
CHAPTER XVIII 

THE CHURCH AND THE FINE ARTS 

FOR many centuries the Church was the most powerful 
patron and encourager of all the arts and crafts, teach- 
ing its workmen to glorify even the commonest work, 
and training them to seek the highest artistic skill and 
excellence, forasmuch as nothing short of perfection 
was worthy of the worship and service of God. There 
is not a single form of creative work, fashioned by 
art and man’s device,’ which has not been employed 
in the service of the sanctuary, and which has not been 
disciplined there to superb expression. 

Pan’ passu with the development of church building 
itself, in grace and grandeur of design, went its adorn- 
ment without and within. In the early Christian cen- 
turies the exterior of the basilica throughout the Roman 
Empire was of plain brick or stone, wholly unadorned. 
From the very beginning, however, some attempt was 
made at interior decoration. Even the ‘ church-in-the- 
house ’ had paintings on the walls, which were probably 
part of the original domestic adornment ; and when 
it came to be displaced by churches in the basilican 
form, their walls were similarly decorated with paint- 
ings, some of Christian and others of pagan subjects. 
Thus in the original basilican church of St. Clement’s, 
Rome, built by Constantine, the first of three erected 
one above the other over Clement’s private dwelling 
which was itself used for Christian worship, the walls 
were filled with such paintings. Nor were pictures the 
only method of adornment. In  the original church of 
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St. Peter’s, Rome, another of the many churches built 
by Constantine, the double colonnade between the 
nave and the aisles was composed of costly marble 
taken firom pagan temples and other disused buildings. 
As we know that such buildings were extensively de- 
spoiled of their marble columns and facings, it is a fair 
inference that these were largely used for the interior 
enrichment of other churches of the period. 

With the advent of the byzantine style of church 
architecture, every form of byzantine art was lavished 
on interior decoration. The richest and rarest material 
was used, and wrought with exquisite workmanship. 
Great columns of all kinds of precious marble supported 
the central dome, and smaller columns the surrounding 
structure. The capitals of the columns were elaborately 
carved ; the walls up to the springing of the great 
arches were lined with marble plaques ; and all the 
space above was covered with mosaic of glass. This 
eastern magnificence spread to the west, and became 
the fashion in churches of the Roman and Romanesque 
types ; and with the emergence of each successive form 
of church architecture new decorative features were 
used to embellish not only the inside but the out- 
side of the building. Thus rich carving in stone and 
wood, sculpture and statuary, paintings and panelling, 
wrought-iron gates and grills, fittings and furnishings 
of gold and silver and precious stones, Were lavished 
with exquisite taste and skill upon the sacred edifice, 
that nothing be left undone to witness to man’s adora- 
tion of God. 

The men who conceived these marvellous creations 
were endowed not only with artistic taste rising to 
genius, but also with genuine spiritual passion. During 
the period of monastic ascendancy they were clerics ; 
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but from the twelfth century onwards they were chiefly 
laymen, only an occasional architect after that date 
being designated ‘ Frater.’ The men who did the 
actual work, in like manner, were ordinary craftsmen, 
each belonging to his own Mistery and Guild,’ to 
which he was admitted by apprenticeship. The cloister 
ceased to be the only place in which the peaceful arts 
were taught and practised. Guilds of artisans were 
formed in the towns, with rules and traditions of their 
own. There were guilds of masons, carpenters, glaziers, 
smiths and hammermen, workers in precious metals, 
weavers and others, all of which crafts participated in 
the building and adornment of a church, and many 
of which are still represented in Trade Houses and, 
Incorporations. 

So skilled did some of these artisans become that their 
services were sought for far afield. An example of this 
occurs as early as 674, in the building of the church 
of Monkwearmouth (oide Chapter 111), and, as Church 
architecture developed, their fame spread and the 
demand for their services increased. In  the great days 
of church building, from the twelfth century onwards, 
schools of such artificers became so famous that groups 
of them were employed, not only throughout England 
but in Scotland as well, both for ecclesiastical and 
domestic architecture, Not a few ancient buildings 
in both countries still remain, and bear the marks of 
their skill and style. They began by being artisans, 
but there is evidence to indicate that some of them 
and of their pupils became themselves creative artists. 
The more humorous architectural features, such as 
gargoyles, and in particular such grotesques as a face 
with a swollen jaw and a pained expression induced 
by toothache, in the crypt of Glasgow Cathedral, or 
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a pig rampant playing the bagpipes, on the r;dge of 
Melrose Abbey, are quite evidently not stereotyped 
forms, but fancies born of some local and personal 
impression and fashioned into stone by individual 
caprice. 

