l’église” (the Savior exits the church) 75 or “Dieu se retire
dans l’église” (God returns into the church)76 which distort the stage directions about the term ecclesia. The directions refer to a movement from (ab
ecclesia, after line 722) or toward the church (ad ecclesiam, after line 112,
518, 744) and not into (in Latin “in”) or out of (in Latin “ex”) the church.77
Let us also recall that Grace Frank indicated that an outside performance
would have made it difficult to hear the liturgical texts performed “in
choro,” a term that refers to the choir of the church and not a group of
singers.78 Consequently the term ecclesia in the stage directions could simply refer to a sedes,79 just as it was the case in the play Filius Getronis from
the Fleury playbook or Rutebeuf ’s Miracle de Théophile.80 The direction
according to which Isaiah’s opponent “exurget (. . .) de sinagoga” (raises up
from the synagogue) (after line 882) certainly supports such an interpretation. The two antithetical entities, ecclesia et sinagoga, would have faced
each other, a common staging technique in the twelfth century.81 The initial direction which refers to the smell of flowers “odoriferi flores” (sweetsmelling flowers) in order to represent Paradise also plays in favor for a representation in a church. In an outside performance, the smell, be it of heaps
of flowers or more probably incense, would become diluted; only if the
composition was played inside, would it be potent enough to have a strong
olfactory effect. Finally, it seems that the symbolic meaning of Abel’s genuflexion to the East before his execution “tunc Abel flectet genua ad orientem” (then Abel will bow his knees to the East) would have been much
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easier to understand if the performance was indoors. Since churches are
oriented east, the actor would simply have had to turn towards the chevet.
On the other hand, if the performance took place outdoors, it would have
been much more difficult to determine this cardinal point and its symbolical meaning—the East designates the Holy Land or Paradise.
While the clerical origin of the Jeu d’Adam is clear, the question of
its genre remains. It is clearly not a liturgical drama, but is it an ecclesiastical drama? For certain scholars, its cyclical nature, the use of texts belonging to two different periods of the liturgical calendar, its recitation instead
of singing, and the importance of vernacular, all seem to set it apart within
the corpus of Church drama. In our view the notion of a generic alterity
of the Jeu d’Adam is unfounded: all its characteristics can be found in both
liturgical and ecclesiastical dramas. Let us look at some examples.

Cyclical Aspect of the Play
While clerical compositions, and that is particularly true of liturgical dramas, normally illustrated the event being celebrated in the liturgy of the
day, the narrative framework of the Jeu d’Adam (Creation, Fall, announcement of a future Savior) and the use of liturgical texts belonging to two
different periods give it a cyclical aspect that may seem atypical. In reality the Jeu d’Adam is by no means a unicum and several centuries before
the mystères of the late Middle Ages, clerical authors wrote compositions
putting together several independent episodes. For instance, numerous
Officia Stellae, played during the Feast of Epiphany, and whose theme is
the visit of the magi, illustrate this reality. While some limit themselves
to this event, others added episodes which existed as independent plays in
their own right. For example, some compositions show the shepherds—
the topic of Christmas Officia Pastorum—announcing the birth of Christ
to the kings on their way to Bethlehem. Among these, several, for example
the Officium from Fleury,82 even begin with the entire liturgical Officium
Pastorum. Other Officia Stellae, for instance the one from Laon,83 enriched
their narrative with the addition of the episode of the massacre of the
Holy Innocents, the object of a play on December 28. Some compositions
even put together these three episodes, for example the Officium Stellae
from Freising,84 and in so doing offered the whole story of Jesus’s birth as it
is told in the gospels of Matthew and Luke. These examples show that the
putting together of several episodes, a technique found in the Jeu d’Adam,
is well documented in clerical drama.85
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Use of Liturgical Texts from Different Periods
Some critics have argued that the use in the Jeu d’Adam of texts belonging
to two different liturgical periods, Septuagesima and Advent, is an aberration. For example, in her recent edition of the play (2012), Véronique
Dominguez speaks of an “impossible calendrier qui caractérise le Jeu
d’Adam, et qui rend problématique la représentation de ses trois sections
au même moment du calendrier liturgique” (an impossible calendar that
characterizes the Jeu d’Adam and renders problematic the performance
of its three sections at the same moment of the liturgical calendar).86 Yet
an analysis of the corpus assembled by Karl Young shows that such practice was quite common. Let us look at some examples, starting with the
Officia Stellae discussed above. In the office from Laon, the scribes use as
a prophecy an antiphon used on Christmas day or during Advent—once
again the Officium Stellae was played on January 6. We find a similar
situation in the Compiègne Officium Stellae where the angel welcomes
the slaughtered Innocents to the music of an antiphon used during
the Feast of the Holy Innocents (December 28). 87 If we look at a more
ambitious composition, the Benediktbeuern Ludus de Passione, we see
that its author combined liturgical texts for Palm Sunday, the Feast of
Mary-Magdalene and Lent.88 Not only did clerical authors use liturgical
texts quite freely, they did not hesitate to modify them. For example,
the Freising Officium Stellae, referred to earlier, begins with an Officium
Pastorum whose dialogue between the shepherds and the Angel assembles two Christmas antiphons and modifies them to fit the exchange.
While the original antiphon reads “Pastores loquebantur ad invicem:
Transeamus Bethleem et videamus hoc verbum quod dominus ostendit
nobis alleluia est” (The shepherds were saying to one another: let us
go to Bethlehem and let us see this word that the Lord showed us, alleluia) the author eliminated the narrative section “Pastores loquebantur
ad invicem” and only kept the dialogue. In the Rouen Officium Stellae,
the magi sing the sequence for the Feast of Epiphany “Quem non praevalent propria magnitudine.”89 The composition speaks of the star that
blinds the magi, “Haec magorum oculos fulguranti lumine praestrinxit
providos” (it blinded the prudent eyes of the magi with its shining light).
But since in the Officium the magi themselves sing that piece, magorum
(of the magi) has been replaced by nostrorum (ours.) All these examples
show that clerics did not hesitate to use texts outside their normal place
in the liturgical calendar for artistic reasons. This observation teaches an
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important lesson: the presence of a liturgical text in a composition does
not necessarily indicate when it was used.
We must be aware that our surprise at finding such practices is
anachronistic. The standardized liturgy we are accustomed to is a fairly
recent phenomenon. It appeared as the result of the Tridentine reform
whose purpose was precisely to rid liturgy of local practices. It is only at
that time that liturgy became standardized and gained a sacredness that
it did not possess during the Middle Ages. During that long period, the
liturgy was constantly evolving. To illustrate this, let us recall the ubiquitous tropes, whose Easter Quem queritis gave birth to dramatic rituals.
The authors’ familiarity with the liturgical repertoire, much of which was
committed to memory, explains their casual use of these texts. Whenever
they narrated a biblical episode, clerics used the chants that were related
to it, a common practice as Jean Leclercq has shown in his classic work
L’Amour des lettres et le désir de Dieu. Not only did such quotations give
the newly composed text the authority of liturgical texts, some could also
increase the performance artistry—for instance, responsoria and antiphons
were sophisticated musical pieces. Since there is no reason to believe that
the three sections of the Jeu d’Adam are not original,90 we must admit that
its author deliberately assembled different liturgical texts that contributed
to his artistic vision and to the message he wanted to transmit.

