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Chapter 1 

 

Overview 

Tables and Figures 

 

 

TABLE 1.1 Number of schools in the study, by country A - Z 

 

Country (Modern) No. of Schools 

Argentina 1 
Austria 33 
Belgium 23 
Czech Republic 7 
Denmark 1 
France 19 
Germany 63 
Ireland 1 
Italy 6 
Lithuania 1 
Luxembourg 1 
The Netherlands 1 
Portugal 2 
Romania 1 
Spain 5 
Switzerland 4 

Total: 169 
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TABLE 1.2 Archives and materials consulted, by country and city A - Z 

 

Country City Archive Documents/ 
Collections 

Source  
ID* 

Austria Admont Bibliothek Steiermark Admont - 
Benediktinerstift 1 23 

 Augsburg Universität Augsburg, Oettingen-
Wallerstein Bibliothek 152 16 

 Vienna Österreichishe Nationalbibliothek 36 17 
     
Belgium Antwerp Collége Notre Dame, Bibliothèque 3 11 
 Antwerp Stadsbibliotheek Antwerpen 6 21 
 Brussels Bibliothèque Royale Albert 1.er 180 8 

 Brussels Provincia Belgicæ Meridionalis 
(Bollardists) 2 35 

 Gent Augustijnklooster Archief 3 34 
 Gent Universiteit Gent, Centraal Bibliotheek 77 5 

 Leuven Katholieke Universiteit van Leuven 
Bibliotheek 12 7 

 Liège Université de Liège, Bibliothèque 21 27 
 Tournai Bibliotheque de Seminaire Tournai 1 36 
     
Germany Aachen Stadtbibliothek Aachen 1 22 
 Munich Bayerische Staatsbibiliothek 8 15 
 Ottobeuren Benediktinerabtei Ottobeuren, Bibliothek 1 6 
 Trier Stadtarchiv/Stadtbibliothek Trier 1 20 
     
United 
Kingdom Cambridge Cambridge University Library 2 10 

 Hurst Green Stonyhurst College Library 36 24 
 London British Library 123 9 
     
United 
States Boston University of Harvard, Houghton Library 38 14 

  New York The Morgan Library and Museum 1 25 
  Total: 705  

 

* Source ID number in the Catholic School Theatre Database (CSTD) 
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TABLE 1.3 Primary source materials, by type of material and medium 

 

Document Type No. Documents 
Dramatic Text Printed 132 
  MS 92 
 Total: 224 
   
Programme Printed 1,178 
  MS 6 
 Total: 1,184 
   
Music Printed 42 
  MS 33 
 Total: 75 
  Grand Total: 1,483 

 

 

TABLE 1.4 Schools in the study, by country and city (A – Z) 

 

Country (Modern) School City (Modern) Affiliation* School ID† 

Argentina  [Argentina] SJ 137 
    
Austria  Aachen SJ 8 
 Admont SJ 4 
 Andech OSB; SJ 18; 17 
 Feldkirch SJ 46 
 Garsten OSB 180 
 Göttwig OSB 181 
 Graz  SJ 56 
 Hall SJ 57 
 Heiligenkreuz OSB 175 
 Heiligenstadt SJ 199 
 Innsbruck  OSB; SJ 61 & 62; 60 
 Judenburg SJ 216 
 Klagenfurt  SJ 65 
 Krems an der Donau SJ 211 
 Kremsmünster OSB 176 
 Leoben SJ 72 
 Linz  SJ 76 
 Mehrerau OSB 84 
 Melk OSB 182 
 Michaelbeuren OSB 177 
 Ossiach OSB 178 
 Rayserl OSB 114 
 Salzburg OSB 124 & 1 
 Seitenstetten OSB 183 
 Vienna  SJ 136 
 Weingarten OSB 169 
 Wiener Neustadt SJ 222 
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(TABLE 1.4 Schools in the study, by country and city (A – Z), continued) 

 

Country (Modern) School City (Modern) Affiliation* School ID† 

Belgium  Aalst/Alost SJ 10 
 Antwerp OSA; SJ 12; 13 & 138 
 Audenarde SJ 139 
 Bruges/Brugge SJ 21 
 Brussels/Bruxelles SJ 24 
 Diest OSA 188 
 Doornik/Tournai SJ 192 
 Gent/Gand OSA; OSB; SJ 52; 54; 53 
 Huy OSB 191 
 Leuven/Louvain OSA 74 
 Luik/Liège SJ 75 
 Maastricht OSB 190 
 Mechelen/Malines SJ 82 
 Menen SJ 85 
 Mons SJ 93 
 Namen/Namur SJ 101 
 Sint-Truiden OSB 129 
 Sint-Omaars/Saint-Omer SJ 131 
 Ieper/Ypres SJ 171 
    
Czech Republic Břno SJ 205 
 Český Krumlov SJ 203 
 Chomutov SJ 202 
 Kuttenberg SJ 68 
 Olmutz SJ 103 
 Prague OSA; SJ 111; 112 
    
Denmark  Brunsgaard SJ 22 
    
France  Agen SJ 5 
 Aix SJ 7 
 Alençon SJ 9 
 Arras SJ 15 
 Brigue SJ 221 
 Caen  SJ 36 
 Chalons-sur-Marne  SJ 27 
 Dijon  SJ 34 
 Dole SJ 37 
 Douai  SJ 140 
 Dunkerque SJ 39 
 Ensisheim SJ 210 
 Haguenau SJ 206 
 La Fléche SJ 69 
 Lyon  SJ 80 
 Molsheim SJ 200 
 Paris  SJ 108 
 Rheims  SJ 185 
 Sélestat SJ 213 
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(TABLE 1.4 Schools in the study, by country and city (A – Z), continued) 

 

Country (Modern) School City (Modern) Affiliation* School ID† 

Germany  Aachen  SJ 3 
 Amberg SJ 11 
 Aschaffenburg SJ 219 
 Augsburg OSB; SJ 184; 16 
 Bamberg SJ 207 
 Bonn SJ 223 
 Bruntrut SJ 23 
 Burghausen SJ 25 
 Celle  OSB 174 
 Cologne SJ 30 
 Constanz OSB; SJ 32; 31 
 Dillingen SJ 35 
 Düren SJ 218 
 Düsseldorf SJ 40 
 Eichstätt SJ 41 
 Ellwangen SJ 43 
 Emmerich SJ 201 
 Erfurt OSA; SJ 187; 226 
 Essen SJ 225 
 Freiberg SJ 47 
 Freiburg im Breisgau SJ 48 
 Freising OSB; SJ 49; 50 
 Fulda SJ 198 
 Hildesheim SJ 58 
 Ingolstadt SJ 59 
 Jülich SJ 63 
 Kempten OSB 64 
 Koblenz SJ 66 
 Koesfeld SJ 67 
 Landsberg SJ 70 
 Landshut SJ 71 
 Mayence SJ 195 
 Meppen SJ 220 
 Mindelheim SJ 87 
 Munich OSB; SJ 2 & 98; 95 
 Münster SJ 100 
 Neuberg SJ 102 
 Neuburg an der Donau SJ 209 
 Neuhaus SJ 204 
 Neuss SJ 212 
 Osnabrück SJ 214 
 Ottobeuren OSA; OSB 105; 104 
 Paderborn  SJ 107 
 Passau SJ 208 
 Regensberg SJ 115 
 Reinburg an der Donau SJ 117 
 Rothenburg SJ 120 
 Rottenbuch OSA 121 
 Rottweil SJ 122 
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(TABLE 1.4 Schools in the study, by country and city (A – Z), continued) 

 

Country (Modern) School City (Modern) Affiliation* School ID† 

(Germany) Rottweil SJ 122 
 Schlettstadt SJ 126 
 Siegen  SJ 128 
 Speyer SJ 196 
 Steyr SJ 215 
 Straubing SJ 132 
 Tegernsee SJ 133 
 Trier  SJ 135 
 Tübingen OSB 179 
 Villingen OSB 167 
 Würzburg SJ 197 
    
Ireland  Kilkenny SJ 186 
    
Italy  Bologna  OSA; SJ 233, 19 
 Braidense SJ 20 
 Goritia SJ 55 
 Messina  SJ 86 
 Rome  SJ 119 
 Trento  SJ 134 
    
Lithuania  Roessel SJ 118 
    
Luxembourg  Luxembourg  SJ 79 
    
The Netherlands  Ravenstein SJ 113 
    
Portugal  Coimbra  SJ 29 
 Lisbon  SJ 77 
    
Romania  Cluj SJ 28 
    
Spain  Córdova SJ 33 
 Madrid  SJ 81 
 Monterey  SJ 94 
 Saragossa  SJ 125 
 Seville  SJ 127 
    
Switzerland  Fribourg SJ 51 
 Lucerne  SJ 78 
 Porrentruy SJ 110 
 Solothurn SJ 130 

Total No. Schools:   166 
 

* Affiliation: OSA (Order of St. Augustine, Augustinians); OSB (Order of St. 

Benedict, Benedictines); SJ (Society of Jesus, Jesuits) 

† School ID number as it appears in the CSTD 
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TABLE 1.5 Augustinian schools in the study, by country and city (A – Z) 

 

Country (Modern) School City (Modern) School ID† 

Belgium Antwerp 12 
 Diest 188 
 Gent/Gand 52 
 Leuven/Louvain 74 
   
Czech Republic Prague 111 
   
Germany Erfurt 187 
 Ottobeuren 105 
 Rottenbuch 121 
  Total No. Schools: 8 

 

† School ID number as it appears in the CSTD 
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TABLE 1.6 Benedictine schools in the study, by country and city (A – Z) 

 

Country (Modern) School City (Modern) School  ID† 

Austria Andech 18 
 Garsten 180 
 Göttwig 181 
 Heiligenkreuz 175 
 Innsbruck  61 & 62 
 Kremsmünster 176 
 Mehrerau 84 
 Melk 182 
 Michaelbeuren 177 
 Ossiach 178 
 Rayserl 114 
 Salzburg 124 & 1 
 Seitenstetten 183 
 Weingarten 169 
   
Belgium Gent/Gand 54 
 Huy 191 
 Maastricht 190 
 Sint-Truiden 129 
   
Germany Augsburg 184 
 Celle  174 
 Constanz 32 
 Freising 49 
 Kempten 64 
 Munich 2 & 98 
 Ottobeuren 104 
 Tübingen 179 
 Villingen 167 
  Total No. Schools: 30 

 

† School ID number as it appears in the CSTD 
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TABLE 1.7 Jesuit schools in the study, by country and city (A – Z) 

 
Country 

(Modern) 
School City  
(Modern) 

School 
ID†  Country 

(Modern) 
School City 
(Modern) 

School 
ID†  Country 

(Modern) 
School City 
(Modern) 

School 
ID† 

Argentina  Argentina 137  (Belgium) Gent/Gand 53  (France) Chalons-sur-Marne  27 
     Ieper/Ypres 171   Dijon  34 
Austria Aachen 8   Luik/Liège 75   Dole 37 
 Admont 4   Mechelen/Malines 82   Douai  140 
 Andech 17   Menen 85   Dunkerque 39 
 Feldkirch 46   Mons 93   Ensisheim 210 
 Graz  56   Namen/Namur 101   Haguenau 206 
 Hall 57   Sint-Omaars/Saint-Omer 131   La Fléche 69 
 Heiligenstadt 199       Lyon  80 
 Innsbruck  60  Czech Republic Břno 205   Molsheim 200 
 Judenburg 216   Český Krumlov 203   Paris  108 
 Klagenfurt  65   Chomutov 202   Rheims  185 
 Krems an der Donau 211   Kuttenberg 68   Sélestat 213 
 Leoben 72   Olmutz 103     
 Linz  76   Prague 112  Germany Aachen  3 
 Vienna  136       Amberg 11 
 Wiener Neustadt 222  Denmark  Brunsgaard 22   Aschaffenburg 219 
         Augsburg 16 
Belgium  Aalst/Alost 10  France  Agen 5   Bamberg 207 
 Antwerp 13 & 138   Aix 7   Bonn 223 
 Audenarde 139   Alençon 9   Bruntrut 23 
 Bruges/Brugge 21   Arras 15   Burghausen 25 
 Brussels/Bruxelles 24   Brigue 221   Cologne 30 
 Doornik/Tournai 192   Caen  36   Constanz 31 
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(TABLE 1.7 Jesuit schools in the study, by country and city (A – Z), continued) 
Country 

(Modern) 
School City  
(Modern) 

School 
ID†  Country 

(Modern) 
School City  
(Modern) 

School 
ID†  Country 

(Modern) 
School City  
(Modern) 

School 
ID† 

(Germany) Dillingen 35  (Germany) Neuss 212  Luxembourg  Luxembourg  79 
 Düren 218   Osnabrück 214     
 Düsseldorf 40   Paderborn  107  Netherlands  Ravenstein 113 
 Eichstätt 41   Passau 208     
 Ellwangen 43   Regensberg 115  Portugal  Coimbra  29 
 Emmerich 201   Reinburg an der Donau 117   Lisbon  77 
 Erfurt 226   Rothenburg 120     
 Essen 225   Rottweil 122  Romania  Cluj 28 
 Freiberg 47   Schlettstadt 126     
 Freiburg im Breisgau 48   Siegen  128  Spain  Córdova 33 
 Freising 50   Speyer 196   Madrid  81 
 Fulda 198   Steyr 215   Monterey  94 
 Hildesheim 58   Straubing 132   Saragossa  125 
 Ingolstadt 59   Tegernsee 133   Seville  127 
 Jülich 63   Trier  135     
 Koblenz 66   Würzburg 197  Switzerland  Fribourg 51 
 Koesfeld 67       Lucerne  78 
 Landsberg 70  Ireland  Kilkenny 186   Porrentruy 110 
 Landshut 71       Solothurn 130 
 Mayence 195  Italy  Bologna  19     
 Meppen 220   Braidense 20     
 Mindelheim 87   Goritia 55     
 Munich 95   Messina  86     
 Münster 100   Rome  119     
 Neuberg 102   Trento  134     
 Neuburg an der Donau 209  Lithuania  Roessel 118     
 Neuhaus 204        Total No. Schools: 131 

† School ID number as it appears in the CSTD 
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TABLE 1.8 Total number of schools in the study, by religious organisation 

 

Religious 
Organisation 

No. of 
Schools 

Augustinian 8 
Benedictine 30 
Jesuit 131 

Total: 169 
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Chapter 2 

 

Benedictine School Theatre, c.1500 – c.1700 

Tables and Figures 

 

 

Benedictine School Theatrical Productions, c.1500–c.1599 

 

 

 

 

Fig. 2.1 Example of a mid-sixteenth-century Benedictine theatrical production, upper 

right quadrant. Pieter Brueghel the Elder, De Matigheid (Temperance), after 1559. 

Sketch. (Courtesy of http://www.chrisdenengelsman.nl/Kunst kolom/Breughel Pieter/ 

Tekeningen/De zeven deugden/De_Matigheid_1560.jpg) 
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TABLE 2.1 Sixteenth-century Benedictine school theatre dataset 

 

Ms. Date Title School CSTD 
ID* 

1516 Grisellis Comedia Gent 1 

1565 Vita seu comoedia divi Stephani Proto Martyris Sint-Truiden 3 

1565 Comedia una Vitam Sancti Trudonis Confessoris Sint-Truiden 2286 

 

* Catholic School Theatre Database (CSTD) Production ID number 

 

 

 

 

 

Fig. 2.2 Frontispiece, Grisellis (Eligius Eucharius, Gent, 1516). Pietro Cruls, 1600, 

BE–Lul Ms.325; CSTD ID 1 
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Fig. 2.3 Frontispiece, Sancti Trudonis (Pietro Cruls, Sint-Truiden, 1565), BE–Lul 

Ms.78B; CSTD ID 2286 

 

 

 

Act I 

Act II 

Act III 

[Act IV] 

[Act V] 

Chorus 

 

Fig. 2.4 MCH production structure model in sixteenth-century Benedictine school 

theatrical productions 
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Fig. 2.5 Concluding summary, Grisellis (Eligius Eucharius, Gent, 1516), copy dated 

and initialled by Pietro Cruls. BE–Lul Ms.325, 49; CSTD 1 
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(a)       (b) 

 

 

Fig. 2.6 Two copies of the final chorus of Sancti Trudonis (Pietro Cruls, Sint-

Truiden), CSTD ID 2286: (a) BE–Lul Ms.78B, 174 (1565) (b) BE–Lul MS 19B, 160 

(1566) 
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Fig. 2.7 Part-books for the concluding chorus of Sancti Trudonis (Pietro Cruls, Sint-

Truiden, 1565) by D. Jóes. Soramtren?, OSB. BE–Lul MS 78B, 174a–176.  
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Fig. 2.8 Part-books for the concluding chorus of Sancti Trudonis (Pietro Cruls, Sint-

Truiden, 1565) by D. Jóes. Soramtren?, OSB. BE–Lul MS 19B, 161a–163.  
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TABLE 2.2 Production forces in sixteenth-century Benedictine school theatre main title 

dramas 

 

Ms Date Title No. of characters CSTD 
ID* 

1516 Grisellis Comedia 19 1 

1565 Vita seu comoedia divi Stephani Proto Martyris 12 3 

1565 Comedia una Vitam Sancti Trudonis Confessoris 14 2286 

 

* CSTD Production ID number 
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Fig. 2.9 Example of stagecraft, actors and musicians in a Benedictine performance. 

Detail, Pieter Brueghel the Elder, De Matigheid, c. 1559. Sketch. Courtesy of http:// 

www.chrisdenengelsman.nl/Kunst kolom/Breughel Pieter/ Tekeningen/De zeven 

deugden/De_Matigheid_1560.jpg) 
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Benedictine School Theatrical Productions, c.1600–c.1700 

 

 

TABLE 2.3 Benedictine schools active in theatre during the seventeenth century, by 

country and city, A–Z 

 

Country (Modern) School City (Modern) No. of 
Productions 

CSTD 
ID* 

Austria Andech  18 
 Garsten  180 
 Göttwig 1 181 
 Heiligenkreuz  175 
 Innsbruck (University)  61 
 Innsbruck  (S. Nicolaus)  62 
 Kremsmünster  176 
 Mehrerau  84 
 Melk  182 
 Michaelbeuren 1 177 
 Ossiach 1 178 
 Rayserl 2 114 
 Salzburg (S. Gall)  1 
 Salzburg (University) 313 124 
 Seitenstetten  183 
 Weingarten  169 
    
Belgium Gent/Gand  54 
 Huy 1 191 
 Maastricht 1 190 
 Sint-Truiden  129 
    
Germany Augsburg 1 184 
 Celle  1 174 
 Constanz  32 
 Freising  49 
 Kempten 1 64 
 Munich (S. Francis) 1 2  
 Munich (S. Georg)  98 
 Ottobeuren 1 104 
 Tübingen 1 179 
 Villingen 1 167 
  Total : 327  

 

* CSTD School ID number 
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TABLE 2.4 Seventeenth-century Benedictine school theatrical productions by century 

quarters 

 

Period Total No. of 
Productions % of Sample 

1600–1624 10 3% 
1625–1649 67 20% 
1650–1674 100 31% 
1675–1700 121 37% 
Undated  29 9% 

Total: 327  
 

 

TABLE 2.5 Distribution of the data by the month of performance for seventeenth-

century Benedictine school theatrical productions 

 

Performance 
Month 

Total No. 
of 

Productions 

% of 
Sample 

January 13 4% 
February 19 6% 
March 12 4% 
April 60 18% 
May 11 3% 
June 4 1% 
July 4 1% 
August 9 3% 
September 23 7% 
October  27 8% 
November 24 7% 
December 71 22% 
Not provided 50 15% 

Total: 327  
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TABLE 2.6 Seventeenth-century Benedictine school theatrical autumn productions 

associated with the distribution of class prizes, by century quarters and month 

 

Period Performance 
Month 

No. of 
Productions 

1600–1624   
 September 1 
 October 4 
 November 2 
 Total: 7 
1625–1649   
 September 1 
 October 3 
 November 15 
 Total: 19 
1650–1674   
 September 5 
 October 14 
 November 5 
 Total: 24 
1675–1700   
 September 16 
 October 6 
 November 2 
 Total: 24 

Grand Total:  52 
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TABLE 2.7 Multiple performances of seventeenth-century Benedictine school 

theatrical productions, by performance year 

 

Performance 
Year 

Performance 
Months 

No. of 
Performances Performance Occasion CSTD 

ID* 

1619 June 2 Unknown 2614 
1624 November  2 Prize distribution 2621 

1626 August, 
September 4 3 Sept., private performance 2622 

1629 October, 
November 5 Prize distribution 2628 

1634 November  2 28 Nov., prize distribution 2637 
1635 November  2 9 Nov. , prize distribution 2639 
1641 November  2 Prize distribution 2649 
1642 November  2 Prize distribution 2651 
1643 November  2 Prize distribution 2655 
1644 November  2 Prize distribution 2661 
1645 November  3 10 Nov., Prize distribution 2665 

1646 October, 
November 3 

2 Oct.: in honor of Erzberzog 
Sigismund. 9 Nov., prize 
distribution 

2669 

1647 November  2 30 Nov., Prize distribution 2673 
1648 October 2 15 Oct., prize distribution 2677 
1648 August 2 18 Aug., Rhetoric class 2676 
1653 April 2 Sepulchrum: Rhetoric class 2698 
1653 April 2 Sepulchrum: Poetry class 2699 

1654 September, 
October 2 

28 Sept.,  consecration of Bishop 
Guidobald Thun; 6 Oct., prize 
distribution 

2703 

1656 September 2 Prize distribution 181 
1667 November  2 Prize distribution 2744 
1677 October 2 Prize distribution 2783 
1681 December 2 Christmas season: Rhetoric class 2802 
1682 October 2 ‘Jubilaum der Salzburger Kirche’ 2804 
1684 December 2 Christmas season: Poetry class 2813 
1687 September 2 Prize distribution 380 
1688 December 2 Prize distribution 2834 
1694 September 2 Prize distribution 436 
1697 July 2 Special occasion 463 
1697 September 2 Prize distribution 461 
1698 September 2 Prize distribution 469 

 Total No. of Productions:      30 

* CSTD Production ID number
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Fig. 2.10 Frontispiece, Doctore Scientiae (University of Salzburg, October, 1623). 

Reproduced from Heiner Boberski, Das Theater der Benediktiner an der Alten 

Universität Salzburg (1617–1778) Theatregeschichte Österreichs VI:1 (Vienna: 

Österreichischen Akademie der Wissenschaften, 1978): 39; CSTD ID 2617 
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Fig. 2.11 Frontispiece, Metamorphosis Bucephali (University of Salzburg, February?, 

1685). Reproduced from Heiner Boberski, Das Theater der Benediktiner an der Alten 

Universität Salzburg (1617–1778) Theatregeschichte Österreichs VI:1 (Vienna: 

Österreichischen Akademie der Wissenschaften, 1978): 67; CSTD ID 2814 
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Trias 
Divorum Martyrum Romanorum 

BENEDICTI MODESTI, REPARATE; 
comicis honoribus excepta; 

& in ftimulum Christianae virtu- 
tis, etymologicé propofita 

á 
Mufis Sanct-Georgiano Bene- 

dictinis,  
Anno 1699. die 30. Augusti: 

cum 
Eorum Sacrae Reliquae folemn 

ac publicâ pompâ in Monafterium 
S. Georgij, Ord. S. Benedicti 

Villingae, inferrentur 
 
 

Schuldige 
Ehre Begrüffang 

Der 
Drei HH. Rŏmifchen Martyrer 

BENEDICTUS 
MODESTUS 

und 
REPARATA; 
mit welcher 

Sie 
Nach hochfeurlicher Uberbrin, 

gang in das Gotthauss St. Georgen  
St. Benedicti Ordens 

in der loeblichen allzeis Catholifch, Raenserlich-Vorder. Defter-reichischen Statt 
Villingen; von 

Dem Gymnafio bemelten Gotts. 
haufes  

in einem Schaufpihl 
fennd empfangen und umbfangen worden 

Den 30 Augstmonat 
dess 1699 Jahr 

 
Getruckt zu Rottweil 

ben Hilario Fenre 
Anno 1699 

 

Fig. 2.12 The text of the title page for the programme for Trias Divorum Martyrum 

Romanorum (Rayserl, 30 August, 1699). GB–Lbl  RB.23.a.25997, no.1; CSTD ID 

486. 
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ARGVMENTVM 

amus mundi theatro verâ Dei felicitate viduo SS. Felicitatem Viduam & 
Martyrem fub M: Aur: Antonino Imperatore victricem, quae Romae maximè 
crefcit, cùm Filiorum numerus, fub martyrio, Matri Felilcitati decrefcit; 

nunquam tamen felicor Felicitas orbi vixit, quàm cùm mundus infelix Felicitatem 
Gratis orbam vidit. Publius Praefectus hanc Romae invidet, quae invidia fidemel, hâc 
vice felix fuit, dum feptem Filios Felicitatis fuftulit virgis, vt fafces Felicitatis 
triumpho praeirent; fuftibus, quibus caninam Caefaris invidiam ac Poparum abigerent 
feliciores; praecipitio, vt ab altiori cafu ad majorem caelitū felicitatem afcenderent; 
ferro, quo laurus fanguine tinctae rofeo magis purpurarent. Quid mirum? fi jam 
mundo Felicitas nulla foret, cùm coelum hac Felicitate fuam aeternùm auxit. 
 

PROLOGUS 
nima Christiana per muficam inquirit veram huius mundi felicitatem, cui 
Angelus Cuftos quietem & filentium fuader, dum brevi in theatrum Felicitatem 
viduam & M: feptem cum filijs dandam effe revelat. 

 
ACTUS I 

Scena I. Sancta Felicitas docet feptem filios crucis felicitatem, quam vno pectore 
amplectuntur. 
Scena II. Ianuarius natu maximus, cum aliquibus fuorum Fratrum jocos miros facit 
cum Idolo Veneris, quod domi oft endit. 
Scena III. Summam felicitatem ftarek cum pauperie poffe docet vir multus filijs. 
Scena IV. Venus, Mars, Saturnus vltimas moliuntur infidias in S. Felicitatis familiam. 
Scena V.  Manaffar & Pelio thura Dijs ferunt; contrà fulmine illos feriunt Dij, 
reclamant Caefaris Victoriae, & evomunt omne malum. 
Chorus. Anima Christiana iactat fuam inventam felicitatem, totique mundo vulgat. 
 

ACTUS II 
Scena I. Manaffar & Pelio iram Deorum Caefari Antonino pandunt, qui illicet furias 
in S. Felicitatem agit, omniq; vi ad thura litanda Dijs cogere illos decernit. 
Scena II. Dolifax nova ftratagemata in Christianos ad invidiam daemonum excogitat. 
Scena III. Ianuarius, Philippus, Felix audaci ora tela Publij Praefecti promifsis aureis 
minifque illita contemnunt. 
Scena IV.  Mufica nihil fuavius, nil deterius. 
Scena V. Silvanus dum fuam felicitatem cantu monftrat, proditur & vix manibus 
Publij Praefecti elabitur. 
Chorus. Angelus Cuftos per faltum Faunorum, quibus leones, Iupi, vulpes, vrfi cheli 
ludunt, nullam effe mundi felicitatem, Animae Christianae probat.  
 

ACTUS III 
Scena I. Sancta Felicitas territos à Publio filios audit, quorum animofam indolem 
commendat Deo. 
Scena II. Dolifax, vt quofdam Christianos iuvenes melius feduceret, fimulat fe 
Christianiffmum.  
Scena III.  Caefar Antoninus S. Felicitatem ergaftulo adjudicat. 
Scena IV.  A malo corvo malum ovum. 
Scena V.  Filij defolati animantur ad veram Dei Felicitatem à matre in ergaftulo. 
Chorus. Animae fomnianti variae felicitatis fpecies ofteruntur. 

 

D 

A 
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ACTUS IV 
Scena I. Popae nituntur omni confilio S. Felicitatem à fide Chrifti avertere, quae 
faniori mentre conftanter eludit. 
Scena II.  Similis fimili gauder.  
Scena III. Aulici cun Caefari Antonino vnâ fententiâ SS. Felicitatem, & feptem, filios 
morti adiudicant. 
Scena IV.  Variae mundi felicitates infelicem exitum fortiuntur. 
Scena V.  Septem Felicitatis filij inter Echonis Iufus Publio Praefecto lufum in ferium 
cedunt. 
Chorus. Animae de vera Numinis felicitate dubitanti reftimonio Angelus Cuftos 
fuccurrit.  
 

ACTUS V 
Scena I. Caefar Antoninus vltimo in juventutem promifsis pugnat, fed incaffum ideo 
ad palum virgis caedi iubet, vique dum cedat anima. 
Scena II. Mater inter tragicucm fpectaculum ex ergaftulo revocatur, ad fortiter 
morientes pro Chrifto filios. 
Scena III. Mater roborat reliquos ad novum Martyrij genus, qui fpontè tamen Caefari 
infultant. 
Scena IV. Caefar Antoninus Alexandrum ipfa Matre aggreditur, fed cùm furdo canit, 
crudeli praecipitio perire cogitur. 
Scena V.  Furor tandem grandinat in natu minimum & ipfam Felicitatem demetijubet. 
Vah! nefas! 
Chorus.  Anima fibi cum fociis Felicitatem triumphantem, fimulque SS. Felicitati & 
feptem Filiis aeternam gratulatur. 
Distributio Proemiorum 
 
Caefar Antoninus laetatus bonis à felicitate relictis, qui feliciores Mufarum Affleclas 
convocari jubet, & annuum illorum ftudium proemijs compenfat. 
 

NOMINA ACTORUM 
 
Sancta Felicitas. Ioannes Victor Hisperti, Rhetor. 
 Filij. 
Ianuarius. Nicolaus Roth, Rhetor. 
Felix. Iannes Leonardus Compier, Hum. 
Philippus. Ioan. Georgius Geir, Min. Synt. 
Silvanus. Georgius Adamus Sulger, Minor Synt. 
Martialis. Praenobilis Matthaeus à Pfumern, Gram. 
Alexander. Ioan. Cafparus Mader, Minor Syntaxifta 
Vitalis. Ioannes Conradus Roth, Rudimen. 
Antoninus Caefar. Ioan. Georgius Weitkardt, Rhetor. 
[etc.] 
 

Fig. 2.13 The complete Latin text and partial nomina actorum from the printed 

programme for SS. Felicitatis (Munich, 5 September, 1661), GB–Lbl RB. 23. a. 

25998, 2–7; CSTD ID 209 
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Argumentum. 
Habe, Spectator! in nuce Iliadem. Claudit Europa Martio Furori fcenam; nos 
aperimus; eò confultius quidem, quò arctius poftmodum, feliciusque Paci 
occludendam. Ut & fic notae paffim paroemiae a pertiùs fubfcribamus: Nulla falus 
bello, pacem depofcimus omnes.Vale; & fi tibi dulce eft meminiffe laborum; veni, 
vide, memento.  
 

Prologus 
Europae ex inufitata Coeli conftellatione attonitae nunciatur bellum, indeq Pax 
Germaniae nascitura. Ipfa rei feriem gerendae paucis promit. 
 

Actus I 
Pax Amifsa 

 
Scena i 

Mars, evocatô ex inferis Dracone, difcordiae ignem diffeminat; Pacis templum diruit; 
e cujus lapidibus Deucalionicè poft terga jactis fufcitat Belli-Duces. 
 
Perfonae. Mars. Praenob. D. Jo. Ignatius à Pflaumern Logicus. Megara. Jo. 
Guilielnus Sartor Rhetor. Duces & Salii. Jofephus Lan Rhetor, Franc. Jofephus Epple 
Poëta. Antonius Beck Poët. Chriftophorus Kremer Synt. Ephebi. Jofephus Mayr Poët. 
Joannes Beffon Synt. 
 

Scena ii 
Saltu Pyrrhicô velitationem armorum exercent. 
 

Scena iii 
Fama Europae bellum nunciat. 
 
Perfonae. Fama. Josephus Geiffer Rhet. Germania. Joannes Bueler Rhet. Hifpania. 
Jo. Conradus Fauler Poët. Gallia. Laur. Antonius Weiss Rhet. Anglia. Jofephus 
Gietinger Rhet. 
 

Scen[es] iv – vi 
 

Interludium 
Murillus longa deliberatione fufpenfus, militiae dare noman ftatuit: Atriolo mago 
prius in cocnfilium vocato, qui falvus inter bombardarum tonitrua ftare poffit. 
 
Personae. Murillus. D. Dominicus Herbert. Atriolus. D. Christianus Schmucker 
Phyfici. 
 

Scena vii Chorus 
Compaffio Divinae Mifericordiae caufas belli fimulq Christum tribus faggitis in 
Germaniam armatum oftendit.  
 
Personae. Jo. Jacobus Guldin Rhet. 
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Actus II 
Pax Quaefita 

 
Scen[es] i –viii 

 
Scene IX. Chorus. 

Fortuna ftatuam a Gloria honori Ludovici XIV erectam fubruit; in conftantia fua per 
figuras ad vivum depicta.  
 

Actus III 
Pax Reperta 

 
Scen[es] i – iii 

 
Interludium 

Hanfum confilia ex infidiis fubodorata vehementius habent; amovendo igitur perpetuo 
militi (licet in vanum) extreme tentat. 
 
Personae. Hanfus. Jo. Guilielmus Sartor Rhey. Miles. D. Dominicus Hueber Phyficus. 
 

Scen[es] iv – ix 
 

Epilogus 
Dum Artes LL in chorum abeunt; per faltum erigitur Gloriae Imperatoris ftatua: & 
concordi omnium plaufu dantur. 
 
Personae. Gloria Imperat. Jo. Jacob Guldin Rhet. Europa. qui fuprae in Prologo. 
Juftitia. Jofeph Umbhorer Rhet. Pax. Franc. Ant. Breülin Synt. Artes LL Muficae. D. 
Andr. Wolffgangus Vogel D. Henricus Mack D. Jofep. Fendt Logici. Joannes Schmidt 
Laur. Antonius Weifs: Rhetores. Francifcus Werrer, Daniel Ylin: Poetae. Salii. 
Jofephusk Meyer Poet. Jo. Martinus Kremer: Joannes Beffon: Joannes Volz: 
Syntaxistae. Franc. Ant. Bueler: Joannes Menne: Grammatiftae. 
 
Soli Deo Honor, Virgini Matri sine labe Conceptae, cunctisq, coelitibus Gloriae & 
condigna Studiosae Iuventuti pro labore annuo Praemia. 
 