These humble workers, however, were only following 
afar off in the footsteps of the great masters. How 
many and how great these were may be judged from 
the fact that for about three hundred and fifty years, 
from the middle of the thirteenth to the end of the 
sixteenth century, they comprise almost all the famous 
names in every kind of artistic medium. These were 
centuries of intense religious faith and fervour, when 
a wealthy Church was the most powerful patron of all 
the arts ; and it is not surprising that artistic genius 
should find its encouragement and opportunity in the 
service of the Church, and its inspiration and subject- 
matter in the personalities and incidents of the Christian 
revelation. 

One has only to recall how largely the Incarnation, 
the Crucifixion, the Resurrection, and other scriptural 
scenes and subjects predominate in the works of the great 
masters, to discern the main source at once of their 
inspiration and of their livelihood. Their very names 
shine like stars in the firmament : Giotto, ‘ the father 
of modern painting ’ ; Ghiberti, whose fame is more 
enduring than the bronze in which his finest work was 
wrought ; Masaccio, a mere boy when he died, whose 
frescoes were the models for his successors ; the brothers 
Hubert and Jan Van Eyck, whose great masterpiece, 
‘The Adoration of the Lamb,’ was far in advance of 
any contemporary painting ; Fra Angelico, the painter 
of angels, and his junior contemporary Fra Lippo Lippi, 
who used as models for religious subjects the people he 
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saw about him; Loenardo da Vinci, a many-sided 
genius and the first great figure of the Renaissance; 
Michael Angelo, the greatest of them all, sculptor, 
painter, architect, and engineer ; Albrecht Durer, 
perhaps even greater as an engraver than a painter ; 
Perugino, fellow-student of da Vinci and master of 
Raphael ; Raphael himself, ‘ the prince of painters ’ ; 
Andrea del Sarto, known as ‘ the perfect painter ’ ; 
and the three great Venetian masters, Giorgione the 
pioneer of Renaissance art, whose religious paintings 
are no less famous than those which depicted the joy 
of living ; Titian, who also painted many religious 
pictures, including ‘ The Descent from the Cross,’ but 
who is considered in addition to be one of the greatest 
portrait painters and colourists of all time ; and 
Tintoretto, whose picture of ‘ Paradise,’ in the Palace 
of the Doges, is the largest oil-painting in the world, 
and whose aphorism, ‘ the sea grows ever greater,’ 
reveals his own widening power of artistic perception 
and interpretation, just as his nickname ‘ I1 Furioso ’ 
reflects the speed and frenzy of his creative energy. 

As appears from those names it was mainly in Italy, 
where the Church was wealthiest and most powerful, 
that the fine arts flourished and flowered to such per- 
fection ; but the same influence was at work, though 
to a lesser degree in Flanders, the Netherlands, and 
Germany, while Spain towards the end of the period 
produced in Velasquez and Murillo two religious 
painters of the first rank. Even such a summary view, 
as is here presented, is enough to indicate what a wealth 
of artistic beauty the world owes to the Church. 

This impression is confirmed by the merest selection 
of the works of the great masters. To mention only 
a few at random-Giotto’s frescoes in churches at Assisi, 
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Padua, Florence, and elsewhere ; Ghiberti’s bronze 
gates in the Baptistery at Florence, of which Michael 
Angel0 said that they were ‘ worthy to be the gates 
of Paradise ’ ; Michael Angelo’s paintings on the ceil- 
ing of the Sistine Chapel in Rome, and his tremendous 
and almost terrifying picture of ‘ The Last Judgement,’ 
painted to form the altar-piece of the same chapel; 
Leonardo da Vinci’s world-famous ‘ Last Supper,’ 
painted on the refectory wall of a convent in W a n  ; 
or the stained-glass windows in Milan Cathedral, de- 
picting the story of the Bible from the Garden of Eden 
to the Garden of Gethsemane, and to the garden-tomb 
of Joseph of Arimathea whence Jesus rose from the 
dead-are enough to open the dullest eyes to the 
miracles of art with which these, and hundreds of other 
lesser churches, have been beautified by the world’s 
supreme masters in colour and form. 