Recitation
While the responsoria were sung, the dialogue of the Jeu d’Adam was not.
In this regard, the composition differs from both liturgical and ecclesiastical dramas that were through-sung. Nevertheless, it is probable that some
ecclesiastical dramas were simply recited as well. For example, among the
three plays penned by Hilarius, a student of Abelard, two, the Suscitatio
Lazari91 and the Historia de Daniel representanda92—transmitted without music—probably contained sung parts, introduced in the stage directions by the verb cantare, along with recited sections introduced by dicere.
Notwithstanding the fact that cantare and dicere often seem to be used
interchangeably in liturgical manuscripts, in Hilarius’s third composition,
Ludus super Iconia sancti Nicolai,93 dialogues are introduced—and it happens nine times—only by dicere. The recurrence of the same verb is a strong
argument in favor of a recited performance of the Ludus super Iconia sancti
Nicolai. According to William L. Smoldon, the Benediktbeueren Ludus
Breviter de Passione may also “have been performed as a spoken word.”94

The Jeu d’Adam: A Monastic or a Secular Play?   23

Such examples could therefore show that the recitation in the Jeu d’Adam
was not really a novelty in the clerical repertoire.

Use of Vernacular
Does the use of the vernacular set the Jeu d’A dam apart? It is true that
French passages in ecclesiastical dramas typically had no didactic purpose:
they were brief and therefore did not allow the lay audience to follow the
story.95 Rather, they were stylistic devices that underline the sophistication of these works; for example commenting the brief passages where
Daniel speaks French in the Beauvais Danielis Ludus, Peter Dronke indicated that they allowed “the bridging of the high, Latinate world of the
court and the everyday, colloquial world outside it, from which Daniel
is fetched.”96 But while they are much rarer, there are ecclesiastical dramas
where the vernacular plays an important part and was meant to make the
composition intelligible to a lay audience. The most striking example is
the Saint-Martial de Limoges Sponsus because the composition dates from
the middle of the eleventh century, a century before the composition of
the Jeu d’Adam. Peter Dronke also questioned the traditional interpretation according to which the vernacular parts were added later to a composition originally written in Latin. According to him,
the Provençal verses have even greater poetic power than the Latin
ones, and are never dramatically superfluous or discardable. I do
not believe there was ever an original version of this play purely
in Latin, which was later amplified by vernacular ‘glosses’. Rather,
this is the integral conception of a single dramatist, and one who
could express himself more tellingly in his own native idiom than in
the language of high culture he had assimilated.97

But whether Dronke is correct or not does not change the import of this text.
The fact that it was transmitted by a late eleventh-century manuscript shows
that several decades before the composition of the Jeu d’Adam, clerics used
the vernacular in order to be understood by the laity. The Benediktbeuern
Ludus de Passione, alluded to earlier, shows another interesting example of
the use of vernacular for the same didactic purpose. The play presents Jesus’
mission from the beginning of his ministry all the way to his Passion. The
message reiterated in all episodes is that faith in Jesus brings us forgiveness
for our sins and obtains us salvation. While the composition is in Latin, the
episode about the sinful woman, Mary-Magdalene, contains fifty-three lines
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in German. These vernacular passages taught the same message as elsewhere
in the play, but in a manner accessible to the lay audience.
This brief overview shows that the characteristics of the Jeu d’Adam
are not absolute novelties in the clerical repertoire. If the Jeu d’A dam
stands out, it is not thanks to new attributes but to the author’s original
use of preexisting techniques. In this respect, the play is representative of
the production of its time. In his study of the twelfth-century Beauvais
Danielis Ludus, Nils Petersen remarked that the twelfth/thirteenth centuries witnessed the appearance of works having more dramatic qualities
than earlier ones. In his opinion, it was the result of a “conscious playing
with techniques developed through two centuries of an emerging tradition
which scholarship in modern times has read as a tradition of ‘drama’.”98
His remark certainly applies to the Jeu d’Adam as well. The Jeu d’Adam,
an ecclesiastical drama written in the middle of the twelfth century, is a
remarkable example of clerical experimentation.

Performance Dates for the Jeu d’Adam
Most clerical compositions were performed on specific dates of the liturgical calendar. This was the case for liturgical dramas such as the Easter
Visitatio Sepulchri, the Christmas Officia Pastorum, etc. And even compositions whose ties to liturgy were tenuous, for example the Beauvais Danielis
Ludus or the Laon Ordo Joseph, had clear connections to liturgical festivals. For instance, these two compositions were staged on the feast of subdeacons. Since the Jeu d’Adam is a clerical play, can we determine its performance dates? Given the fact that the manuscript says nothing about its
use in the liturgy and since, as we have seen, the presence of liturgical texts
does not necessarily indicate the use of a composition, we must settle for
mere hypotheses. Scholars have offered three dates: two link the composition to the liturgical periods when the responsoria and the Quodvultdeus’s
sermon were used, while the third defends a summer performance.