 

Fig. 2.14 Dramatic structure and excerpts from the Latin synopses in the printed 

programme for Pax Europae (Rayserl, 3, 5, September, 1698), GB–Lbl 

RB.23.a.25999, 2–8; CSTD ID 469 
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PROLUSIO 
enius urbis Villinganae, iratos inter nubium fratores & fulgura pene naufragus, 
benignô trium siderum, recèns è coelis emicantium, fulgore recreatus, eluctatur 
ad portum: Ubi Triadem Divorum Benedicti, Modesti ac Reparatae, ternis fub 

aftris delitefcentem, intelligens, Genio Sanct-Georgiano ludos feftivos, in 
tantorum Hofpitum felicem/adventum, indicit. 

 
VORFPIHL 

illingen fo fchon offt in groffen Gefahren gestanden erfreütfich hertzlich der 
Antunfft breven neuen heiligen Stats Befchüsseren: Verlange derowegen von 
fhrem verpflicht und obligierten Sanct-Georgifschen Gymnasio, dass folche mit 

einem Ehren-Spihlbewilltommet werden. 
 

PARS I 
HONORIS COMICI Apparatio DESS EHREN – SPIHLS VORberaitung. 

 
EXHIBITIO I 

Theologia, Gymnasio Sociabus evocatis, accepta Genij Sanct-Georgiani, in rem 
praefentem imperia, difpertitur.  
 

EXHIBITIO II 
Nonnulli pueriliter inter fe de perfonarum distributione difeptant; quam futilem 
pugnam fuî ludibrio cummutat interveniens Simplicius.  
 

EXHIBITIO III 
Haerefis in Duliam exardefcit: eujus fatuos ignes Ecclefiae Genius exfibilat & 
conculcat. 
 

EXHIBITIO IV 
Jupiter, & religui Deaftri Planetae, coelô praecipites acti, melioribus Aftris, Divis 
fcililcet Hofpitibus, locum cedere compelluntur. 
 

CHORVS I 
Theopronaea ter felicis novorum Tutelarium in hanc urbem adventûs caufas 
etymologicè pandit. 
 

PARS II 
HONORIS COMICI Praestatio Schuldige Ehr-Beweifung 

 
EXHIBITIO I 

Theologia Duliana adverfus Haerefin acriter propugnat; quam pervicacitur 
obgannientem in vincula/ compingit. 
 

EXHIBITIO II 
Urbis janitor capere non poteft, quo demum modo, fe prorfus infciö, Trias S. S.  
Hofpitum Villiangam devenerit. 
 

EXHIBITIO III 
Feftiva Trium Divorum Patronorumk Salutatio. 

 

G 

V 
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EXHIBITIO IV 
Janitor, furtivus antè rei fpectator, honorem Divis exhibitum etiam ipfe, repentinâ 
fanctitatis fame ftimulatus, efurit: at experimenta martyrij parùm feliciter fuccedunt. 
 

CHORVS II 
Virtutis Christianae Genius viam ad aedem Honorisk regiam effe docet per templum 
Virtutis. 
 

PARS III 
STIMVLVS CHRISTIAnae Virtutis etymologicus 

 
EXHIBITIO I 

Benedictio Divina, D. Benedicti neo-Patroni juffu profpera quaeque denunciat & 
adpromittit; fe modò virtutes, Sanctorum Comitum Modefti ac Reparatae nominibus 
exprefsae, cordi futurae fint. 
 

EXHIBITIO II 
Modestia, D. Modefti nomine, rudi & incultae pueritiae leges fuas, fecuturae 
Benedictionis prodromas, inculcat. 
 

EXHIBITIO III 
Etiam Alastor ftygius, perfonatus Doctor, Scholam aperit, infelicis patientiae 
magiftram. 
 

EXHIBITIO IV 
Pulcherrimus Sanctorum terni. Quodvultdeus Deusdedit, ae Deogratias, heroicum 
Divae Reparatae nomen explanant; in quo inexhaustum Divinae Benedictionis fontem 
latere teftantur. 
 

CHORVS III 
Genius Sanct-Georgianus ac Villinganus, Domui ac Civitati fuae falutem factam 
animitus gaudent; mox patulo Divorum Trium Neo-Tutelarium Cordi fe fe, 
fuorúmque corda confecrant; à quibus amoris reciproci, ac patrocinij praefentiffimi 
promifsis exhilarantur. 
 

 

Fig. 2.15 The complete Latin text and excerpts from the German text from the printed 

programme for Trias Divorum Martyrum Romanorum (Villingen, 30 August, 1699), 

GB–Lbl RB.23.a.25997, 2–8; CSTD ID 486 
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Fig. 2.16 Seventeenth-century Benedictine school production structural models  

(a) P5MCH; (b) P3MCHIE; and (c) P3PtMCH 
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TABLE 2.8 Composition of the cast for SS. Felicitatis (Munich, 5 September, 1661), 

CSTD ID 209 

 

Character Types (in programme order) No. in Cast 
Sancta Felicitas 1 
Filii 8 
Filii Caesaris 10 
Consiliarii 4 
Chorus (allegorical /mythological) 29 
Ephaebi 9 
Fauni 4 
Instrumentistae 6 
Syrenes 3 
Lictores 5 
Milites, Famuli & turma reliqua Not specified 

Total: 79 
 

 

TABLE 2.9 Musicians and their year in school in the cast list for SS. Felicitatis 

(Munich, 5 September, 1661), CSTD ID 209 

 

Class Vocalists Instrumentalists 
Humanist 6  
Rhetoric 5 4 
Major Syntax 6  
Minor Syntax 10 2 
Grammar 3  
No class identified 2   
Total: 32 6  

 

 

TABLE 2.10 Academic class of the chorus members in Pax Europae (Rayserl, 3, 5, 

September, 1698), CSTD ID 469  

 

Class Vocalists 

Physics (Seminary) 3 
Logic (Seminary) 4 
Poetry 8 
Rhetoric 8 
Syntax 6 
Grammar 2 

Total: 31 
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TABLE 2.11 Dramatic genres of main title dramas in seventeenth-century Benedictine 

school theatrical productions, by century quarters 

 

Year Period Tragedy Comedy Tragi- 
Comedy 

Comi-
Tragedy 

Drama 
Musicum Other* Total 

1600–1624  5 4 0 0 0 0 9 
1625–1649  43 10 1 1 0 3 58 
1650–1674  24 14 1 0 1 19 59 
1675–1699  47 7 0 0 1 6 61 

Total: 119 35 2 1 2 28 187 
 

 * Other main title drama genres include ballets, dialogues and festivals 

 

 

TABLE 2.12 Examples of typical formal divisions in seventeenth-century Benedictine 

school theatre main title dramas 

 

Acts/Parts Title (incipit) Performance 
Year 

CSTD 
ID* 

5 Acts S. Remy 1631 2904 

5 Acts Servatius Octavianus  1647 2903 

5 Acts SS. Felicitatis  1661 209 

3 Acts Pax Europae  1698 469 

3 Parts Trias Divorum Martyrum Romanorum 1699 486 

 

* CSTD Production ID number 
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Prologue 

 
Genius urbis Villinganae, iratos inter nubium fratores & fulgura pene 
naufragus, benignô trium siderum, recèns è coelis emicantium, fulgore 
recreatus, eluctatur ad portum: Ubi Triadem Divorum Benedicti, Modesti ac 
Reparatae, ternis sub astris delitescentem, intelligens, Genio Sanct-Georgiano 
ludos festivos, in tantorum Hospitum felicem adventum, indicit.  

 
Chorus I 

 
Theopronaea ter felicis novorum Tutelarium in hanc urbem adventûs causas 
etymologicè pandit. 
 

Chorus II 
 
Virtutis Christianae Genius viam ad aedem Honorisk regiam esse docet per 
templum Virtutis   
 

Chorus III 
 
Genius Sanct-Georgianus ac Villinganus, Domui ac Civitati suae salutem 
factam animitus gaudent; mox patulo Divorum Trium Neo-Tutelarium Cordi 
se se, suorúmque corda consecrant; à quibus amoris reciproci, ac patrocinii 
praesentissimi promissis exhilarantur.  
 

 

Fig. 2.17 Prologue and choruses, Trias Divorum Martyrum Romanorum (30 August, 

1699), GB–Lbl RB.23.a.25997; CSTD ID 486. 
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Argument 
 

Personae 
 

Prologus 
Fraus et Crudelitas aulam regum turbare contendunt, quibus fe opponunt Amor ac 
Virtus. Verùm ex Aula Macedonica cedere jubet Nemefis, eámque Fraudi confignat. 
 

Act I 
Scenes i – v 

 
Chorus 

Verfutia cum Candore de principatu jaculis contendit, et felici fucceffu coronam ferit. 
Aberrat Candor, ac configitur, quem Juftitia caelo delapfa inter fidera refert. 
 

Act II 
Scenes i – vi 

 
Chorus 

Vmbrae interfectorum à Philippo poenas caedis repofcunt, et calamitem imminentem 
praefagiunt. Captivi et in carcere detenti occifos felices, fe miferos clamant, et 
vindictam à Dijs petunt. 

Act III 
Scenes i – viii 

 
Chorus 

Laetitia et Tranquillitas ad hilaritatem invitat aulicos, et cum ijs Demetrij laudes canit. 
 

Act IV 
Scenes i – vii 

 
Chorus 

Innocentia in fylvas fe abdit, cui Virtus diadema imponere conatur: quod ubi à fe 
amolitur, Tyrannis Terrore flipata per vim rapit. Quam Confcientia preffo pede 
fequitur, nec tamen perfuadet, et fceptra reddat. 
 

Act V 
Scenes i – x 

 

 

Fig. 2.18 Demetrius Philippi Macedonum regis filius (University of Salzburg, 10 

October, 1672), Flemming, 304–362; Boberski, 242; Boberski no. 188; CSTD ID 285 
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TABLE 2.13 Examples of interludia inserted in semi-annual seventeenth-century 

theatrical productions at the University of Salzburg 

 

Year Title Composer Boberski* CSTD 
ID† 

1643 Stoicus et herbarius  61, 62 2655 
1644 Pantomimicus Choreuta et olea  68 2661 
1651 Laetius operariorum observator  103 2689 
1658 Poliphilus et Taxandra  131 2714 
1662 Nictophilus  147 2727 
1665 Haspellus  155 2734 
1670 Oenophilus  179 2758 
1676 Milites in cella vinaria  204 2782 
1678 Plodrius et Plodria  211 2786 
1679 Moriones praeparant sellas Georg Muffat 216 2791 
1679 Parasiti in cella vinaria Georg Muffat 216 2791 
1679 Parmeno Georg Muffat 216 2791 
1681 Septem planetae in cella vinaria  226 2801 
1682 Dalion herbarius Andreas Hofer 229 2804 
1683 Caupo rex  234 2808 
1683 De duobus libertis Caesaris  235 2812 
1685 Fungilus  244 2817 
1685 Tres Iudaei  244 2817 

1686 Opfices ad vinum D. Heinrich Ignaz  
Franz von Biber 249 2822 

1687 Mercator et Charon D. Heinrich Ignaz  
Franz von Biber 256 2826 

1697 Potinus Wolfgang Alexander 
Fellner 303 2871 

1697 Potinus Wolfgang Alexander 
Fellner 304 2869 

1699 Potinus Wolfgang Alexander 
Fellner 311 2880 

 

* Heiner Boberski, Das Theater der Benediktiner an der Alten Universität Salzburg 

(1617–1778) Theatregeschichte Österreichs VI:1 (Vienna: Österreichischen 

Akademie der Wissenschaften, 1978), 219–259. 

 

† CSTD Production ID number 
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TABLE 2.14 Sources of dramatic subjects in seventeenth-century Benedictine school 

theatrical dramatic works, by number of productions, greatest to least 

 

Plot Source Total No. of 
Productions 

Hagiography 54 
Allegory 36 
Fiction 23 
New Testament 17 
History (Catholic Church) 17 
Mythology 16 
Old Testament 14 
History (Ancient Rome) 5 
History (Ancient Greece) 2 
History (Regional) 0 

Total: 184  
 



399 

TABLE 2.15 Sources of dramatic subjects in seventeenth-century Benedictine school theatre main title dramas 

 

Source Tragedy Comedy Drama Musicum Tragi-Comedy Comi-tragedy Other Total 

Allegory 10 12 1   8 31 
Fiction 3 6     9 
Hagiography 47 4  2  1 54 
History (Ancient Greece) 1 1      2 
History (Ancient Rome) 4       4 
History (Catholic Church) 15     1 16 
History (Regional)       0 
Mythology 5 7 1  1  14 
New Testament 10 1    6 17 
Old Testament 13     1 14 
Total: 108 31 2 2 1 17 161 
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TABLE 2.16 Character sources in main title dramas in seventeenth-century Benedictine 

school theatrical productions 

 

Source  Dramatic 
Subject/Character 

No. 
Dramas 

% of 
Sample 

Allegory     
 1 Geographic Regions 8 26% 
 2 Virtues 8 26% 
 3 Christ 3 10% 
 4 Divine Providence 3 10% 
 5 Vices & Sin 3 10% 
  Total: 25 81% 
Fiction     
 1 Stock comic 8 89% 
 2 N/A     
  Total: 8 89% 
Hagiography     
 1 Conrad 6 11% 
 2 St. Rupert 5 9% 
 3 St. Anastasius 3 6% 
 4 Agilbertus 2 4% 
 5 St. Damascen 2 4% 
  Total: 18 33% 
History (Ancient Greece)   
 1 Agamemnon 1 50% 
 2 Atys Croesus 1 50% 
 3 N/A     
  Total: 2 100% 
History (Ancient Rome)   
 1 Julius Caesar 2 50% 
 2 Hortius 1 25% 
 3 N/A     
  Total: 3 75% 
History (Catholic Church)   
 1 Abdolonymous 2 13% 
 2 Ferdinand 2 13% 
 3 Alphonsus of Spain 2 13% 
 4 Alphonsus 2 13% 
 5 Gundeberto 1 6% 
  Total: 9 56% 
History (Regional)    
 1 N/A 1 100% 

  Total: 1 100% 
Mythology     
 1 Apollo 2 14% 
 2 Bacchus 2 14% 
 3 Pandora 2 14% 
 4 Perseus 2 14% 
 5 Achilles 1 7% 
  Total: 9 64% 
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(TABLE 2.16 Character sources in main title dramas in seventeenth-century 

Benedictine school theatrical productions, continued) 

 

Source  Dramatic 
Subject/Character 

No. 
Dramas 

% of 
Sample 

New Testament    
 1 Christ (Birth) 8 47% 
 2 Prodigal Son 2 12% 
 3 Judas Iscariot 2 12% 
 4 Ismeria 1 6% 
 5 Pilate 1 6% 
  Total: 14 82% 
Old Testament     
 1 Jephte 4 29% 
 2 Holofernes 3 21% 
 3 Abraham 1 7% 
 4 Baltasar 1 7% 
 5 Saul 1 7% 

    Total: 10 71% 
 

 

TABLE 2.17 Sources of dramatic subjects seventeenth-century Benedictine school 

theatre interludia 

 

Plot Source Total No. of 
Productions 

Fiction 14 
Allegory 5 
Mythology 2 
History (Catholic Church) 1 
History (Ancient Rome) 1 
Hagiography 1 
Old Testament 0 
New Testament 0 
History (Ancient Greece) 0 
History (Regional) 0 

Total: 24 



 402

TABLE 2.18 Known authors of seventeenth-century Benedictine school dramas 

 

Author Name Number of 
Dramatic Works 

Author 
ID* 

Wolfgang Rinswerger (1658–1721) 32 8 
Otto Aicher (1628–1705) 26 53 
Otto von Guzinger (1641–1672)  26 27 
Vitus Kaltenkrauter (1642–1699) 13 61 
Thomas Weiss (?–1651) 10 62 
Joseph Wallner (?, works 1679–1700) 8 63 
Alexander Hueber (1613–1675) 7 64 
Johann Jakob von Preysing (c. 1618–1645) 7 65 
Virgil Guggenberger (1630–1683) 6 66 
Petrus Hacker (1621 –1686) 6 67 
Ernest Leopold (1623–1689) 6 68 
Odilo Ostermayr (?–1706) 6 11 
Dominik Renner (c. 1634–1691) 6 73 
Ludwig Clavenau (1647–1690) 5 69 
Paris Gille (1622–1701) 5 70 
Edmund Grabman (?, works 1683–1686) 5 71 
Augustin Kendlinger (1647–1701) 5 72 
Andreas Vogt (?–1633) 5 74 
Paul Mezger (1637–1702) 4 75 
Edmund Ruedorfer (1652–1707) 4 81 
Placidus Rauber (1595–1660) 4 76 
Engelmund Alt (?–1721) 3 77 
Benedikt Heffter (?–1685) 3 78 
Benedict Hözl (c. 1649–1690?) 3 79 
Volbert Motzl (c. 1648–1679) 3 80 
Aegidius Ranbeck (1 w/ Thomas Weiss) (1608–1692) 3 88 
Simon Rettenpacher (1634–1706) 3 9 
Bernard Berger (?–1656) 2 82 
Ildefons Hainzl (c. 1648–1712) 2 83 
Willbald Lendlin (1599–1674) 2 84 
Josef Mezger (1635–1683) 2 85 
Alanus Pfeiffer (1669–1773) 2 86 
Aemilian Pirkel (1605–1651) 2 87 
Rupert Stockhamer (1651–1706) 2 89 
Anselm Stör (?, works 1643–1644) 2 90 
Benedikt Bruggmoser (1609–1686) 1 91 
Bonifaz Dax (?–1663)  1 92 
Benedikt Eisenhart (?–1669) 1 93 
Berthold Lidl (?, work 1678) 1 94 
Augustin Mayr (c. 1655–1711) 1 95 
Friedrich Plank (1598–1634) 1 96 
Francesco Maria Raffaelini (?, work 1687) 1 97 
Melchior Ranbeck (w/Thomas Weiss) (?–1629) 1 101 
Ulrich Schwaiger (1609–1673) 1 100 
Placidus Seiz (1671–1736) 1 5 
Ferdinand Wezl (?, work 1631) 1 60 

Total: 241  
* CSTD Author ID number  
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TABLE 2.19 Known composers of dramae musicae, choruses, and interludia in 

seventeenth-century Benedictine school theatrical productions  

 

Composer Name 
No. of 

Compositions 
(Known) 

Composer ID* 

Steffano Bernardi, OSB (c. 1580– 1637?) 2 161 
Heinrich Ignaz Franz von Biber (1644–1704) 20 14 
Matthias Sigismund Biechteler (c. 1670–c. 1744) 2 15 
Thomas Eisenhuet (1644–1702) 1 31 
Wolfgang Alexander Fellner (?–1709) 3 162 
Andreas Hofer, OSB (1629–1684) 8 163 
Georg Muffat (1653–1704) 5 164 
Matthog Pecher (?, work 1690s) 3 190 
Friederich Plank, OSB (1598–1634) 1 165 
Benjamin Ludwig Ramhaufski (?, work 1661–1665) 3 166 
Simon Rettenpacher, OSB (1634–1706) 2 168 
Alphonsus Stadlmayr, OSB (1610–1683) 1 169 
Andreas Vogt, OSB (?–1633) 4 170 
Ferdinand Wezl, OSB (?, work 1631) 1 171 

Total: 56  
 
 

* CSTD Composer ID number 
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Fig. 2.19 Frontispiece, Plutone (Georg Muffat, University of Salzburg, 1687), A-Sfr. 

Boberski no. 259; CSTD ID 2829. Photo courtesy of the Music Archives of the 

Franciscan Monastery in Salzburg through the Institut für Tiroler Musikforschung 

Innsbruck, http://www.musiklandtirol.at/images/rism0805. jpg. 
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Chapter 3   

 

Augustinian School Theatre, c.1500 – c.1700 

Tables and Figures 

 

Augustinian School Theatrical Productions, c.1600–c.1700 

 

 

 

 

Fig. 3.1 Academic prize distribution list, Augustinian college of Antwerp (1631), BE–

Gaa  Antwerp 7.7 
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TABLE 3.1 Seventeenth-century Augustinian school data sample 

 

Country (Modern) City (Modern) No. of 
Productions School ID* 

Belgium  Antwerp  9 52 
 Gent  14 12 
 Leuven  3 74 
 Total: 26  
    

Czcech Republic  Prague  1 111 
 Total: 1  
    

Italy  Bologna  1 233 
 Unknown 7 227 
 Total: 8  
  Grand Total: 35   

 

* CSTD School ID number 

 

 

TABLE 3.2 Seventeenth-century Augustinian school theatrical productions by century 

quarters 

 

Year Period Total No. of 
Productions % of Sample 

1600–1624  1 3% 
1625–1649  3 9% 
1650–1674  5 14% 
1675–1700  26 74% 

Total: 35  
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TABLE 3.3 Distribution of the data by the month of performance for seventeenth-

century Augustinian theatrical productions 

 

Performance 
Month 

Total No. of 
Productions 

January 0 
February 2 
March 0 
April 0 
May 0 
June 1 
July 1 
August 0 
September 14 
October 0 
November 0 
December 1 
Not provided 16 

Total: 35 
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Fig. 3.2 First and last pages of the manuscript for Jonah Propheta (Grammar, Gent, 16 February, 1688) BE–Gug B.G. 6597/9, CSTD ID 382 
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Fig. 3.3 First and last pages of the manuscript for Controversia inter Diem et Noctem (Poetry, Gent, 6 December, 1688?) BE–Gug B.G. 6597/8, 

CSTD ID 383 
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Fig. 3.4 The first and last pages of the manuscript for Convivium Philofsogirûm (Humanities, Gent, n.d., 1683) BE–Gug B.G. 6597/7, CSTD ID 

355
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TABLE 3.4 Multiple performances of seventeenth-century Augustinian school 

theatrical productions, by performance year 

 

Performance 
Year 

Performance 
Month 

No. of 
Performances 

Performance 
Occasion 

CSTD 
ID* 

1671 September 2 Prize distribution 273 
1674 July 2 Unknown 294 
1683 September 2 Prize distribution 356 
1686 September 2 Prize distribution 369 
1688 February 2 Single class 383 
1689 September 2 Prize distribution 393 
1695 September 2 Prize distribution 485 

 Total No. of Productions:     7 
 

* CSTD Production ID number 
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Fig. 3.5 The cast list from the manuscript for Adrianus and Sales (Gent, 1 September, 

1677), BE–Gug B.G. 6597/5, CSTD ID 318
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[P] 

Act I 

I 

Act II 

I 

[Act III] 

I 

[Act IV] 

I 

[Act V] 

[E] 

 

 (b) [P]MI[E] 
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[P]MCHI[E] 

 

Fig. 3.6 Structural models found in seventeenth-century Augustinian school theatre 

production: (a) [P]M[E] (b) [P]MI[E] (c) [P]MCH[E] (d) [P]MCHI[E] 

 

 

TABLE 3.5 Number of examples per production structure model within the 

seventeenth-century Augustinian school theatre data sample 

 

Model Ref.in 
Fig. 3.5 

No. of 
Productions CSTD ID* 

[P]M[E] (a) 3 97, 369, 466 

[P]MCH[E] (b) 2 76, 64 

[P]MI[E] (c) 12 259, 273, 294, 318, 354 & 355, 356,  
382 & 383, 406, 413, 422, 449, 485 

[P]MCHI[E] (d) 2 393, 467 

Unknown  16  

Total:   35   

* CSTD Production ID number 
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TABLE 3.6 The cast list from the manuscript for Adrianus and Sales (Gent, 1 

September, 1677), by student academic class 

 

Academic Class Adrianus 
Cast 

Sales 
Cast 

Poetry 1  
Rhetoric 1  
Syntax II 1  
Syntax I 3 2 
Grammar 6 1 
Figures Major 1  
Figures Minor 2   

Total: 15 3  
 

 

TABLE 3.7 Number of characters in seventeenth-century Augustinian school 

productions, by increments 

 

Cast Size  
(No. of Characters) 

No. of 
Productions 

% of Total 
Sample 

1–4 2 6% 
5–9 7 20% 
10–14 4 11% 
15–19 3 8% 
20–24 2 6% 
25–29 1 3% 
30–34 0 0% 
35–39 1 3% 
40 1 3% 
Unknown 14 40% 

Grand Total: 35   
 

 

TABLE 3.8 Dramatic genres of main title dramas in seventeenth-century Augustinian 

school theatrical productions, by century quarters 

 

Year Period Tragedy Comedy Drama 
Musicum Other* Total 

1600–1624     1 1 
1625–1649  3    3 
1650–1674  4  1  5 
1675–1699  18 2 1 5 26 

Total: 25 2 2 6 35 
 * Other main title drama genres include dialogues, oratorios and passions 
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TABLE 3.9 Formal dramatic structures within a sample of seventeenth-century 

Augustinian college main title dramas 

 

Formal Dramatic 
Structure 

Total No. of 
Productions 

% of 
Sample 

1 Act 1 3% 
   

2 Acts 2 6% 
   

2 Parts 2 6% 
   

3 Acts 10 29% 
   

5 Acts 5 14% 
   

Unknown 15 42% 
 Total: 35   

 

 

TABLE 3.10 Interludia in select seventeenth-century Augustinian school theatrical 

productions, by performance year 

 

 

* CSTD Production ID number 

 

 

Performance 
Year Title (Incipit) Dramatic 

Structure 
CSTD 

ID* 
1668 Die den Heere vreefte sal Benedictie vinden 1 Part 259 
1674 Interludium: Unknown title 2 Parts 294 
1677 Sales 2 Parts 318 
1689 Interludium I: Unknown title 1 Part 393 
1689 Interludium II: Unknown title 1 Part 393 
1689 Interludium III: Unknown title 1 Part 393 
1689 Interludium IV: Unknown title 1 Part 393 
1691 Interludium I: Unknown title 1 Part 406 
1691 Interludium II: Unknown title 1 Part 406 
1691 Interludium III: Unknown title 1 Part 406 
1692 Interludium: Unknown title 4 Parts 413 
1693 Lingua…universitas iniquitatis 4 Parts 422 
1696 Interludium I: Semper avarus eget 1 Part 449 
1696 Interludium II: Divitiae suscitant vixas 1 Part 449 
1696 Interludium III: Lachrymae diluunt crimina 1 Part 449 
1699 Interludium I: Unknown title 1 Part 485 
1699 Interludium II: Unknown title 1 Part 485 
Total No. of Productions  9 
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TABLE 3.11 Sources of dramatic subjects in seventeenth-century Augustinian school 

theatre dramatic works, by number of productions, greatest to least 

 

Plot Source Total No. of 
Productions 

Old Testament 10 
Hagiography 8 
History (Ancient Rome) 3 
History (Ancient Greece) 2 
History (Catholic Church) 2 
Mythology 2 
New Testament 2 
Allegory 1 
History (Regional) 1 
Fiction 0 
Unknown 4 

Total: 35 
 

 

TABLE 3.12 Sources of dramatic subjects in seventeenth-century Augustinian school 

theatre main title dramas, by subject source A–Z 

 

Source Tragedy Comedy Drama Musicum Other* Total 

Allegory 1    1 
Fiction     0 
Hagiography 4 2 2  8 
History (Ancient Greece) 2    2 
History (Ancient Rome) 3    3 
History (Catholic Church) 3    2 
History (Regional)     1 
Mythology 2    2 
New Testament 1   1 2 
Old Testament 6   4 10 
Unknown 4    4 
Total: 26 2 2 5 35 

 

* Other main title drama genres include dialogues, oratorios and passions 
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TABLE 3.13 Character sources in main title dramas in seventeenth-century 

Augustinian school theatrical productions 

 

Source  Dramatic 
Subject/Character 

No. 
Dramas 

% of 
Sample 

Allegory     
 1 Julius Caesar 1 100% 
 2 N/A   
  Total: 1 100% 
Fiction     
 1 N/A     
  Total: N/A  
Hagiography     
 1 Clodoaldus 1 12.5% 
 2 Henry 1 12.5% 
 3 Humber 1 12.5% 
 4 Ludovico I 1 12.5% 
 5 N/A   
  Total: 4 50% 
History (Ancient Greece)   
 1 Adrianus 1 50% 
 2 Archimandrita 1 50% 
 3 N/A     
  Total: 2 100% 
History (Ancient Rome)   
 1 Julius Caesar 1 33.3% 
 2 Tarquinius Superbus 1 33.3% 
 3 Tullus Hostilius 1 33.3% 
 4 N/A    
  Total: 3 100% 
History (Catholic Church)   
 1 Andronicus 1 50% 
 2 Cardinal Deughden 1 50% 
 3 N/A   
  Total: 2 100% 
History (Regional)    
 1 Turckeyn 1 100% 
 2 N/A   

  Total: 1 100% 
     
Mythology     
 1 Bellerophontes 1 50% 
 2 Mars 1 50% 
 3 N/A   
  Total: 2 100% 
    
New Testament    
 1 Christ  1 100% 
 2 N/A   
  Total: 1 100% 
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(TABLE 3.13 Character sources in main title dramas in seventeenth-century 

Augustinian school theatrical productions, continued) 

 

Source  Dramatic 
Subject/Character 

No. 
Dramas 

% of 
Sample 

Old Testament     
 1 Abel 1 10% 
 2 Adam 1 10% 
 3 David 1 10% 
 4 Jonah 1 10% 
 5 Manasses 1 10% 

    Total: 5 50% 
 

 

TABLE 3.14 Identified authors of seventeenth-century Augustinian school theatre 

dramatic works 

 

Author Name No. of  
Dramatic Works 

Author 
ID* 

Joannes Maria Benassai, OSA 1 159 
Thomas Cervioni, OSA 1 161 
Hippolytus Ghezzi, OSA 4 188 
Sebastianus Giacona, OSA 1 164 
Present, illegible 2 22 
Total: 9   

 

* CSTD Author ID number 
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Chapter 4   

 

Jesuit School Theatre, c.1535 – c.1700 

Tables and Figures 

 

 

Jesuit School Theatrical Productions, c.1535–c.1599 

 

TABLE 4.1 Source materials for the sixteenth-century Jesuit school theatre data sample  

 

Document Type Total No. of 
Documents 

Music (Printed) 2 
Programme (Printed) 7 
Text (Printed) 13 
Total: 22 
  
Secondary Reference only 13 

  
Grand Total: 35 

 
 

 

TABLE 4.2 Geographic distribution of the productions within the sixteenth-century 

Jesuit school theatre data sample 

 

School Country 
(Modern) 

No. of 
Productions 

Austria 4 
Belgium 5 
France 1 
Germany  11 
Italy 5 
Romania 1 
Spain 7 
Switzerland 1 
Total: 35 
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TABLE 4.3 Number of theatrical productions by country and school city in the 

sixteenth-century Jesuit school theatre data sample 

 

School Country School City No. of 
Productions 

School 
ID* 

Austria Aachen 1 8 
 Vienna 3 136 
 Total: 4  
    
Belgium Aalst 3 10 
  Tournai 2 192 
 Total: 5  
    
France Arras 1 15 
 Total: 1  
    
Germany Augsburg 1 16 
 Dillingen 1 35 
 Ingolstadt 2 59 
 Koblenz 1 66 
 Munich 6 95 
 Total: 11  
    
Italy Braidense 1 20 
 Rome  4 119 
 Total: 5  
    
Romania Cluj 1 28 
 Total: 1  
    
Spain Córdoba 2 33 
 Madrid 1 81 
 Monterrey 1 94 
 Seville 3 127 
 Total: 7  
    
Switzerland Fribourg 1 51 
 Total: 1  
    
Total No. of Productions: 35   

 

* CSTD School ID number 
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TABLE 4.4 Sixteenth-century Jesuit school theatrical productions, counted by century 

quarters 

 

Period Total No. of 
Productions 

1550–1574 17 
1575–1599 18 

 

 

TABLE 4.5 Performance dates for sixteenth-century Jesuit school theatrical 

productions 

 

Performance 
Year 

Performance 
Month 

Performance 
Day 

CSTD 
ID* 

1555 June 24 1313 
1555 September N/A 1320 
1558 October N/A 1314 
1559 March 26 1329 
1559 July 9 1330 
1564 October 18 1305 
1567 December 8 4 
1568 February 27 1317 
1584 December 17 1316 
1597 July N/A 14 

 

* CSTD Production ID number 
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TABLE 4.6 Performance months for sixteenth-century Jesuit school theatrical 

productions 

 

Performance 
Month 

No. of 
Productions: 

Data 
Sample 

No. of 
Productions: 

Valentin* 

Total No. 
of 

Productions 

% of Total 
Productions 

January   10 10 5% 
February 1 17 18 9% 
March 1 3 4 2% 
April  4 4 2% 
May  3 3 2% 
June 1 7 8 4% 
July 2 12 14 7% 
August  4 4 2% 
September 1 34 35 18% 
October 2 50 52 26% 
November  42 42 21% 
December 2 4 6 3% 
Total: 10 190 200   

 

* Jean-Marie Valentin, Le Théâtre des Jésuites dans les pays de Langue Allemande 

(Stuttgart: Anton Hiersemann, 1983), I:1–48. 

 

 

TABLE 4.7 Evidence of repeat performances in sixteenth-century Jesuit school theatre 

 

Performance 
Year Performance Month Performance 

Day 
No. of 

Performances 

Valentin 
Catalog 

No.* 
1563 September 1 2 26 
1565 Not provided N/A 2 37 
1567 Not provided N/A 3 59 
1576 April & November N/A 2 122 
1583 September & October 26, 27; 1 3 183 
1585 October 27, 28 2 222 
1587 September 9, 17 2 262 
1588 September 25, 29 2 270 
1588 June 22, 23 2 274 
1590 October & November 19; 3 2 297 
1598 February 2, et al. 3 403 
1599 February 17, 18 2 407 

 

* Jean-Marie Valentin, Le Théâtre des Jésuites dans les pays de Langue Allemande 

(Stuttgart: Anton Hiersemann, 1983), I:1–48. 
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Fig. 4.1 Michaelis Archangeli Bavarici (Munich, July, 1597), CSTD ID 13. 