All the arts, and in particular those of painting and 
sculpture, were employed by the Church to serve a 
didactic and devotional as well as an aesthetic purpose. 
In days when books and parchments were so largely 
the accomplishment and possession of the clerical orders 
alone, the pictorial arts, as aids to the services of the 
Church, were the principal and most pervasive means 
of popular religious impression and instruction. Paint- 
ings, sculptures, and stained-glass windows were the 
Bible of the common man, in which he could read the 
story of the Divine Revelation from the Creation to 
the vision of the City of God ; and in particular the 
stoory of the Gospels, with Jesus as its central figure 
and the events of His life and ministry as its exhaustless 
theme, culminating in the Incarnation, the Cruci- 
fixion, and the Resurrection and Ascension as the high- 
lights in the story and the focal points of Christian 
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doctrine. The impression made on the popular mind 
by these works of art, and their didactic and devotional 
value for the learned as well as for the unlearned, are 
simply incalculable. 

Still more immediate and personal than the pictorial 
arts, however, for purposes of instruction and devotion, 
was the art of music. Great music demands great 
inspiration, and many will agree with Browning in 
ranking it as the divinest of all the arts. In  his poem 
‘ Abt Vogler,’ he contrasts it with painting and poetry, 
and places it above them as being more untrammelled 
and transcendent than they : 
Ye know why the poems are fair, ye hear how the tale is told. . . . 

But here is the finger of God, a flash of the will that can, 
Existent behind all laws, that made them, and 10, they are ; 

And I know not if, save in this, such gift be allowed to man, 
That out of three sounds he frame, not a fourth sound, but a star. 

Be that as it may, great music not only demands great 
inspiration, but is a source of inspiration second to none 
in its influence on the human mind and spirit. Deriving 
from the worship of the Jewish Church, it formed from 
the beginning a principal part of Christian worship and 
praise; and perhaps it is not surprising that, while 
every trace of Egyptian, Greek, and Roman music has 
been lost, and only fragments of Jewish music remain, 
throughout the Christian centuries to the later days of 
the Renaissance all the great music of the world had 
its source in the Christian Faith, and the Christian 
Church was the nursery and school of all the world’s 
greatest musicians. 

The Temple music of the Jewish Church, from which 
the service of Christian praise originally derived, was 
highly organized and somewhat elaborate in its render- 
ing, though probably simple and even primitive in 
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form. The titles ‘ chief musician,’ ‘ precentor,’ and 
‘ master ,of song ’ would seem to indicate various types 
of leader. Families of Levites, notably those of Asaph 
and Korah, formed regular and official schools of 
music for the Temple services. There were trained 
choirs of men and women, and of young girls and boys ; 
and the vocal music was mainly if not wholly anti- 
phonal-voice answering to voice, male voices to 
female, choir to choir, and procession to procession. 
The music was instrumental as well as vocal, and 
a considerable number of instruments were used, 
sometimes singly and sometimes in combination, 
to accompany or supplement the voices of the 
worshippers. Among those instruments were the 
trumpet and the cornet, the cymbal and the timbre1 
or tambourine, the flute and the pipe, the Psalter 
and the harp, the ‘instrument of ten strings,’ and 
the dulcimer and the organ-the former consisting of 
two pipes and the latter of several. 