Septuagesima or Advent?
The most commonly offered date is Septuagesima, or the weeks preceding Easter (Lent). Scholars adduced two arguments in favor of a performance during this season. First there is the inclusion of texts used during Septuagesima Sunday matins, the reading from Genesis and the seven
responsoria. Second they argue that
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while recalling Man’s sin, [Septuagesima] was the beginning of a
new cycle in the Church’s year, the anticipation of the Easter celebration of Man’s Redemption and, therefore, the readings supplied
the perspective in which Easter could be seen as the consummation
of the history of salvation.99

In our opinion these arguments are not truly cogent. Why should the
Septuagesima texts be given precedence over the Advent/Christmas
texts—the excerpt of the Vos inquam Judei sermon and the Prophets’ procession? Neither do we think that redemption is the underlying subject of
the Jeu d’Adam. The composition presents the creation of humanity and
the story of original sin but does not include Christ’s Passion—and there
is no reason to believe that, as is, the play is lacunar. It thus presents the
rationale behind Incarnation, but does not show the effects of Christ’s
sacrifice. In other words, based on St. Paul’s teaching “Si autem Christus
non resurrexit, inanis est ergo prædicatio nostra, inanis est et fides vestra”
(1 Corinthians 15:14) (And if Christ has not been raised, then our preaching is in vain and your faith is in vain), the event needed to interpret the
Jeu d’Adam as a play about redemption, Christ’s resurrection, is missing.
Furthermore, references to salvation are fewer than some scholars have
claimed them to be. For instance, van Emden’s assertion that the author
had selected prophecies “to announce the Redemption and Harrowing of
Hell” is excessive.100 It is true for only for six prophecies out of eleven, so
almost half of them (45%) simply refer to the coming of Christ. Finally,
the concept of Salvation does not belong exclusively to Septuagesima. It
concerns Advent/Christmas as well since Christ’s incarnation was the first
step in the divine plan of Salvation. For example, in the Christmas trope
Quem queritis the shepherds tell the midwives that they are looking for the
Savior, “Salvatorem Christum Dominum.”101 This example clearly shows
that the concept of redemption has equally its place in a composition
played during Advent/Christmas.102 Finally let us recall that the performance of a theatrical composition during the Lent season is problematic.
In her contribution, Océane Boudeau has indicated that the expulsion
from Paradise was “staged” during Ash Wednesday liturgy. On that occasion the penitents were expelled from the church and some of the responsoria included in the Jeu d’Adam were sung. According to her “This ceremony, just like the Sunday of Septuagesima, could therefore have served
as an ideal context for the performance of a ‘recreational’ Ordo.” (p. 71).
However, we must remember that there is no tradition of dramatic per-
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formances during the penitential season of Septuagesima/Lent, while the
opposite is true for the festive Christmas season. We only know one example—albeit a remarkable one—that could lend support to Septuagesima.
On Monday, February 7, 1194, the day after Septuagesima Sunday, in
Regensburg, a play was staged which narrated, like the Jeu d’Adam, the
creation, the Fall and the coming of a future Savior:
Anno domini 1194 celebratus est in Ratispona ordo creacionis
angelorum et ruina Luciferi et suorum, et creacionis hominis et
casus et prophetarum sub Celestino III papa, regnante Hainrico
imperatore et semper augusto et Chounrado regente inibi episcopatum, septima Idus Februarii.
(In the year 1194 of our Lord, on 7 February, under the pontificate of Celestine III, under the reign of the emperor Henry always
Augustus, and under the bishopric of Conrad, a play about the creation of angels, the fall of Lucifer and his followers, the creation and
the fall of man was performed.)103

This example led Rosemary Woolf to believe that the Jeu d’Adam and the
Regensburg play testified to a tradition of cyclical plays for Septuagesima
in the twelfth/thirteenth centuries.104 While the Regensburg example is
intriguing, the absence of similar instances makes it impossible to substantiate this hypothesis.
Contrary to Septuagesima/Lent, the Christmas season witnessed
a remarkable concentration of dramatic activities. First there were the
liturgical dramas that illustrated the event celebrated on the day of their
performance. The Officium Pastorum was staged on Christmas; the
performance of the massacre of the Innocents (Herod) took place on
December 28, while the Officium Stellae was represented on the Feast
of Epiphany ( January 6). The Ordines Prophetarum, of which the third
section of the Jeu d’A dam is an example, were also staged at that time:
we possess examples for Christmas Eve and for the Feast of Circum
cision.
The fact that the Jeu d’Adam presents the story of the felix culpa,
the raison d’être of Incarnation, and can be understood as a developed
Ordo Prophetarum—that was indeed Marius Sepet’s interpretation of the
play105—certainly favors its performance during the Christmas season. It
is also worth remembering that Prophets’ processions could be long. In
the Rouen composition ( January 1), the original number of eleven prophets had increased to twenty-eight and at Notre-Dame of Paris (Christmas
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Eve), its performance had lengthened the service to the extent that some
canons wanted to eliminate it altogether.106 But the Christmas season performances were not limited to liturgical dramas. During the Christmas
octave, specifically on December 26–28 and January 1, large secular
churches staged ecclesiastical dramas such as the Beauvais Danielis Ludus,
the Laon Ordo Joseph or the Freising Ordo Stellae.
In order to understand the presence of spectacles on those days, we
must say a few words about the feasts of celebration of the various orders
of clergy.