Reproduced from Szarota 3:1, 393–438
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Fig 4.2 S. Benno (Munich, 14 October, 1598), CSTD ID 16. Reproduced from Szarota 

3:2, 1193–1208 
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TABLE 4.8 Examples of the use of concluding choruses in sixteenth-century Jesuit 

school theatrical productions 

 

Performance 
Year Title (Incipit) Prologue Act 

I 
Act 
II 

Act 
III 

Act 
IV 

Act 
V 

CSTD 
ID* 

1563 Lucifer Furens       1304 
1564 Occasio  X   X X 1305 
1565 Charopus  X X X X  1307 
1567 Amphitheatrum X      4 
1568 Samson     X  1317 
1583 Philautus       1306 
1584 Lazarus   X  X  1316 
1597 Crispus  X X X X  12 
1597 Triumphus       13, 14 
1598 S. Benno      X 16 

 

* CSTD Production ID number 

 

 

TABLE 4.9 Examples of sixteenth-century Jesuit school theatrical productions that 

integrate the chorus into the dramatic action 

 

Performance 
Year Title (Incipit) Prologue Act 

I 
Act 
II 

Act 
III 

Act 
IV 

Act 
V 

CSTD 
ID* 

1563 Lucifer Furens       1304 
1564 Occasio       1305 
1565 Charopus       1307 
1567 Amphitheatrum X X     4 
1568 Samson       1317 
1583 Philautus       1306 
1584 Lazarus       1316 
1597 Crispus   X  X X 12 
1597 Triumphus  X X X X X 13, 14 
1598 S. Benno      X 16 

 

* CSTD Production ID number 
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Act I 
 

Act II 
 

II.i Senex Faustae Moderator. Chorus. (Chorus in dialogue) 
 
Senex (incipit):   Dici beatum quempiam vere vetat…. 
Chorus (incipit):   Quos his metus, quas narrat humanas vices?... 
 

II.iii (Chorus concludes the scene) 
 

Chorus (incipit):   Omnia vereri provide, timidi est nimis: 
Nihil vereri provide, stupidi est nimis… 

 
II.iv (Chorus in dialogue) 

 
Chorus (first entrance):  Accurre Roma; Consul en tandem tuus 

Adest Parentis Crispus accitu redux… 
 

Act III 
 

Act IV 
 

IV.i Nuntius and Chorus (Chorus in dialogue) 
 

Nuntius (incipit):   Odvra femper iura famulatus mei?... 
Chorus (first entrance):  Fare quid portas noui?... 
 

IV.v Ablauius. Chorus (Chorus in dialogue) 
 

Ablauius (incipit):  Tybure relicto Confulum notum genus… 
Chorus (first Entrance):  Heu quantas moues 

Romae querelas Ablaui? Crispus tuus 
(Heu vulnus Auiae) Crispus (heu faeuum piae 
Vulnus fororis) Cripus (infelix Soror)… 

 
Act V 

V.i Conftantinus Imp. Crifpus. Praefectus Vrbis cum Iudicibus. Chorus. (Chorus in dialogue) 
 

Conftantinus (incipit):  Quem praefidere rebus humanis Deus… 
Chorus (first entrance) Vitalis effe Ductor infelix nequit 

Res act. Iuuenis praefidij quicquid fuit… 
 

V.ii Ablauius. Eunuchus. Chorus. (Chorus in dialogue) 
 

Ablauius (incipit):  Simulata remoue verba quem fruftra paras… 
Chorus (first entrance):  Ecce alia clades crimen in Faustam redit. 
 
 

V.iv Nuntius alius. Conftantinus Imperator. Chorus. (Chorus in dialogue) 
 

Nuntius (incipit):   O Dira iuffa Regis, o Romae fides… 
Chorus (first entrance):   Patris heu moeror, Patris heu luctus 

Puer infelix: miferande Puer… 
 
 

Fig. 4.3 Integration of the chorus into the dramatic action in the production Crispus 

(Rome, 1597), US–Huh IC6.St322.601.c, CSTD ID 12 
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(d) 

 

Fig. 4.4 Sixteenth-century Jesuit school production structural models: (a) 5M; (b) 

[P]5MCH; (c) 5MCHI; and (d) [P]4MCH[E] 
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TABLE 4.10 Number of examples per production structure model within the sixteenth-

century Jesuit school theatre data sample 

 

Model Ref. in  Fig. 
4.5 

No. of 
Productions CSTD ID* 

5M (a) 3 1304, 1306, 1313 

[P]5MCH (b) 4 13, 16, 1305, 1316 

5MCHI (c) 1 1308/1309 

[P]4MCH[E] (d) 2 4, 1307 
Total:   10   

 

 * CSTD Production ID number 

 

 

TABLE 4.11 Main title dramas within the sixteenth-century Jesuit theatre data sample, 

by dramatic genre 

 

Dramatic Genre No. of Works % of Data 

Comedy 7 18% 
Dialogue 1 3% 
Drama Musicum 1 3% 
Drama Paschale 1 3% 
Tragedy 29 74% 

Total: 39  
 

 

TABLE 4.12 Main title dramas within the sixteenth-century Jesuit theatre data sample, 

by dramatic genre and century quarters 

 

Period Comedy Dialogue Drama 
Musicum 

Drama 
Paschale Tragedy Total 

1550–1574 5 1 0 1 16 22 
1575 –1500 2 0 1 0 13 17 

Total: 7 1 1 1 29 39 
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TABLE 4.13 Formal dramatic structures within a sample of sixteenth-century Jesuit 

school main title dramas 

 

Performance 
Year Title (Incipit) Dramatic 

Genre Acts/Parts CSTD 
ID* 

1565 Charopus Comedy 4 Acts 1307 
1567 S. Elesbaani Tragedy 4 Acts 4 
1555 Acolastus Comedy 5 Acts 1313 
1563 Lucifer Furens  Tragedy 5 Acts 1304 
1564 Occasio Tragedy 5 Acts 1305 
1583 Philautus Comedy 5 Acts 1306 
1584 Lazarus Resuscitatus Tragedy 5 Acts 1316 
1589 Maria Stuarte Tragedy 5 Acts 8 
1597 Michaelis Archangeli Tragedy 5 Acts 13, 14 
1598 S. Benno Tragedy 5 Acts 16 

 Total no of Productions:   10 
 

* CSTD Production ID number 

 

 

TABLE 4.14 Dependent theatrical components within the sixteenth-century Jesuit 

school theatre data sample  

 

Theatrical 
Component 

No. of 
Examples

Prologue 3
Epilogue 1
Chorus 10

Total: 14
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TABLE 4.15 Sources of the dramatic subjects in sixteenth-century Jesuit school 

theatrical productions, by number of dramatic works, greatest to least 

 

Source Dramas % of 
Sample 

Allegory 11 32% 
Old Testament 7 21% 
Hagiography 6 18% 
History (Ancient Rome) 3 9% 
New Testament 3 9% 
Fiction 1 3% 
History (Ancient Greece) 1 3% 
History (Catholic Church) 1 3% 
Mythology 1 3% 
History (Regional) 0 0% 

Total: 34   
 

 

TABLE 4.16 Sources of the dramatic subjects in sixteenth-century Jesuit school theatre 

main title dramas, by dramatic genre 

 

Source Tragedy Comedy Other* Interludium Total 

Allegory 6 3 2  11 
Hagiography 6    6 
History (Ancient Greece) 1    1 
History (Ancient Rome) 1 2   3 
History (Catholic Church) 1    1 
Mythology    1 1 
New Testament 1 1 1  3 
Old Testament 7    7 
Fiction 1    1 
History (Regional)     0 

Total: 24 6 3 1 34 
  
* Other main title drama genres include dialogues, passions and festivals 
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TABLE 4.17 Dramatic subjects in sixteenth-century Jesuit school theatre dramatic 

works, by source, A–Z 

 

Source   Dramatic Subject/Character No. of 
Works 

% of Total 
Sample 

Allegory       
  1 Virtues 4 27% 
  2 Catholic Church/True Religion 3 36% 
  3 Angels 2 18% 
  4 Christ 1 9% 
  5 Souls 1 9% 
    Total: 11 100% 
Hagiography      
  1 Hermenegildus 1 17% 
  2 Mary Stuart 1 17% 
  3 St Augustine 1 17% 
  4 St Benno 1 17% 
  5 St Joseph 1 17% 
    Total: 5 83% 
History (Ancient Greece)       
  1 Philotimus 1 100% 
  2 N/A     
    Total: 1 100% 
History (Ancient Rome)       
  1 Charopus 1 33% 
  2 Crispus 1 33% 
  3 Philautus 1 33% 
  4 N/A     
    Total: 3 100% 
History (Catholic Church)       
  1 Ergastus 1 100% 
  2 N/A     
    Total: 1 100% 
History (Regional) 1 N/A   
     
     
Mythology       
  1 Hercules 1 100% 
  2 N/A     
    Total: 1 100% 
New Testament       
  1 Herod 1 25% 
  2 Prodigal Son 1 25% 
  3 Lazarus 1 25% 
  4 Resurrection 1 25% 
  5 N/A   
    Total: 4 100% 
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(TABLE 4.17 Dramatic subjects in sixteenth-century Jesuit school theatre dramatic 

works, by source, A–Z, continued) 

 

Source   Dramatic Subject/Character No. of 
Works 

% of Total 
Sample 

Old Testament       
  1 Saul 2 40% 
  2 Jephte 1 20% 
  3 Lucifer 1 20% 
  5 Samson 1 20% 
  5 N/A   
    Total: 5 86% 
Fiction      
  1 Euryalus & Nisus (Aeneid) 1 100% 
  2 N/A     
    Total: 1 100% 
 Grand Total:    32 100% 

 

 

 

TABLE 4.18 Religious affiliation and education for authors of select sixteenth-century 

Jesuit school theatrical productions, by author last name, A–Z 

 

Author  Religious 
Affiliation Education 

No. of 
Works in 
Sample 

Pedro Pablo de Acevedo (1522–1572) S.J. Jesuit 8 
Hernando de Avila (1557/8–?) S.J. Jesuit 2 
Jakob Bidermann (1557/8–1639) S.J. Jesuit 1 
Jean de Bordes (1559–1620) S.J. Jesuit 1 
Livinus Brecht (c.1503–c.1560)  Catholic, non-Jesuit 3 
Andreas Fabricius (1520–1581) S.J. Jesuit 1 
Jakob Gretser (1562–1625) S.J. Jesuit 3 
Marcin Łaszcz (c.1551–1615) S.J. Jesuit 1 
Georgius Macropedius (c.1487–1558)  Catholic, non-Jesuit 2 
Bernadino Stefonio (1560–1620) S.J. Jesuit 2 
Miguel Venegas (1531–1589) S.J. Jesuit 1 
Total: 25 
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TABLE 4.19 Authors of select sixteenth-century Jesuit school theatrical productions, 

by author last name, A–Z, and year of performance/publication 

 

Author 
ID 

Author 
Title 

Author 
Name Title incipit CSTD ID 

Total 
No. of 
Works 

40, 58 S.J. Pedro Pablo de Acevedo   8 
    1555 Acolastus  1313   
    1558 Bellum Virtutem et Vitiorum 1314   
  1562 Habita Hispali in festo Corporis Christi 2  
    1563 Lucifer Furens  1304   
    1563 Dialogo de la Penitencia 1315   
    1564 Occasio 1305   
    1565 Charopus 1307   
    1583 Philautus 1306   
            
39 S.J. Hernando de Avila   2 
    1580s San Hermenegildo 1308   
    1580s Hercules 1309   
         
45 S.J. Jakob Bidermann   1 
    1590s Heroides 1311   
            
44 S.J. Jean de Bordes   1 
    1589 Maria Stuarte 8   
            
43   Livinus Brecht   3 
    1555 S. Pelagius Martyr 1320   

    1555, 
1559 Euripus  2917, 2916   

    1559 Nisus 1326   
            
36 S.J. Andreas Fabricius   1 
    1568 Samson 1317   
            
28 S.J. Jakob Gretser   3 
    1580s Augustinus Conversus 1310   
    1584 Lazarus Resuscitatus 1316   
    1593 De Regno Humanitatis 11   
            
20 S.J. Marcin Łaszcz   1 
    1599 Jephte 17   
            
18   Georgius Macropedius   2 
    1559 Patrocinium Sancti Josephi 1327   
    1559 Hecastus 2910, 2918   
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(TABLE 4.19 Authors of select sixteenth-century Jesuit school theatrical productions, 

by author last name, A–Z, and year of performance/publication, continued) 

 

Author 
ID 

Author 
Title 

Author 
Name Title incipit CSTD ID 

Total 
No. of 
Works 

4 S.J. Bernadino Stefonio   2 
   1591 Symphorosa 10   
   1597 Crispus 12   
            
3 S.J. Miguel Venegas   2 
   1559 Saul  1330   
      

Total Dramas: 25 
 

 

Jesuit School Theatrical Productions, c.1600–c.1700 

 

TABLE 4.20 Geographic distributions of the selected seventeenth-century Jesuit school 

theatrical productions 

 

Country 
(Modern) 

Total No. of 
Productions 

Argentina 1 
Austria 61 
Belgium 54 
Czech Republic 3 
Denmark 1 
France 23 
Germany  303 
Ireland 1 
Italy 7 
Lithuania 1 
Switzerland 18 
Not applicable* 13 

Total: 486 
 

* Published dramatic texts available to multiple schools in multiple countries 
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TABLE 4.21 Select seventeenth-century Jesuit school theatrical productions presented 

in alphabetical order modern country and school city 

 

School Country Standardised School Name No. of 
Productions 

School 
ID* 

Argentina    
  Society of Jesus, Argentina 1 137 
  Total: 1   
Austria       
  Society of Jesus, Aachen 2 8 
  Society of Jesus, Feldkirch 2 46 
  Society of Jesus, Graz 1 56 
  Society of Jesus, Hall 11 57 
  Society of Jesus, Innsbruck 12 60 
  Society of Jesus, Klagenfurt 1 65 
  Society of Jesus, Leoben 2 72 
  Society of Jesus, Linz 3 76 
  Society of Jesus, Vienna 20 136 
  Total: 54   
Belgium       
  Society of Jesus,  Aalst 26 10 
  College de Notre Dame, Antwerp 1 13 
  Society of Jesus, Ath 1 14 
  Society of Jesus, Brussels 6 24 
  Society of Jesus, Bruges 3 21 
  Society of Jesus, Dunkerque 1 39 
  Society of Jesus, Gent 2 53 
  Society of Jesus, Liège 4 75 
  Society of Jesus, Namur 1 101 
  Society of Jesus, Mechelen 2 82 
  Society of Jesus, Mons  1 89 
  Society of Jesus, St Omers 2 131 
  Total: 50   
Czech Republic       
  Society of Jesus, Kutná Hora 1 68 
  Society of Jesus, Prague 1 112 
 Total: 2  
Denmark       
  Society of Jesus, Brunsgaard 1 22 
  Total: 1   
France       
  Society of Jesus, Agen 1 5 
  Society of Jesus, Alençon 1 9 
  Society of Jesus, Arras 1 15 
  College Royal de Bourbon  3 7 
  Society of Jesus, Douai 1 140 
  College d'Henri Magnus, La Fléche 8 69 
  Society of Jesus, Lyon 6 80 
  College de Louis-le-Grand, Paris 2 108 
  Total: 23   
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(TABLE 4.21, continued) 

 
School Country Standardised School Name No. of 

Productions 
School 

ID* 
Germany       
  Society of Jesus, Aachen 3 3 
  Society of Jesus, Amberg 9 11 
  Collegio S. Salvator, Augsburg 21 16 
  Society of Jesus, Bruntrut 4 23 
  Society of Jesus, Burghausen 18 25 
  Society of Jesus, Cologne 2 30 
  Society of Jesus, Constanz 18 31 
  Collegio S. Jerome, Dillingen 18 35 
  Society of Jesus, Eichstätt 11 41 
  Society of Jesus, Ellwangen 5 43 
  Society of Jesus, Freiburg im Breisgau 5 48 
  Society of Jesus, Hildesheim 3 58 
  Collegio S. Ignatius, Ingolstadt 40 59 
  Jesuit Marian Congregation, Ingolstadt 1 193 
  Society of Jesus, Jülich 2 63 
  Society of Jesus, Koesfeld 1 67 
  Society of Jesus, Landsberg 23 70 
  Society of Jesus, Landshut 14 71 
  Society of Jesus, Mindelheim 6 87 
  Society of Jesus, Munich 52 95 
  Society of Jesus, Münster 1 100 
  Society of Jesus, Neuberg 11 102 
  Society of Jesus, Paderborn 1 107 
  Collegio S. Paul, Regensburg 20 115 
  Society of Jesus, Rothenburg 2 120 
  Society of Jesus, Siegen 1 128 
  Society of Jesus, Straubing 9 132 
  Society of Jesus, Trier 1 135 
  Total: 302   
Ireland       
  Society of Jesus, Kilkenny 1 186 
  Total: 1   
Italy       
  Society of Jesus, Goritia 1 55 
  Society of Jesus, Rome 5 119 
  Society of Jesus, Trento 1 134 
  Total: 7   
Lithuania       
  Society of Jesus, Roessel 1 118 
  Total: 1   
Switzerland       
  Society of Jesus, Fribourg 2 51 
  Society of Jesus, Lucerne 11 78 
  Society of Jesus, Solothurn 2 130 
  Total: 18   
  Grand Total: 460   

* CSTD School ID 
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TABLE 4.22 Primary source materials examined from seventeenth-century Jesuit 

school theatrical productions  

 

Document Type Total No. of 
Documents 

Music (MS) 11 
Music (Printed) 6 
Programme (Printed) 426 
Text (MS) 13 
Text (Printed) 40 

Total: 496 
  

 

TABLE 4.23 Select seventeenth-century Jesuit school theatrical productions, by 

century quarters 

 

Period Total No. of 
Productions 

1600–1624 48 
1625–1649 84 
1650–1674 151 
1675–1700 185 
Undated  18 

Total: 486 
 
 

TABLE 4.24 Performances of seventeenth-century Jesuit theatrical productions, by the 

month of performance 

 

Performance 
Month 

Total No. 
of 

Productions 

% of 
Sample 

January 2 < 1% 
February 14 3% 
March 2 < 1% 
April 3 1% 
May 8 1% 
June 6 1% 
July 12 2% 
August 12 2% 
September 265 54% 
October  34 7% 
November 8 1% 
December 7 1% 
Not provided 113 24% 

Total: 486  



 453

TABLE 4.25 Number of performances seventeenth-century Jesuit theatrical 

productions received, presented by month of performance, where known 

 

Performance 
Month 

No. of Single 
Performance 
Productions 

No. of 
Multiple 

Performance 
Productions 

No. of 
Productions 

w/o 
Performance 

Date 

Total No. 
of 

Productions 
in Sample 

% of Total 
Productions 

with Multiple 
Performances 

January 1 0 1 2 0% 
February 11 1 2 14 7% 
March 1 0 1 2 0% 
April 1 0 2 3 0% 
May 6 1 1 8 13% 
June 2 1 3 6 17% 
July 8 0 4 12 0% 
August 7 2 3 12 17% 
September 44 196 25 265 74% 
October 17 7 10 34 21% 
November 5 2 1 8 25% 
December 6 0 1 7 0% 
Unknown 0 0 113 113 0% 

Total: 109 210 167 486 43% 
 

 

TABLE 4.26 Seventeenth-century Jesuit theatrical productions counted by the total 

number of performances received  

 

Production  Performances (Confirmed) Period 
1x 2x 3x 4x 

Total No. of 
Productions 

1600–1624 47  1  48 
1625–1649 74 10   84 
1650–1674 73 76 2  151 
1675–1700 65 118   1 185 
Undated     18 
Total: 259 206 3 1 486 

 



 454

TABLE 4.27 Repetition of select main title dramas among Jesuit schools in German-

speaking regions during the early seventeenth-century 

 

Author 
Name Title (Incipit) First 

Performance 
First     

Repetition 
Valentin 
Cat. No.* 

Francesco 
Benci Philotimus Dillingen, 1589 Munich, 1601 279, 465 

Edmund 
Campion Sanctus Ambrosius Prague, 1578 Ingoldstadt, 1601 139, 461 

Gebhard 
Razenrieder Carolus S. Brigittae filius Munich, 1604 Ingoldstadt, 1610 531, 642 

Jeremias 
Drexel Simon puer Tridentinius Augsbourg, 1605 Innsbruck, 1610 539, 643 

Kaspar 
Rhey Eustachius Augsbourg, 1603 Fribourg en 

Suisse, 1617 497, 775 

 

* Jean-Marie Valentin, Le Théâtre des Jésuites dans les pays de Langue Allemande 

(Stuttgart: Anton Hiersemann, 1983), I:16–88. 

 

 

TABLE 4.28 The total number of dramatic works within Jesuit school theatrical 

productions 1600–1624  

 

No. of 
Dramatic 

Works 

Total No. 
of 

Productions 

% of 
Sample 

1 48 96% 
2 2 4% 

Total: 50   
 

 

TABLE 4.29 The total number of dramatic works within Jesuit school theatrical 

productions 1625–1649 

 

 

 

 

No. of 
Dramatic 

Works 

Total No.  
of 

Productions 

% of 
Sample 

1 75 94% 
2 2 2% 
3 1 1% 
4 1 1% 
5 1 1% 

10 1 1% 
Total: 81   
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TABLE 4.30 The total number of dramatic works within Jesuit school theatrical 

productions 1650–1674 

 

No. of 
Dramatic 

Works 

Total No. 
of 

Productions 

% of 
Sample 

1 145 90% 
2 8 5% 
3 3 2% 
4 2 1% 
5 1 1% 
6 1 1% 

Total: 160   
 

 

TABLE 4.31 The total number of dramatic works within Jesuit school theatrical 

productions 1675–1699  

 

No. of 
Dramatic 

Works 

Total No. 
of 

Productions 

% of 
Sample 

1 170 87% 
2 16 8% 
3 6 3% 
4 3 2% 

Total: 195   
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TABLE 4.32 The total number of seventeenth-century Jesuit school theatrical 

productions, organised by the number of dramatic works and by century quarter  

 

No. of 
Dramatic 

Works 
Period 

Total No. 
of 

Productions 

% of 
Sample 

1 1600–1624 48 11% 
 1625–1649 75 17% 
 1650–1674 145 33% 
  1675–1700 170 39% 
 Total: 438  
    

2 1600–1624 2 7% 
 1625–1649 2 7% 
 1650–1674 8 29% 
  1675–1700 16 57% 
 Total: 28  
    

3 1600–1624 0 0% 
 1625–1649 2 10% 
 1650–1674 3 30% 
  1675–1700 6 60% 
 Total: 10  
    

4 1600–1624 0 0% 
 1625–1649 1 17% 
 1650–1674 2 33% 
  1675–1700 3 50% 
 Total: 6  
    

5 1600–1624 0 0% 
 1625–1649 1 50% 
 1650–1674 1 50% 
  1675–1700 0 0% 
 Total: 2  
    

6 1600–1624 0 0% 
 1625–1649 0 0% 
 1650–1674 1 100% 
  1675–1700 0 0% 

  Total: 1   
    

10 1600–1624 0 0% 
 1625–1649 1 100% 
 1650–1674 0 0% 
  1675–1700 0 0% 

 Total: 1  

    
  Total Productions: 486   
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TABLE 4.33 Examples of seventeenth-century main title dramae musica performed by 

Austrian and German Jesuit schools 

 

Performance 
Year Title (Incipit) Composer Name Composer 

ID* 
CSTD 
ID† 

1679 Hermenegildus Severinus Schwaighofer 121 332 
1682 Hierosolyma Severinus Schwaighofer 121 345 
1683 Epulum Fortium Johann Bernhard Staudt 130 359 
1685 Patientis Christi Memoria Johann Bernhard Staudt 130 368 
1686 Reconciliatio Naturae  Johann Bernhard Staudt 130 374 
1688 S. Paulinus Episcopus  Caspar Brenz (Prenz) 19 386 
1691 Guillaume le Cuirasse Christopher Jacober 60 408 
1693 Caesar Caccabensis Severinus Schwaighofer 121 424 
1694 Julianus Joannes D. X. Deichel 24 428 
1694 Carolus Baquevilllus Caspar Brenz (Prenz) 19 430 
1694 Ferale Vadimonium Anton Spitaller 127 431 
1695 Sacra Solitudo  Joannes Baptist Gerer 44 439 
1696 Theodoricus Magno  Joannes Baptist Gerer 44 450 
1697 S. Michael Archangelus  Joseph Anton Bernabei 10 458 
1698 Irene Helvetiae Benedictus 7 470 
1698 Clodoaldus Daniae Princeps Joannes Jacob Egenolf 30 471 
1698 Felix in Captivitate Libertas  Rupert Ignatius Mayr 85 472 
1699 Garzias Ramirez Martin Martini 83 487 
1700 Carolus I Magnae Anton Deichel 23 504 
1700 Heroica, Patriarchae Abrahami Clemens Weiss 152 505 

 

* CSTD Composer ID number 

† CSTD Production ID number 

 

 

TABLE 4.34 The incidence of prologues and epilogues in seventeenth-century Jesuit 

school theatrical productions 

 

Dramatic Component Total No. of 
Productions 

% of 
Sample 

No Prologue or Epilogue: 300 62% 
   
Prologue only: 115 24% 

   
Epilogue only: 6 1% 

   
Prologue and Epilogue: 65 13% 

 Total: 486   
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TABLE 4.35 Percentage of seventeenth-century Jesuit school theatrical productions 

with a prologue and/or epilogue, by century quarters 

 

Period Total No. of 
Productions 

No. of Productions 
with 

Prologue/Epilogue 

% of Total 
Productions 

1600–1624 50 2 4% 
1625–1649 81 11 14% 
1650–1674 160 54 34% 
1675–1700 195 119 61% 

Total: 486 186 38% 
 

 

TABLE 4.36 The presence of the chorus in the seventeenth-century Jesuit school 

theatrical production data sample 

 

Dramatic 
Component 

Total No. of 
Productions 

% of 
Sample 

No Chorus: 237 49% 
   

At least 1 Chorus: 249 51% 
   

Total: 486   
 

 

TABLE 4.37 Seventeenth-century Jesuit school theatrical productions from non-

Francophone regions with at least one chorus, by century quarters 

 

Period No. of 
Productions 

No. of 
Productions 
w/ Choruses 

% of Period 
Productions 

1600–1624 22 14 64% 
1625–1649 63 44 70% 
1650–1674 123 113 92% 
1675–1700 128 125 98% 

Total: 336 296 88% 
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TABLE 4.38 The presence of interludia in the seventeenth-century Jesuit school 

theatrical production data sample 

 

Dramatic Component 
Total No. 

of 
Productions 

% of 
Sample 

No interludia 468 96% 
   
At least 1 interludium 18 4% 

   
Total: 486   

 

 

TABLE 4.39 Seventeenth-century Jesuit school theatrical productions with at least one 

interludium, by century quarters 

 

Period No. of 
Productions 

No. of 
Productions w/

Interludia 

% of  
Total 

Productions

1600–1624 50 1 2% 
1625–1649 81 3 4% 
1650–1674 160 4 3% 
1675–1700 195 10 5% 

Total: 486 18  
 

 

TABLE 4.40 The presence of ballet in seventeenth-century Jesuit school theatrical 

productions from non-Francophone geographic regions 

 

Dramatic 
Component 

Total No. 
of 

Productions 

% of 
Sample 

No ballets 315 94% 
   
At least 1 ballet 21 6% 

   
Total: 336   
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TABLE 4.41 Seventeenth-century Jesuit school theatrical productions from non-

Francophone geographic regions with at least one ballet, by century quarters 

 

Period No. of 
Productions

No. of 
Productions 

w/ Ballet 

% of  
Total 

Productions 

1600–1624 50 0 0% 
1625–1649 81 0 0% 
1650–1674 160 10 6% 
1675–1700 195 11 6% 

Total: 486 21  
 

 

 

 

[Prologue] 
Act I 

[Interludium/Comedy] 
Chorus 

 
Act II 

[Interludium/Comedy] 
 Chorus  
 

Act III 
[Interludium/Comedy] 

Chorus 
 

Act IV 
[Interludium/Comedy] 

Chorus 
 

Act V 
[Chorus/Epilogue] 

 

 

Fig. 4.5 [P]5MCH[I][E], or Italian model, of production structure in post-c.1650 

Jesuit school theatrical productions 



 461

Act I: Propositio Parabolae 

Chorus I: Applicatio Parabolae 

 

Act II: Propositio Parabolae 

Chorus II: Explicatio Parabolae 

 

Act III: Propositio Parabolae 

Episodium: Ad famam hostilis… 

Chorus III: Expositio Parabolae 

 

Act IV: Propositio Parabolae 

Chorus IV: Applicatio Parabolae 

 

Act V: Propositio Parabolae 

Chorus V: Applicatio Parabolae 

 

 

Fig. 4.6 Production structure of Dei Admiranda Clementis (Regensburg, 5 September, 

1661), GB–Lbl 840.e.4, no. 9; CSTD ID 208 

 



 462

Act I 

I.i – I.iii: Namaan 

I.iv – vi: Susanna 

     Dependent Chorus I: Susanna 

 

Act II 

II.i – vi: Daniel and Evilmerodach 

       II.vii – xi: Joseph interprets Potiphar’s dreams 

                         Dependent Chorus II: Joseph and Potiphar 

Act III 

III.i – v: Selling of Joseph by his brothers 

  III.vi – viii: Joseph and Benjamin in Egypt 

                            Dependent Chorus III: Joseph and Benjamin 

 

Act IV 

 IV.i – v: Joshua and the walls of Jericho 

IV.vi – xi: David and Saul 

                    Dependent Chorus IV: David and Saul 

 

Act V 

 V.i – v: St. Fridolinus 

V.vi – ix: St. Bruno 

                           Epilogue (dependent Chorus V): St. Bruno 

 

 

Fig. 4.7 Formal divisions and internal organisation of Nihil est Opertum (Ingolstadt, 6 

September, 1645), CSTD ID 121. Programme reproduced in Szarota 2:1, 1183–1196 



 463

 

[Prologue] 
 

Act I 
[Interludium/Comedy] 

Chorus 
 

Act II 
[Interludium/Comedy] 

Chorus 
 

Act III 
 

[Chorus/Epilogue] 
 

(a) 

Prologue 
 

Part I 
Chorus or Interludium 

 
Part II 

Chorus or Interludium 
 

Part III 
 

Chorus/Epilogue 
 
 
 
 

(b) 

 

 

Fig. 4.8 (a) [P]3MCH[I][E], or three-act version of the Italian model for post-c.1650 

Jesuit school theatrical productions. (b) P3Pt[CH][I][E], or variant of the three-act 

Italian model common in Austrian-German Jesuit schools after c.1650 
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[Prologue] 
 

Act I 
[Ballet/Pastorale] 

 
Act II 

[Ballet/Pastorale] 
 

Act III 
[Ballet/Pastorale] 

 
Act IV 

[Ballet/Pastorale] 
 

Act V 
 

[Ballet/Pastorale/Epilogue] 
 

(a) 

[Prologue] 
 

Act I 
[Ballet/Pastorale] 

 
Act II 

[Ballet/Pastorale] 
 

Act III 
 

[Ballet/Pastorale/Epilogue] 
 
 
 
 
 
 
 

(b) 
 

 

Fig. 4.9 (a) [P]5M[I][E], or five-act version of the French model of production 

structure for post-c.1650 Jesuit school theatrical productions. (b) [P]3M[I][E], or 

three-act version of the same 
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[Prologue] 

Act I 

[Interludium] 

Chorus 

Act II 

[Interludium] 

Chorus  

Act III 

[Interludium] 

Chorus  

Act IV 

[Interludium] 

Chorus  

Act V 

[Epilogue] 

 

(a) 

[Prologue] 

Act I 

Interludium 

 

Act II 

Interludium 

 

Act III 

Interludium 

 

Act IV 

Interludium 

 

Act V 

[Epilogue] 

 

(b)

 

 

Fig. 4.10 Comparison of the five-act Italian model with the choruses removed to the 

five-act French model of Jesuit school theatrical production structures 

 

 

TABLE 4.42 Seventeenth-century Jesuit theatrical productions with printed cast lists 

within the data sample, counted by century quarters 

 

Year Period 

No. of 
Productions 

w/ Cast 
Lists 

No. of 
Productions 

in Data 
Sample 

% of 
Productions 

w/ Cast 
Lists 

1600–1624 3 48 6% 
1625–1649 21 84 25% 
1650–1674 87 151 58% 
1675–1700 115 185 61% 
Without date 0 18 0% 

Total: 226 486 47% 
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Fig. 4.11 Typical example of a seventeenth-century Jesuit school theatrical 

programme with the cast presented by performance medium: nomina actorum, with 

sub-groupings, and personae musicae. Gallicanus (Constanz, 3, 5, September, 1680), 

CSTD ID 335. Reproduced from Szarota 1:1, 165–166 
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Fig. 4.12 Typical example of a seventeenth-century Jesuit school theatrical 

programme with the cast presented by performance medium in a production with 

ballets. Ismeria ex Aegypti captivitate (Linz, April, 1695), CSTD 443. Reproduced 

from Szarota 1:2, 1223–1226 
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Fig. 4.13 An example of a seventeenth-century Jesuit school theatrical production in 

which the cast is presented by school class. Leontius Comes Florentinus (Neuberg, 3, 

6 September, 1677), CSTD ID 321. Reproduced from Szarota 2:1, 1048–1052 
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Fig. 4.14 Example of a seventeenth-century Jesuit school theatrical programme in 

which the Musici cast, but not the cast for the main title drama, is organised by school 

class. Basilius (Landsberg, 3, 5 September, 1658), CSTD 185. Reproduced from 

Szarota 2:1, 473–474 
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Fig. 4.15 Example of a seventeenth-century Jesuit school theatrical programme in 

which the cast of the main title drama, but not the musical personnel, is organised by 

school class. Neaniae (Porrentruy, 2, 4 September, 1676), CSTD ID 316. Reproduced 

from Szarota 2:2, 1343 – 1344 



 473

 
 



 474

 
 
 
 
Fig. 4.16 Example of a rarely used format in seventeenth-century Jesuit school 

theatrical programmes. The musical and spoken roles are presented together in a 

single list. Filio Prodigo Adumbratus (Hall, 2, 5 September, 1659), CSTD ID 193. 

Reproduced from Szarota 1:1, 609–610 
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Fig. 4.17 Example of a seventeenth-century Jesuit school theatrical programme in 

which the main title drama cast list is organised by the formal divisions of the main 

title drama. Borgia (Regensburg, 1, 3 September, 1671), CSTD ID 275.  Reproduced 

from Szarota 2:2, 2116–2118 
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Fig. 4.18 Example of a seventeenth-century Jesuit school theatrical programme in 

which the Personae Musicae cast is presented separately for the prologue and for each 

chorus. Proteus Christianus (Munich, 3, 6 September, 1674), CSTD 2914. 