The music of the Synagogue, from which the practice 
of the early Church was more immediately derived, 
was also vocal and instrumental though much less 
elaborate ; and the likelihood is that the Christian 
praise of the early Church was also in both kinds. It 
is uncertain whether the ‘psalms and hymns and 
spiritual songs’ of the New Testament Church were 
accompanied; but St. Cecilia, the patron saint of 
music, won her reputation at the beginning of the 
third century, so that even at that early date the cult 
of music was already fairly developed in the Church. 
From the first, Christian praise was antiphonal. It is 
recorded that St. Ignatius, Bishop of Antioch, who 
conversed with the Apostles, set this antiphonal wor- 
ship in order. Pliny the Younger, Governor of Pontus 
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and Bithynia, stated in his letter to the Emperor 
Trajan (c. 110) that it was the practice of Christians 
to ‘sing a hymn Zp turns to Christ as to a god.’ By 
St. Basil’s time the custom was universal throughout 
all the Eastern Churches. The Psalms were the prin- 
cipal subject-matter of this antiphonal singing, ‘ in 
which holy exercise the choir, being divided into two 
parts, mutually answered each other.’ It remains to 
add that this practice has been continued both in the 
Eastern and in the Western Church, in the intoning 
and chanting of Psalms and notably in the Introit, 
of which there are authentic records from the begin- 
ning of the fifth century. 

Among the first outstanding churchmen to give form 
and fresh inspiration to Church music were Bishop 
Ambrose of Milan (340-97)’ to whom we owe the 
Ambrosian chant, and whose Latin hymns, in transla- 
tion, are still in use in modern hymn books, including 

-the Te Deum, the grandest of all the hymns of the 
Latin Church, variously ascribed to him and to St. 
Augustine, at whose christening, according to tradition, 
it was first sung ; and Pope‘ Gregory (540-604), 
after whom the Gregorian chant is named. This form 
of chant quickly spread, and was soon in use in all 
cathedrals and monasteries. Gregorian chants are the 
most famous examples of ancient Church music, and 
side by side with later and more developed forms they 
still retain their ancient dignity and power. 

It was in the monasteries, however, which originated 
about the middle of the fourth century and spread 
rapidly throughout both the Eastern and the Western 
Church, that music was most assiduously practised and 
taught ; and it is to the monks that we owe, as we 
owe SO much else, the earliest steps in its systemization. 
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From them came the beginnings of staff notation, the 
harmonizing of parts, and the introduction of notes of 

. definite length in the writing of music. With many 
of them, as with St. Columba, music was not only a 
pious exercise but a sacred passion ; and the picture 
which we have of him, leading with his beautiful voice 
his trained choir of monks in Iona at their morning and 
evening devotions, must have had its counterpart in 
many another monastery. In  this connection it is 
pertinent to note that the great hymn writers both of 
the Greek and Latin Church were almost without 
exception monks ; and it is hardly possible that the 
wealth of Christian song which they produced should 
not have been furnished with fitting music by their 
brethren. 

For at least ten centuries, from the fourth to the 
fourteenth, all Church music was rendered by the 
officiating clergy. The ordinary congregation had no 
part in it, except to make responses. In the West the. 
services were conducted in Latin, and the Roman 
Church refused to allow the singing of Christian praise 
in the vernacular. This must have had, and did have, 
a cramping effect on the development of Church music. 
Incidentally, it helps to explain how St. Francis, with 
his ‘ merrymen of the I,ord,’ following in the footsteps 
of the troubadours, swept through the villages and 
countrysides of Italy with his revival of religion, sing- 
ing the Faith into the hearts of the people in their 
mother tongue. About the same time the Waldenses 
in France, and later the Flagellants in Germany, and 
the Hussites in Bohemia-all precursors of the Refor- 
mation-established psalm singing in ‘ the vulgar 
tongue ’ as part of their worship. 

The spirit of the Renaissance, and of the Reforma- 
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tion which was its religious side, set free a flood of 
popular and of Christian song. Hymns were set for 
the most part to popular tunes, adapted and improved. 
The first hymn bbok containing melodies set to words 
in the vernacular was published in Bohemia in 1504 ; 
but for nearly a hundred years before that date such 
hymns had been in use in the Bohemian and Moravian 
Church, despite an edict against them in 1415 by the 
Council of Constanz. There were about four hundred 
of them in this first published collection. It was in 
Germany, however, under the inspiration of Luther, 
who was himself a composer of many hymns and hymn 
tunes, that a vigorous impetus was given to Church 
music, notably in the form of the chorale. The chorale 
is a strictly Protestant musical form, to be distinguished 
from the plain-song of the Roman Church, and is 
essentially a psalm tune. At first the melody was in 
the tenor, with a florid accompaniment on the organ ; 
but gradually this form was superseded by a four-part 
harmony, although the older form of unison singing 
with organ accompaniment is still in use. 