December Celebrations of the Clergy
In the Roman Empire, the end of December was a highly festive period
as two important celebrations took place. The Saturnalia started on
December 15 or 17 and lasted approximately a week.107 They were followed by the Kalends that began on January 1 and ran for three days.
In late antiquity these two celebrations appear to have fused into one
long festive period that lasted the second half of December. “While the
Saturnalia remained a Romano-Greek festival, the wider Roman world,
which included Gaul and Spain, celebrated it as an extended Kalends.”108
When Catholicism became the state religion, the Church tried to suppress
these festivities and to Christianize these days. For instance, we know that
the Feast of Circumcision ( January 1) was established in the fifth century as a means to compete with Kalends.109 The history of the liturgical
calendar suggests that the same may be true for the other late December
festivals, in particular December 26 (St. Stephen), 27 (St. John) and 28
(Holy Innocents). Let us recall that while today each day of the liturgical calendar celebrates one or even several saints, for many centuries the
majority of days did not celebrate any. The daily liturgy was limited to the
prayers of the divine office—even the daily performance of mass became
established only during the Middle Ages. But while a study of the earliest liturgical calendars (eighth century)110 shows that there were only six
feasts in February, three in March, six in April, seven in May, etc., between
December 25 and January 1, the period corresponding to the high point
of the Saturnalia/Kalends festivities, there were already celebrations for St.
Stephen, St. John, the Holy Innocents and, on December 31, St. Sylvester.
Given the fact that these festivals were also established in the fifth century, it is reasonable to think that, just like the Feast of Circumcision, they
were created to counter the pagan celebrations.111 Despite its efforts, the
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Church was not fully successful and December pagan festivals are still
documented in the twelfth/thirteenth centuries. The clergy itself was taking part in them so, in the twelfth century, the Church tried to better control its members.
During the twelfth century the Gregorian Reform movement
(named for Pope Gregory VII) came to triumph throughout France, and
the church focused ever greater energy upon ridding secular clergy of lay
influence.112 In order to turn the clergy away from the popular festivities,
the reformers proceeded to enrich the clerical celebrations that were taking place during the same period.
In the Middle Ages, the clergy was divided into five minor orders:
doorkeepers, readers, exorcists, acolytes, subdeacons; and two major
orders: deacons and priests.
Since the tenth century at least, both groups, priests and deacons
on the one hand, pueri—the members of all minor orders—on the other
were celebrated on the days of their patron saint.113 Deacons were celebrated on the Feast of St. Stephen, December 26. On December 27, the
Feast of St. John, it was the priests’ turn, and on December 28, the Feast
of the Holy Innocents, the pueri were celebrated. In the twelfth century,
the subdeacons became a major order and obtained their own celebration
on January 1, the Feast of Circumcision. These celebrations were of course
centered around the liturgy and the latter received the attention of the
Church reformers. Its comparison with the cursus of the remainder of the
year reveals its exceptional character. For instance, in MS Laon 263 that
contains the liturgies for the high feasts of its eponymous cathedral, no
less than forty-three folios out of forty-nine are devoted to the clerical
December celebrations (December 26, 27, and 28, and January 6, the date
of the subdeacons’ celebration in Laon)!114 Thus complexity and length
characterized these special liturgies—“They are more elaborate than the
plans for any other feast, undoubtedly to fill the entire day with acceptable
texts and music”115—since their purpose was to keep the clergy within the
confines of the church, away from the popular festivities. Despite this controlling aspect, the inclusion of these celebrations into the customaries,
books that transmitted the customs of a given establishment, proves that
they were dear to the clergy. For instance, the clerics who refused to take
part in them were sanctioned as “[r]efuser de participer à la fête devient
dès lors un manquement au serment que doit prononcer tout nouveau
chanoine de respecter les rites et cérémonies de sa cathédrale” (refusing
to participate in the festivity amounts to breaking the oath that each new
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canon must take of respecting the rites and ceremonies of his cathedral).116
Their strong appeal was due to the fact that they were truly festive and
constituted “un temps de loisir particulier pour chaque ordre du clergé”
(a time of leisure proper to each clerical order).117 Indeed they were not
limited to a complex and sumptuous liturgy but had playful aspects, such
as the reversal of ecclesiastical hierarchy: the members of the celebrated
order were in charge of the liturgy while clerics from higher orders acted
as helpers. This reversal was often symbolized by the election of a dominus festi—often called bishop but other designations were used as well
(Pope, abbot, etc.)—who was in charge of the liturgy and the festivities
of the day. For instance, in 1410, at the collegiate church Notre-Dame
de Saint-Omer, there were an episcopus dyaconorum, an episcopus presbiterorum and one of the Innocentium.118 Furthermore, banquets and processions throughout the city and the countryside added to the merriment of
the celebrations. It is thus not surprising that ecclesiastical dramas were, at
times, performed on those days. As a matter of fact, it even seems that, in
some communities, they were the climax of the celebration. For instance,
Gerhoh de Reichersberg complained that the canons of the Augsburg
cathedral practiced communal life only on the occasion of clerical feasts,
especially if they involved dramatic performances:
Cohaerebat ipsi Ecclesiae claustrum satis honestum, sed a claustrali
religione omnino vacuum, cum neque in dormitorio fratres dormirent, neque in refectorio comederent, exceptis rarissimis festis,
maxime, in quibus Herodem repraesentarent Christi persecutorem,
parvulorum interfectorem seu ludis aliis aut spectaculis quasi theatralibus exhibendis comportaretur symbolum ad faciendum convivium in refectorio aliis pene omnibus temporibus vacuo.
(rather beautiful conventual buildings were adjoining the church
itself, but they very totally devoid of religious life for the brothers
neither slept in the dormitory nor ate in the refectory; it is only on
the occasion of very rare feasts, first during those when they represented Herod, the persecutor of Christ, the killer of babies or on the
occasion of other almost theatrical performances that [provisions],
symbol of meals were brought into the refectory which was otherwise almost always empty). 119

These performances had several advantages for the ecclesiastical hierarchy.
They strengthened the links among the various members of the church
around a common project. Like the sumptuous liturgies, they kept the
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clergy away from the secular festivities that were taking place in the towns.
Finally, these ambitious plays were an effective means to attract the laity
itself.120 It is certainly not a coincidence that in the twelfth century, the
days on which clerical celebrations were taking place had become days of
obligations121 when the laypeople were required to come to church! As for
the laity, besides the play itself, these large performances provided a rare
occasion to see large gatherings of the clergy of their church. Indeed, during the twelfth/thirteenth centuries “massive rood screens were erected in
northern French cathedrals, separating the choir and the clergy from the
people” and “the opportunities for actual mingling between clergy and
people were relatively few.”122 Consequently the Jeu d’Adam may have been
performed, like the famous Beauvais Danielis Ludus, the Laon Ordo Joseph
or the Freising Ordo Stellae, as part of such celebrations. The use of vernacular would then be an innovative stroke of genius to make the performance even more attractive for the lay audience.

A Summer Performance?
The initial stage instruction states that paradise was represented by means
of trees laden with fruits and with fragrant flowers, “serantur odoriferi flores et frondes; sint in eo diverse arbores et fructus in eis dependentes ut
amenissemus locus videatur” (Let sweet-smelling flowers and foliage be set
there, and let there be in it varied trees with fruit hanging on them, so that
it may seem a most agreeable place.) If these were real fruits and flowers,
then a performance during one of the two liturgical seasons discussed so
far would be impossible—Advent corresponds to the month of December
while Septuagesima starts sixty-three days before the beginning of Easter
that falls, at the earliest, on March 21—and the Jeu d’Adam would have
been played during summertime. What should we think about this hypothesis presented by Lynette Muir?123 French mystères were indeed performed
during the summer; they were played outside and weather conditions mattered more than the liturgical calendar. The fact that these spectacles were
organized by municipal authorities and not the Church probably contributed to their independence from liturgy. Could the same be true for
a twelfth/thirteenth century ecclesiastical drama like the Jeu d’Adam? Such
a possibility cannot be ruled out; due to many lacunae in our documentation “much imaginative effort is needed to in some measure reconstruct
the prehistory of medieval Latin drama.” 124 However, the fundamental