Reproduced from Szarota 3:2, 1831–1832 
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Fig. 4.19 Example of a seventeenth-century Jesuit school theatrical production in 

which 2 non-students, indicated in the figure, performed musical roles. Cyrus 

(Munich, 2, 5 September, 1681), CSTD ID 340. Reproduced from Szarota 1:1, 318  
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Fig. 4.20 Example of a seventeenth-century Jesuit school theatrical production in 

which a non-student (indicated) sang the leading musical roles. Andracius 

(Landsberg, 5, 6 September, 1667), CSTD ID 254. Reproduced from Szarota 2:2, 

1392 
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Fig. 4.21 Example of titled students performing in the Chori Saltatorum in Ansberta 

(Vienna, August, 1667), CSTD 258. Reproduced from Szarota 3:2, 1626–1627 
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Fig. 4.22 Example of titled students (indicated) performing in Falcone Bizantino 

Demonstratum (Marian Congregation, Ingolstadt, 24 June, 1659), CSTD ID 192. 

Reproduced from Szarota 2:1, 565–566 
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Fig. 4.23 Principal roles performed by noble-born students (indicated) in Theodoricus 

(Dillingen, 4, 6 September, 1696), CSTD ID 450. Reproduced from Szarota 1:1, 473–

474 
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Fig. 4.24 A late seventeenth-century Jesuit school theatrical production with a 

significant number of noble-born students in the cast (indicated). Mulei Mahometi 

(Munich, 3, 5 September, 1698), CSTD ID 472. Reproduced from Szarota 2:2: 1423–

1424 
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(a) 
 

 



 486

 
 

(b) 

 

Fig. 4.25 Two examples of seventeenth-century Jesuit school productions in which 

the distribution of class prizes is incorporated into the final scene of the drama.  

(a) Jobo (Dillingen, 4, 6 September, 1679), CSTD 330. Reproduced from Szarota 1:1, 

402 (b) Hierosolyma (Ingolstadt, 1, 3 September, 1682), CSTD 345. Reproduced from 

Szarota 3:1, 704 
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Fig. 4.26 Example of a seventeenth-century Jesuit school production in which the 

prize distribution ceremony (Praemien, indicated) is incorporated into the epilogue. S. 

Franciscus Xaverius (Straubing, 4, 5 September, 1664), CSTD 226. Reproduced from 

Szarota 3:2, 1277 
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TABLE 4.43 Performance forces (known) in seventeenth-century Jesuit school 

dramatic works, by century quarter and increments 

 

Cast Size  
(No. of 

Performers) 
Year Period 

Number 
of 

Productions 

% of Total 
Period Sample 

< 10 1600–1624 1 33% 
 1625–1649 1 5% 
 1650–1674 0 0% 
 1675–1700 2 2% 
 Total: 4  
    

< 25 1600–1624 1 33% 
 1625–1649 3 14% 
 1650–1674 6 7% 
 1675–1700 3 3% 
 Total: 13  
    

< 50 1600–1624 1 33% 
 1625–1649 8 38% 
 1650–1674 17 20% 
 1675–1700 11 10% 
 Total: 37  
    

< 75 1600–1624 1 33% 
 1625–1649 14 67% 
 1650–1674 36 41% 
 1675–1700 40 35% 
 Total: 91  
    

< 100 1600–1624 2 67% 
 1625–1649 18 86% 
 1650–1674 53 61% 
 1675–1700 72 63% 
 Total: 145  
    

< 125 1600–1624 2 67% 
 1625–1649 20 95% 
 1650–1674 68 78% 
 1675–1700 95 83% 
 Total: 185  
    

< 150 1600–1624 3 100% 
 1625–1649 21 100% 
 1650–1674 77 89% 
  1675–1700 107 93% 
 Total: 208  
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(TABLE 4.43 Performance forces (known) in seventeenth-century Jesuit school 

dramatic works, by century quarter and increments, continued) 

 

Cast Size  
(No. of 

Performers) 
Year Period 

Number  
of 

Productions 

% of Total 
Period 
Sample 

< 175 1600–1624 3 100% 
 1625–1649 21 100% 
 1650–1674 81 93% 
 1675–1700 113 98% 
 Total: 218  
    

< 200 1600–1624 3 100% 
 1625–1649 21 100% 
 1650–1674 83 95% 
 1675–1700 114 99% 
 Total: 221  
    

< 225 1600–1624 3 100% 
 1625–1649 21 100% 
 1650–1674 85 98% 
 1675–1700 115 100% 
 Total: 224  
    

< 250 1600–1624 3 100% 
 1625–1649 21 100% 
 1650–1674 87 100% 
  1675–1700 115 100% 
  Grand Total: 226   

 

 

TABLE 4.44 Average number of performers in seventeenth-century Jesuit school 

productions by century quarters 

 

Year Period 
Average No. 

of 
Performers 

Range in No. 
of Performers 

1600–1624 N/A* 8 - 141 
1625–1649 65 6 - 148 
1650–1674 92 10 - 233 
1675–1700 92 8 - 220 

Century Average: 82  
 

* Not applicable due to the insignificant number of items currently available 



 490

TABLE 4.45 Number of performers in seventeenth-century Jesuit school productions, 

by increments 

 

Cast Size 
(No. of Performers) 

No. of 
Productions 

% of Total 
Sample 

1–9 4 2% 
10–24 9 4% 
25–49 24 11% 
50–74 54 24% 
75–99 54 24% 
100–124 40 18% 
125–149 23 10% 
150–174 10 4% 
175–199 3 1% 
200–224 3 1% 
225–250 2 1% 

Grand Total: 226   
 
 

TABLE 4.46 Main title dramas within the seventeenth-century Jesuit theatre data 

sample by dramatic genre 

 

Dramatic Genre No. of 
Works 

% of 
Data 

Sample 

Comedy 35 7% 
Comi-Tragedy 5 1% 
Drama Musicum 19 4% 
Festival 2 < 1% 
Tragedy 409 84% 
Tragi-comedy 8 2% 
Unknown 8 2% 

Total: 486  
 

TABLE 4.47 Main title dramas within the seventeenth-century Jesuit theatre data 

sample by dramatic genre and century quarters 

 

Period Comedy Comi-
Tragedy 

Drama 
Musicum Festival Tragedy Tragi-

comedy Total % of 
Sample 

1600–1624 4    44 1 49 10% 
1625–1649 14 1 4  71 1 91 19% 
1650–1674 7 4 7 1 130 3 152 32% 
1675–1700 10  8 1 164 3 185 39% 

Total: 35 5 19 2 409 8 478  
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TABLE 4.48 Examples of dramae musica in seventeenth-century Jesuit school theatre 

 

Year Day 
1 

Day 
2 Month Programme Main Title (Incipit) School City CSTD 

ID  
1636       Wencesslaus Augsburg 88 
1643 4 6 September Theophilus  Munich 110 
1643       Philothea Munich 109 
1645       Chrysostomus Redux Cologne 122 
1650 4 6 September Philothee Fribourg 144 
1651 5   September Mauritius  Hall 154 
1652 3 5 September Theodorus Sapiens Ingolstadt 160 
1658       Philothea Munich 184 
1659       Antonius Japon Feldkirch 195 
1660 11 12 October S. Vitus Elvacensis  Ellwangen 202 
1670       Apostasia Fortiter  Constanz 270 
1679 4 6 September Hermenegildus  Ingolstadt 332 
1683 20   June Epulum Fortium Ingolstadt 359 
1684    Ferdinandus Quintus Rex Hispaniae Vienna 362 
1685 21   April Patientis Christi Memoria Vienna 368 
1686 13   April Reconciliatio Naturae Humani Generis Vienna 374 
1688       Jefte Ath 384 
1690 28  May Orbis Eucharisticus Vienna 405 
1698 3 5 September Irene Helvetiae Lucerne 470 
1697    Tractatus Pacis inter Deum Vienna 462 
1700 3 6 September Carolus I Magnae Britanniae Rex  Ingolstadt 504 
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TABLE 4.49 Formal dramatic structures among examples of seventeenth-century Jesuit 

school dramae musica 

 

Year Programme Main Title Acts/Parts CSTD ID 
1690 Orbis eucharisticus 1 Act 405 
1697 Tractatus Pacis inter Deum 1 Act 462 

    
1645 Chrysostomus Redux 3 Acts 122 

    
1636 Wencesslaus 3 Parts 88 
1652 Theodorus Sapiens 3 Parts 160 
1685 Patientis Christi Memoria 3 Parts 368 
1686 Reconciliatio Naturae Humani Generis 3 Parts 374 
1700 Carolus I Magnae Britanniae Rex 3 Parts 504 

    
1650 Philothee 4 Parts 144 

    
1643 Theophilus 5 Acts 110 
1651 Mauritius 5 Acts 154 
1659 Antonius Japon 5 Acts 195 
1660 S. Vitus Elvacensis 5 Acts 202 
1670 Apostasia Fortiter  5 Acts 270 
1679 Hermenegildus 5 Acts 332 
1684 Ferdinandus Quintus Rex Hispaniae 5 Acts 362 
1698 Irene Helvetiae 5 Acts 470 

    
1643 Philothea 5 Parts 109 
1658 Philothea  5 Parts 184 

 

 

TABLE 4.50 Formal dramatic structures within a sample of seventeenth-century Jesuit 

school main title dramas 

 

Formal 
Dramatic 
Structure 

Total No. 
of 

Productions 

% of 
Sample 

1 Act 13 5% 
   

3 Acts 26 10% 
3 Parts 104 39% 

   
4 Acts 3 1% 
4 Parts 5 2% 

   
5 Acts 114 42% 
5 Parts 2 1% 

 Total: 267   
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Fig. 4.27 Wenceslaus (Ingolstadt, 5 September, 1647), CSTD ID 131. Reproduced 

from Szarota 3:2, 1015–1022 
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Fig. 4.28 Fortunae Henrici Filii Comitis Caloviensis Lupoldi (Hall, 2, 4 September, 

1674), CSTD ID 306. Reproduced from Szarota 1:1, 215–222 
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TABLE 4.51 Cast size (number of performers) in seventeenth-century Jesuit school 

dramatic works by century quarter and increments 

 

Cast Size  
(No. of Characters) Year Period 

No. of 
Main Title 

Dramas 

% of Total 
Period 
Sample 

< 10 1600–1624 1 33% 
 1625–1649 1 4% 
 1650–1674 1 1% 
 1675–1700 3 3% 
  Total: 6 3% 
    

< 25 1600–1624 0 0% 
 1625–1649 6 25% 
 1650–1674 9 10% 
 1675–1700 9 8% 
  Total: 24 10% 
    

< 50 1600–1624 2 67% 
 1625–1649 13 54% 
 1650–1674 25 28% 
 1675–1700 27 23% 
  Total: 67 29% 

    
< 75 1600–1624 3 100% 

 1625–1649 17 71% 
 1650–1674 48 55% 
 1675–1700 63 53% 
  Total: 131 56% 

    
< 100 1600–1624 3 100% 

 1625–1649 22 92% 
 1650–1674 66 75% 
 1675–1700 100 85% 
  Total: 191 82% 

    
< 125 1600–1624 3 100% 

 1625–1649 24 100% 
 1650–1674 76 86% 
 1675–1700 111 94% 
  Total: 214 92% 
    

< 150 1600–1624 3 100% 
 1625–1649 24 100% 
 1650–1674 86 98% 
 1675–1700 118 100% 
  Total: 231 99% 
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(TABLE 4.51 Cast size (number of performers) in seventeenth-century Jesuit school 

dramatic works by century quarter and increments, continued) 

 

Cast Size  
(No. of Characters) Year Period 

Number of 
Main Title 

Dramas 

% of Total 
Period 

Sample 
< 175 1600–1624 3 100% 

 1625–1649 24 100% 
 1650–1674 86 98% 
 1675–1700 118 100% 
  Total: 231 99% 

    
< 200 1600–1624 3 100% 

 1625–1649 24 100% 
 1650–1674 88 100% 
 1675–1700 118 100% 
  Grand Total: 233 100% 

 

TABLE 4.52 Average number of performers in seventeenth-century Jesuit school 

productions by century quarters 

 

Year Period 
No. of 

Main Title 
Dramas 

Average 
No. of 

Characters 

Range in 
No. of 

Characters 

1600–1624 3 38 8–59 
1625–1649 24 54 6–146 
1650–1674 88 74 7–196 
1675–1700 118 71 6–148 

Century: 233 70 6–196 
 

TABLE 4.53 Number of performers in seventeenth-century Jesuit school productions, 

by increments 

 
Cast Size  

(No. of Characters) 
No. of Main 
Title Dramas 

% of Total 
Sample 

1–10 6 3% 
10–25 19 8% 
25–49 42 18% 
50–74 64 27% 
75–99 60 26% 
100–124 22 9% 
125–149 18 8% 
150–174 0 0% 
175–200 2 1% 

Grand Total: 233   
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TABLE 4.54 Prologues and epilogues in seventeenth-century Jesuit theatre 

 

Connection to 
Main Title 

Drama 

No. of 
Productions 

Dependent 176
Transitional 1
Independent 6

Total: 183
 

 

TABLE 4.55 Dependent theatrical components and compounds in seventeenth-century 

Jesuit theatre 

 

Period No. of 
Productions P PCH PCHE E 

1600–1624 1 1 0 0 0 
1625–1649 10 4 3 0 3 
1650–1674 49 5 29 14 1 
1675–1700 116 8 70 35 3 

Total: 176 18 102 49 7 
 

 

TABLE 4.56 Example of transitional theatrical components in a seventeenth-century 

Jesuit theatrical production 

 

Performance 
Year Structure Performance 

Month School City CSTD 
ID* 

1674 PCH September Burghausen 300 

 

* CSTD Production ID number 
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Fig. 4.29 Example of a transitional prologue in Vespasianus (Burghausen, 4, 6 

September, 1674), CSTD ID 300. Reproduced from Szarota 3:2, 1721–1722 
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Fig. 4.30 The prologue Thebes et Hercules in the production Lupoldo Comite 

(Ingolstadt, 4, 6 September, 1696), CSTD 454. Reproduced from Szarota 1:1, 239, 

241 
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TABLE 4.57 Examples of independent prologues in seventeenth-century Jesuit school 

theatrical productions 

 

Year Month Structure Prologue Main 
Character or Incipit 

Main Title Drama 
Main Character School City CSTD 

ID* 

1643  P David Rex Israel St. Philothea Munich 109 
1658  P David Rex Israel St. Philothea Munich 184 
1675 September P Josepho Jacobi filio Emperor Conrad II Hall 306 
1692 September P Susanna King Sanctius Innsbruck 415 
1694  PCH Phoebus et Phaeton Sultan Bajazet Siegen 435 
1696 September P Thebes et Hercules Henry of Bavaria Ingolstadt 454 

 

* CSTD Production ID number 

 

 

TABLE 4.58 Independent dramatic works with a PCH and PCHE structure in 

eighteenth-century theatrical productions at the University of Salzburg 

 

Year Main character/ Title incipit Structure Composer Boberski 
Cat. No.* 

CSTD 
ID† 

1720 Saxonia PCHE M. S. Biechteler 402 2393 
1736 Abdolonymous PCHE M. S. Biechteler 465 2447 
1737 Adonias et Salomon  PCHE M. S. Biechteler 472 2454 
1738 Saxonia PCH M. S. Biechteler 482 2460 
1738 Tobias PCHE G. Pinzger 479 2457 
1742 Amnon et Absalon PCHE J. E. Eberlin 498 2477 
1742 Iacobus et filii sui PCHE J. E. Eberlin 502 2475 
1742 Ionas in Ninive PCHE J. E. Eberlin 497 2476 
1743 Adonias PCHE J. E. Eberlin 506 2480 
1743 Moyses PCH J. E. Eberlin 510 2484 
1744 Sedecias PCHE J. E. Eberlin 515 2488 
1746 Athalia PCHE J. E. Eberlin 530 2499 
1748 Craesus PCH J. E. Eberlin 538 2504 
1750 Athalia PCHE J. E. Eberlin 545 2509 
1750 Athalia PCHE J. E. Eberlin 546 2511 
1751 Iephte PCH J. E. Eberlin 548 2512 
1751 Iuditha et Holofernes PCHE J. E. Eberlin 549 2513 
1752 Absalon et Amnon PCHE J. E. Eberlin 550 2514 
1752 Antiochus et Macchabaei PCHE J. E. Eberlin 551 2516 
1752 Iosephus et Putiphar PCHE J. E. Eberlin 553 2515 
1752 Sedecias PCHE J. E. Eberlin 552 2517 
1752 Simon et filii sui PCHE J. E. Eberlin 554 2518 
1753 Ionathas PCHE J. E. Eberlin 558, 559 2521 
1753 Manasses PCH J. E. Eberlin 555 2520 
1753 Salomon et Adonias PCHE J. E. Eberlin 556 2522 
1753 Sedecias PCHE J. E. Eberlin 557 2523 
1754 Esther PCHE J. E. Eberlin 560 2525 
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(TABLE 4.58 Independent dramatic works with a PCH and PCHE structure in 

eighteenth-century theatrical productions at the University of Salzburg, continued) 

 

Year Main character/ Title incipit Structure Composer Boberski 
Cat. No.* 

CSTD 
ID† 

1754 Isobeth PCHE J. E. Eberlin 561, 562 2526 
1755 Jonathas PCHE J. E. Eberlin 563 2528 
1755 Eliacim PCHE J. E. Eberlin 564 2529 
1756 Absalon PCHE J. E. Eberlin 568 2531 
1756 Eleazarus PCHE J. E. Eberlin 569, 570 2532 
1757 Die versöhnte Brüder (lat.) PCH J. E. Eberlin 517 2534 
1757 Iosephus et Putiphar PCHE J. E. Eberlin 572, 573 2535 
1758 Die Bestrafte Untreu (lat.) PCHE J. E. Eberlin 574 2537 
1758 Salomon et Adonias PCHE J. E. Eberlin 575, 576 2538 
1759 David, Absalon PCHE J. E. Eberlin 578 2546 
1759 Joseph  PCHE J. E. Eberlin 577 2541 
1759 Susanna PCHE J. E. Eberlin 579 2544 
1759 Saul et David PCHE J. E. Eberlin 580, 581 2542 
1760 Priester Zacharias (lat.) PCHE J. E. Eberlin 584 2547 
1760 Iacobus et Laban PCHE J. E. Eberlin 586, 587 2548 
1761 Manasses I  PCHE J. E. Eberlin 588 2550 
1761 Tobias PCHE J. E. Eberlin 590, 591 2552 
1762 Antiochus et Macchabaei PCHE A. C. Adlgasser 594 2556 
1762 Daniel  PCHE P. Scharl 595 2557 
1762 Numitor PCHE P. Scharl 593 2555 
1762 Samuel et Saul PCHE A. C. Adlgasser 596, 597 2554 
1763 Baltasar Babylonis Rex  PCHE P. Scharl 599 2562 
1763 David et Saul PCHE A. C. Adlgasser 602, 603 2561 
1763 Heli et Samuel PCHE A. C. Adlgasser 601 2564 
1763 Iphigenia ad Tauros PCHE J. Meissner 600 2563 
1764 Iosue domui Rahab  PCHE P. Scharl 605 2572 
1764 Iosue domui Rahab  PCHE P. Scharl  2571 
1764 Telemachus PCHE J. Meissner 604 2570 
1764 Zamri Israelitici regni usurpator PCHE J. Meissner 606 2569 
1765 Castor et Pollux PCHE P. Scharl 611 2577 
1765 Iechonias, rex Iudae PCHE A. C. Adlgasser 612, 613 2573 
1765 Lycurgus rex Thraciae PCHE J. Meissner 610 2579 
1766 David Abigailis precibus  PCHE P. Scharl 616 2582 
1766 Iphigenia immolata PCHE A. C. Adlgasser 618 2585 
1767 Apollo et Hyacinthus PCH W. A. Mozart 621 2589 
1767 Odium Poenos inter PCHE A. C. Adlgasser 623 2586 
1768 Seleucus et Arethusa PCHE A. C. Adlgasser 627, 629 2592 

 

* Heiner Boberski, Das Theater der Benediktiner an der Alten Universität Salzburg 

(1617–1778) Theatregeschichte Österreichs VI:1 (Vienna: Österreichischen 

Akademie der Wissenschaften, 1978), 219–259 

 

†CSTD Production ID number 
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TABLE 4.59 Examples of performance forces in seventeenth-century Jesuit school 

theatrical prologues, least to greatest 

 

Year Type of 
Prologue Characters or Synopsis Incipit Cast Size CSTD 

ID* 

1642 Dependent Engel 1 104 
1605 Dependent Poenitentia 1 + Chorus 1275 
1647 Dependent Angelus Bohemia, Angelus Judae 2 131 
1656 Dependent N/A 2 177 
1675 Independent Josepho Jacobi filio praeludit 2 306 
1699 Dependent Roma, Pietas, Bellona 3 494 
1687 Dependent Gallus, Alsata 5 2310 
1659 Dependent Prologus, Teleotus puer, Udalricus 7 193 
1648 Dependent N/A 9 135 
1660 Dependent N/A 10 201 
1692 Independent Innocentia, Justitia Divina, Susanna 14 415 
1696 Independent Thebes et Hercules 19 454 

 

* CSTD Production ID number 
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Fig. 4.31 Clotario König in Franckreich (Augsburg, 1, 3 September 1682), CSTD ID 

349. Reproduced from Szarota 3:2, 1565, 1572  
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TABLE 4.60 Categories of choruses in seventeenth-century Jesuit school theatrical 

productions 

 

Chorus 
Category 

No. of 
Productions 

% of 
Sample 

Dependent 200 82% 
Transitional 25 10% 
Independent 19 8% 

Total: 244   
 

 

TABLE 4.61 Types of choruses in select seventeenth-century Jesuit school theatrical 

productions, counted by century quarters 

 

Period Chorus 
Category 

No. of 
Productions 

% of 
Period 
Sample 

1600–1624    
 Dependent 3 75% 
 Transitional 1 25% 
 Independent 0 0% 
 Total: 4  
1625–1649    
 Dependent 13 76% 
 Transitional 4 24% 
 Independent 0 0% 
 Total: 17  
1650–1674    
 Dependent 69 78% 
 Transitional 10 11% 
 Independent 9 10% 
 Total: 88  
1675–1700    
 Dependent 115 85% 
 Transitional 10 7% 
 Independent 10 7% 
 Total: 135  
    

Grand Total:   244   
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TABLE 4.62 Musical forces specified in seventeenth-century Jesuit theatrical 

productions with categorised choruses, ordered by ensemble 

 

Musical Forces 
Specified 

No. of 
Productions 

Solo/Characters 216 

Choral Ensemble 79 

Instrumentalists 23 

None provided 28 

Total: 346 
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TABLE 4.63 Performance forces for choruses from select seventeenth-century Jesuit school theatrical productions, ordered by the total number of 

specified musicians 

Performance Year Main Drama Title      
(Incipit or Key Word) 

Chorus 
Type* 

Total No. Musicians 
(specified) Soloists Choral Ensemble 

(specified) 
Instrumental 

Ensemble (specified) 
CSTD 

ID† 

1694 Gosbertus I 11 7 4  432 
1648 S. Sigismundus D 12 9  3 135 
1670 Alphonsus Rex Congi  D 13 12  1 (org) 271 
1653 Didacus Garzias  I 13 13   165 
1700 Numantius D 16 16   506 
1666 Scena Demortuae Isabellae D 18 17  1 (org) 247 
1672 Minerval Cassiano D 20 16  4 280 
1605 Prodigus Appellata D 20 20   1275 
1699 Hermenegildus D 21 13 8  488 
1665 Fortitudo Iaponica D 23 10 12 1 (org) 236 
1667 Moyses  I 23 23   252 
1692 Garsia Ferdinando I 23 14 9  415 
1688 Ovis Perdita et Reducta D 25 25   388 
1682 Clotario König I 29 29   349 
1671 S. Francisco Borgia  D 31 20  11 277 
1677 Boetius  D 31 30  1 (org) 320 

1643 & 1658 Philothea D 32 17  15 109, 184 
1678 Hedvinum  D 32 21  11 328 
1659 Iulianus Apostata D 33 5 19 9 194 
1674 Quadbacondono D 33 22  11 298 
1667 Absolon I 35 34  1 (org) 253 
1697 Gerardus  D 35 6 29  459 
1619 JünglingTeutscher Nation T 36 28 8   43 

* D = Dependent, T = Transitional and I = Independent 

† CSTD Production ID number 
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TABLE 4.64 Solo, choral and instrumental forces in seventeenth-century Jesuit school 

theatrical choruses, ordered by total number of known musicians per production 

 

No. of 
Musicians 

No. of 
Productions 

% of 
Sample 

1–9 34 16% 
10–14 55 25% 
15–19 53 24% 
20–29 35 16% 
30–39 14 6% 
40–49 13 6% 
50–59 3 3% 
60–69 1 < 1% 
70–79 3 1% 
80–89 3 1% 
90–99 1 < 1% 
Over 100 (137) 1 < 1% 

Total: 216   
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TABLE 4.65 The number of soloists in seventeenth-century Jesuit theatre choruses, 

presented by the number of soloists and century quarters 

 

Period No. of 
Soloists 

No. of 
Productions 

1600–1625   
 0* 0 
 1–9 0 
 10–19 1 
 20–29 1 
 30–39 0 
 40–49 1 
 50–59  0 
 Total: 3 
   
1625–1649   
 0* 1 
 1–9 2 
 10–19 7 
 20–29 1 
 30–39 0 
 40–49 0 
 50–59  0 
 Total: 12 
1650–1674   
 0* 7 
 1–9 14 
 10–19 43 
 20–29 11 
 30–39 3 
 40–49 1 
 50–59 2 
 Total: 81 
1675–1700   
 0* 0 
 1–9 44 
 10–19 57 
 20–29 13 
 30–39 4 
 40–49 2 
 50–59  0 
 Total: 120 
   
Grand Total: 216 

 

* ‘0’ indicates productions with choruses performed by ensemble only, no soloists 
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TABLE 4.66 Choral ensemble size in seventeenth-century Jesuit school theatrical 

choruses, ordered by century quarters and performances forces 

 

Period 
Choral 

Ensemble 
Size 

No. of 
Productions 

1600–1625   
 1–9 1 
 10–19 0 
 20–29 0 
 30–39 0 
 40–49 1 
 50–59 0 
 Total: 2 
1625–1649   
 1–9 0 
 10–19 0 
 20–29 1 
 30–39 0 
 40–49 0 
 50–59 0 
 Total: 1 
1650–1674   
 1–9 17 
 10–19 12 
 20–29 8 
 30–39 1 
 40–49 0 
 50–59 1 
 Total: 39 
1675–1700   
 1–9 16 
 10–19 14 
 20–29 7 
 30–39 0 
 40–49 0 
 50–59 0 
 Total: 37 
      

Grand Total:   79 
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TABLE 4.67 Instrumental ensembles in select examples of seventeenth-century Jesuit 

school theatrical choruses, by century quarters 

 

Period 
No. of 

Instrumentalists 
(specified) 

No. of 
Productions 

1650–1674   
 1 8 
 2 –9 2 
 10–14 4 
 15–19 2 
 20–25 1 
 Total: 17 
1675–1700   
 1 5 
 2 –9 0 
 10–14 1 
 15–19 1 
 20–25 0 
 Total: 7 
      
Grand Total:   24 

 

 

TABLE 4.68 Details of instrumental ensembles in select examples of seventeenth-

century Jesuit school theatrical choruses, ordered by performance year 

 

Year Chorus 
Category* Instrumental Ensemble CSTD 

ID† 

1643 
& 

1658 
D 15: 2 violino, 3 violetta, 1 violine, 1 cornettina, 1 cornettino, 3 

trombone, 1 fagotto, 1 clavicimbalo, 1 arpacordo, 1 tiorba 
109, 
184 

1651 D 15 Musici and Symphoniaci 151 
1659 D 6 Symphoniaci 194 
1660 D 1 (org., Jacob Lorenz, Poetry) 203 
1663 D 1 (org., Jo. Balth. Achazmiller, Logic) 220 
1665 I 23 Musici and Symphoniaci 235 
1665 D 1 (org., Franciscus Schwepp, Rhetoric) 236 
1666 D 1 (org, Joannes Rem, Poetry) 247 
1666 D 1 (org.)  245 
1667 I 1 (org., Joannes Rem, Rhetoric) 253 
1670 D 1 (org., Georgius Scheck, Poetry) 271 
1671 D 11 Musici Concinentes 277 
1672 D 4 Symphoniaci 280 
1672 I 1 (org, Jo. Georg. Widemann, Poetry) 282 
1673 D 14 Symphoniaci 288 
1674 D 11 Choros Instrumentis Musicis exornarum 2914 
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(TABLE 4.68 Details of instrumental ensembles in select examples of seventeenth-

century Jesuit school theatrical choruses, ordered by performance year, continued) 

 

Year Chorus 
Category* Instrumental Ensemble CSTD 

ID† 

1676 T 

18: 1 organoedus, 1 oxyphonus I, 1 oxyphonus II, 2 cheltodi, 1 
auloedus, 1 gingrio, 1 tibicin, 2 pandurius, 1 lyricen , 2 
citharoedus,  1 tubicen , 1 buccinator, 1 sambucister,  1 pithaules, 
1 hoptachordista 

311 

1677 D 1 (org., Georgius Schnevogl, composer) 320 
1678 D 11 Symphoniaci 328 
1686 D 1 (org., Joannes Carolus Treibler, composer) 372 
1687 D 1 (org., D. Dominic Deuchl, composer) 376 
1694 T 1 (org., Joannes Carolus Treibler, composer) 432 
1698 D 1 (org., Joannes Carolus Treibler, composer) 475 

 

* D = Dependent, T = Transitional and I = Independent 

† CSTD Production ID number 

 

 

TABLE 4.69 Interludia in seventeenth-century Jesuit school theatrical productions 

 

Period No. of 
Productions 

No. of 
Interludia 

1600–1625 1 1 
1625–1649 2 5 
1650–1674 7 11 
1675–1700 12 17 

Total: 22 34 
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TABLE 4.70 Interludia in select seventeenth-century Jesuit school theatrical 

productions, by performance year 

 

 

* CSTD Production ID number

Performance 
Year Title (Incipit) Dramatic 

Structure 
CSTD 

ID* 
1635 Untitled: Seven Planets, Machabaeus 1 Part 87 
 Untitled: Book of Daniel, Chapter 8 1 Part 87 
1644 Untitled: A Soldier Steals A Doctor’s Purse 1 Part 2327 
 Untitled: A Country Clown 1 Part 2327 
 Untitled: Two Soldiers Rob a Boy's Mother 1 Part 2327 
1656 Balet Des Siecles 1 Part 2323 
 Entreieu De L'Echequier 1 Part 2323 
 Tournoy De L'Espinette 1 Part 2323 
 La Nuict Prognostique 1 Part 2323 
1682 Untitled: Magus, Genesius 1 Part 349 
 Untitled: Mopsus, Menalcus 1 Part 349 
1697 Untitled, no characters or synopsis 1 Part 459 
 Untitled,  no characters or synopsis 1 Part 459 
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Fig. 4.32 Clotario König in Franckreich und seinem Sohn Chramno (Augsburg, 1, 3 

September 1682), CSTD ID 349. Reproduced from Szarota 3:2, 1565–1572 
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TABLE 4.71 Sources for dramatic subjects in seventeenth-century Jesuit school 

theatrical productions, by number of dramas in the data sample, greatest to least 

 

Source No. of 
Dramas 

% of 
Sample 

Hagiography 156 38% 
Old Testament 82 20% 
History (Catholic Church) 57 14% 
Allegory 42 10% 
History (Ancient Rome) 20 5% 
Mythology 16 4% 
New Testament 13 3% 
Fiction 12 3% 
History (Ancient Greece) 8 2% 
History (Regional) 5 1% 

Total: 411   
 

 

TABLE 4.72 Sources for dramatic subjects of main title dramas in seventeenth-century 

Jesuit school theatrical productions, by dramatic genre 

 

Source Tragedy Comedy Drama 
Musicum 

Tragi-
Comedy 

Comi-
tragedy Festivals Total 

Allegory 22 6 2   1 31 

Fiction 2 1     3 

Hagiography 126 10 12 2 2  152 

History  
(Ancient Greece) 6   1   7 

History  
(Ancient Rome) 15 1   1  17 

History  
(Catholic Church) 50 1 2 1 1 1 56 

History 
(Regional)  1     1 

Mythology 5 2     7 

New Testament 9 2  1   12 

Old Testament 42 9 1 3 1  56 

Total: 277 33 17 8 5 2 342 
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TABLE 4.73 Character sources in main title dramas in seventeenth-century Jesuit 

school theatrical productions 

 
Source  Dramatic 

Subject/Character 
No. of 

Dramas
% of 

Sample 

Allegory   
 1 Vices & Sin 7 23% 
 2 Divine Providence 6 19% 
 3 Christ 5 16% 
 4 Virtues 4 13% 
 5 Geographic Regions 4 13% 

  Total: 26 84% 
Fiction   

 1 Aeneid 2 100% 
 2 N/A  

  Total: 2 100% 
Hagiography   

 1 Hermenegildus 6 4% 
 2 Sigismund 6 4% 
 3 Titus, Japanese Martyr 6 4% 
 4 Mauritius 5 3% 
 5 Wenceslaus 5 3% 

  Total: 28 19% 
History (Ancient Greece)  

 1 Basilius 2 33% 
 2 Adracius 1 17% 
 3 Adrianus 1 17% 
 4 Bajazet 1 17% 
 5 Croesus 1 17% 
  Total: 6 100% 

History (Ancient Rome)  
 1 Agathocles 2 12% 
 2 Crispus 2 12% 
 3 Julius Caesar 2 12% 
 4 Nero 2 12% 
 5 Flavia 1 6% 

  Total: 9 53% 
History (Catholic Church)  

 1 Emperor Theodoricus 7 11% 
 2 Alphonsus I of Portugal 6 10% 
 3 Charles  I & Cromwell 5 8% 
 4 Ferdinand the Great 2 3% 
 5 Heraclius 2 3% 
  Total: 22 35% 

History (Regional)  
 1 Susanna (Belgium) 1 100% 
 2 N/A  
  Total: 1 100% 
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(TABLE 4.73 Character sources in main title dramas in seventeenth-century Jesuit 

school theatrical productions, continued) 

 
Source  Dramatic 

Subject/Character 
No. 