The first important collection of chorales, the En&- 
idion or < Sacred Song Book,’ by Luther and Walther, 
was published at Erfurt in 1524 ; and was followed 
during the next four hundred years by Psalters and 
hymn books in rapid succession, too numerous even to 
mention, in every Reformed Church, and in every 
country in which it taught men to praise God in their 
own mother tongue. Thus within a comparatively 
short time every village in Protestant Christendom had 
its choir, and every parish church its body of more or 
less trained singers, with in many cases its organ or 
other instrumental accompaniment, to lead the praise 
of the sanctuary. 
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A summary of the principal art forms in music, in 
their chronological order, shows that, till towards the 
end of the sixteenth century, they sprang out of the 
development of Church praise and were devoted to 
that purpose alone, In short, all musical developments 
to that date were developments in sacred music. The 
earliest form of Church music was the Psalm and Hymn 
tune, sung in the Church of the New Testament. Among 
the hymns of that Church were the Canticles, which came 
in time to receive a distinctive musical setting. The 
Chant, an ancient form of plain-song, was ordered and 
beautified by St. Ambrose and St. Gregory, and has 
been developed for prose-psalm singing, especially in 
the Anglican Church. The Motet, a musical composi- 
tion in harmony to which Scripture words are set, was 
first introduced by Philippe de Vitry, Bishop of Meaw, 
in the thirteenth century. I t  has enlisted the genius 
of almost all great composers of Church music ever 
since, and was the precursor of the Anthem. The Mass, 
which is the supreme act of worship in the Roman 
Church, with its six numbers as well as plain-chant 
portions, shares with the Oratorio the credit of having 
inspired the finest, most elaborate, and most powerful 
of all Church music. Among the earliest to arrange 
music for the Mass were St. Ambrose and St. Gregory, 
whose plain-chants in time became traditional ; but 
with the introduction of counterpoint in the fourteenth 
century a beginning was made in more original and 
ambitious treatment. Since that time every composer 
of eminence, and hosts of lesser musicians, have written 
Masses, so that altogether tens of thousands of these 

' have been produced. Outstanding among a hundred 
world-famous names in this form are those of Pales- 
trina and Bach, Haydn and Mozart, Cherubini and 
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Beethoven, Spohr and von Weber, Schubert and 
Gounod. 

All these are forms of music orginating mainly in the 
Roman Church. With the advent of the Renaissance 
and the Reformation came a development in the art 
of music which gave rise to other forms, both sacred 
and secular, so that its progress became more marked 
and spectacular than that of any of the other arts. 

Earliest and most popular of the new forms was the 
Chorale, of which ‘ Ein Feste Burg,’ both words and 
music composed by Luther, is perhaps the most famous 
of many famous examples. The chorale has influenced 
composers to a remarkable degree. Bach in his .‘ Pas- 
sions,’ Mendelssohn in his Oratorios, Mozart and 
Meyerbeer in their Operas, Wagner and many others 
have founded some of their greatest works on these 
sacred songs of the people. 

The Anthem (corruption of ‘ Antiphon ’), which came 
next in order, was derived from the Motet, and is 
essentially an English production in which English 
composers have predominated and excelled. The 
grandeur and beauty of many anthems, especially of 
the seventeenth and eighteenth centuries, have im- 
mensely enriched the worship not only of the Anglican 
Church but of other Reformed Communions. 

The Oratorio, which at first dealt exclusively with the 
sufferings of our Lord, lent itself to dramatic treat- 
ment; and it was in the musical presentation of 
dramatic and even heroic Biblical scenes and subjects 
that it was elaborated and developed. Its origin was 
contemporary with that of the Opera, which is its 
counterpart in the sphere of secular music. The first 
outstandingly great master in oratorio was Handel, 
followed by others hardly less great in this medium 
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-Haydn and Beethoven, Spohr and Rossini, Mendels- 
sohn and Gounod ; while in Bach, the contemporary 
of Handel, who used the chorale extensively in his 
Passion music, this class of oratorio reached its climax 
and highest development. In this connection it may 
be noted that the perfection which choral-writing has 
achieved is due largely, if not mainly, to the 
oratorio. 