The Jeu d’Adam: A Monastic or a Secular Play?   31

issue is whether the stage instruction must be taken at face value. Indeed,
the branches laden with fruits and the flowers could be props, similar to
those used to represent Paradise in the Mystère de la Résurrection:
Paradis terrestre doit estre faict de papier, au dedans duquel doit
avoir branches d’arbres, les uns fleuriz, les autres chargez de fruictz
de plusieurs especes, comme cerises, poires, pommes, figues, raisins,
et telles choses artificiellement faictes, et d’autres branches vertes
de may.
(the garden of Eden should be made out of paper; there should be
tree branches, some in bloom, other laden with various fruits, such
as cherries, pears, apples, figs, grapes and similar things artfully
made and also budding branches as in May).125

The fruits and flowers of the Jeu d’Adam could have similarly been made
of papier-mâché and installed on real tree branches. Indeed, the remark
about fragrant flowers may suggest that we are dealing with props. In
order for sweet-smelling flowers to make Paradise appear as “amenissemus
locus,” a very large quantity of them would be needed. But this difficulty
could be easily overcome by means of an ingredient used in liturgy all year
round. Because in the Middle Ages the kingdom of God (and all things
connected with it) was conceived as sweet-smelling, it was recreated in
liturgy by means of incense.126 The perfume of artificial flowers could have
thus been ordinary incense whose olfactory strength is much more potent
than that of real flowers.
Which of these three dates is the most probable? In our opinion,
the initial stage instructions do not refer to real flowers and a summertime performance is the least probable of the three. Given the fact that the
liturgical texts included in the play favor equally Septuagesima/Lent and
Advent/Christmas, the analysis of dramatic practices during these two
seasons may be the deciding factor. The existence of a well-established tradition of dramatic practices during Advent/Christmas makes it, theoretically, a better candidate than Septuagesima but does not exclude it.

Conclusion
At the end of this survey, what do we know about the provenance of the
Jeu d’Adam? Several clues indicate that it originated from a large secular
church. Latin rondeaux are transmitted, with a few exceptions, in secular
manuscripts. Also sixteen rondeaux of Tours 927 belonged to the reper-
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toire of Parisian secular churches. Finally, two rondeaux that celebrate a
new bishop suggest specifically a cathedral provenance. Because cathedral
canons collaborated with the bishop in the management of the diocese,
they had much at stake upon the arrival of a new pastor; the election of a
friendly figure would have indeed been cause for celebration. The presence
of the Ludus Paschalis points to the same origin since twelfth and thirteenth centuries ecclesiastical dramas are linked to large secular churches—
very often cathedral—and their schools. Given the fact that the Jeu d’Adam
is an ecclesiastical drama as well, it is logical to suspect that it originated
from the same milieu.
The characteristics of these three compositions hint at a “progressive” chapter, open to the musical and dramatic experimentations that were
taking place at the time.127 For instance, Mary Channen Caldwell indicates that Tours 927 “represents an overwhelmingly scholastic approach
to anthologizing music, poetry, and ritual in the thirteenth century,” and
that its Latin refrain songs “are unique remnants of clerical interest in
devotional, yet entertaining and popular songs. The survival of this varied and special source evokes an image of the vibrant musical landscape
existing outside of the liturgical rite in thirteenth-century France.”128 In
a similar fashion Michael Norton explains that the author of the Ludus
Paschalis was “well aware of the trends of scholastic scholarship that were
beginning to unfold from the cathedral schools and the newly emerging
universities.”129 Against this background, the Jeu d’Adam appears as representative of its time. We indicated that the twelfth and thirteenth centuries witnessed the appearance of ambitious ecclesiastical dramas, the result
of experimentation with dramatic rituals. The Jeu d’Adam, whose novelty
is the result of an original use of preexisting techniques, is probably the
best example of this experimentation. In other words, the collation of rondeaux, the Ludus Paschalis, and the Jeu d’Adam in the first fascicle of our
codex, is not surprising. All three of them belonged to the festive practices
of a large secular church.
Two contributions to this volume offer clues about a possible geographic localization of this chapter. Catherine Bougy’s linguistic analysis
shows that the author of the Jeu d’Adam was probably a native of the western regions of continental France (see map, p. 42) and that the AngloNorman traits in the composition appeared during the transmission.
Océane Boudeau’s study of the responsoria of the Jeu d’Adam offers the
most comprehensive inventory yet of French churches that used them.
Searches in archives of these churches, especially those located in western
France, may thus reveal a reference to an Ordo representacionis Ade.130

The Jeu d’Adam: A Monastic or a Secular Play?   33

NOTES
Muir, Liturgy, 118. The Anglo-Norman origin of the author, almost a truism in historiography, is disputed by Catherine Bougy in her study of the language of the play. According to her, the author was a native of western France and
the composition dates from the middle of the twelfth century.
2
Axton, European Drama, 113.
3
Dominguez, Jeu d’Adam, 63.
4
Concerning the history of the manuscript prior to 1716, see Aymard, “Collection,” 72–75.
5
Marichal, “Paléographie latine et française,” provides the best paleographic
analysis of Tours 927. Commenting on the limited participation of one of the two
scribes of the Jeu d’Adam, he indicates, “La brièveté de cette intervention pourrait
surprendre: on a rappelé que le cas est fréquent dans les scriptoria cléricaux” (The
brevity of this intervention may cause surprise: as mentioned, this was common
practice in clerical scriptoria), 378.
6
Gachet, “Six siècles,” 6.
7
Based on the fairly archaic musical notation of fols. 1r–46r, Mary Channen
Caldwell suggests a slightly earlier date, ca. 1225–45. See in this volume, 88 and 96.
8
Hasenohr, “Philologie romane,” (2003) 170.
9
Adam de Suel’s translation of the classic textbook Distiques de Caton, is the
only exception although a meditative reading cannot be excluded: the Distichs are
a collection of proverbial wisdom. If the codex had been assembled in the Middle
Ages, then the presence of this textbook could be an additional clue for its secular
origin; as we will see, in the twelfth/thirteenth century schools were run by secular clergy.
10
The inclusion of 15 Signes, a text that was probably meant for meditative reading, with these three compositions may seem surprising. Nonetheless its
expository form—the Sybil addresses its audience—probably allowed its recitation. Indeed, this characteristic led two editors, Paul Aebischer (Mystère d’Adam),
and Véronique Dominguez (Jeu d’Adam), to suggest—in our view, erroneously—
that the 15 Signes were a constituent part of the Jeu d’Adam.
11
This title is a modern convention. In the manuscript, the composition is
introduced by the title Ordo representacionis Ade.
12
Concerning the continental French origin of the rondeaux, see in Mary
Channen Caldwell’s contribution the section “Pax Galliae: Signals of Place in
Latin Song,” 119–25. The same origin is probable for the Ludus paschalis whose
author was “well acquainted with the liturgical practices of Norman/Angevin
Europe” (in this volume, Norton, 179).
13
Mary Channen Caldwell’s contribution offers a detailed analysis and an
edition of these compositions. Her dissertation “Singing, Dancing, and Rejoicing
in the Round: Latin Sacred Songs with Refrains, circa 1000–1582” offers a global
study of the genre which amounts to close to three hundred examples.
1