Dramas
% of 

Sample 

Mythology   
 1 Mars 1 14% 
 2 Hercules 1 14% 
 3 Jason 1 14% 
 4 Iphigenia 1 14% 
 5 N/A  

  Total: 4 57% 
New Testament  

 1 Prodigal Son (Parable) 6 35% 
 2 Virgin Mary 6 35% 
 3 Apronius 1 6% 
 4 N/A  
  Total: 13 76% 

Old Testament   
 1 Jephte 15 28% 
 2 Daniel 6 11% 
 3 David 6 11% 
 4 Joseph 6 11% 
 5 Abraham 3 6% 
  Total: 36 67% 

 

 

TABLE 4.74 Character sources in dependent theatrical components (prologues, 

epilogues and choruses) in seventeenth-century Jesuit school theatrical productions 

 

Dramatic Subjects/Characters No. Dependent 
Works 

% of 
Sample 

Vices & Sins 79 19% 
Divine Providence/Justice 54 13% 
Virtues 52 12% 
Main Title Drama Characters 44 11% 
Christ 43 10% 
Mythology 38 9% 
Geographic Regions 27 6% 
Souls 19 5% 
Catholic Church/True Religion 18 4% 
Old Testament 16 4% 
Angels 10 2% 
God (Deus) 10 2% 
Virgin Mary 5 1% 
New Testament 4 1% 

Total: 419   
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TABLE 4.75 Sources of dramatic subjects in interludia and independent and 

transitional choruses and prologues in seventeenth-century Jesuit theatrical 

productions 

 

Source Interludium CH (I)* CH (T)† P (I)* PCH/E 
(T)† Total 

Allegory 2 2 3  4 11 

Fiction 9     9 

Hagiography 1  2  1 4 

History  
(Ancient Greece) 1     1 

History  
(Ancient Rome) 3     3 

History  
(Catholic Church)  1    1 

History 
(Regional) 4     4 

Mythology 1 6  2  9 

New Testament     1 1 

Old Testament 1 8 12 4 1 26 

Total: 22 17 17 6 7 69 

 

* I = Independent 

† T = Transitional 
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TABLE 4.76 Character sources in transitional and independent prologues and choruses 

inserted in seventeenth-century Jesuit school theatrical productions 

 

Source   Dramatic 
Subject/Character 

No. of T/I  
Prologue, Chorus* 

% of 
Sample 

Allegory      
  1 Christ 3 43% 
  2 Virtue 2 29% 
  3 Divine Providence 1 14% 
  4 Virgin Mary 1 14% 
   Total: 7 100% 

     
Hagiography 1 St. Paul 1 33% 

  2 St. Peter 1 33% 
  3 John the Baptist 1 33% 
  4 N/A     
   Total: 3 100% 

      
History (Ancient Greece) 1 N/A   N/A 

    Total: 0 N/A 
      

History (Ancient Rome) 1 N/A   N/A 
   Total: 0 N/A 

      
History (Catholic Church) 1 Sparellus 1 100% 

    Total: 1 100% 
      

History (Regional) 1 N/A   N/A 
    Total: 0 N/A 
      

Mythology 1 Adonis 1 14% 
  2 Hercules 1 14% 
  3 Phaeton 1 14% 
  4 Perseus 1 14% 
  5 Theseus 1 14% 
   Total: 5 71% 

      
New Testament 1 Virgin Mary 1 100% 

    Total: 1 100% 
      

Old Testament 1 David 9 41% 
  2 Joseph 3 14% 
  3 Cain 2 9% 
  4 Solomon 2 9% 
  5 Susanna 1 5% 
    Total: 17 77% 
      

Fiction 1 Ulysses 1 100% 
    Total: 1 100% 

 

* T = Transitional, I = Independent 
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TABLE 4.77 Character sources in interludia inserted in seventeenth-century Jesuit 

school theatrical productions 

 

Source   Dramatic 
Subject/Character 

No. 
Interludia 

% of 
Sample 

Allegory      
  1 Senses 2 67% 
  2 Geographic Regions 1 33% 
  3 N/A     

   Total: 3 100% 
Hagiography     

  1 St. Paul 1 100% 
  2 N/A     

   Total: 1 100% 
History (Ancient Greece)     

  1 Diogenes 1 100% 
  2 N/A     
    Total: 1 100% 

History (Ancient Rome)     
  1 Leontius 1 100% 
  2 N/A     
    Total: 1 100% 

      
History (Catholic Church)     

  1 N/A     
    Total: 0 N/A 

History (Regional)     
  1 N/A     
    Total: 0 N/A 

Mythology     
  1 Bacchus 1 100% 
  2 N/A     

   Total: 1 100% 
New Testament     

  1 N/A     
    Total: 0 N/A 

Old Testament     
  1 Daniel 1 100% 
  2 N/A     
    Total: 1 100% 

Secular     
  1 Rusticus 4 36% 
  2 Military 4 36% 
  3 Courtesan 1 9% 
  4 Magus 1 9% 

  5 Harlequin 1 9% 
    Total: 11 100% 
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TABLE 4.78 Religious affiliation and education for authors of select seventeenth-

century Jesuit school dramas, by author last name, A–Z 

 

Author 
ID* Author  Author 

Title Education No. of Works 
in Sample 

56 Jean-Baptiste Adolf S.J. Jesuit 11 
52 Paul Aler S.J. Jesuit 1 
2 Nicolaus von Avancinus S.J. Jesuit 1 
185 Georg Bernardus S.J. Jesuit 1 
45 Jakob Bidermann S.J. Jesuit 1 
169 Nicolas Caussin S.J. Jesuit 1 
104 Guillaume du Coudray S.J. Jesuit 1 
41 Luís da Cruz S.J. Jesuit 6 
176 Christoph Deiner S.J. Jesuit 1 
186 Joseph Franck   Unknown 1 
177 Leonhard Funck M. Jesuit 1 
30 Pietro Giubilei   Unknown 1 
29 Joannis Ignatius Glettl D. Jesuit 1 
173 Christoph Greitter S.J. Jesuit 1 
183 Balthasar Hämerle S.J. Jesuit 1 
182 Ignatius Inderstorffer S.J. Jesuit 1 
181 Tobias Kienle S.J. Jesuit 1 
21 Franz Lang S.J. Jesuit 1 
168 Joannes Maderegger D. Unknown 1 
172 Georg Maendl S.J. Jesuit 1 
171 Georgius Mändl S.J. Jesuit 2 
184 Michael Mayr S.J. Jesuit 1 
14 Pierre Musson S.J. Jesuit 8 
174 Francisco Ruesch   Unknown 1 
180 Wenceslaus Stadler S.J. Jesuit 3 
4 Bernadino Stefonio S.J. Jesuit 1 
179 Leopold Trestendorffer S.J. Jesuit 2 
170 Ferdinand Troyer S.J. Jesuit 1 
178 Vitus Wagner   Unknown 1 
175 Wolfgang Yrsch S.J. Jesuit 1 

Total: 30   56 
 

* CSTD Author ID number   

 

 

TABLE 4.79 Education of authors of select seventeenth-century Jesuit school dramas 

 

Education No. 
Authors 

% of 
Sample 

Jesuit 25 83% 
Unknown 5 17% 

Total: 30   
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TABLE 4.80 Authors of select seventeenth-century Jesuit school dramas, by author last 

name, A–Z, and year of performance/publication 

 

Author 
ID* 

Author 
Title 

Author 
Name Title incipit CSTD 

ID† 

Total 
No. of 
Works 

56 S.J. Jean-Baptiste Adolf   11 
    1682 Conjugium cum benedictione repetitum 351  
    1683 Epulum Fortium 359  
    1684 Ferdinandus 362  
    1685 Patientis Christi Memoria 368  
    1685 Gloriosus de Tyrannide 367  
    1686 Reconciliatio Naturae Humani 374  
    1690 Orbis Eucharisticus 405  
    1690 Mansuetudo Principum 404  
    1692 Humilis Patientia 420  
    1697 Tractatus Pacis 462  
    1699 Eigh. Unterschrift 495   
            
52 S.J. Paul Aler   1 
    1684 Non est consilium 361   
            
2 S.J. Nicolaus von Avancinus   1 

    
1630s, 

1659 Pietas victrix 
1312,   
199     

            
185  S.J. Georg Bernard   1 
    1626 S. Thomas Cantuariensis 55   
            
45 S.J. Jakob Bidermann   1 
    1635 Cenodoxus 2885   
     
169 S.J. Nicolas Caussin   1 
    1626 Hermenegildus 56   
            
104 S.J. Guillaume du Coudray   1 
    1688 Heraclius 2324   
            
41 S.J. Luís da Cruz   6 
    1605 Prodigus Appellata 1275  
    1605 Vita-humana 1276  
    1605 Sedecias 1277  
    1605 Manasses 1278  
    1605 Josephus 1279  
    1605 Ecloga 1280   
            
176  S.J. Christoph Deiner   1 
    1692 Inga Amaro 416   
            
186   Joseph Franck   1 
    1673 Justus Ucondonuss 291   
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(TABLE 4.80 Authors of select seventeenth-century Jesuit school dramas, by author 

last name, A–Z, and year of performance/publication, continued) 

Author 
ID* 

Author 
Title 

Author 
Name Title incipit CSTD 

ID† 

Total 
No. of 
Works 

177 M. Leonhard Funck   1 
    1693 Palatinatus Ab Haeresi 425   
            
30   Pietro Giubilei   1 
    1688 Jefte 384   
            
29 D. Joannis Ignatius Glettl   1 
    1674 Symbola Hospitalis 302   
            
173  S.J. Christoph Greitter   1 
    1656 Fortunae Theatrum 178   
            
183 S.J. Balthasar Hämerle   1 
    1695 Theatrum Fidei 441   
            
182 S.J. Ignatius Inderstorffer   1 
    1688 S. Jacobus 387   
            
181 S.J. Tobias Kienle   1 
    1682 Maria, Refugium 346   
            
21 S.J. Franz Lang   1 
    1688 Vera Felicitas 391   
            
168 D. Joannes Maderegger   1 
    1662 Tragica Contemptae 214   
            
172  S.J. Georg Maendl   1 
    1651 Conversio Aurelii Augustini 156   
            
171 S.J. Georgius Mändl   2 
    1694 Litera Occidit 428  
    1695 Palmae Gloriosae 438   
            
184 S.J. Michael Mayr   1 
    1699 Amor in Filios 490   
            
14 S.J. Pierre Musson   8 
    1620s Amanus Suspensus 1288  
    1620s Antiochus Furens 1287  
    1620s Alaricus Superatus 1286  
    1620s Clodoucus Unctus 1285  
    1621 Pompeius Magnus 1281  
    1621 Darius Produtus 1284  
    1621 Croesus Liberatus 1282  
    1621 Cyrus Punitus 1283   
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(TABLE 4.80 Authors of select seventeenth-century Jesuit school dramas, by author 

last name, A–Z, and year of performance/publication, continued) 

Author 
ID* 

Author 
Title 

Author 
Name Title incipit CSTD 

ID† 

Total 
No. of 
Works 

174   Francisco Ruesch   1 
    1662 Erschröckliches 216   
            
180 S.J. Wenceslaus Stadler   3 
    1674 Romanum 300   
    1675 Theophilus 308   
    1676 Filius Prodigus 314   
            
4 S.J. Bernadino Stefonio   1 
    1600 Flavia 18   
            
179 S.J. Leopold Trestendorffer   2 
    1671 Ulfadus 276  
    1672 Minerval Cassiano Martyri ferro 280   
            
170 S.J. Ferdinand Troyer   1 
    1689 Sigismundus 396   
            
178   Vitus Wagner   1 
    1669 Sigismundus 268   
            
175  S.J. Wolfgang Yrsch   1 
  1690 Eutropii Malis 402  
      

Total Dramas: 56 
* CSTD Author ID number   

† CSTD Production ID number 

 

TABLE 4.81 Percentage of dramatic works with identified composers within the 

seventeenth-century Jesuit theatre data sample, by dramatic genre 

 

Dramatic 
Genre/Component* 

No. of Works with 
Identified Composer 

No. Works 
in Sample` 

% of Sample with 
Identified Composer 

Drama Musicum 17 19 89% 
Interludia 0 34 0% 
Chorus (I/T) & P (I/T) 31 51 61% 
(P)CH(E) -  (D) 108 376 29% 

Total: 156 480 33% 
 

* CH=Chorus, P=Prologue, E=Epilogue; D=Dependent, T=Transitional, 

 I=Independent 

 



 527

TABLE 4.82 Dramatic works with known composers within the seventeenth-century 

Jesuit theatre data sample, by performance year period 

 

Period 
No. of Works 
with Identified 

Composer 

% of Works 
with Identified 

Composer 
1600–1640 0 0% 
1640–1649 7 4% 
1650–1659 11 7% 
1660–1669 8 5% 
1670–1679 39 25% 
1680–1689 28 18% 
1690–1700 63 40% 
Total 156   

 

TABLE 4.83 Religious affiliation and education for composers of select seventeenth-

century Jesuit school dramas, by composer last name, A–Z 

 

Composer 
ID * Composer  Name Composer 

Title Education 

No. 
works 

in 
CSTD 

1 Johann Conrad à Bingen D. Jesuit (seminary) 1 

191 Johann  Beer  Benedictine & 
Jesuit 1 

6 Maximilian Bell S.J. Jesuit 1 
7 Benedictus R.D. Jesuit (seminary) 1 
10 Giuseppe Antonio Bernabei D. Unknown 1 
13 Johann Christoph Bez (Pez) D. Jesuit (school) 1 
138 Johann Georg Braun P. Catholic, non-Jesuit 1 
19 Caspar Brenz (Prenz) D. Unknown 4 
23 Anton Deichel D. Jesuit (university) 3 
24 Johann Dominicus Deichel D. Jesuit (university) 1 
25 Dominic Deuchl D. Unknown 2 
30 Johann Jacob Egenolf D. Jesuit (seminary) 2 
35 Christoph Faber D. Unknown 2 
34 Georg Faber D. Unknown 2 
41 Johann Michael Galley D. M. Jesuit (university) 7 
43 Dominicus Gefswein  Unknown 3 
44 Johann Baptista Gerer D. M. Unknown 6 
189 Johan Ignaz Glettl D. Unknown 1 
47 Andreas Halmheij D. Unknown 2 
48 Ignaz Hardter  Jesuit (school) 1 
50 Johann Jacob Hess D. M. Jesuit (seminary) 1 
55 Johann Servilianus Holl D. Unknown 1 
57 Sigismund Jacob D Unknown 1 
60 Christoph Jacober D. Jesuit (university?) 1 
58 Johann Ferdinand Jele D. Jesuit (seminary) 5 
62 Johann Matthaeus Kanheifer  Jesuit (university?) 1 
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(TABLE 4.83 Religious affiliation and education for composers of select seventeenth-

century Jesuit school dramas, by composer last name, A–Z, continued) 

 

Composer 
ID * Composer  Name Composer 

Title Education 

No. 
works 

in 
CSTD 

63 Johann Georg Kirchenbaur D. Jesuit (seminary) 4 
65 Bartholomaeus Kogler  Unknown 4 
67 Johann Jacob Kölin   Student (school) 1 
74 Georg Leitner D. Student (seminary) 6 
77 Georg Christoph Leuttner D. Unknown 3 
79 Johann Mageregger D. Unknown 1 
83 Martinus Martini, Franciscan? R.P. Unknown 1 
85 Rupert Ignaz Mayr D. Jesuit (school) 3 
89 Willibald Micheler  Unknown 1 
93 Balthasar Mitterstetter D. Unknown 1 
96 Franz Xaver Anton Murschhauser  Catholic, not Jesuit.  1 
97 Peter Nidermayr D. Unknown 10 
106 Leonard Pancratius Reicher D. Unknown 5 
107 Johann Conrad Reichwein  Jesuit (school) 1 
110 Andreas Rochner D. Unknown 3 

114 Rudolphus Ignatius Mayr 
Scherdinganus D. Unknown 1 

116 Ferdinand Schlee  Unknown 1 
117 Johann Baptista Schnapp  Jesuit (school) 1 
115 Georg Schnevogl D. Jesuit (school)  3 
121 Severinus Schweighofer D. Unknown 11 
125 Andreas Sicherer R. D. Unknown 4 
126 Jacob Spindler  Unknown 1 
127 Anton Spitaller D. Unknown 1 
130 Johann Bernhard Staudt  Jesuit (school) 11 
131 Ignaz Gedcon? Franz Steinbach D. Jesuit (seminary) 2 
132 Johann Georg Steingriebler D. Unknown 1 
139 Johann Carol Treibler D. Unknown 7 
147 Erasmus von der Mühl  Unknown 1 
149 Johann Jacob Walter R. D. Unknown 6 
150 Johann Leonard Wanner D. M. Jesuit (seminary) 1 
153 Johann  Paul Weiss D. Jesuit (seminary) 1 
152 Clemens Weiss D.M. Unknown 1 
157 Franz Zeiler D. Unknown 1 
159 Joseph Zinckh D. Unknown 3 

Total:  60     156 
 
 

* CSTD Composer ID     
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TABLE 4.84 Education of composers of select seventeenth-century Jesuit school 

dramas 

 

Education No. 
Composers 

% of 
Sample 

Unknown 34 57% 
Jesuit (seminary) 9 15% 
Jesuit (school) 7 12% 
Jesuit (university) 5 8% 
Catholic, non-Jesuit 2 3% 
Benedictine 1 2% 
Jesuit Student (school) 1 2% 
Jesuit Student (seminary) 1 2% 

Total: 60   
 
 

 

TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits/Structure/Main 
Character 

Total 
Works/ 
CSTD 
ID‡ 

            

1 D. Johann Conrad à 
Bingen   Total Works: 1 

  1666   Vindicta Ioannis Gualberti 243 
  CH D Oxycholus; Praefica  
      
191   Johann Beer   Total Works: 1 
  1675   Mauritius Imperator  305 
  PCHE D P + 3 CH + E. Nemesis  
      
6 S.J. Maximilian Bell   Total Works: 1 
  1658   Bamba Gothicus  183 
  CH D 5 CH. Neptune, Dux Saracens  
      
7 R.D. Benedictus   Total Works: 1 
  1698     470 
  Drama Musicum I Irene Helvetiae  
      

10 D. Giuseppe 
Antonio Bernabei   Total Works: 1 

  1697   S. Michael Archangelus  458 
  PCHE T P + 2 CH + E. Abraham, Cain  
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(TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance, continued) 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits/Structure/Main 
Character 

Total 
Works/ 
CSTD 
ID‡ 

13 D. Johann Christoph 
Pez   Total Works: 1 

  1684   In Solo Deo Unica Quies 360 
  PCH D P + 2 CH. Christus, Idololatria  
      

138 P. Johann Georg 
Braun   Total Works: 1 

  1695   Veremundus Legionis Rex  445 
  PCHE D P + 2 CH + E. Perfidia  
      
19 D. Caspar Brenz   Total Works: 4 
  1667   Anicius Manlius 250 
  CH D 4 CH. Umbra, Furor  
      
  1673   Lapis Lydius Verae Amicitiae 289 
  PCH T P + 3 CH. Amor Divina, Joab  
      
  1688   S. Paulinus Episcopus Nolanus 386 
  PCH D P + 3 CH. Amor, Genius Paulini  
      
  1694   Carolus Baquevilllus  430 
  PCH D P + 3 CH. Ecclesia, S. Veronica  
      
23 D. Anton Deichel   Total Works: 3 
  1690   Amici Veri et Falsi Oppositio 399 
  PCH D P + 3 CH. Mors, Justitiae  
      
  1700   Angelica Custodia 503 

  PCHE D P + 4 CH + E. Providentia 
Divina  

      
  1700     504 
  Drama Musicum I Carolus I   
      
      

24 D. 
Johann 
Dominicus 
Deichel 

  Total Works: 1 

  1694   Litera Occidit seu Julianus  428 
  PCH D P + 3 CH. Justitia Divina  
      
25 D. Dominic Deuchl   Total Works: 2 
  1681   Sigismundusio e Parricida  339 
  CH T 3 CH. Christus, Cain  
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(TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance, continued) 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits/Structure/Main 
Character 

Total 
Works/ 
CSTD 
ID‡ 

  1687   Ludovicus Grittus Ambitiosum 376 
  PCH D P + 2 CH. Ambitio, Tyrannis  
      

30 D. Johann Jacob 
Egenolf   Total Works: 2 

  1695   Palmae Gloriosae Virtute Verae  438 
  PCH D P + 3 CH. Mars, Idololatria   
      
  1698   Clodoaldus Daniae Princeps 471 
  PCH D P + 3 CH. Divina Providentia  
      
      
      
35 D. Christoph Faber   Total Works: 2 
  1652   Ferdinandina Mexicana Insula 159 

  PCHE D P + 4 CH + E. B. Virgo, 
Christus  

      
  1695   Sacra Solitudo a S. Maria  439 
  PCH D P + 3 CH. Anima Magadalena  
      
34 D. Georg Faber   Total Works: 2 
  1671   Borgia Triumphans 275 
  PCH D P + 3 CH. Veritas  
      
  1674   Martianus Miles, Virgo 296 
  PCH D P + 5 CH. Mercurius, Nemesis  
      

41 D. M. Johann Michael 
Galley   Total Works: 7 

  1673   Sigericus 286 
  CH D 4 CH. Furor,  Mors  
      
  1674   Solimannus Id est Immanis  297 
  PCH D P + 4 CH. Ecclesia  
      
  1677   Deipara in Ernestoet Alberto 319 
  PCH D P + 5 CH. Genius Saxoniae  
      
  1682   Alter Regius David Peccans 344 
  PCHE D P + 2 CH + E.  Justitia Divina  
      
  1686   George Castriot 371 
  PCHE D P + 4 CH + E. Tyranni,  Religio  
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(TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance, continued) 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits/Structure/Main 
Character 

Total 
Works/ 
CSTD 
ID‡ 

  1689   Innocentia Novercali Odio  394 

  PCH D P + 3 CH. Odium, Providentia 
Divina  

      
  1690   S. Marquardus  400 
  PCH D P + 3 CH. Tyrannis, Bacchus  
      

43   Dominicus 
Gefswein   Total Works: 1 

  1680   Gallicanus Idololatria Gloriosus 335 
  CH D CH  I, IV, V. Jupiter, Goliath  
  CH T CH II. Jephte, Samson  
  CH T CH III. Job  
      

44 D. M. Johann Baptista 
Gerer   Total Works: 6 

  1679   Divinae Providentiae Lusus 330 

  PCH D P + 3 CH. Mors, Providentia 
Divina  

      
  1686   Laurea triumphalis Sancto Fideli  375 
  PCH D P + CH.  
      

  1688   Animae a Deo Aversae & 
Denuo 390 

  PCH D P + CH.  
      
  1689   Partharitus Italiae  395 
  PCH D P + 5 CH. Providentia Divina  
      
  1691   Justitia Vapulans in Theatrum 407 
  PCHE D P + 2 CH + E. Mars, Pecunia  
      
  1696   Theodoricus  450 
  PCH D P + 2 CH. Genius Theodoricus  
      

189 D. Johan Ignaz 
Glettl   Total Works: 1 

  1674   Symbola Hospitalis  302 
  PCH D P + 3 CH. Bartholus, Advocatus  
      

47 D. Andreas 
Halmheij   Total Works: 2 

  1664   Vinea Parabolica sive Parabola 225 
  PCH D P + 3 CH. Josue  
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(TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance, continued) 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits/Structure/Main 
Character 

Total 
Works/ 
CSTD 
ID‡ 

  1665   D. Adrianus e Maximiani 
Aulico 234 

  CH T 2 CH.  Amor Divinus, D. Paulus  
      
48   Ignaz Hardter   Total Works: 1 
  1662   Tragica Contemptae Vocationis 214 
  PCH D P + 2 CH. Anima Sigismundus  
      

50 D. M. Johann Jacob 
Hess   Total Works: 1 

  1670     270 
  Drama Musicum I Apostasia Fortiter Profuso  
      

55 D. Johann 
Servilianus Holl   Total Works: 1 

  1696   Arcumenus sive Sua Quisque 451 

  PCHE D P + 2 CH + E. Providentia 
Divina  

      
57 D Sigismund Jacob   Total Works: 1 
  1671   Ulfadus Christianae Religionis 276 
  PCH D P + 5 CH. Furor, Tyrannis  
      

60 D. Christoph 
Jacober   Total Works: 1 

  1691   Guillaume le Cuirasse Duc 408 
  PCH D P + 3 CH. Christus, Justitia  
      

58 D. Johann Ferdinand 
Jele   Total Works: 2 

  1653   Didacus Garzias 165 
  PCH D P + CH V. Angelus Bohemia  
  CH I CH I. Cain Fratridice  
  CH I CH III. Salomon, Samson  
  CH I CH IV. Lot and Sodom  
      
  1655   Finis Gloriosus S. Leonidis 173 
  CH D 5 CH. Christus, Aegypti Custos  
      

62 None 
Johann 
Matthaeus 
Kanheifer 

  Total Works: 1 

  1696   Theodosuis Constantis II Frater  452 
  CH T Transitional: Cain  
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(TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance, continued) 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits/Structure/Main 
Character 

Total 
Works/ 
CSTD 
ID‡ 

63 D. Johann Georg 
Kirchenbaur   Total Works: 4 

  1672   Grundliche adels Contraseh  279 
  CH D 4 CH. Christus, Religio  
      
  1676   Metamorphosis Favoris 311 
  PCH T P + 2 CH. Christus, Mors  
      
  1677   Boetius Scientiarum Cultor 320 
  PCH D P + 4 CH. Livor, Furor  
      
  1678   Ruina Monarchiae Babylonicae 326 
  PCH D P + 4 CH. Daniel, Cellarius  
      

65   Bartholomaeus 
Kogler   Total Works: 2 

  1675   Providentia Dei Ludens 306 
  P I P. Providentia Divina, Joseph  
  CH D 3 CH. Providentia Dei  
  CH I CH IV. David e septem fratribus  
      
  1695   Bisania Recens Christo  440 
  PCHE D P + 1 CH + E. Idololatria  
      

67   Johann Jacob 
Kölin    Total Works: 1 

  1660     202 
  Drama Musicum I S. Vitus Elvacensis Patronus  
      
74 D. Georg Leitner   Total Works: 3 
  1644   Cordubaeus Tragoedia 114 
  PCH D P + 5 CH. Christus, Mundus  
      
  1645   Nihil est Opertum Quod Non 121 
  CH D CH I. Susanna, Daniel  
  CH D CH II. Joseph, Potiphar  
  CH D CH  III. Joseph, Benjamin  
  CH D CH IV. David, Saul  
  E D E. St  Bruno  
      
  1647   Wenceslaus diss Namens erster  131 
  CH T CH II: David, Abimelech  
  CH T CH III: David, Goliath  
  CH T CH IV: David Triumphis  
  PCH D P +  CH V. Angelus Bohemia  
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(TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance, continued) 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits/Structure/Main 
Character 

Total 
Works/ 
CSTD 
ID‡ 

77 D. Georg Christoph 
Leuttner   Total Works: 3 

  1693   Cyrus Regium 423 
  PCH D P + 2 CH. Providentia Divina  
      
  1694   Sven Deo ac Patri Perfidus 429 
  PCHE D P + 2 CH + E. Pluto, Seelandia  
      
  1695   Theatrum Fidei & Perfidiae 441 
  PCHE D P + 2 CH + E. Perfidia, Christus  
      

79 D. Johann 
Mageregger   Total Works: 1 

  1664   Gloria Sacerdotum S. 
Franciscus 226 

  CHE D 2 CH + E. Christus  
      
83 R.P. Martinus Martini   Total Works: 1 
  1699   Garzias Ramirez Felix Jephte 487 
  PCH D P + 3 CH. Hispaniae, Impietas  
      

85 D. Rupert Ignaz 
Mayr   Total Works: 3 

  1695   Orientis Imperium Graecorum 442 
  PCH D P + 2 CH. Vis, Ratio-Status  
      
  1697   Gerardus Avesnatium Princeps 459 
  CH D 4 CH. Mercurius, Charon  
      
  1698   Felix in Captivitate Libertas 472 

  PCH D P + 2 CH. Genius Societatis 
Jesu  

      

89   Willibald 
Micheler   Total Works: 1 

  1690   Henricus Lupoldi Comitis Filius 401 
  PCH D P + 4 CH. Providentia Divina  
      

93 D. Balthasar 
Mitterstetter   Total Works: 1 

  1673   Ernestus et Albertus Friderici II 287 
  PCHE D P + 4 CH + E. Providentiae Dei  
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(TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance, continued) 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits/Structure/Main 
Character 

Total 
Works/ 
CSTD 
ID‡ 

96   
Franz Xaver 
Anton 
Murschhauser 

  Total Works: 1 

  1688   S. Iacobus Ma. Ap. Burghusii 387 
  PCHE D P + 3 CH + E. Genius Ecclesiae  
      
97 D. Peter Nidermayr   Total Works: 8 
  1663   Crispus Comico-Tragoedia 220 
  PCH D P + 4 CH. Christus  
      
  1671   Borgia Deliberans inter Naturam 277 
  PCH D P + 4 CH. Promethius  
      
  1672   Amor Paternus Ope Caelesti 281 
  PCH D P + CH III. Crudelitas, Fauni  
  CH I CH I. Ludo vulgari oftenditur  

  CH T CH II. Welsonem in somnum 
forte   

      
  1673   S. Henricus ex Duce Bavariae 288 
  PCH D P + 5 CH. Eremtia Paphnutius  
      
  1674   Proteus Christianus 2914 
  PCH D P + 5 CH. Sphinx, Christus  
      
  1675   Vindicta Christiana 307 
  PCH D P + 5 CH. Pater Cajestis  
      
  1676   Balduinus Orientis Imperator 312 
  PCH D P + 3 CH. Christus, Mors  
      
  1678   Via Mirabilis  328 
  PCH D P + 5 CH. Divina Providentia  
      

106 D. 
Leonard 
Pancratius 
Reicher 

  Total Works: 5 

  1659   Pretium Veritatis 192 
  PCHE D P + 6 CH + E.  Justitia Divina  
      
  1673   Justus und Pastor 290 
  CH D 4 CH. Christus  
      
  1674   Jephtias Jurata  299 
  CH D 4 CH. Providentia Divina  
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(TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance, continued) 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits/Structure/Main 
Character 

Total 
Works/ 
CSTD 
ID‡ 

  1676   Sanctus Landelinus 313 
  CH D 4 CH. Hercules  
      
  1677   Leontius Comes Florentinus 321 
  PCHE D P + 2 CH + E. Nemesis  
      

107 Unknown Johann Conrad 
Reichwein   Total Works: 1 

  1656   Fortunae Theatrum 178 
  CH D 4 CH:  Honoris, Mars, Pluto  
      
110 D. Andreas Rochner   Total Works: 1 
  1695   Prodigiosus Deiparentis Favor 443 
  PE I PE: Palladium  
  CH I CH I. Theseus  
  CH I CH II.  Jason  
      

114 D. 
Rudolphus 
Ignatius Mayr 
Scherdinganus 

  Total Works: 1 

  1692   Victrix in Bello Pietas  414 
  PCH D P + 3 CH. Mars, Mahometes  
      
116   Ferdinand Schlee   Total Works: 1 
  1653   Raphael 166 
  P D P. Raphael  
      

117   Johann Baptista 
Schnapp   Total Works: 1 

  1698   Trebellus Rex Hungariae 473 
  PCHE D P + 3 CH + E. Hercules  
      
115 D. Georg Schnevogl   Total Works: 3 
  1679   Victrix Fiducia Bethuliae 331 
  PCH D P + 3 CH. S. Michael, Bethulia  
      
  1680   Felix Catastrophe Genesii 336 
  PCH D P + 3 CH. Tyrannis, Histrionia  
      
  1681   Cyrus Adoptatus Reguis 340 
  PCH D P + 2 CH. Theophronesis  
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ID * 

Composer 
Title 

Composer  
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Type† Title Incipits CSTD 
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121 D. Severinus 
Schweighofer   Total Works: 6 

  1679     332 
  Drama Musicum I Victimae Paschalis  
      
  1682   Laurea Christiano-Lotharingica 345 
  PCHE D P + 3 CH + E. Perversum  
  CH T CH I.  Judith  
      
  1688   Ovis Perdita et Reducta 388 
  PCH D P + 3 CH. Pastor, Ecclesia  
      
  1692   Filiorum Ingratitudo Punita 415 
  P I P: Justitia Divina, Susanna  
  CH I CH I. Justitia Divina, Joseph  
  CH I CH II. Justitia Divina, Absalon  
  E D Dependent upon PCH  
      
  1693   Caesar Caccabensis Ludio Ludo 424 
  PCH D P + 2 CH. Genius Caesar  
      
  1698   Convivium Tragicum Harpago 474 

  PCHE D P + 4 CH + E. Furor, Dux 
Trojan  

      
125 R. D. Andreas Sicherer   Total Works: 4 
  1672   Minerval Cassiano Martyri ferro 280 
  PCHE D P  + 3 CH + E. Divina Nemesis  
      
  1674   Romanum Par Nobile 300 
  PCH T P + 2 CH. S. Joannes, Mors  
      
  1676   Filius Prodigus Animae Labentis 314 
  PCH D P + 3 CH. Christus, Anima  
      
  1682   Maria, Refugium Peccatorum 346 
  PCH D P + 3 CH. Christus, Pluto  
      
126   Jacob Spindler   Total Works: 1 
  1646   Tragoedia de Gundeberto 127 
  CH D 4 CH. Miles Facularius, Gracias  
      
127 D. Anton Spitaller   Total Works: 1 
  1694   Ferale Vadimonium Obitum 431 
  PCHE D P + 2 CH + E. Divina Justitia  
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130   Johann Bernhard 
Staudt   Total Works: 11 

  1682     351 
  Drama Musicum I Conjugium cum benedictione  
      
  1683     359 
  Drama Musicum I Epulum fortium  
      
  1684     362 
  Drama Musicum I Ferdinandus Quintus  
      
  1685     367 
  Drama Musicum I Gloriosus de tyrannide  
      
  1685     368 
  Drama Musicum I Patientis Christi memoria  
      
  1686     374 
  Drama Musicum I Reconciliatio naturae humani  
      
  1690     404 
  Drama Musicum I Mansuetudo principum, laureata  
      
  1690     405 
  Drama Musicum I Orbis eucharisticus, instar  
      
  1692     420 
  Drama Musicum I Humilis patientia in b. Henrico  
      
  1697     462 
  Drama Musicum I Tractatus pacis inter Deum  
      
  1699     495 

  Drama Musicum I Wienn den lezten Decemb. ao 
1699  

      

131 D. Ignaz Gedcon? 
Franz Steinbach   Total Works: 2 

  1692   Inga Amaro Rex Peruanus Mira 416 
  PCH D P + 3 CH. Providentia Divina  
      
  1693   Palatinatus Ab Haeresi 425 
  PCHE D P + 3 CH. Ecclesia Triumphans  
      

 



 540

(TABLE 4.85 Composers of select seventeenth-century Jesuit school dramas, by 

composer last name, A–Z, and year of performance, continued) 

 

Composer 
ID * 

Composer 
Title 

Composer  
Name/ 

Performance 
Year/  Genre 

Type† Title Incipits CSTD 
ID‡ 

132 D. Johann Georg 
Steingriebler   Total Works: 1 

  1699   Victima Agni Paschalis 488 
  PCHE D P + 2 CH + E. G. Hermenegildus  
      

139 D. Johann Carol 
Treibler   Total Works: 4 

  1677   Misothea Animae Deo 322 
  CH D 4 CH. Justitia, Ecclefia  
      
  1686   Joseramnus Liderici Principis 372 
  PCH D P + 3 CH. Justitia  
      
  1694   Gosbertus, Franconiae Dux 432 
  P T P.  Samson, David, Solomon  
  CH D CH I: Gosbertus  
  CH I CH II: John the Baptist  
  CH I CH III: Achab, Jezebel  
      
  1698   Idea Machabaeae Fortitudinis 475 
  PCHE D P + 2 CH + E. Palaestina  
      

147   Erasmus von der 
Mühl   Total Works: 1 

  1678   Orthodoxae Veritatis Prodigiosa 327 
  PCH D P + 3 CH. Veritas Orthodoxa  
      

149 R. D. Johann Jacob 
Walter   Total Works: 6 

  1697   Aetas Favoris 460 
  PCH D P + 2 CH. Constantia, Potentia  
      
  1698   Hirlanda Tragoedia 476 
  PCHE D P + 2 CH + E. Innocentia  
      
  1699   Eulogius Pauper Bonus 491 
  PCHE D P + 2 CH+ E. Pluto, Mammona  
      
  1699   Amor in Filios Crudelis 490 
  PCH D P + 4 CH. Asia, Pluto, Diana  
      
  1699   Julianus Pseudo-Politicus 489 
  PCH D P + 3 CH. Macedonius  
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  1700   Ecclesia ejusque in populos 1325 
  PCH D P + 2 CH. Austriades  
      

150 D. M. Johann Leonard 
Wanner   Total Works: 1 

  1652     160 
  Drama Musicum I Theodorus Sapiens  
      
      

153 D. Johann  Paul 
Weiss   Total Works: 1 

  1694   Praemium Angelici Cultus 433 
  PCH D P + 3 CH. Angelus Tutelaris  
      
152 D.M. Clemens Weiss   Total Works: 1 
  1698   Hiaromirius Tragoedia 477 
  PCHE D P + 4 CH + E. Ambitio, Justitia  
      
  1700   Heroica, Patriarchae Abrahami 505 
  PCH D P + 5 CH. Palaestinae Princeps  
      
157 D. Franz Zeiler   Total Works: 1 
  1682   Prodigiosa Tutela Innocentiae 347 
  PCHE D P + 3 CH+ E. Innocentia  
159 D. Joseph Zinckh   Total Works: 3 
  1695   Ernestus et Albertus Saxoniae 444 
  PCH D P + 3 CH. Germania, Vindicta  
      
  1696   Suatocopius Rex Eremita 453 
  PCH D P + 2 CH. Sapientia Divina  
      
  1698   Maria Secunda Principum 478 
  PCH D P + 3 CH. Germania, Saxonia  

Grand Total No. of Works: 134 

 

 

* CSTD Composer ID  

† D=Dependent; T=Transitional; I=Independent  

‡ CSTD Production ID number 
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Chapter 7 

 

Development of Dramatic Elements in the Jesuit Theatre Prologue and Chorus and the 

Congregation of the Oratory Service Music After the Death of Loyola,  

c.1560–c.1595 

Tables and Figures 

 

 

Table 7.1 Generals of the Society of Jesus and their dates of office, c.1560–c.1595 

 

Jesuit Generals Dates of Office 
 Ignatius Loyola  1541–1556 
 Diego Lainez  1558–1565 
 Francis Borgia  1565–1572 
 Everard Mercurian  1573–1580 
Claudius Aquaviva  1581–1615 

 

Source: Thomas E. Zeyen, S.J., Jesuit Generals: A Glance into a Forgotten Corner. 