All these are exclusively forms of sacred music, having 
their origin and inspiration in the Church. In addition 
the Concerto, which developed into a wholly secular and 
instrumental form, and out of which grew the more 
elaborate Symphony, appeared first in 1603, in the 
' church concertos ' of Ludovico Viadana, written for 
voices and organ. At the same time the Cantata came 
into being, a much slighter kind of opera or oratorio, 
and contemporaneous with them, While predomi- 
nantly secular, the cantata lends itself equally to the 
treatment of sacred incidents, personalities, and themes ; 
and, except in number, the sacred cantata in all points 
has an equal standing with the secular variety. I t  has 
been, and remains, a popular musical form with the 
most eminent as with the less gifted composers. 

To sum up, until the end of the sixteenth century all 
the great music of the world was sacred music, inspired 
by and written for the Church and its worship. With 
the spread of the Renaissance music took wings, and 
claimed for its sphere the world of secular as well as 
of sacred things. Before that time the only secular 
music which survives was in the form of folk-song and 
dance music ; and even of that much was incorporated 
in psalm and hymn tunes, and particularly in the 
chorale. The madrigal and the glee are both Renais- 
sance forms of development in secular music. But it was 
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the spiritual quickening of the Reformation which gave 
the most powerful impetus to musical development ; 
and even until as late a date as the close of {he eighteenth 
century all the finest music was being written for the 
Church. 

Even the briefest summary of this subject must take 
note of one factor which has had a decisive share in 
the training of musicians and the development of music. 
This was the organ, ‘ the king of instruments,’ which 
has been peculiarly associated throughout the ages with 
the music, of the Church. .Even as early as St. Cecilia’s 
day it was probably used in Christian worship, and 
during succeeding centuries it became increasingly used 
in cathedrals and monasteries for the accompaniment 
of chants. Charlemagne had an organ installed in his 
cathedral at Aix-la-Chapelle. For the last four hun- 
dred years, however, the organ has provided a career 
and an opportunity for almost all the greatest musicians. 
Palestrina was only the first of a long succession of 
kapellmeister, Tallis the earliest of an equally great 
succession of Church organists, and Sebastian Bach one 
of the many Court organists and Masters of the King’s 
Music, who graduated from the stool of a church organ. 

In this connection Bach’s name is epoch-making. 
Most of his music was written for the organ alone, he 
was the founder of the modern technique, and is 
accounted ‘the father of the best school’ of organ- 
playing.’ For more than two hundred years the 
orchestra has gradually come to equal the organ as 
the vehicle of great music ; but during the same period 
the organ has come into use in hundreds of thousands 
of churches throughout the world, is still ‘ the king of 
instruments,’ and is unrivalled for the grandeur and 
moving power with which it discharges its agelong 
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function of lifting heart and voice to the praise and 
glory of God. 

It remains, finally, to consider the influence of the 
Church on the dramatic art. In Greece alone of all 
ancient civilizations drama achieved the distinction of 
a fine art, of which the plays of Aeschylus, Sophocles, 
and Euripides stand pre-eminent. Rome, even with 
such names as Plautus, Terence, and Seneca to her 
credit, added little of importance to dramatic literature ; 
and the Jewish mind, immersed in religious thought, 
with one exception failed to use this form for the ex- 
pression of ‘moral and religious ideas and problems. 
That exception, however, is brilliant and even unique. 
In the Book of Job the Bible contains one of the finest 
of all dramas-in theme, argument, and characteriza- 
tion certainly as profound and powerful as any ever 
penned. 

In the early Christian centuries, save for references 
to the Roman theatre, there is little record of either 
the writing or the acting of plays ; and indeed until 
the beginning of the twelfth century the curtain would 
seem to have fallen upon this form of art. Doubtless 
during that period there was some attempt at dramatic 
presentation, for man is incurably imitative, and drama 
has always had its place even in the games of children. 
The processions and pageants of the Church, too, must 
to some extent have at once filled the blank and fostered 
the instinct. Nor can song and story have failed in 
their agelong and traditional function ; and on many 
a dark night of those dark centuries, at many a royal 
court and in many a chieftain’s hall, minstrels and 
bards thrilled their hearers, princes and peasants, nobles 
and serfs, with tales of heroes and monsters, love and 
battle, romance and religion. 
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When the curtain rose again, about 1100, on drama 
properly so-called, the themes were exclusively religious. 
The earliest of these religious plays were called Mysteries, 
and consisted of dramatic presentations of scenes 
connected with the birth, We, and death of Christ, 
prepared by the clergy for the instruction and re- 