34   Christophe Chaguinian

For instance, the first study devoted to them, authored by Yvonne Rokseth,
is entitled “Danses cléricales du XIIIe s.” Concerning the use of these compositions as dances during Easter festivities, see Wright, The Maze and the Warrior,
129–58. In the manuscript Florence, Biblioteca Medicea-Laurenziana, Pluteus
29.1, the minature before the rondeaux section shows dancing clerics.
15
Manuscript F.
16
Three of these compositions, Luto carens et latere, Qui passus est pridie, In
hac die Dei, are also transmitted in manuscripts originating from secular churches.
17
In addition to the Tours Ludus, these are the Origny-Sainte-Benoîte,
Klosterneuburg and Benediktbeuern compositions. All these texts are edited by
Young, Drama, 1:411–50.
18
The intellectual content of the composition suggests a secular origin as
well. According to Michael Norton, (in this volume, 179), its author was “more
attuned to the ways of approaching biblical truths coming from the schools than
from the cloister—more Abelard than Bernard.”
19
Estimate given by Ogden, Staging, 35.
20
Flanigan, “Medieval Latin music-drama,” 22.
21
Certain ecclesiastical dramas were expanded liturgical dramas. This is the
case of Ludi Paschales whose source, the Easter Quem queritis, contains in its brief
est form three exchanges.
22
Petersen, “Danielis Ludus,” 292.
23
Clifford Flanigan presented the concept of dramatic ritual in his article
“The Liturgical Context of the Quem Queritis Trope.”
24
Concerning changes in the perception of dramatic rituals, see Flanigan,
“Fleury Playbook,” 20.
25
In his contribution, Michael Norton argues that the Ludus is not a theatrical work. He interprets it as “musical exegesis” and a “Gospel harmony in representational form.” For our analysis of its institutional origin, the question of its
genre—drama or not—is secondary.
26
Concerning its use in French plays, see Jodogne, “Théâtre,” 5–8.
27
The Beauvais Danielis Ludus concludes with a Te Deum as well and Margot
Fassler rejects its performance during matins: “Just because ‘Te deum Laudamus’
follows a play is no proof at this late date that the work must have been performed
at the close of Matins. By the late twelfth century, the singing of ‘Te Deum’ at the
close of a play was a loosely held convention, which could be altered if situation
demanded.” Fassler, “Feast of Fools,” 98, note 106.
28
Huglo, “Analyse codicologique,” 78.
29
Dronke, Nine Medieval Latin Plays, 195–97.
30
Leclercq, “Monastic Crisis,” 219.
31
Leclercq, “Monastic Crisis,” 217.
32
John of Fécamp, quoted by Leclercq, “Monastic Crisis,” 223.
33
Leclercq, “Monastic Crisis,” 235. It is necessary to distinguish between
French and German monasticism. German monasteries were more open to the
14

The Jeu d’Adam: A Monastic or a Secular Play?   35

world and did not shun laity. See Jestyce, “German Benedictine Reform.”
34
While this overall evolution is undeniable, exceptions certainly exist. For
example, in his chronicle of Saint-Martial de Limoges, Bernard Itier indicates that
a Hellmouth was purchased in 1212, “In natale apostolorum P(etri)et P(auli),
infernus artificiose compositus missus est in monasterio, cujus sumptus fuerunt
DCCC solidorum. Conventus dedit C solidos” (On the birth date of the apostles
Peter and Paul, an artfully-made Hellmouth was sent to the monastery, whose purchase amounted to 800 solidi. The monastery gave 100 solidi). Itier, Chronique,
42; in 1217 the Hellmouth was moved to another spot, “2a die mensis aprilis,
infernus ponitur ubi nunc cernitur” (on the second day of April, the Hellmouth
was moved to where it can now be seen), ibid., 53. Since this prop was not used in
liturgical dramas, it appears that some other types of dramatic performances were
taking place at Saint-Martial during the thirteenth century. Could the Hellmouth
have been used for the performance of the famous Saint-Martial Sponsus? At the
end of that composition, the Foolish Virgins were dragged into Hell: “modo
accipiant eas demones et precipitentur in infernum” (Now let demons take them,
and let them be hurled into hell). Dronke, Nine Medieval Latin Plays, 20. If it
were the case, then the eleventh-century Sponsus may have been regularly staged
at the monastery for over two centuries. Let us stress the fact that Saint-Martial,
as one the most famous European artistic centers in the Middle Ages, is by no
means representative of French monasticism in general.
35
Tydeman, Medieval European Stage, 166.
36
Tydeman, Medieval European Stage, 114.
37
Tydeman, Medieval European Stage, 114.
38
See note 63.
39
Madignier, Chanoines, 29.
40
Pycke, Sons, couleurs, odeurs, 126.
41
Wright, Music and Ceremony, 19.
42
Wright, Music and Ceremony, 20–21. Upon joining, usually at the age of
eight, Notre-Dame as a choirboy, a young cleric could hope to climb all these
rungs and end his career as a canon of Saint Aignan.
43
Madignier, Chanoines, 63.
44
Davril, and Palazzo, Vie des moines, 66–67.
45
Pacaut, “Formation du réseau clunisien.” In his book, Les Ordres monastiques et religieux au Moyen Age, 89, he states that by “la fin du XIe siècle, la communauté clunisienne compte de 10 à 12000 moines et novices” (the end of the
eleventh century, the Cluniac community was made up of ten to twelve thousand
monks and novices).
46
From the twelfth century on, the numbers of the Cluniac order decreased
dramatically: “L’étonnante propagation de l’ordre de Cîteaux et la création des
ordres mendiants eurent pour conséquence une diminution notable dans le personnel des anciens monastères bénédictins, dont le recrutement fut de plus en
plus influencé par des considérations d’ordre temporel” (The surprising success of