(Scranton: University of Scranton Press, 2004)
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Fig. 7.1 Chorus, ‘Plute tu solus’ from Timon (Jakob Gretser, attr. Orlando di Lasso, 

Freiburg-an-Suisse, 1584), DE–Dsb Cod. XV 223 fols 73v–74r; CSTD ID 301 
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Fig. 7.2 Chor der Engels, ‘Aetheris regem socii canamus,’ from Lazarus Resuscitatus 

(Jakob Gretser, Orlando di Lasso, Freiburg-en-Suisse, 17 December, 1584), DE–Dsb 

Cod. XV 245 fols. 20v–21r; CSTD ID 1316 
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TABLE 7.2 Congregations of the Oratory established over the period c.1560–c.1595 

 

Region City/Town Foundation 
Date 

Roman States   
 Rome 1565 
 San Severino 1586 
 Fermo 1586 
 Carmerino 1591 
Kingdom of Naples   
 Naples 1586 
Sicily   
 Palermo 1593 
France   
  Cotignac 1592 

 

Source: Alfonso Capecelatro, The Life of Saint Philip Neri, Apostle of Rome, trans. 

Thomas Alder Pope, C.O.,   2nd ed. (London: Burns & Oates, Ltd., 1894), II:465–466. 
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Ferial days, Afternoon 
 

2 ½ hour duration 
4 – 5 sermons on a single focus 
Concludes with congregational laude 

 Open to the male public 

Ferial days, Evening 
 

Held at or hour before Angelus 
 1 hour duration 
 Self-flagellation three times a week 
 Music limited to a concluding Marian antiphon 
 For the Fathers of the Oratory 
 

Sundays/Feast days, Morning 
 
 Duration slightly longer than an hour 
 Self-flagellation three times a week 
 Music limited to a concluding Marian antiphon 
 For the Fathers of the Oratory 
 

Sundays/Feast days, Evening 
 

Held after vespers on Janiculum Hill in summer; in the Oratory in winter 
 The service was known as the oratorio vespertino, consisting of: 
  A lauda 
  A boy reciting a sermon from memory 
  A lauda 

1 – 2 sermons, preceded and followed by laude 
  Concluding lauda 

Additional laude might be sung by either congregation or choir 
Open to the male public 

 

 

Fig. 7.3 Characteristics of the four types of services held by the Roman Congregation 

of the Oratory beginning c.1570. Sources: Smither, I:50–53. Domenico Alaleona, 

Storia dell’Oratorio Musicale in Italia (1908; repr., Milan: Fratelli Bocca, 1945), 22–

28. Louis Ponnelle and Louis Bordet, Saint Philip Néri et la société romaine de son 

tempos, 1551–1595 [St Philip Neri and the Roman Society of his times (1515–1595)], 

trans. Ralph Francis Kerr (London: Sheed & Ward, 1979), 202–3, 263–65, 389–402. 
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Chapter 8 

 

Growth of the Dramatic Dialogue in the Jesuit Theatre Prologue and Chorus and the 

Congregation of the Oratory Service Music After the Death of Neri, c.1596–c.1619 

Tables and Figures 

 

 

 

 

(a)      (b) 

Chorus Jesuitarum Chorus virtutum Jesuiticarum 

Loiola -  Ignatius de Loyola. S.J. Caeca obendientia  - Blind Obedience 

Xaverius -   Francis Xavier. S.J. Pseudo-miraculum -  False-miracle 

Mariana -  Juan Mariana, S.J. Regicidium -  Regicide 

Aquaviva -  General Aquaviva Index expurgatotius -  Sign of Purgatory 

Personius -  Robert Parsons, S.J. Aequivocatio -  Shiftiness 

Campianus - Edward Campion, S.J. Arrogantia -  Arrogance 

 

 

Fig 8.1 Dramatis Personae for Loiola by John Hacket, Bishop of Coventry and 

Lichfield (Cambridge, 28 February, 12 March for James I, 1623), IE–Dml Bishop 

Stearne Collection, H170, 2–3 

(a)

(b)
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(a)     (b) 

                           Daphnis           Regni Antichristus Auspicium  

                  (Namur, 1641)              (SS. Trinitas College, Leuven, 1685) 

 

 

Fig. 8.2 Mockery of Jesuit emblemata in Regni Antichristus Auspicium (SS. Trinitas 

College, Leuven, 1685) 

 

 

TABLE 8.1 Congregations of the Oratory established over the period c.1596–c.1619 

 

Region City/Town Foundation 
Date 

Roman States   
 Fano 1598 
 Bologna 1615 
 Perugia 1615 
 Ripa Transona 1615 
Venetia   
 Brescia 1598 
Savoy and Piedmont   
 Thonon 1599 
 Casale 1613 
Kingdom of Naples   
 Aquila 1607 
Sicily   
 Carmerata 1605 
 Trapani 1608 
 Neti 1614 
  Corleone 1616 

 

Source: Alfonso Capecelatro, The Life of Saint Philip Neri, Apostle of Rome, trans. 

Thomas Alder Pope, C.O.,   2nd ed. (London: Burns & Oates, Ltd., 1894), II:465–466. 
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Chapter 9 

 

The Transitional Prologue and Chorus in Jesuit Theatre and the Pre-Oratorio in the 

Congregation of the Oratory Services, c.1620–c.1639 

Tables and Figures 
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Fig. 9.1 H. Apostel Fürsten Paulo (Marian Congregation, Ingolstadt, 16 February, 

1631), CSTD ID 73. Reproduced from Szarota Szarota 3:1, 143–156 
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Fig. 9.2 Jüngling Teutscher Nation (Innsbruck, March, 1619), CSTD ID 43. Reproduced from Szarota, 2:2, 1455–1462  
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(a) Act I:v 

 

 

 
 

(b) Act II:v 

 

 

 
(b) Act III:vi 

 

Fig. 9.3 Examples of three transitional choruses in Jüngling Teutscher Nation 

(Innsbruck, March, 1619), CSTD ID 43. Reproduced from Szarota, 2:2, 1457, 1459, 

1460 
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Fig. 9.4 ‘Cantantium’ cast from Jüngling Teutscher Nation (Innsbruck, March, 1619), 

CSTD ID 43. Reproduced from Szarota, 2:2, 1462 
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TABLE 9.1 Congregations of the Oratory established over the period c.1620–c.1639 

 

Region City/Town Foundation 
Date 

Roman States   
 Fossombrone 1621 

 Città di 
Castello 1622 

 Fabriano 1632 
 Pesano  1637 
 Forlì 1637 
 Urbino  1637 
Tuscany   
 Florence  1632 
Venetia   
 Padua 1624 
Other States of Italy   

 Reggio in 
Lombardy 1629 

Sicily   
 Patarma  1628 
 Messina  1632 
Flanders   
 Apremont 1620 
 Douai  1626 
   
Brabant Montaigu 1620 
    

 

Source: Alfonso Capecelatro, The Life of Saint Philip Neri, Apostle of Rome, trans. 

Thomas Alder Pope, C.O.,   2nd ed. (London: Burns & Oates, Ltd., 1894), II:465–466. 
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Fig. 9.5 Collège de Juilly coat-of-arms, showing the emblemata of the French 

Congregation of the Oratory, the crown of thorns inside of which appears the text 

Iesus Maria (l) and the royal fleur-de-lis of France (r). Source: www.college-de 

juilly.com (accessed 5 May, 2010) 
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TABLE 9.2 Examples of extended musical works performed in the Bologna Oratory, c.1620–c.1639 

 

Date Title Author Composer  Genre 

1620 Dialogo della coronatione dell B. Maria Vergine anon. ? dialogo 

1621 La Guiditta F. Georgio L. Righetti rappresentazione spirituale 

1621 L’Assunzione della B.Vergine Maria anon.  anon. rappresentazione spirituale 

1622 La benedittione di Jacob  Giovanni Maria Cecchi,  
(rev. Giacinto Andrea Cicognini) Jacopo Peri, Giovanni Battista da Gagliano rappresentazione spirituale  

1622 ll gran natale di Christo salvator nostro Giacinto Andrea Cicognini  Jacopo Peri, Giovanni Battista da Gagliano  rappresentazione spirituale  

1624 La celeste guida, o vero L’arcangelo Raffaello Giacinto Andrea Cicognini  Jacopo Peri, Giovanni Battista da Gagliano  rappresentazione spirituale 

1626 Martirio di S. Orsola Gino Angelo Capponi D. Benedetti prologo, dialogo, 
intermedii 

1630 La fuga di Nostro Signore anon. ? ? 

1636 L’Annuntiata ? G. N. Boldoni dramma 

1638 Il demonio schernito anon. ? dialogo spirituale 
 

Source: Crowther, ‘Table 5.1, Religious Dramas in Bologna, 1615–1665,’ in Bologna, 43
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Chapter 10 

 

Emergence of the Independent Prologue and Chorus in Jesuit Theatre and the  

Early Oratorio in the Congregation of the Oratory Services, c.1640–c.1660 

Tables and Figures 

 

 

Table 10.1 Generals of the Society of Jesus and their dates of office, c.1640–c.1660 

 

Generals of the Society Dates of Office 
Mutius Vitelleschi  1615–1645 
Vincent Caraffa  1646–1649 
Francis Piccolomini  1649–1651 
Alexander Gottifredi  1652–1652 
Goswin Nickel  1652–1664 
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  565

 
 

 
 
 

 

 

 
 
 
 
Fig. 10.1 Didacus Garzias (Ingolstadt, 9 September, 1653), CSTD ID 165. Reproduced 

from Szarota 2:1, 1267–1274 
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Fig. 10.2 Personae Musicae from Didacus Garzias (Ingolstadt, 9 September, 1653), 

CSTD ID 165. Reproduced from Szarota 2:1, 1274 
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TABLE 10.2 Congregations of the Oratory established over the period c.1640–c.1660 

 

Region City/Town Foundation 
Date 

Roman States   
 Spoleto 1640 
 Montecchio 1644 
 Cesena 1644 
 Jesi 1644 
 Matelica 1644 
 Montecchio 1645 
 Montefiore 1645 
 Nocera  1645 
 Macerata 1645 
 Gubbio 1649 
 Ferrara   1645 
 Acona 1654 
 Ascoli  1660 
Venetia   
 Pirano in Istria 1645 
 Udine 1650 
Savoy and Piedmont   
 Murazano 1646 
 Turin 1649 
 Fossano 1649 
 Chieri 1658 
Duchy of Milan   
 Lodi 1640 
Other States of Italy   
 Genoa 1646 
Kingdom of Naples   
 Tursi 1652 
Spain   
 Valencia 1645 
India   
 Bicciolim 1650 
  Banda 1655 

 

Source: Alfonso Capecelatro, The Life of Saint Philip Neri, Apostle of Rome, trans. 

Thomas Alder Pope, C.O.,   2nd ed. (London: Burns & Oates, Ltd., 1894), II:465–466 
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Appendix 1   

Institutions and Archives Consulted 

 

Abbreviation Name of Institution/Archive  

 

Austria 

AU – Abs Admont, Bibliothek Steiermark Admont – Benediktinerstift 

AU – Von   Vienna, Österreichishe Nationalbibliothek 

 

Belgium 

BE – Acn  Antwerp, Collége Notre Dame, Bibliothèque 

BE – Amp  Antwerp, Museum Plantin Moretus 

BE – Asa Antwerp, Stadsbibliotheek Antwerpen 

BE – Aua Antwerp, Universiteit Antwerpen 

BE – Bpb Brussels, Provincia Belgicæ Meridionalis 

BE – Bbr Brussels, Bibliothèque Royale Albert 1.er 

BE – Gaa Gent, Augustijnklooster Archief 

BE – Gug Gent, Universiteit Gent, Centraal Bibliotheek 

BE – Lku Leuven, Katholieke Universiteit van Leuven 

BE – Lul Liège, Université de Liège, Bibliothèque 

BE – Tst  Tournai, Bibliotheque de Seminaire Tournai 

 

Germany 

DE – Asa Aachen, Stadtbibliothek Aachen 

DE – Aua Augsburg, Universität Augsburg, Oettingen-Wallerstein Bibliothek 

DE – Dsb Dillingen, Studienbibliothek 

DE – Mbs Munich, Bayerische Staatsbibiliothek 

DE – Obo  Ottobeuren, Benediktinerabtei Ottobeuren, Bibliothek 

DE – Tst Trier, Stadtarchiv/Stadtbibliothek Trier 
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Abbreviation Name of Institution/Archive  

 

Ireland 

IE – Dml Dublin, Marsh’s Library 

IE – Dtc Dublin, Trinity College, University Library 

 

Italy 

It – Rbn Rome, Biblioteca nazionale centrale di Roma 

It – Rug Rome, Archivio della Pontificia, Università Gregoriana 

 

United Kingdom 

GB – Ccu Cambridge, Cambridge University, University Library 

GB – Lbl  London, British Library 

GB – Hsc Hurst Green, Lancashire, Stonyhurst College 

 

United States of America 

US – Buh Boston, Massachusetts, University of Harvard, Houghton Library 

US – Wlc Washington, D.C., Library of Congress 

US – Nml New York, The Morgan Library and Museum 
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Appendix 2   

 

Catholic School Theatre Database (CSTD) User Manual 

 

 

The Catholic School Theatre Database (CSTD) is an electronic resource that does 

not require specialist knowledge of database operation. The following quick-start guide, 

FAQ, brief description, annotated outline of the database search menu, and database 

design are intended to supplement the basic instructions for users provided within the 

menus of the database. 

The theatrical productions in the Catholic School Theatre Database at this time 

are chiefly those from Jesuit, Augustinian, and Benedictine colleges, universities, 

seminaries and those institutions’ associated Marian Congregations. The database also 

includes a small number of productions by Capuchin and Oratorian schools together with 

a few works by Anglican and Belgian Protestant colleges found among the Catholic 

dramas’ primary documents.  

The entries in the CSTD remain dynamic, with information added as new source 

materials continue to be found.  Therefore, the contents and schematic details laid out in 

this document should be viewed as a snapshot in time of an active project. Scholars 

consulting this database are strongly encouraged to contact the author for updated details 

and materials.  

 

Quick-Start Operation Guide 

 

1. Minimum System Requirements: Microsoft Office Access 2003, Windows  

XP. NOTE: No previous experience with Access 2003 or other database 

applications is required to operate the database. 

 

2. To Load and Open Database: Open Access 2003 and insert the CSTD  

Database CD in the CD-Rom drive. The database may open automatically. If not, 

from the menu bar in Access click in succession FILE – OPEN. In the OPEN 
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window, double-click (2x) My Computer and then double-click the CD drive. 

Click the ‘Catholic School Theatre Database’ file once (1x) to select it and then 

click OPEN. Depending upon the anti-virus software installed on your computer, 

a security warning may appear: ‘This file may not be safe if it contains code that 

was intended to harm your computer. Do you want to open this file or cancel the 

operation?’ Click OPEN to open the database. The Main Search Menu of the 

database appears automatically. 

 

3. To Search: Click once (1x) on any menu/search button to display the  

contents of the menu or perform a search. Brief instructions and information are 

provided under each menu/search button to assist the user. Certain searches 

provide the user with a list of available options as a further aid.  

 

4. Viewing Search Results: When the search opens, click on the left-hand +  

sign to reveal further information about that production. To display the composer 

name, click on the second + sign. Note: if there is no composer, an empty record 

will appear. To hide the composer information, click the + sign again. To return to 

the original view, click the + sign again to close the subsheet. NOTE: All search 

results are displayed as Read-Only in order to protect the integrity of the data. 

 

5. Close a Search/Return to Menu: To close search results and return to a  

menu, click (1x) the small black X in the upper right-hand corner. Note: Clicking 

the large red X closes the database. 

 

6. Navigating the Database: Navigation buttons are located on the far right of  

all menus and submenus. Clicking the red QUIT button will close the database 

and the Access application from any menu. The navigation buttons in black type 

return the user back to a previous menu; these buttons are arranged, top to bottom, 

by the number of steps back through the database. Clicking the black type 

navigation button closest to the top moves the user back one menu, and so forth. 

Clicking MAIN SEARCH MENU returns the user to the opening page of the 
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database. Navigation buttons in blue type indicate that an advanced search or a 

print menu is available. 

 

7. Printing Results: Pre-programmed reports are available for  

PERFORMANCE SEARCH – SEARCH BY RELIGIOUS ORDER for the 

Search by Religious Order Menu and the Advanced Search by Religious Order 

Menu options and PERFORMANCE SEARCH MENU – DATE OPTIONS 

MENU options. For all other searches, it is recommended that the results be 

exported to Microsoft Excel (see below for instructions) in order to set print 

margins, etc., rather than printing the search directly. NOTE: Except for the pre-

programmed reports, the information that will print/be exported will not include 

the subdatasheets (those opened by clicking the left-hand + sign) due to the 

limitations of the Access application. 

 

8. Exporting the Results of a Search to Microsoft Excel:  Once the results of the  

search are displayed, click FILE – EXPORT. The Export Form window opens. At 

the bottom of the window, find the Save As Type (currently displaying Microsoft 

Office Access (*.mdb, *.adp)), and click the blue down arrow/chevron. From the 

list displayed, locate and click to select the appropriate version of Excel (typically 

Microsoft Excel 97 – 2003).  Next, edit the file name and save location if desired 

and click the Export All button on the bottom right of the window. Once the 

export is completed, open the file in Excel, make the desired changes, and print. 

NOTE: This is a temporary measure to be replaced by a pre-programmed report 

for every search option in the database. 

 

The Database at a Glance 

 

The Main Search Menu offers six search menu options: 

 

1. Performance Search Menu 
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Search by Religious Order, Performance Date, School, Jesuit Province,  

City, Country, Audience Gender.  

 

2. Source Search Menu  

 

 Search by Archive, Shelfmark/Call Number, Publisher, Type of  

 Document (programme, etc), Language of Document.  

 

3. Drama Search Menu  

 

Search by Author, Composer, Drama Type, Ensemble Size, Cast, Plot,  

Main Characters, Dramatic Structure (i.e., Acts/Parts)  

 

4. ID Search Menu 

 

Search by Author ID, Composer ID, Plot ID, Production ID, School ID,  

and Source ID numbers. (This menu is intended for advanced users who already 

know the desired ID number.) 

 

5. Browse Menu 

 

Browse the entire database contents, ordered by Religious Order, Year,  

Number of Performances, Title A-Z, Plot, Dramatic Structure, Total Works per 

Performance, Ensemble Size, School, City, Jesuit Province, Country.  

 

6. Count Totals Search Menu  

 

Includes four submenus. Dramatic Options returns total counts of dramatic works 

according to plot, acts/parts, drama genre, total dramatic works p/production, total 

number of performances per production. The Date Options, Geographic Options, 

and Document Options menus total the number of theatrical productions (NOT 
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dramatic works) by one hundred, fifty, and twenty-five year increments, month 

(counts Month 1 only), day of month (counts only Performance Day 1), school, 

city, Jesuit province (Jesuit theatrical productions only), country, publisher, 

archive/source, and document type.  

 

FAQ 

 

1. What are the ID numbers – Production, Composer, School, etc.,  and how are  

 they assigned? 

 

Each theatrical production, author, composer, plot, school, publisher and 

archive/library source is assigned a unique identification number in order to reduce user 

error in searching. The user is less likely to make a mistake entering an ID number than a 

long name, especially those including diacritical marks. These ID numbers are assigned 

in the order in which the production, author, etc. is entered into the database. The 

Production ID number is subsequently assigned to each of the individual dramatic works 

within the production.  

 

2. I wish to sort my search results by a different field (for example, Month 1  

 instead of Year). 

  

 You are able to sort the search results by any single field. To sort by a different 

field, first select a field column, such as Performance Month 1, Plot ID, etc. To select the 

field column, move the mouse over the field name label (in grey) at the top of the results; 

when the mouse icon changes to a black down arrow, click once (1x) to select the 

column. Once the field column is selected, click either the A-Z or the Z-A shortcut button 

located in the middle of the Access programme’s format menu bar to sort the results. 

Alternately, with the field column selected, on the Access file menu bar, click RECORDS 

– SORT – SORT ASCENDING or SORT DESCENDING. (For advanced users, the 

Filter by Selection and Filter by Form tools, located next to the A-Z/Z-A shortcut buttons, 
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are also available. As a courtesy to other users, please clear your filters before closing the 

search results.) 

 

3. Why do ‘Unknown,’ ‘Blank,’ or ‘None’ appear in some fields and what do  

 these terms indicate? What does a empty field mean? 

 

The term ‘Unknown’ is used as a placeholder, indicating that the information is 

available in the primary materials, but that the record entry is incomplete pending receipt 

of a reproduction of the item or a return visit to the archive. The term ‘Blank,’ found 

primarily in the performance date fields, indicates that the only programme identified to 

date is a printer’s blank, that is, a proof rather than one of the programmes printed for the 

actual performance and is missing the date(s) of the performance. The term ‘None’ in a 

field indicates that the primary documents of that particular dramatic work have been 

fully examined and the dramatic work does not possess that particular characteristic or 

value. An empty field indicates that that information is not known for that dramatic work. 

This might be the case due to the type of primary source materials found. For example, 

performance date information is typically not found in printed collections of dramatic 

texts.  

 

4. I searched, but without any results, even when I checked that I entered the  

 information correctly. 

 

No results indicates that at this time no works in the database meet your search 

parameters, that is, the particular information you entered at a prompt or chose from a 

series of  pre-set searches. The information in the source lists provided look to the future 

of the database, and therefore do not necessarily indicate that the currrent database 

contains a dramatic work with those specifications. For examples, the Jesuit Province 

source list contains all of the Jesuit provinces althought not of all these provinces are 

represented in the database at this time. It is suggested that you request an updated copy 

of the database or consult the author about your search. 
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5. I searched, but I see in the results that the Production ID numbers appear two  

or more times in the list. What does this mean? 

 

Most searches examine individual dramatic works rather than being restricted to 

productions only. As most dramatic productions are comprised of multiple dramatic 

works, it is possible that all of the dramatic works for a particular production meet the 

criteria of the search, and thus the Production ID number will appear multiple times in the 

results.  

 

6. I searched, but when I click on the + sign to display the subdatasheet, I cannot  

view all the information or the information suddenly disappears without my 

clicking the + sign again.  

 

For subdatasheet results longer than the length of the screen, click anywhere 

inside the subdatasheet. A second set of navagation bars will appear on the right-hand 

side and, depending upon the width of the subdatasheet, also on the bottom of the screen. 

Use these to navigate the subdatasheet.  

 

7. How do I display field contents longer than the viewing area provided?  

 

There are two ways to view information not completely visible in the viewing 

area. One way is to click in the field and use the keyboard down arrow to move line by 

line through the field’s contents; this is suggested for viewing an extensive entry in the 

Notes field, as the second viewing option is not available for the Notes field. For any 

other field, such as Programme Main Title, a second viewing method is to change the 

width of the column or the height of the row using the directions given in FAQ #8. 

8. Am I able to change the width of the columns and the height of the row for my  

 viewing convenience? 

 

The widths of the columns can be changed by placing the mouse between two 

column headings (the grey labels), and when the double-headed arrow appears, clicking 
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and dragging the column wider or narrower. To modify the height of the rows, similarly 

move the mouse between two of the grey row tiles on the left, and when the double-

headed arrow appears, clicking and dragging the row to the desired width. NOTE: If a 

row or column is selected (black with white text), you will need click once in any 

field/any row to deselect before you will be able to modify column and/or row properties. 

 

CSTD Database Structural Outline with Annotations 

 

Main Search Menu – Presents six search menus 

 

I. Performance Search Menu – Includes a Print Menu 

A. Search by Religious Order – Ordered by performance year 

  1. Augustinian 

  2. Benedictine 

  3. Jesuit 

  4. Capuchin 

  5. Congregation of the Oratory – French Oratorian colleges only 

  6. Benedictine Marian Congregation 

  7. Jesuit Marian Congregation 

  8. Secular – Includes (for now) Protestant school plays  

 

  9. Religious Order Advanced Search – Includes a Print Menu  

   a. Religious Order & Year – List provided 

   b. Religious Order & Month – List provided 

   c. Religious Order & Acts/Parts – List provided 

   d. Religious Order and Audience Gender 

   e. Religious Order and Composer ID – List provided 

   f. Religious Order and Plot ID – List provided 

   g. Religious Order and School ID – List provided 

   h. Religious Order and Source ID – List provided 
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B. Search by School 

  1. School Name – List provided 

  2. School City – List provided 

  3. Jesuit Province - Jesuit institutions only; List provided 

  4. School Country – List provided. 

 C. Search by Date – Includes a Print Menu 

  1. Single Year – Type year in format YYYY 

  2. Range of Years – linear search, i.e. 1600 and 1625 returns 1600 –  

   1625, inclusive 

3. Multiple Years (up to 5) – non-linear search, i.e.1600 and 1625  

 returns only productions performed in 1600 or 1625 

  4. Single Month – Type the month in full; no abbreviations 

  5. Range of Months 

   a. January – June (6 Mos.) 

   b. July – December (6 Mos.) 

   c. January – March (3 Mos.) 

   d. April – June (3 Mos.) 

   e. July – September (3 Mos.) 

   f. October – December (3 Mos.) 

  6. Multiple Months (up to 5) – Non-linear search, i.e. April and  

   August returns only productions performed in April or August 

  7. Single Day 

  8. Range of Days – linear search, i.e. 5 and 7 returns performances  

given on the 5th and 7th of all months. Type in the start day and end 

day 3 times to return results from Performance Day 1, 

Performance Day 2, and Performance Day 3 fields. Isolate the 

first, second or third performance by leaving the start and end day 

prompts blank for all but the desired performance. That is, to 

return all 2nd performances given on the 6th of the month, leave the 

first and third start and end day prompts blank. 
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9. Multiple Days (up to 5) – non-linear search, i.e.1600 and 1625  

   returns only those productions performed in 1600 or 1625 

 D. Search by Audience Gender 

  1. Male Audience – Male Audience only for any Performance 

  2. Female Audience – Female Audience only for any Performance 

II. Drama Search Menu – Menus for Music, Spoken, Dance, All Dramas 

 A. Music Drama – Includes Chorus, Drama Musicum, Prologue/Epilogue,  

  Interludium, Melodrama, Pantomime, Passion, Pastorale 

  1. Composer 

   a. All Composers, A-Z – Click + sign to display works 

   b. School – Click + sign to display any music dramas  

performed by these schools. An empty record indicates no 

known music dramas. 

   c. Country – Click + to display works; only music dramas are  

    displayed 

   d. Composer: Total Works – Click the + sign to display  

    individual drama information 

   e. Composer: Individual Works – Click the + sign to display  

    more information about each drama. 

  2. Author - Click + sign to display any music dramas libretti by these  

authors. An empty record indicates no known music dramas 

libretti.  

  3. Genre 

   a. Drama Musicum – Drama Musicum includes Operas,   

Singspiels, and Oratorios as identified on the title page of 

the source document. 

   b. Chorus (Includes CH, PCH, PCHE, and CHE constructs) 

   c. Interludium 

   d. Passion 

   e. Pastorale 

   f. Pantomime 
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   g. All Music Genres – Click + sign to display more  

    information about each drama or composer. 

    1. Composer – A – Z 

    2. Author – A – Z 

    3. Plot – By plot name, A – Z, by year 

    4. Year – Earliest to latest 

    5. Month – Name of month, A – Z, by year 

    6. Jesuit Province – A – Z, by year, Jesuit only 

    7. School – A – Z by name, by year 

    8. City – A – Z by name, by year 

    9. Country – A – Z by name, by city, by year  

h. Prologue/Epilogue – At the prompt, enter P for Prologue or E  

for Epilogue. NOTE: Includes only prologues and 

epilogues identified as sung in the source. For others, see 

SPOKEN DRAMA MENU 

   i. Melodrama – Works recited to music 

  4. Ensemble Size – Ordered by Size and Production ID 

   a. All Works by Ensemble Size 

   b. Total Count by Size 

   c. Size: 1 – 10 

   d. Size: 10 – 20 

   e. Size: 20 – 30 

   f. Size: 40 – 50 

   g. Size: 50 – 75 

   h. Size: 75 – 100 

   i. Size: 100 – 125 

   j. Size: 125 – 150 

   k. Size: Over 150 

   l. Size: 1 – 25 

   m. Size: 1 – 50 

   n. Size: 1 – 75 
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   o. Size: 1 – 100 

   p. Size: 1 – 150  

  5. Acts/Parts – Sorted by year. Click the + sign to display all the  

   dramatic works in that production 

   a. 1 Act 

   b. 2 Acts 

   c. 3 Acts 

   d. 1 Part 

   e. 2 Parts 

   f. 3 Parts 

   g. 4 Parts 

   h. 5 Acts 

   i. 5 Parts 

   j. 6 Acts 

   k. Other – Includes works whose dramatic structure is not  

    known. 

  6. Plot – List of plots/Plot ID numbers provided, A – Z by plot.  

Searching by Multiple Plots allows more comprehensive results. 

For example, plots involving David, King of Israel may also be 

found under his son, Absolon, and his predecessor, Saul, and 

Jonathan, Saul’s son. Determine how many plot IDs are 

appropriate for your search from the provided list, click the 

appropriate button, and enter the Plot ID numbers one by one, 

hitting Enter/Return after each number. You may leave any extra 

prompts blank by hitting Enter/Return). 

a. Single Plot 

   b. Multiple Plots (to 3) 

   c. Multiple Plots (to 5) 

d. Multiple Plots (to 10) 

e. Multiple Plots (to 15) 
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7. Main Character - Find the character(s) in the list provided and  

then click the appropriate search button. At the prompt, type the 

Character Name exactly as it appears in the list once for Main 

Character 1, hit Enter/Return, and then enter the same Character 

Name again for Main Character 2 for a more comprehensive 

return of data. Follow the same procedure for searching up to 4 

Characters. To ensure an accurate return, it is recommended to 

search on all relevant characters. For example, for dramas 

involving Abraham, search also for Isaac, Sarah, and Hagar. 

a. Main Character (1) 

   b. Main Characters (2) 

   c. Main Characters (3) 

d. Main Characters (4) 

B. Spoken Drama – Note: The Spoken Drama category includes a few sung  

works identified by secondary sources as tragedies or comedies. These 

items will be re-labelled after the primary documents are examined. 