Gradually other 
Biblical scenes came to be represented, dialogue and 
music were introduced, and the plays became more 
elaborate. The next step was in the form of the Miracle 
Play, which differed from the Mystery in that it pre- 
sented scenes from the lives and legends of saints, and 
miracles ascribed to them. In course of time the names 
Mystery and Miracle Play came to be used indiscrimi- 
nately for either variety. Finally, Morality Plays or 
Moralities were introduced in the fifteenth century. In  
these the virtues and vices were personified, and the 
powers of good and evil represented as engaged in a 
struggle for the soul of man. 

It became customary to arrange the Mysteries or 
Miracle Plays in Cycles, so as to enact the main events 
from the Creation to the Day of Judgement. Towns 
vied with one another in their presentations, each town 
carehlly preserving its own series and acting it from 
year to year. Thus York had a series or Cycle of forty- 
eight plays, The actors were selected frequently from 
the various trade guilds, each guild becoming respon- 
sible for some one play, and through much practice the 
akting in many cases was excellent. 

Towards the close of the sixteenth century the 
Renaissance had given a powerful impulse to this as 
to other forms of art, and drama had entered upon its 
modern phase. In  this country it produced the Eliza- 
bethan dramatists, the most brilliant group of play- 
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wrights that any country in a single period has ever 
known. In other countries its influence was hardly less 
powerful, as is testified by the names of Corneille, 
Molikre and Racine in France, and those of De Rueda 
and De Vega in Spain. 

It is doubtful, however, whether even the quickening 
of the Renaissance would have produced such an 
effiorescence of the dramatic art if the ground had not 
been prepared and the seeds sown by the training given 
and the enthusiasm aroused by religious drama. Many 
of the early Spanish dramas, for example, were of a 
religious nature ; and it was from these that Spanish 
dramatic art in its later developments derived its 
distinctive character and charm. In  England the 
evidence of this praeparatio dramcztica, if less direct, is 
even more cdmpelling. There, during the sixteenth 
century, religious drama had the widest possible vogue 
and was highly organized ; and it is hardly possible 
to conceive that the popular and passionate enthusiasm 
aroused by purely religious plays had not a quickening 
effect upon the secular dramatists of the Elizabethan 
age. Their influence may even be traced to at least 
one dramatic writer of a very different school half a 
century later. Morality plays, with their characters 
representing the eternal conflict between good and 
evil, were widely acted in England far into the seven- 
teenth century ; and it is no far-fetched fancy to 
suggest that Bunyan’s characters in the Pilgrim’s Progress, 
and particularly in the Hob War, may have had their 
prototypes in them, as well as among his neighbours 
in Elstow parish and Bedford town. 

In many Roman Catholic countries mystery and 
morality plays are still being performed, and in one 
instance at least they have achieved a world-wide 
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reputation and a lasting fame. They put forth their 
finest flower in the Passion Play of Ober-Ammergau, 
whose presentation became a world-event, to which 
multitudes flocked from all Christendom over a period 
of three hundred years. Its revival will be a land- 
mark in the recovery of Europe from the passions and 
devastations of war. 

It was in the purely musical form of the oratorio, 
of course, that drama in the Church found its noblest 
form and expression ; but the religious plays which 
for centuries were performed in every parish and parish 
church in Christendom, simple and primitive though 
they were, fulfilled a larger purpose than either their 
promoters or their participants had in view. For cen- 
turies religious drama was the only form of drama in the 
western world, and not only served to make Christian 
fact and truth and behaviour living realities, but fostered 
and educated a deep-rooted human instinct, whose 
development gave wings. to the imagination and a 
forward impulse to the liberation of the spirit of man. 

So it may be claimed that the Church made a notable 
contribution to drama, as to all the other fine arts. 
The share which parish and parish church contributed 
may have been subsidiary, but it was indispensable. 
In  no field is there to be found a more striking and 
literal illustration of the aphorism that ‘all art must 
be parochial before it can become universal.’ 