36   Christophe Chaguinian

the Cistercian order and the creation of the mendicant orders resulted in a notable reduction of the personnel of the old Benedictine monasteries, the recruitment for which was increasingly influenced by temporal factors). Berlière, “Écoles
claustrales,” 566.
47
“The Cistercian and Carthusian orders may definitely be regarded as hostile to any such extra-liturgical compositions as plays,” writes Edith Armstrong
Wright, Dissemination of Liturgical Drama, 11. The exceptions are extremely rare
and late in date (see a German fourteenth century example in Michael Norton’s
contribution). This austere order rejected art—their churches were not decorated—since St. Bernard thought that decorations were a distraction that interfered with meditation.
48
We saw that German monasticism differed from its French counterpart in
some aspects. This applies to schools as well. While “en France et dans les pays
où l’influence clunisienne fut prépondérante, les écoles claustrales externes furent
abandonnées” (in France and in the areas where Cluniac influence was paramount, external schools were abandoned), it was not the case in other regions,
“par exemple en Bavière et en Autriche, où la discipline se maintint dans un état
généralement bon jusque dans le cours du XIVe siècle” (for example, in Bavaria
and in Austria where discipline remained generally good into the fourteenth century). Berlière, “Écoles claustrales,” 565.
49
Guibert of Nogent, Autobiography, 21.
50
Lawrence, Medieval Monasticism, 152.
51
Delhaye, “Organisation scolaire,” 17.
52
This is not to say that some monasteries did not remain active intellectual
centers.
53
Delhaye, “Organisation scolaire,” 36.
54
Edwards, “Dynamic Qualities,” 48.
55
Wright, Music and Ceremony, 167.
56
Edwards, “Dynamic Qualities,” 41.
57
Edwards, “Dynamic Qualities,” 41.
58
Wright, Music and Ceremony, 168.
59
Chesnel, “Maîtrises capitulaires et monastiques.”
60
Dronke, Nine Medieval Latin Plays, 120.
61
Historians of theater often state that professional actors appeared late in
medieval Europe, as a result of urban renaissance. It is probably true of secular
performers. But if we define actors as individuals able, for professional purposes,
to express themselves physically and vocally, possessing musical training and the
ability to memorize, feeling at ease in front of an audience, etc., then clerics of
large chapters were indeed actors; otherwise ambitious ecclesiastical dramas could
simply not have been staged.
62
This does not mean that the students, clerics in training, were the only
performers. Large ecclesiastical dramas probably required the participation of all the
clergy of a church—even though, as professional musicians, the ministri inferiores

The Jeu d’Adam: A Monastic or a Secular Play?   37

certainly had the lion’s share—since students were not very numerous. For instance,
we saw that at Notre-Dame of Paris, there were, approximately, ten choirboys.
63
“Cogor hic reminisci propriae stultitiae in amaritudine animae meae dolens
et poenitens, quod non semel talibus insaniis non solum interfui; sed etiam praefui utpote Magister scolarum et doctor juvenum, quibus ad istas vanitates non
solummodo frenum laxavi, sed etiam stimulum addidi pro affectu stultitiae, quo
tunc infectus eram, et in quo supra multos coaetaneos meos profeceram” (I am
forced here to remember my own folly, feeling bitter pain and making amends
in my soul, because, more than once, I not only participated in such follies but
was even in charge of them in my capacity of master of students and leader of the
youngsters; not only did I give them free reign in these vanities but I even stimulated them under the influence of my folly which, then, infected me and in which
I surpassed many of my peers). Clopper, Drama, Play and Game, 46, note 55.
64
Ferrand, “Théâtre des collèges,” 2.
65
Ferrand, “Théâtre des collèges,” 2.
66
Ferrand, “Théâtre des collèges,” 2.
67
The first evidence of theatrical practices in French colleges dates back to
the beginning of the fourteenth century. For instance, the 1315 statutes of the
college of Navarre forbid students “tout jeu déshonnête aux fêtes de saint Nicolas
et de sainte Catherine” (any dishonest play on the Feasts of St. Nicholas and St.
Katherine). Petit de Julleville, Comédiens, 296.
68
Ferrand, “Théâtre des collèges,” 3.
69
Ferrand, “Théâtre des collèges,” 5.
70
Lavéant, “Pièces de l’Avent,” 264.
71
Lavéant, “Pièces de l’Avent,” 243.
72
Petit de Julleville, Comédiens, 294. Theatrical activities are documented in
Parisian colleges throughout all of the Christmas season. “Après les réjouissances
de Noël s’ouvrait un autre cycle festif de douze jours qui commençait dès le 26
décembre avec la fête de saint Etienne. On sait que les étudiants y prenaient part,
comme spectateurs au moins, grâce à la condamnation sans appel que l’on peut
lire dans le De corrupti … de Maturin Cordier. Le professeur de Navarre réprouve
fermement les danses, parades et autres ‘spectacula’ que l’on donne alors. Venait
ensuite un ensemble de festivités dont la fête des Innocents qui se confond à certains égards avec la fête des fous. Cette dernière durait jusqu’au 5 janvier. Célébrée, à l’origine, par les jeunes clercs des chapitres cathédraux, elle a pu être adoptée, aussi, par les écoliers de l’Université […] la fête de l’Epiphanie (ou Regalia),
qui marque la fin du cycle des douze jours et annonce les festivités carnavalesques,
demeura la principale occasion de jouer du théâtre, pour les étudiants parisiens,
et ce pendant plusieurs décennies” (The Christmas festivities were followed by
a festive cycle of twelve days that began on 26 December with the Feast of St.
Stephen. We know that students participated in it, at least as spectators, because
of the emphatic condemnation that we find in Maturin Cordier’s De corrupti …
The [College of ] Navarre professor strictly condemns the dances, parades and