  1. Authors, A – Z – Totals the number of spoken plays by author last  

name, A – Z. Click the + sign to display the details of the drama; 

click the second + sign to display any known performance dates of 

that play. 

2. Acts/Parts – Displays performance date, sorted by year; click the +  

sign to display details of the drama as well as the other dramatic 

works in that production (if any). 

a. 1 Act 

   b. 2 Acts 

   c. 3 Acts 

   d. 1 Part 

   e. 2 Parts 

   f. 3 Parts 

   g. 4 Parts 

   h. 5 Acts 
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   i. 5 Parts 

   j. 6 Acts 

   k. Other 

3. Genre – Results sorted by year of performance 

   a. Tragedy 

   b. Comedy 

   c. Dialogue 

   d. Tragi-Comedy 

   e. Comi-Tragedy 

   f. Other 

   g. All Spoken Drama – Ordered by Year within each search.  

Click the + sign to display all of the spoken dramas for any 

category in a search. The CountOf totals display the 

database totals for the aspect searched (i.e., Genre, Author, 

etc.) and do not necessary represent the total number of 

spoken dramas. To see the total number of spoken dramas 

only, click the + sign and ‘x’ of ‘total’ is displayed in the 

lower left hand corner.  If a number appears in the 

CountOf totals column, but no records appear when the + 

sign is clicked, this indicates that those dramas are not 

spoken dramas. 

    1. Genre 

    2. Author 

    3. Plot ID – Sorted by Plot Name 

    4. Year 

    5. Month – Sorted by name of month, A - Z 

    6. Jesuit Province – Jesuit college productions only 

    7. School – Sorted by School Name 

    8. City – Subsorted by School Name and Year 

    9. Country – Subsorted by City, School Name, and  

     Year 
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  4. Ensemble Size – Ordered by Size and Production ID 

a. All Works by Ensemble Size 

   b. Total Count by Size 

   c. Size: 1 – 10 

   d. Size: 10 – 20 

   e. Size: 20 – 30 

   f. Size: 40 – 50 

   g. Size: 50 – 75 

   h. Size: 75 – 100 

   i. Size: 100 – 125 

   j. Size: 125 – 150 

   k. Size: Over 150 

   l. Size: 1 – 25 

   m. Size: 1 – 50 

   n. Size: 1 – 75 

   o. Size: 1 – 100 

   p. Size: 1 – 150  

5. Plot – List of plots/Plot ID numbers provided, A – Z by plot.  

Searching by Multiple Plots allows more comprehensive results. 

For example, plots involving David, King of Israel may also be 

found under his son, Absolon, and his predecessor, Saul, and 

Jonathan, Saul’s son. Determine how many plot IDs are 

appropriate for your search from the provided list, click the 

appropriate button, and enter the Plot ID numbers one by one, 

hitting Enter/Return after each number. You may leave any extra 

prompts blank by hitting Enter/Return). 

a. Single Plot 

   b. Multiple Plot (2) 

   c. Multiple Plot (3) 

d. Multiple Plot (4) 
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6. Main Character – Find the character(s) in the list provided and  

then click the appropriate search button. At the prompt, type the 

Character Name exactly as it appears in the list once for Main 

Character 1, hit Enter/Return, and then enter the same Character 

Name again for Main Character 2 for a more comprehensive 

return of data. Follow the same procedure for searching up to 4 

Characters. To ensure an accurate return, it is recommended to 

search on all relevant characters. For example, for dramas 

involving Abraham, search also for Isaac, Sarah, and Hagar. Click 

the + sign to display all of the dramatic works associated with 

each production. 

a. Single Character 

   b. Multiple Character (2) 

   c. Multiple Character (3) 

d. Multiple Character (4) 

C. Dance 

  1. Composers, A – Z – Click + sign to display drama details 

  2. Authors, A – Z Click + sign to display drama details 

3. Genre 

   a. Ballet – Sorted by Year; click + sign to display composers 

   b. Pantomime – Sorted by Year; click +  to display composers 

   c. Pastorale– Sorted by Year; click + sign to display  

    composers 

d. All Dance Genres – Ordered by Year within each search.  

Click the + sign to display all of the spoken dramas for any 

category in a search. The CountOf totals display the 

database totals for the aspect searched (i.e., Genre, Author, 

etc.) and do not necessary represent the total number of 

spoken dramas. To see the total number of spoken dramas 

only, click the + sign and ‘x’ of ‘total’ is displayed in the 

lower left hand corner.  If a number appears in the 
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CountOf totals column, but no records appear when the + 

sign is clicked, this indicates that those dramas are not 

spoken dramas. 

    1. Composer 

    2. Author 

    3. Plot ID – Sorted by Plot Name 

    4. Year 

    5. Month – Sorted by name of month, A - Z 

    6. Jesuit Province – Jesuit college productions only 

    7. School – Sorted by School Name 

    8. City – Subsorted by School Name and Year 

    9. Country – Subsorted by City, School Name, and  

     Year 

  4. Ensemble Size – Ordered by Size and Production ID 

a. All Works by Ensemble Size 

   b. Total Count by Size 

   c. Size: 1 – 10 

   d. Size: 10 – 20 

   e. Size: 20 – 30 

   f. Size: 40 – 50 

   g. Size: 50 – 75 

   h. Size: 75 – 100 

   i. Size: 100 – 125 

   j. Size: 125 – 150 

   k. Size: Over 150 

   l. Size: 1 – 25 

   m. Size: 1 – 50 

   n. Size: 1 – 75 

   o. Size: 1 – 100 

   p. Size: 1 – 150  
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  5. Acts/Parts– Displays performance date, sorted by year; click the +  

sign to display details of the drama as well as the other dramatic 

works in that production (if any). 

a. 1 Act 

   b. 2 Acts 

   c. 3 Acts 

   d. 1 Part 

   e. 2 Parts 

   f. 3 Parts 

   g. 4 Parts 

   h. 5 Acts 

   i. 5 Parts 

   j. 6 Acts 

   k. Other 

  6. Plot – List of plots/Plot ID numbers provided, A – Z by plot.  

Searching by Multiple Plots allows more comprehensive results. 

For example, plots involving David, King of Israel may also be 

found under his son, Absolon, and his predecessor, Saul, and 

Jonathan, Saul’s son. Determine how many plot IDs are 

appropriate for your search from the provided list, click the 

appropriate button, and enter the Plot ID numbers one by one, 

hitting Enter/Return after each number. You may leave any extra 

prompts blank by hitting Enter/Return). 

a. Single Plot 

   b. Multiple Plot (2) 

   c. Multiple Plot (3) 

d. Multiple Plot (4) 

  7. Main Character – Find the character(s) in the list provided and  

then click the appropriate search button. At the prompt, type the 

Character Name exactly as it appears in the list once for Main 

Character 1, hit Enter/Return, and then enter the same Character 
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Name again for Main Character 2 for a more comprehensive 

return of data. Follow the same procedure for searching up to 4 

Characters. To ensure an accurate return, it is recommended to 

search on all relevant characters. For example, for dramas 

involving Daphnis, search also for Aminth, Damon, and Tityrus. 

Click the + sign to display all of the dramatic works associated 

with each production. 

a. Single Character 

   b. Multiple Character (2) 

   c. Multiple Character (3) 

d. Multiple Character (4) 

D. All Drama Genres 

  1. Composers, A – Z – Click + sign to composer details 

  2. Authors, A – Z – Click + sign to display all works by that author 

3. Ensemble Size – For the specific ensemble size searches, e.g. 10 –  

20, click the + sign to display performance date and source 

information 

a. All Works by Ensemble Size – Click + to display  

 performance date and source information 

b. Total Count by Size – Total Count displays total number of  

 works by cast size.  Click the + sign to display all of the  

 dramatic productions of each cast size. 

c. Size: 1 – 10  

   d. Size: 10 – 20  

   e. Size: 20 – 30 

   f. Size: 40 – 50 

   g. Size: 50 – 75 

   h. Size: 75 – 100 

   i. Size: 100 – 125 

   j. Size: 125 – 150 

   k. Size: Over 150 



  589

   l. Size: 1 – 25 

   m. Size: 1 – 50 

   n. Size: 1 – 75 

   o. Size: 1 – 100 

   p. Size: 1 – 150  

4. Acts/Parts – Click the + sign to display dramatic work and source  

 information 

a. 1 Act 

   b. 2 Acts 

   c. 3 Acts 

   d. 1 Part 

   e. 2 Parts 

   f. 3 Parts 

   g. 4 Parts 

   h. 5 Acts 

   i. 5 Parts 

   j. 6 Acts 

   k. Other 

  5. Plot – List of plots/Plot ID numbers provided, A – Z by plot.  

Searching by Multiple Plots allows more comprehensive results. 

For example, plots involving David, King of Israel may also be 

found under his son, Absolon, and his predecessor, Saul, and 

Jonathan, Saul’s son. Determine how many plot IDs are 

appropriate for your search from the provided list, click the 

appropriate button, and enter the Plot ID numbers one by one, 

hitting Enter/Return after each number. You may leave any extra 

prompts blank by hitting Enter/Return). 

a. Single Plot 

   b. Multiple Plot (2) 

   c. Multiple Plot (3) 

d. Multiple Plot (4) 
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6. Main Character – Find the character(s) in the list provided and  

then click the appropriate search button. At the prompt, type the 

Character Name exactly as it appears in the list once for Main 

Character 1, hit Enter/Return, and then enter the same Character 

Name again for Main Character 2 for a more comprehensive 

return of data. Follow the same procedure for searching up to 4 

Characters. To ensure an accurate return, it is recommended to 

search on all relevant characters. For example, for dramas 

involving Daphnis, search also for Aminth, Damon, and Tityrus. 

Click the + sign to display all of the dramatic works associated 

with each production. 

a. Single Character 

   b. Multiple Characters (2) 

   c. Multiple Characters (3) 

d. Multiple Characters (4) 

III. Source Search Menu 

 A. Archive – List provided. Click the + sign to display all items located in the  

  archive 

 B. Publisher Name – List provided. Click the + sign to display all items  

  published by the requested publisher.  

 C. Shelfmark – Note: No source list is provided; this is an advanced search  

option. To display all the shelfmarks in the database, choose Browse All 

Menu – Shelfmark. 

 D. Document Type – Click + sign to display full dramatic, date, and source  

information. Click the second + sign to display the composer information 

(if any). 

  1. Programme (Printed) 

  2. Programme (MS) 

  3. All Programmes 

  4. Text (Printed) 

  5. Text (MS) 



  591

  6. All Texts 

  7. Score (Printed) 

  8. Score (MS) 

  9. All Scores 

E. Document Language (1) – Searches for documents in a single language.  

Note: The languages provided in the source list are a master list rather 

than reflecting the current contents of the database.  See Browse All Menu 

– Document Language to view all the current documents’ languages. 

F. Document Language (2) – Searches for documents in two languages (such  

as a theatrical programme in both German and Latin). Note: The 

languages provided in the source list are a master list rather than 

reflecting the current contents of the database. See Browse All Menu – 

Document Language to view all the current documents’ languages. 

G. Browse All, Ordered By – Click the + sign to display details of each  

 dramatic work 

a. Source 

b. Shelfmark/Call Number 

c. Language – Click the second + sign to display composer  

 information (if any) 

d. Publisher Name 

e. Publisher City 

f. Publisher Country 

g. Document Type 

IV. ID Search Menu (For Advanced Users) – Source lists are not provided. 

 A. Search by Composer ID 

 B. Search by Author ID 

 C. Search by Plot ID 

 D. Search by Production ID 

 E. Search by School ID 

 F. Search by Source ID 
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V. Browse Menu – All dramatic works in the database, ordered by: 

 A. Religious Order 

 B. Plot, A – Z 

 C. School, A – Z 

 D. Year 

 E. Acts/Parts 

 F. Title, A- Z 

 G. Number of Performances 

 H. Total Dramatic Works per Production 

 I. Ensemble Size 

 J. City 

 K. Jesuit Province 

 L. Country 

VI. Count Totals Menu 

 A. Date Options Menu 

  1. Year Menu 

   a. 1500–1599 

   b. 1500– 549 

   c. 1550–1599 

   d. 1500–1524 

   e. 1525 – 1549 

   f.  1550–1574 

   g. 1575–1599 

   h. 1600–1699 

   i.  1600–1649 

   j.  1650–1699 

   k. 1600–1624 

   l.  1625–1649 

   m.1650–1674 

   n. 1675–1699 

   o. 1700–1799 
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   p. 1700–1749 

   q. 1750–1799 

   r. 1700–1724 

   s. 1725–1749 

   t.  1750–1774 

   u. 1775–1799 

  2. Month 

  3. Day of Month 

B. Dramatic Options Menu 

1. Plot 

2. Acts/Parts 

3. Total Dramatic Works p/Production 

4. Total Performances p/Production 

5. Drama Type 

6. Document Type 

   a. Programme (Printed) 

   b. Programme (MS) 

   c. All Programmes 

   d. Text (Printed) 

   e. Text (MS) 

   f. All Texts 

   g. Score (Printed) 

   h. Score (MS) 

   i. All Scores 

 C. Geographic Options Menu 

  1. School Name (A-Z) 

  2. City (A – Z) 

  3. Jesuit Province (A – Z) 

  4. Country (A – Z) 

 D. Document Options Menu 

  1. Publisher 
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  2. Archive Source 

3. Document Type 

   a. Programme (Printed) 

   b. Programme (MS) 

   c. All Programmes 

   d. Text (Printed) 

   e. Text (MS) 

   f. All Texts 

   g. Score (Printed) 

   h. Score (MS) 

   i. All Scores 

 E. Religious Order 

F. Composer (A – Z) 

G. Author (A – Z)  

 

CSTD Design Schematics: Database Tables and Fields 

 

Below are listed the tables comprising the Catholic School Theatre Database, 

together with all of the fields for each table. The tables fall into three categories. In the 

first category are the two main tables, the Drama Main Table and the Performance Main 

Table. The second category contains the source tables, listed in alphabetical order. The 

primary function of the source tables is to provide standardised information for the two 

main tables, such as the names of schools, or to provide additional information for a field 

within the main tables. The Archive/Library Source Table is an example of the latter, for 

although only the Source ID number is stored in the main tables, the Archive/Library 

Source Table contains the details of each archive or library. 

The third and final category is made up of tables currently being populated as the 

depth of information collected in the database continues to expand. The titles of these 

tables are italicised in the list below. Two of these are the Director Source Table and the 

Performers Source Table. In the future, the Director Source Table and the Performers 

Source Table will be merged with the Composer and Author Source Tables to create a 
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third main table, Personnel Main Table. Such a merge allows more a comprehensive 

collection of information about those persons active in multiple areas of religious school 

theatre; that is, they acted in the plays as students as well as later writing, composing, or 

directing productions. Another table under construction is the Character Source Table. 

This table will serve as a master list of all the  characters found in the productions 

together with performance practise information from individual productions.  

In the tables below, the key field (the field that contains a unique identifier for 

that record) is underlined. Field names in italics indicate fields that are being 

retrospectively populated. Due to the preliminary stage of this work, the database menus 

do not provide search options for these fields at this time.  

 

Drama Main Table  

[This table collects information for individual dramatic works within a production] 

 

Record Number [Number automatically assigned by the database] 

Production ID Number 

Religious Order 

Drama Type 

Programme Title Page 

Translated Title (English) 

Main Title 

Plot ID 

Main Character 1 

Main Character 2 

Synopsis/Argument 

Translated Synopsis (English) 

Acts/Parts 

Dramatic Work Language 

Instrumental Musicians 

Vocal Musicians 

Dancers 
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Instrumental Ensemble Size 

Vocal Ensemble Size 

Dance Troupe Size 

Cast Size 

Music Composition ID Number 

Composer ID Number 

Director/Prefect/Maestri ID Number 

Play Text ID Number 

Author ID Number 

School ID Number 

Publisher ID Number 

Source/Archive/Library ID Number 

Performance Referenced In 

Notes 

 

Performance Main Table [This table collects information for each theatrical production] 

Record Number 

Production ID Number 

Religious Order 

Performance Day 1 

Performance Day 1 Gender 

Performance Day 1 Language 

Performance Day 2 

Performance Day 2 Gender 

Performance Day 2 Language 

Performance Day 3 

Performance Day 3 Gender 

Performance Day 3 Language 

Performance Day 4 

Performance Day 4 Gender 

Performance Day 4 Language 
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Month 1 

Month 2 

Performance Year 

Dedication To 

Performance Start Time 

Performance Venue 

Performance Occasion 

Total Number of Performances 

Total Dramatic Works  [Total number within each production] 

Text (Printed) 

Text (MS) 

Programme (Printed) 

Programme (MS) 

Score (Printed) 

Score (MS) 

Playbill (Printed) 

Playbill (MS) 

Document Language 1 

Document Language 2 

School ID Number 

Publisher ID Number 

Source/Archive/Library ID Number 

Source/Archive/Library Shelfmark 

Number of Item in Volume 

Item Extant (Yes/No) 

Performance Referenced In 

Notes 

 

Archive/Library Source Table 

Source/Archive/Library ID Number 

Source/Archive/Library Name 
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Source/Archive/Library Sigla 

 

Author Source Table 

Record Number 

Play Text ID Number 

Author ID Number 

Author Title 

Author First Name 

Author Middle Name(s) 

Author Last Name 

Notes on Author 

 

Composer Source Table 

Record Number 

Score ID Number 

Composer ID Number 

Composer Title 

Composer First Name 

Composer Middle Name(s) 

Composer Last Name 

Composer Alternate Names 

Notes on the Composer 

 

Country Source Table 

Record Number 

Country   [Modern] 

 

Jesuit Province Cities Source Table 

Record Number 

Jesuit Province ID Number 

Jesuit Province Cities ID Number 
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Jesuit Province Cities Modern 

Jesuit Province Cities Alternate Names 

 

Jesuit Province Source Table 

Record Number 

Jesuit Province ID Number 

Jesuit Province Name 

 

Language Source Table 

Record Number 

Language 

 

Number of Acts/Parts Source Table 

Record Number 

Number of Acts/Parts 

 

Performance Month Source Table 

Record Number 

Month 

 

Plot Source Table 

Record Number 

Plot ID Number 

Plot, Standardised 

Plot, Alternate Names 

Notes on the Plot 

 

Publisher Source Table 

Record Number 

Publisher ID Number 

Regularised Publisher Name 
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Alternate Publisher Name(s) 

Publisher Address(es) 

Publisher City (Modern) 

Publisher City (Document) 

Publisher Country (Modern) 

 

Religious Order Source Table 

Record Number 

Religious Order 

 

School Source Table 

Record Number 

School ID Number 

Religious Order 

Regularised School Name 

Alternate School Name(s) 

School Address 

School City ID 

School City 

Jesuit Province 

School Country 

 

Director Source Table 

Record Number 

Production ID Number 

Director/Prefect/Maestri ID Number 

Director Type 

Director School ID 

Director/Prefect/Maestri Title 

Director/Prefect/Maestri First Name 

Director/Prefect/Maestri Middle Name(s) 
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Director/Prefect/Maestri Last Name 

Director/Prefect/Maestri Alternate Names 

Notes on the Director/Prefect/Maestri 

 

Performers Source Table 

Record Number 

Production ID Number 

Dramatic Work ID Number 

School ID 

Performer Type 

Performer Role 1 

Performer Role 2 

Performer Role 3 

Performer Instrument/Voice Part 

Performers ID Number 

Performers Title 

Performers First Name 

Performers Middle Name(s) 

Performers Last Name 

Performers Alternate Names 

Notes on the Performers 

 

Characters Source Table 

Record Number 

Character ID Number 

Character Name, Regularised 

Character, Alternate Names 

Notes on the Character  
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Appendix 3   

 

Daphnis, Pastorale (Anonymous, Jesuit College of Namur, 1728) 

 

 

Re-constructing Jesuit Theatre for the Modern Stage: Daphnis, Pastorale1 

 

Creating a historically informed re-construction of a Jesuit drama on a modern 

stage is not simply a matter of primary research and scholarly understanding of the 

theatrical history of the Society of Jesus.2 Rather, it is an interrelated process among 

primary research, academic study and informed experimentation. The small but 

significant media collection of modern performances of Jesuit music-dramas provides 

visual results of this process. Four genres of Jesuit music-drama – a Passion, an oratorio, 

a pastorale and an opera – have been revived in performance in the past few years.3  A 

detailed inquiry into performance issues for all four productions would be an immense 

                                                 
1 Portions of this essay appear in “Re-constructing Jesuit Theatre for the Modern Stage: Daphnis, 
Pastorale, an Eighteenth-Century Belgian Jesuit College Music-Drama.” In Music and the Jesuits III: 
Rituals of Persuasion, The Jesuits and Musical Communities, general editor, John O’Malley, Ashgate 
(forthcoming; projected publication date October 2010).  
2 See Nigel Griffin, Jesuit school drama: a checklist of critical literature, rev. ed. (London: Grant and 
Cutler, 1986) for an index of published literature concerning Jesuit drama. Important recent publications 
include Jean Marie Valentin’s studies of Austrian and German Jesuit theatre,  Les Jesuites et le theatre 
(1554-1680): contribution e  l'histoire culturelle du monde catholique dans le Saint-Empire romain 
germanique (Paris: Desjonqueres,  2001) and Theatrum Catholicum: Les jesuites et la scene en Allemagne 
au XVIe et au XVIIe siecles (Presses Universitaires de Nancy: Nancy, 1990), a study of Stefano Tuccio’s 
plays by Mirella Saulini in Il teatro di un gesuita siciliano: Stefano Tuccio. (Roma: Bulzoni, 2002), 
Giovanna Zanlonghi’s investigation of Jesuit theatre in Milan, Teatri di Formazione: Actio, parola e 
immagine nella scena gesuitica del Sei-Settecento a Milano (Milan: Vita e Pensiero, 2002) and the 
collection of essays on Spanish Jesuit theatre edited by Ignacio Arellano, Paraninfos, segundones y 
epígonos de la comedia del Siglo de Oro (Barcelona; Anthropos Editorial, 2004).  
3 Marc-Antoine Charpentier, ‘David et Jonathas’ (performance, Georgetown University, Georgetown, 
Washington, D.C., 2009); Anonymous, ‘Daphnis, Pastorale’ (performance, University of York, York, U.K., 
2008); Marc-Antoine Charpentier, ‘Mors Saülis et Jonathae’ (performance, University of Missouri-
Columbia, Columbia, Missouri, 2003); and Johann Bernhard Staudt, ‘Patientis Christi memoria’ 
(performance, Boston College, Boston, Massachusetts, 2002). Regarding this last, see also T. Frank 
Kennedy’s essay, ‘Jesuit Opera in Seventeenth-Century Vienna: Patientis Christi memoria by Johann 
Bernhard Staudt (1654 – 1712),’ Kennedy’s edition of the text, and DVD of the performance in John W. 
O’Malley, ed., The Jesuits II: cultures, sciences, and the arts, 1540 – 1773 (Toronto: University of Toronto 
Press, Inc., 2006). 
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task. Therefore, this essay examines a discreet selection of the practical processes 

involved in the modern production of a single work, Daphnis, Pastorale, MS 357.c.4  

The recent production of Daphnis, Pastorale was the result of a historically 

informed creative process and did not purport to duplicate the original performance by 

the Jesuit college of Namur on May 19, 1728.5 Its contemporary representation 

necessitated new approaches to the design, especially the stage and action, as well as 

contemporary solutions for the casting and linguistic content. Moreover, the absence of 

practical production information in MS. 357.c and the disappearance during the World 

Wars of the only known printed programme from the original performance left certain 

essential performance factors unknown, such as the inclusion of dramatic insertions.6 

Therefore, to reconstruct a possible rendition of the 1728 Daphnis pastorale, programmes 

from eighteenth-century Daphnis plays staged by other Belgian Jesuit colleges were 

consulted for performance information not present in the manuscript.7 In those areas in 

which these programmes yielded multiple options, the 1741 Daphnis performance by the 

Namur Jesuit college was usually preferred as a source above the other programme. This 

choice of preference was not only due to the fact that the 1741 programme is nearest in 

date to the 1728 performance, but also because both productions were staged by the 

Jesuit college of Namur. These primary sources were supplemented by recent scholarly 

                                                 
4 Daphnis, Pastorale, 19 May 1728, MS 357.c, Manucrits et Fonds anciens, Bibliothéque générale des 
Philosophie et Lettres, University of Liège. 4o, pp.88, gilt-edged with vellum binding. This MS. appears in 
the Bibliothèque de la Compagnie de Jésus (rev. ed. Carlos Sommervogel, S. J, Paris: A. Picard, 1890-99, 
s.vv. ‘Namur, Collége de,’ Vol. V: 1561, no. 89, note) as MS. 667. The anonymous music manuscript, laid 
out in full score and written in a single clear hand, is a fair-hand copy with no deletions. The 2008 
production was made possible through the Arthur Ramsden Award through the Society of Theatre 
Research, London.  
5 The Jesuit college of Namur was located in modern-day Walloon Province in Belgium, a francophone 
region. The college was founded in 1610, the eleventh Jesuit college established in the Gallo-Belgian Jesuit 
Province. Those colleges which preceded Namur in the Province were Aire (1576), Cambrai (1563), Douai 
(1568), Liège – Belgian (1582), Lille (1606), Luxembourg (1555), Mons (1583), Saint-Omer – Belgian 
(1567), Tournai (1553) and Valenciennes (1565).  
6 Bibliothèque de la Compagnie de Jésus, rev. ed. Carlos Sommervogel, S. J (Paris: A. Picard, 1890-99), 
s.vv. ‘Namur, Collége de,’ Vol. V: 1561, no. 89. (Hereafter, Sommervogel.) ‘Daphnis pastorale presentée à 
Monseigneur Monseigneur Thomas Jean Franç. Strickland de Sizerge eveque de Namur Abbé Seculier de 
la Collégiale de Nôtre Dame, et de St. Pierre de Preaux en Normandie, etc. Par le College de la Compagnie 
de Jesus de la méme Ville. Représentée par les Escolliers dudit College la (19) May 1728. A Namur, Chez 
Oger Lahaye, 1728.’ 4o, pp. 8.  
7 Daphnis (Brugis: Francisci Beernaerts, 1754), F.137/3. Daphnis, Pastorale (Namur: Jean François La 
Fontaine, 1741), F.149/1. Referenced in Sommervogel, V: 1562, 96. Galateae Daphnidis (Ipris: Jacobum 
Franciscum Moerman, 1762), F.137/2.  Tityrus (Ipris: Jacobum Franciscum Moerman, n.d.), F.137/1. All 
documents located in ‘Caecus’ Library, Stonyhurst College, Hurst Green, Lancashire, U.K.  
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literature investigating pastoral ballets and dances in Jesuit and court theatres in France; 

at the time of writing, a study of Jesuit theatrical productions in Belgium has yet to be 

published. The following recreates the conditions encountered and resolutions ventured 

in the November 27, 2008 performance of Daphnis. 

 

Solo Ensemble 

 

Although MS.357.c does not contain a cast list, the manuscript identifies each role 

as they enter. Five solo roles appear in the original manuscript: la Nymphe de la Sambre, 

Aminth, Damon, la Déesse des Flores, and les Echos.8 Except for Aminth, an haute-

contre, the roles are written for the dessus (soprano) voice. No evidence has been found 

to suggest that castrati took part in the Namur Jesuit college theatrical productions. 

Therefore, the soprano characters were most likely performed by students with 

unchanged voices or in falsetto. It is a generally accepted practice in modern 

performances to cast women in roles originally sung by boys when boys are not 

obtainable, and this practice was extended to the casting decisions for the 2008 

performance. In that performance, women sang the soprano roles and Damon cross-

dressed as a shepherd. However, the role of Aminth was performed, as in the 1728 

production, by an haute-contre.  

 

                                                 
8 The 2008 costumes for the soloists: The Nymphe wore a long-sleeved A-line blue velvet gown, sleeveless 
gold velvet over-robe with a train, blue glass jewellery, and white stockings. The Spirit of Spring wore the 
same blue gown and white stockings as the Nymph, to which were added a green taffeta sash, wreaths of 
flowering vines, and a necklace of carved green leaves. Echo also wore the same dress but with a red taffeta 
sash and white stockings. Aminth wore a red peasant blouse, blue waistcoat, blue knee-breeches, black 
stockings and black shoes. Damon was dressed in a blue blouse, an embroidered waistcoat, black knee-
breeches, black stockings and black shoes.  
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Fig. 1  A modern map of the city of Namur showing the geography of the region. The  

Sambre River, represented by La Nymphe de la Sambre in Daphnis, is indicated by the 

top left circle. The lower central circle indicates the Meuse River, one of the symbolic 

metaphors applied to the character of Daphnis. Map Source: http://www.visitbelgium. 

com/maps/namurmap.htm 

 

The Daphnis manuscript does not specify the allegorical symbolism attached to 

the main characters, elements crucial to the performance of these roles. However, the 

allegorical symbolism of the Nymph, the Spirit, and Echoes is evident from their names. 

The Nymph represents the Sambre River, the smaller of the two rivers bordering the city 

of Namur (see fig. 1 above); the Spirit of Spring and Echoes require no explanation.9 For 

Aminth and Damon, more information than provided in the manuscript is needed. Damon 

could be either the celebrated Athenian musician who taught Pericles or the legendary 

friend of Phintias who assumed Phintias’ punishment in order that his friend might right 

                                                 
9 Belgian Tourist Office, ‘Namur City Map,’ Namur, http://www.visitbelgium.com/maps/namurmap.htm. 
This is a modern map of Namur showing the Sambre and Meuse Rivers bordering the city centre. 
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his affairs before his death sentence was carried out.10 Similarly, Aminth could represent 

Aminth, an Etruscan winged genius similar in appearance to Cupid, or be an alternate 

spelling of Amyntas, the musician-shepherd and lover of the shepherdess Phyllis.11 An 

examination of the cast lists from the 1741 Namur and the 1762 Ypres Daphnis plays 

reveals a shepherd named Damon and both Damon and Amyntas as shepherds, 

respectively (fig. 2). Based upon the information from these programme, for the recent 

performance Aminth was a shepherd symbolizing music and Damon, also a shepherd, 

symbolized friendship, trust and loyalty. 

The musical hierarchy of the solo characters was a factor in assigning the roles for 

the 2008 performance. Although there are five named roles in the 1728 Daphnis 

manuscript, only four have a significant amount of music to perform. Aminth, Damon, 

and the Nymph are onstage throughout the work. However, the Spirit and the Echoes 

appear only in the second half. In fact, the Echoes add aural spectacle to only a single air 

de cour by Damon, ‘Shepherds, let us hear the sound of your pipes.’12  Table 1 presents 

the total number of measures of music sung by the four major soloists in each formal 

division. As seen in the data in the table as well as her central role in the dramatic action, 

it is obvious that the Nymph is the starring role of the pastorale, a role for which an 

experienced performer would be preferred. Not only does the Nymph have the most 

music to learn, but she is also entrusted with the two da capo Italianate arias in the work, 

one in each partition. Aminth, whose dramatic role is chiefly that of dialogue with the 

Nymph or Damon, bears the second greatest musical responsibility. Damon is the equal 

of Aminth in the first half, but becomes the least prominent of the four in both dramatic 

action and solo time in part two. The Spirit and Damon’s performance time in the second 

partition are roughly equal in terms of the amount of music sung, but dramatically the 

Spirit is more important than Damon to the unfolding of the plot in the second half.   

                                                 
10 Christopher Riedweg. Pythagorus: his life, teaching and influence. (Steven Rendall, trans., Munich: C. 
H. Beck, 2002), 40 – 41. Phintias is also written as Pythias. 
11 Guiliano Bonfante and Larissa Bonfante. The Etruscan Language: An Introduction. (Rev. ed., 
Manchester: Manchester University Press, 2002), 78. 
12 Daphnis, Pastorale, (MS 357.c, Manucrits et Fonds anciens, Bibliothéque générale des Philosophie et 
Lettres, University of Liège, Liège BE.), 53 – 56. Daphnis, Pastorale, Elizabeth Dyer, ed., mm.734 – 782. 
«Qu’on entende, Bergers le son de vos musettes.» Hereafter, libretto and score citations are given in page 
number(s) for MS 357.c and measure numbers for the modern edition, referred to as Dyer. 
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 (a)      (b) 

 

Fig. 2 Examples of cast lists from two Daphnis plays. (a) Daphnis, Pastorale, Jesuit 

College of Namur, 10 April 1741. F.149/1, p.2. (b) Galateae Daphnidis, Jesuit College of 

Ypres, 1762. F.137/2, p.8. ‘Caecus’ Library, Stonyhurst College, U.K. 

 

 

TABLE 1 The four major roles in Daphnis, Pastorale (1728) 

 

(Total number of bars) Part I Part II 

Nymph 130 162 

Aminth 119 86 

Damon 119 33 

Spirit – 48 

 

Source: Daphnis, Pastorale. 1728. MS 357.c, Manucrits et Fonds anciens, Bibliothéque 

générale des Philosophie et Lettres, University of Liège, Liège BE. 
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Instrumental Ensemble 

 

The instrumental ensemble of the 1728 production is not specified in MS 357.c 

and few details about the instrumental forces in French and Belgian Jesuit college 

performances have come to light.13 The Daphnis score consists of two unnamed dessus 

parts, an alto line, and continuo with figured bass. In the 2008 performance, the 

instrumental parts were realized by a conservative ensemble of two violins, viola, bass 

viol and chamber organ with a pair of flutes occasionally doubling the violins.14 The two 

treble parts might have been increased for the 1728 production by additional violins or 

doubling by oboes. These practices are consistent with what is known of the 

performances of histoire sacrées by Charpentier at the Louis-le-Grand/Collège de 

Clermont Jesuit college in Paris during the 1680s. For example, Jean Duron writes in his 

preface to Charpentier’s Mors Saülis and Catherine Cessar writes in her notes to the 

critical edition of Charpentier’s Sacrificium Abrahae that Charpentier might have used in 

performance only flutes or doubled the treble lines with flutes and violins.15 However, it 

was proven during rehearsals for the 2008 performance that flutes and recorders were not 

as suitable as substitutes for the oboe in Daphnis, as the melodic range frequently 

exceeds that of the flute and recorder while remaining within that of the oboe. The flutes 

were thus restricted in the 2008 performance to the concluding chorus and imitating bird-

song in response to text in an earlier air de cour and chorus: 

  

May everything interest him; may everything impress him. 