38   Christophe Chaguinian

other “spectacula” that were performed on that day. Ensued a group of festivities
among which the feast of the Holy Innocents that, in some respects, coincides
with the Feast of Fools. The latter lasted until 5 January. Celebrated, originally, by
the young clerics of cathedral chapters, it may have been adopted, by university
students […] the Feast of Epiphany [or Regalia], that signals the end of the twelve
days cycle and introduces the carnival festivities, remained for the Parisian students, for several decades, the main occasion to perform plays); Ferrand, Théâtre
des collèges parisiens, 120–21. We indicated that spectacles were common in late
Middle Ages colleges on the feasts of St. Nicholas and St. Katherine, patron saints
of students. But several centuries before that, their feasts were already the occasion
of school performances. For instance, the St. Nicholas miracles from Hildesheim
cathedral date back to the eleventh century while the Dunstable Ludus de sancta
Katerina dates from the beginning of the twelfth century (Dronke, Nine Medieval
Latin Plays, xix and 52–79).
73
Muir, Liturgy, 44–45.
74
Noomen, “Étude descriptive et analytique,” 190.
75
Sepet, Prophètes, 129.
76
Cohen, Histoire de la mise en scène, 52.
77
All quotations from the Jeu d’Adam are from our edition, Chaguinian, Jeu
d’Adam.
78
Muir, Liturgy, 27.
79
About representations of churches by means of scenery, see Rousse, “Du
clerc au jongleur,” 139.
80
In Filius Getronis, “Sitque ab orientali parte ciuitatis Excorande ecclesia
Sancti Nicholai, in qua puer rapietur” (The church of St. Nicholas, from which
the child will be abducted, must be to the east of the city of Excoranda). Young,
Drama, 2:351. In the Miracle de Théophile, “Ici se repent Theophiles, et vient a
une chapele de Nostre Dame et dist” (Here Theophile repents and comes to a chapel of St. Mary and says); Rutebeuf, Miracle de Théophile, 64.
81
Bevington, “Staging of Liturgical Drama.”
82
Young, Drama, 2:84–92.
83
Young, Drama, 2:103–9.
84
Dronke, Nine Medieval Latin Plays, 24–51.
85
In addition to these three episodes, the Benediktbeuern Christmas composition contained an Ordo prophetarum. See Young, Drama, 2:172–96.
86
Dominguez, Jeu d’Adam, 151–152.
87
Young, Drama, 2:53–58.
88
Dronke, Nine Medieval Latin Plays, 185–237.
89
Young, Drama, 2:68–74.
90
“Our play is not a collection of three distinct playlets, composed by different guilds, but one author’s poetic development of the material in two different
liturgies for different days of the Church’s year”; van Emden, Jeu d’Adam, iv.
91
Young, Drama, 2:211–19.

The Jeu d’Adam: A Monastic or a Secular Play?   39

Young, Drama, 2:276–90.
Young, Drama, 2:337–43.
94
Smoldon, Music of Medieval Church Drama, 334–34.
95
Cazal, Voix du peuple, 179–81.
96
Dronke, Nine Medieval Latin Plays, 112.
97
Dronke, Nine Medieval Latin Plays, xx.
98
Petersen, “Danielis Ludus,” 303.
99
Hunt, “Unity of the Play of Adam,” 370.
100
van Emden, Jeu d’Adam, xii.
101
Young, Drama, 2:4.
102
In the Rouen procession of Prophets, played on the feast of the Circumcision (1 January), the prophet Abdias is invited to testify in the following manner,
“Fac, Abdia, preconia uenturi Salvatoris” (Praise, Abdia, the Savior to come). He
replies, “Et in monte Syin saluacio erit” (And on the mount Sion salvation will
take place); Young, Drama, 2:160.
103
Young, Drama, 2:542.
104
Woolf, English Mystery Plays, 56.
105
Sepet, Prophètes, 84 sqq.
106
Wright, Music and Ceremony, 189–91.
107
Concerning the length of the festival, see Macrobius, Saturnalia, 70–73.
108
Twycross and Carpenter, Masks and Masking, 26.
109
Meslin, Fête des kalendes, 115–18.
110
Jounel, “Sanctoral romain,” 59–88.
111
The desire to counter the New Year festivities is clear in the decision of
the 567 council of Tours to use litanies on 1, 2 and 3 January–hence transforming them into days of penance–despite the fact that the Christmas season (from
Christmas to Epiphany) is a festive period.
112
Fassler, Feast of Fools, 74.
113
Chambers, Medieval Stage, 338–39.
114
Lagueux, Glossing Christmas. The manuscript does not present the Christmas liturgy which was probably transmitted in another volume.
115
Fassler, Feast of Fools, 66–67.
116
Dahhaoui, “Enfant-évêque,” 37.
117
Dahhaoui, “Enfant-évêque,” 36.
118
Dahhaoui, “Attitudes de l’Eglise,” 7.
119
Clopper, Drama, Play and Game, 46.
120
For Max Harris, the Beauvais Danielis Ludus, “like the liturgical feast
itself, was designed as rival attraction to competing Kalends games. Indeed, the
play was able to go one step further than the office of the Circumcision alone. By
devoting the ample resources of the church to the staging of the Play of Daniel,
the ‘young men’ of Beauvais cathedral were […] able to outperform the secular
New Year games.” Harris, Sacred Folly, 116.
121
Gratian’s Decretum lists the various twelfth century days of obligation. See
92

93

40   Christophe Chaguinian

Naz, “Fêtes.”
122
Fassler, “Feast of Fools,” 98.
123
Muir, Liturgy, 25. In her translation of the play, A Twelfth-Century Play
Translated from the Norman-French with an Introduction and Notes, she suggested
a Saturday after Whitsun or the September Ember day. See 162–63.
124
Dronke, Nine Medieval Latin Plays, xxvi.
125
Chamard, Mystère d’Adam, 4.
126
Davidson, “Heaven’s Fragrance.”
127
The originality of its musical and representational practices does not mean
that it was an important intellectual center. For instance, the Beauvais cathedral
which produced the Danielis Ludus is not known for any famous teacher and its
school seems to have simply trained future clerics.
128
See in this volume Mary Channen Caldwell’s chapter, 65–66.
129
See in this volume, Michael Norton’s chapter, 212.
130
See my article “Origine institutionnelle et géographique du Jeu d’Adam”
for a discussion of Sens as a possible origin of the Jeu d’Adam. The archives of the
Nantes cathedral should also be consulted since the strange spelling Mannetica in
the rondeau Sedes apostolica may actually mean Nannetica and refer to that city.
See in this volume Mary Channen Caldwell’s chapter, 123.