   Come, little birds 

   Under this tender foliage, 

   Join your song  

                                                 
13 John Spitzer and Neal Zaslaw, The Birth of the Orchestra: History of an Institution, 1650 – 1815 (New 
York: Oxford University Press, 2004), 205 – 206.  
14 Period instruments and bows were used in performance. The pitch selected for the production was 
A=415. The pitch was chosen for the practical reason that the strings maintained their tuning best at this 
pitch. The instrumental ensemble was in costume for the 2008 production: neutral peasant blouses, neutral 
knee-breeches, black stockings and black shoes, and matching dark red vests. 
15 Marc-Antoine Charpentier, Mors Saülis et Jonathae, (Jean Duron, ed., Eng. trans. Mary Creswick, 
Versailles: Éditions du Centre de Musique Baroque e Versailles, 1992), IX – XI.  Ibid., Sacrificium 
Abrahae, (Catherine Cessac, ed., Eng.  trans. Mary Criswick, Versailles: Éditions du Centre de Musique 
Baroque e Versailles, 1995), XVII – XXVII. 
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   To the noise of these waters.16 

 

The decision to select bass viol rather than the cello for the continuo part was 

similarly based upon Charpentier’s compositions for Louis-le-Grand/Collège de 

Clermont.17 The use of chamber organ or harpsichord or both instruments all are equally 

possible within Jesuit theatre performance practice.18 Judging from pictorial evidence 

beginning as early as the mid-sixteenth century, the chamber organ appears to have been 

the preferred keyboard instrument for open air performances.19 The original performance 

of Daphnis might have taken place in the garden of the Bishop’s palace or on a stage 

erected in college courtyard; it is not known whether the Namur Jesuit college had its 

own indoors theatre by 1728.  Therefore, the 2008 performance sought to simulate the 

ensemble for an outdoor performance, and chamber organ was chosen to complete the 

continuo section.20 

 

Chorus 

 

The vocal forces required by the Daphnis manuscript include a choral ensemble in 

addition to the five solo roles. The nine choruses found within the pastorale are scored for 

a four-part choir, soprano, haute-contre, tenor, and bass. Therefore, in order for the six 

                                                 
16 MS 357.c, 58 – 66. Dyer, 808 – 894. «Que tout l’intéresse; que tout l’empresse./Venez petits 
oiseaux/Sous ce tendre feüillage,/Mêlez votre ramage/Au bruit de ces eaux.»  The flutes were hidden 
backstage, one on each side, for their role as birds and their part in the transformation scenes, discussed 
below. 
17 Marc-Antoine Charpentier, Mors Saülis et Jonathae, (Jean Duron, ed., Eng. trans. Mary Creswick, 
Versailles: Éditions du Centre de Musique Baroque e Versailles, 1992), IX – XI.  Ibid., Sacrificium 
Abrahae, (Catherine Cessac, ed., Eng.  trans. Mary Criswick, Versailles: Éditions du Centre de Musique 
Baroque e Versailles, 1995), XVII – XXVII. 
18 Jan Dismas Zelenka, Sub Olea Pacis (Rev. Vratislav Bĕlský, ed., Praha: Musica Antiqua Bohemica, 
1987), II, 12. Johann Bernard Staudt, Ferdinandus Quintus. (Walter Pass and Karl Plepelits, ed., Graz: 
Denkmäler der Tonkunst in Österreich, 1981), Vol 132. Theophilus (Anon.,  Munich, 1647), in Szarota, I, 
1, p. 689 – 704. Philothea (Anon., Munich, 1643) in Szarota, I, 1, pp. 649 – 652. 
19 Jan Bloemendal, Spiegel van het dagelijks leven?: Latijnse school en toneel in de noordelijke 
Nederlanden in de zestiende en de zeventiende eeuw. (Hilversum: Verloren, 2003), 40. For example, see 
Pieter Brueghel the Elder (c. 1525 – 1569), ‘De Matigheid’ (Temperance), after 1559. However, 
Bloemendal identifies the date of this sketch as 1500. A full copy of Brueghel’s sketch is available at 
http://www.chrisdenengelsman.nl/Kunst kolom/Breughel Pieter/Breughel Pieter tekeningen.htm 
20 The 2008 decision to place the instruments on a raised platform was governed primarily by the needs of 
the transformation scenes in part two. The angle of the platform allowed the musicians to follow the action 
onstage, a necessary arrangement as this performance was not conducted.  
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soloists (at least two singers sang the role of Echo) to perform the choruses without 

additional personnel, two of the soprano roles would have to have been sung by falsettists 

who reverted to their changed voice for the choruses.21 Although the frequency with 

which falsettists performed soprano roles in French and Belgian Jesuit theatrical 

productions is not known, it was accepted practice in the French court and theatres.22 If 

falsettists sang both soprano roles and the lower voices of the chorus in the 1728 

performance, the music manuscript offers no clues. Neither does the score provide 

information regarding the identity or size of the choral ensemble. Similarly, an 

examination of four mid-eighteenth century Daphnis programme shows that only the 

names of the characters figure in the cast list (fig 2, above, and fig 3, below). There is no 

indication in any of these programmes of a separate choral ensemble. 

However, the absence of a choral ensemble in these four programmes does not 

necessarily mean that such an ensemble was not present in performance. A study of 

contemporary Jesuit theatre programmes for music-dramas reveals it was common 

practice not to include chorus members in the printed cast lists even when synopses of 

choruses appear in the programme.23 Those programmes that did print the names of the 

chorus reveal the wide variation in ensemble size at this time (table 2). As seen in the 

table, the size of the chorus generally falls between ten and thirty singers, although 

productions with choruses of over one hundred singers were occasionally staged.24 The 

information in table 2 provides general parameters for the number of musicians who 

might have sung the choruses in the 1728 production of Daphnis, and therefore similarly 

informs any modern reconstruction of the pastorale. 
                                                 
21 There is no evidence found in the recovered primary documents for Belgian Jesuit theatre to support the 
proposition that falsettists performed in both voices within a single production. However, in order to 
investigate whether such a performance scenario was even feasible for Daphnis, an experiment was 
conducted in which a tenor and a bass falsettist sang the role the Spirit and Damon, respectively, and their 
corresponding changed voice parts in the chorus. (As the Echoes are off-stage for the duration of Part II, 
the Spirit of Spring and Damon became the logical choices if falsettists were used in this manner.) Upon 
trial, this performance practice proved uncomfortable for both singers, especially for choruses immediately 
following their solos. 
22 Martha Elliott, Singing in Style: A Guide to Vocal Performance Practice (New Haven, CT: Yale 
University Press, 2007), 42 – 43. James Stark, Bel canto: A History of Vocal Pedagogy (Toronto:  
University of Toronto Press, Inc., 1999), 206 – 212.  
23 Elizabeth Dyer, ‘Voices in the Jesuit Theatre c.1660 – c.1730’ (paper, National Early Music Association  
Annual Conference, York, U.K., 7 July, 2009). 
24 Jan Dismas Zelenka. Sub Olea Pacis. (Vratislav Bĕlský, ed. Musica Antiqua Bohemica, 1987), II:12. 
Performed by the Jesuit collge in Prague in 1723, one hundred and forty-two singers formed the chorus for 
Sub Olea Pacis. The work also requires eight solo roles and an instrumental ensemble of at least twenty.  
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(a)      (b) 

 

Fig. 3  Cast lists from two mid-eighteenth century Daphnis plays showing no evidence of 

a choral ensemble. (a) Daphnis, Jesuit College of Bruges, 1754. F.137/3, p.2. (b) Tityrus, 

Jesuit College of Ypres, n.d., probably after 1762. F.137/1, p.14. ‘Caecus’ Library, 

Stonyhurst College, U.K. 
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TABLE 2 Choral ensemble size in eight select contemporary Jesuit theatre productions 

 

Year Title (Key words) Chorus School Sources 

1727 Innocentia Victrix 30 Mindelheim Szarota 3:2, 1665 – 1672 

1727 Thomae Mori 12 Olmutz GB-Lbl T.1857, 6 

1728 Dolus Bonus 31 Ratisbon GB-Lbl 840.e.5, 13 

1728 Volubilis Fortunae 11 Olmutz GB-Lbl T.1857, 7 

1729 Ludovicus XII  29 Freiburg Szarota 3:2, 863 – 870 

1729 Chanté à le fête 10+ Dijon BE-ULg 43.921.1, 42:1 

1730 Aaron a Moyse 14 Munich GB-Lbl 840.e.5, 17 

1730 Cyrus  24 Amberg Szarota 1:1, 335 – 342 

 

 

There are numerous allusions in the text of Daphnis indicating that pastoral 

characters were present on the stage and sang in the choruses. The Nymph, for example, 

calls together an ensemble of nymphs, gods, and shepherds, singing: 

 

Naiads, Gods of the woods, Shepherds, let all come together.  

   Let us prepare songs after so many sighs,  

   Let Daphnis bring together joy and pleasures.25 

 

In their récits and airs the other soloists similarly interact with pastoral characters not 

specified in the music manuscript. Damon commands shepherds to make music: 

 

Shepherds, let us hear the sound of your pipes.26  

 

                                                 
25 MS 357.c, 49. Dyer, 634 – 639. «Naiades, Dieux des bois, Bergers, que tout l’assemble./Qu’on prépare 
des chants après tant des soupirs,/Daphnis rameine ensemble la joie et les plaisirs.» 
26 MS 357.c, 54 – 56. Dyer, 743 – 745. «Qu’on entende, Bergers le son de vos musettes.» 



  613

The Spirit of Spring directs the shepherds to dance. The text of the Spirit’s air de cour 

also intimates that shepherds sang the choruses:  

 

In your gentle choruses, Shepherds, lead the dance.27 

 

 The presence of shepherdesses as well as shepherds in the cast is suggested by the 

Nymph in her final recitative: 

 

Happy Shepherds, overjoyed Shepherdesses, 

   Sing hundreds and hundreds times 

   Seated upon the tender fern,   

‘Generous Daphnis, pupil of Pallas, 

   Gracious Daphnis, the honour of our Prelates.’ 28 

 

Thus, although MS 357.c and the programmes of other Daphnis plays do not include 

choral singers, an examination of the 1728 libretto reveals the possibility that several 

types of pastoral characters were included in the production together with the soloists. 

The text of the pastorale also implies that at least one sub-group of these characters, the 

shepherds, functioned as a choral ensemble.   

Based upon this textual and programmatic evidence, four additional singers in the 

guise of shepherds were added to the 2008 production cast.29 Also, the Spirit of Spring 

and the Echoes, who otherwise appear only in the second half, were double-cast as 

                                                 
27 MS 357.c, 69. Dyer, 934 – 938. «A vos tendres concerts, Bergers, mêlez la danse. » 
28 MS 357.c, 76. Dyer, 1041 – 1057. «Heureux Bergers, trop heureuses Bergéres/Chantez cens es cens 
fois,/Assis sur la tendre fougère,/Le généreux Daphnis, Élève de Pallas,/Le gracieux Daphnis l’honneur de 
nos prélats.» 
29 The performance space did not permit a large cast, and therefore the nymphs, wood-gods and 
shepherdesses referenced in the libretto were not included in the 2008 production. The choral ensemble 
were costumed as shepherds in cream-colored peasant blouses, matching yellow waistcoats, blue, brown, or  
black knee-breeches in matched pairs, black stockings and black shoes. The shepherds were arranged in 4 
dancing pairs, and these were indicated by the colour of their breeches and their arm-ribbons. Partners were 
assigned by the actors’ heights, with the shortest performers at the front of the stage in order for all the 
actors to be clearly seen by the audience. 
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shepherds in part one of the pastorale.30 The soloists joined in singing the choral numbers 

with the ensemble of shepherds. The choral forces for the 2008 production thus totalled 

ten singers, a conservative decision placing the production among the smallest of those 

presented in table 2, yet large enough to permit the vocal imbalance issues previously 

discussed to be addressed.31 

 

Reconstructing Additional Characters 

 

Having established the validity of adding choral singers by means of historical 

Jesuit theatre practice and references in the source libretto, a comparison of the 1728 

music manuscript and the programmes from the four Daphnis productions reveals that the 

1728 production might have had a significantly larger character cast than found in MS 

357.c. (table 3). Compared to the five solo roles identified in the 1728 Daphnis score, the 

number of roles listed in the four programmes range from twenty-four (1741, Namur) to 

ten (1762, Ypres). Immediately noticeable in the cast lists are a number of additional 

shepherd roles.32 Principal among these is the title role of Daphnis, who is not accorded a 

role in the 1728 music manuscript. Also absent in the manuscript are mythological 

characters such as Apollo, who appears in the 1741 performance, and Pan, present in the 

Bruges and most likely also in the undated Ypres programmes. A ballet of nine religious 

virtues, Apollo and shepherds concludes the 1741 Namur production, a dramatic insertion 

not present in MS 357.c. Several of the programme cast lists include a ‘spirit of the 

school’ character, the ‘Genius Brugensis’ of the 1754 Bruges play and ‘Gymnasium Soc. 

Jesu’ of the 1762 Ypres play. This type of character might be viewed as equivalent to the 

‘Nymphe de la Sambre’ role in the 1728 production in the same way that the role of ‘La 

Déesse des Flores’ is similar to ‘Le Genie de la Paix’ in the Namur Daphnis pastorale of 

1741.  

                                                 
30 Szarota, I:1, 649 – 652. Double-casting was not uncommon in Jesuit theatre music-dramas. For example, 
seminary student George Próll sang the role of David in the second music-drama and Orcus, the god of the 
underworld, in the third music-drama inserted in the tragedy Philothea, performed in Munich in 1643. 
31 Ten, with the entrance of Daphnis in the second half. The total vocal forces in the 2008 production were 
four sopranos, two altos, two tenors, and two basses.  
32 In the 2008 production, the six additional chorus members assumed the names of the shepherds found in 
the 1741 Namur performance: Coridon, Menalque, Meris, Thyrsis, Lycidas, and Yolas. 
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The eight character roles added to the ensemble of 2008 were selected for 

inclusion based upon the information in the cast lists of these programmes, with 

preference given to the 1741 programme, as well as textual clues in the libretto. For 

example, the goddess Minerva, symbolizing wisdom and learning, is referenced in three 

times in part one alone in the 1728 Daphnis text, such as in this exchange between 

Aminth and Damon:  

 

Aminth        

   In the remote country as in the Pays-Bas  

   Daphnis in his tender youth 

   Gave proof of wisdom 

   Under the auspices of Pallas. 

Damon       

   Yes, Minerva the wise 

Led him by the hand along learned paths,  

And in response to our expectations 

   Caused it to be seen in him that for which 

   Namur could hope for support. 33 

 

The name of the goddess also appears in conjunction with Daphnis in pastorale’s final 

choral paean of praise:   

 

Generous Daphnis, pupil of Pallas, 

   Gracious Daphnis, the honour of our Prelates.34 

                                                 
33 MS 357.c, 28 – 29. Dyer, 309 - 321. Aminth «Ausi pays eloignéz ainsi qu’au Pays-Bas/ Daphnis en sa 
tendre jeunesse/Donna des preuves de sagesse/Sous les auspices de Pallas.» Damon «Oui, Minerve la 
savante/ Par les doctes sentiers de la main,/L’a conduit et pour répondre à notre attente/Des lors fit voir en 
lui ce que devait/Namur en espérer d’appui.» The curious fact that she is called by both her Greek and 
Roman names in the libretto appears to be only a matter of poetic meter and stress. 
34 MS 357.c, 82 – 87. Dyer, 1143 – 1168. «Le généreux Daphnis, Élève de Pallas,/Le gracieux Daphnis 
l’honneur de nos prélats.» 
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TABLE 3 Comparison of the Casts in Five Eighteenth-Century Daphnis Jesuit 

Programmes 

 

1728 (Namur) 1741 (Namur) 1754 (Bruges) 1762 (Ypres) n.d. (Ypres) 

La Nymphe de la 

     Sambre 

La Déesse des  

     Flores 

Les Echoes  

Aminth 

Damon 

Choeur  

Dessus I 

Dessus  II 

Alto  

b.c. 

 

Genie (2) 

Apollon 

L’Amour 

Le Compliment 

Le Genie de la    

      Paix 

Daphnis 

Coridon 

Damon 

Yolas  

Lycidas  

Menalque 

Meris 

Thyrsis 

Melabée 

Ballet 

La Renommée 

L’Amour 

Le Zele 

Le Merite 

La Religion 

La Force 

La Temperance 

La Prudence 

La Paix 

Apollon 

Les Bergers 

Genius Brugensis 

Faunus (Pan) 

Daphnis 

Thyrsis 

Tityrus 

Melibœus 

Alexis 

Alphesibœus 

Lycidas 

Coridon 

 

Daphnis 

Gymnasium Soc. 

    Jesu 

Galatea 

Damon 

Amyntas 

Mœris 

Aziel 

Alexis 

Corydon 

Aegon 

 

Daphnis 

Fauns (5) 

Lycidas 

Tityrus 

Alphesibœus 

Melibœus 

Menalcus 

 

 

Sources: Daphnis, Pastorale (1728), MS 357.c; Daphnis (Brugis: Francisci Beernaerts, 

1754), F.137/3; Daphnis, Pastorale (Namur: Jean François La Fontaine, 1741), F.149/1; 

Galateae Daphnidis (Ipris: Jacobum Franciscum Moerman, 1762), F.137/2; Tityrus 

(Ipris: Jacobum Franciscum Moerman, n.d.), F.137/1. 
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Minerva does not appear among the characters listed in table 3, but Apollo, 

representing music, is not only in the 1741 play but also takes part in the concluding 

ballet. Apollo is not, however, mentioned in the 1728 libretto, although he and Minerva 

(as Athena) are often paired in classical Greek tragedies.35 On the strength of her 

presence in the libretto, Minerva was added to the 2008 cast, and Apollo, too, became 

part of the production as Minerva’s dance partner based upon the his presence in the 1741 

performance at the Jesuit college of  Namur.36 

The Greco-Roman god Pan was another character added to the 2008 cast.37 In the 

same manner as Minerva, he, too, is invoked in the text of MS 357.c. For example, the 

Spirit of Spring sings in an air de cour towards the end of pastorale: 

 

   In your gentle choruses, Shepherds, lead the dance; 

   The God Pan calls you to the shade of the elms. 

   He himself promises to keep the time 

   With the soft sounds of his pipes.38 

 

In this scene, the Spirit suggests that Pan plays an important role in the stage action, 

performing as onstage musician for the dancing shepherds. Not only does the character of 

Pan appear in the 1728 libretto, but he also figures among the cast of the Bruges 

                                                 
35 Euripides, Ion, ed. and trans. Robin Waterfield (New York: Oxford University Press, 2001).  Aeschylus, 
Eumenides, ed. and trans. Anthony J. Podlecki (Warminster, England: Aris & Phillips, 1989). 
36 The actors portraying Minerva and Apollo were the tallest of the cast in order to show their divine nature. 
To create the illusion of Apollo and Minerva possessing even greater height, their two attendants were the 
shortest members of the ensemble. Minerva’s costume was a gold-edged white tunic, a twisted red cord 
sash, a sword, and a crown of laurels. Apollo’s costume consisted of a sleeveless cream tunic with a hem 
decorated with abstract patterns in brown with a long-sleeve gold lamé undershirt, gold cloth drape, and a 
twisted red cord sash. 
37 Pan’s costume, created and donated by Grace Smith and Mark Burghagen for the 2008 production, was a 
sleeveless faux deer-skin jacket hung with strands of ivy and ribbons of cloth on the sleeves and on the 
body of the jacket, contoured knee-breeches in a black furry material, leggings with painted hooves,  and 
pan-pipes.  
38 MS 357.c 69 – 70. Dyer, 934 – 956 «A vos tendres concerts, Bergers, mêlez la danse;/Le Dieu Pan vous 
invite à l’ombre des ormeaux./Il s’engage lui même à marquer la cadence/Par les doux sons de ses 
pipeaux.»  
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production of 1754 (fig. 3a) under an alternate name, Faunus, making his inclusion 

plausible in a reconstruction of Daphnis, Pastorale.39  

 

The Character of Daphnis 

 

The absence of the character of Daphnis in the 1728 musical score together with 

his implied importance as the title role of the play presents one of the greatest challenges 

in constructing a modern performance of Daphnis, Pastorale. His arrival is the goal of 

the dramatic action of the pastorale, as shown in this dialogue between the Nymph and 

the Spirit of Spirit in the opening scene of part two: 

 

Nymph 

   What Divinity presents herself here? 

   How sweet and charming is her voice! 

   But, to make me even more content,  

   Tell me, is not Daphnis coming? 40 

Spirit of Spring  

Nymph, take comfort, for I precede him.41 

 

In fact, Daphnis’ arrival is the awaited conclusion for all of the Daphnis plays 

examined here. He appears in all of the programmemes in figures 2 and 3, but only 

among the cast members in the 1741 production at the Namur Jesuit college. In the 

Bruges and Ypres programmemes his name is, however, found in both the synopses and 

the brief explanations of the allegorical significance of the dramatic characters. In the 

1754 play, Daphnis stood for the most illustrious of ‘our people,’ presumably the bishop 

and/or the local nobles.42 Similarly, the statement in the 1762 Ypres programme shows 

                                                 
39 Antoine Furetière, Dictionaire universel (The Hague and Rotterdam, 1691), cited in Judith Rock, 
Terpsichore at Louis-le-Grand. Baroque dance on the Jesuit stage in Paris (St. Louis: The Institute of 
Jesuit Sources, 1996), 195.  
40 MS 357.c, 41. Dyer, 556 – 560. «Quelle Divinité se présente ici bas/Que sa voix est douce et 
charmante!/Mais, pour me rendre plus contente/Dismoi Daphnis ne viens il pas?» 
41 MS 357.c, 41. Dyer, 560 – 561. «Nymphe, consolez vous, je devance ses pas.»   
42 Daphnis (Brugis: Francisci Beernaerts, 1754), 44. ‘Daphnis Illustrissimum nostrum.’  
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that the character of Daphnis represented the most excellent bishop of Ypres.43 For the 

undated production in Ypres, Daphnis represented joy and rejoicing.44 The programme 

for Namur 1741 alone did not specify the allegorical significance of the character of 

Daphnis in the production. 

 Although not identifying the Daphnis character with a person, virtue, or emotion, 

the synopsis for the 1741 programme does indicate that the character enters towards the 

end of the action: ‘The shepherds from the banks of the Sambre and Meuse rivers gather 

to await the arrival Daphnis, their chief, who had been a long time away, and make 

preparations for the celebration of his return.’45 The 1728 pastorale appears to have 

employed the same dramatic structure; the absence of the title character in the play itself 

implies that Daphnis enters after the conclusion of the music drama. Daphnis’ arrival is 

eminent at the end of MS 357.c, for the Spirit, spying Daphnis from afar, says to the 

Nymph:  

 

   Haste, leave your bank, 

.    Come, gentle Nymph, before Daphnis.  

   There he is, I see him at your border; he arrives   

   Followed by Graces and laughter.46 

 

This correlates with the synopses found in the Bruges and Ypres plays (fig. 2b and fig. 3 

a and b), in which Daphnis likewise enters at the conclusion of the pastorale. 

The observed performance practice in the Daphnis play documents explains why 

the title character is not found within the 1728 pastorale score. A further examination of 

these programmemes, interpreted in light of research conducted by William H. McCabe 

and Judith Rock, reveals that the most probable manner of Daphnis’ arrival onstage was 

in the form of a ballet. In his chapter ‘Substitutions for the Chorus,’ McCabe 

                                                 
43 Galateae Daphnidism (Ipris: Jacobum Franciscum Moerman, 1762), 8. ‘Daphnis Illustrissimum 
Iprensium Praesulem.’ 
44 Tityrus (Ipris: Jacobum Franciscum Moerman, n.d.), 14. ‘Daphnis illustrissimum jubilantem.’ 
45 Daphnis, Pastorale (Namur: Jean François La Fontaine, 1741), 2. My translation. «Les Bergers des 
environs de la Sambre & de la Meuse, aïant appres l’arrivée de Daphnis leur Chef, qu’ils attendoient depuis 
longtem, font des praparatifs pour le bien recevoir.» 
46 MS 357.c, 48 – 49. Dyer, 626 – 631. «Hatez vous, quittez votre rive,/Venez aimable Nymphe au devant 
de Daphnis/Le voici, je le vois, sur vos bords; il arrive/Suivi des Graces et des ris.» 
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demonstrates how ballet in some cases replaced the inserted choruses in Jesuit theatrical 

productions.47 Although McCabe mentions a single instance of this practice in Spanish, 

Portuguese, German, and Italian Jesuit colleges, his focus centres upon the tradition of 

ballet in the English Jesuit college of St. Omers as well as a brief introduction to the 

ballets by Gabriel François Le Jay for the Jesuit Collège Louis-le-Grand/Collège de 

Clermont in Paris. Rock’s monograph on the ballets performed by the Collège Louis-le-

Grand/Collège de Clermont from 1660 to 1762 builds upon previous research conducted 

by scholars Régine Astier, Ernest Boysse, and Robert Lowe.48 The work by these 

scholars reveals it was common practice to conclude pastorales such as Daphnis with a 

ballet. Typically, these ballets enacted an allegory and employed mythological and 

pastoral characters.49 The evidence of a ballet with a cast of allegorical characters in the 

1741 programme from the Jesuit college at Namur supports the findings of Rock, Astier, 

etc. While the cast lists for the Bruges and Ypres productions do not identify a ballet, the 

synopses relate a celebration of Daphnis’ arrival with a striking similarity of phrase.50 

With sufficient evidence from both primary and secondary sources, it is not 

unreasonable to believe that a ballet featuring or led by Daphnis concluded the 1728 

production by the Namur Jesuit college. Featured in the cast of the ballet were probably 

Agaia, Euphrosyne, and Thalia, the Graces mentioned by the Spirit in the quote above as 

the companions of Daphnis. The ballet might also have included characters from the 

pastorale, as happened in the 1741 ballet. With no other information in the libretto or 

manuscript, a reconstruction of the ballet presented in 1728 would be chiefly a matter of 

conjecture or an adoption of the ballet cast from the 1741 performance.  

                                                 
47 William H. McCabe, S. J., An Introduction to the Jesuit Theatre (St. Louis: The Institute of Jesuit 
Sources, 1983), 203 – 213. 
48 Judith Rock, Terpsichore at Louis-le-Grand: Baroque dance on the Jesuit stage in Paris (St. Louis: The 
Institute of Jesuit Sources, 1996). Régine Astier, ‘Pierre Beauchamps and the Ballets de Collège,’ Dance 
Chronicle 6 (1983): 139 – 63. Ernest Boysse, Le théâtre de jésuites (Paris: H. Vaton, 1880), 31 – 58, 
Appendix. Robert Lowe, Marc Antoine Charpentier et l’opéra de collège (Paris: Maisonneuve et Larose, 
1966), 175 – 95. 
49 Ibid., 187. Three examples of ballets performed at Louis-le-Grand contemporary to the performance of 
MS 357.c were L’Ambition (1727), Les Voeux de la France (1728, and Les Aventures d’Ulysses ou la 
Génie vainquer des obstacles (1729).  
50 Daphnis (Brugis: Francisci Beernaerts, 1754), 44. ‘…ac Daphni festivas inter choreas procedunt 
obviàm.’ Galateae Daphnidism (Ipris: Jacobum Franciscum Moerman, 1762), 8. ‘…Daphnidis ex scuto 
dotes ominantur, illique tandem, præeunte Azièle, inter choreas procedunt in occursum.’ Tityrus (Ipris: 
Jacobum Franciscum Moerman, n.d.), 14. ‘…atque unà cum Faunis ad Daphnida jubilem ipsi gratulaturi 
festivas inter choreas festinant.’ 
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The lack of music in MS 357.c for a ballet presents less of a difficulty for a 

modern construction of 1728 performance. A suite of dances could quite easily be 

constructed from extant collections of early eighteenth-century French dance music. It 

would also be possible to build a suite using excerpts from the original score or to adapt a 

ballet from another Jesuit college, such as Louis-le-Grand, to suit the Daphnis pastorale. 

The absence of ballet music in the manuscript suggests that not only was the concluding 

ballet of a pastorale less of a formal construct than the pastorale drama itself but also 

assumes that the performance practice was so familiar to the manuscript recipients as to 

require no directions in the score.   

 

A Substitute for Ballet: The Creation of the Daphnis Pageant 

 

Although it is hoped that a future production of  the 1728 Daphnis will conclude 

with a ballet as historical practice indicates, several factors, chief among them a dearth of 

available trained dancers, rendered it not feasible to end the 2008 production of Daphnis 

with a ballet. Therefore, for the 2008 reconstruction it was necessary to create an 

alternate form of conclusion that expressed the dramatic climax of the manuscript score 

in a manner with historical precedence within the French and Belgian Jesuit theatre 

oeuvre. The solution decided upon for this production was a ceremonial pageant in which 

the arrival of Daphnis was developed into a spectacle summarizing, in mimed action and 

with greatly simplified dances, the multiple symbolic metaphors represented by the 

character of Daphnis in the 1728 libretto.51  

Central to the creation of this pageant is determining who or what Daphnis 

represented in the 1728 pastorale. A detailed study of MS 357.c reveals not one but three 

metaphors for Daphnis within the pastorale.52  One of these is the representation by 

Daphnis of the newly elected Bishop of Namur, a metaphor similar to that found in the 

1762 Ypres production. This proposed allegorical symbolism is consistent with the 

information known about the circumstances of the 1728 performance. The frontispiece of 

                                                 
51 Daphnis’ costume consisted of a peasant blouse, neutral-coloured breeches, and embroidered cloak.  
52 Elizabeth Dyer. ‘Practicing What You Preach: Portraying the Ideal in Jesuit College Stage Productions, 
1551–1773’ (paper, Image, Music, Identity: Constructing and Experiencing Identities through Music within 
Visual Culture, University of Nottingham, Nottingham, U.K., June 6, 2009). 
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the MS 357.c states that the 1728 pastorale was presented in honour of Thomas John 

Francis Strickland (c.1682 – 1740), an English Dominican priest, three days after he 

celebrated his first mass as Bishop of Namur in the Saint-Aubain Cathedral (fig. 4).53  

 

 
 

Fig. 4  Daphnis, Pastorale, Jesuit College of Namur, 1728 – Frontispiece. University of 

Liège, MS. 357.c, p.154 

                                                 
53 John Callow, ‘Strickland, Thomas John Francis (c.1682–1740),’ in Oxford Dictionary of National 
Biography, gen. ed. Lawrence Goldman (Oxford: Oxford University Press, 2004), http://www. 
oxforddnb.com/view/article/26668 (accessed 5 May 2009).  
54 Among the possible routes MS 357.c travelled from Namur to Liège, there are two that are the most 
probable in light of a handwritten inscription of unknown date, Coll. Soc. Jesu Leodii in insula, which 
appears in the upper right-hand corner of the manuscript frontispiece. Leodii is the Latinized form of Liège 
and the phrase in insula, meaning ‘from the island,’ was commonly used among Jesuits to specify English 
Jesuits. It is not possible to determine whether this inscription was added before or after the suppression of 
the Jesuit order. Thus, it is also not possible to determine whether the manuscript was the possession of the 
English college of Saint-Omer or the English college of Liège as, following the suppression, the assets and 
faculty of the Saint-Omer and Liège English Jesuit colleges were combined by Prince-Bishop Velbruck 
into a new English educational institution in Liège directed by secular clergy, the Grand Collège en Ile 
(Sommervogel, Bibliothèque, IV: 1810). The revolutionary war forced the closure of the Grand Collège en 
Ile in 1794. In 1817, King Wilhelm I of the Netherlands founded the University of Liège, establishing the 
new University in the old Jesuit college/Grand Collège en Ile buildings. (Sir John Edwin Sandys, A History 
of Classical Scholarship, Vol. III. New York: G. P. Putnam’s Sons, 1908: 292). Therefore, this manuscript 
might have been a gift to Bishop Strickland’s English compatriots at the English Jesuit college of Saint-
Omer that was then brought to Liège following the suppression (William H. McCabe, An Introduction to 
the Jesuit Theatre, St. Louis: The Institute of Jesuit Sources 1983: 71). Or, the college of Namur might 
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The symbol of Daphnis for Bishop Strickland is first presented in an air de cour 

in part one sung by Aminth. In this passage, the bishop is portrayed as a good priest who 

discharges his religious duties seriously and because of this is well-known by and popular 

with the people of the region: 

 

   Many villages, knowing his zeal,  

   Call for Daphnis as we do.  

   Should he prefer us above the others, 

   We shall live happily under this faithful guide.55 

 

The profession of the love of Namur for the bishop continues in an exchange between 

Damon and Aminth: 

 

  Damon       

   Ha! How heaven is good and favourable to us! 

   This village would perish sooner than this kind Shepherd 

   Be not loved by his flock. 

Aminth  

   Ah! That we had the voice of those war trumpets 

   To make our villages and our woods ring 

   With the clamour of his sacred exploits!56 

 

The image of the Shepherd in the above passage is an example of a symbolic linkage that 

appears throughout the work. The pastoral figure of Daphnis simultaneously signifies 

Christ the Good Shepherd and, as a representative of Christ in the Church, the bishop. 

The image of the bishop as a servant to the Roman Catholic Church through the metaphor 

of Daphnis forms the main thrust of the Nymph’s first da capo aria: 
                                                                                                                                                 
have sent the manuscript to the English Jesuit college in Liège. It is even possible that both English 
colleges received a copy of Daphnis and only the Liège manuscript survived. 
55 MS 357.c, 24. Dyer, 272 – 276. «Maint hameux, connoissant son zèle,/Demande Daphnis comme 
nous./S’il nous préfère à tous,/Nous allons vivre heureux sous ce guide fidèle.» 
56 MS 357.c, 73 – 74. Dyer, 979 – 988.  Damon «Ha! que le ciel nous est propice et secourable/ Perise ce 
hameau plutôt que ce Pasteur aimable/Ne soit aimé de son troupeau.» Aminth «Ah! que n’est la voix des 
guerrières trompettes/Pour faire retentir nos hameaux et nos bois/Du bruit de ses sacrés exploits!» 
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   Prince… 

   I will have all my joy 

   If your goodness desires that I see 

  Daphnis serve the Church and State in these places.57 

 

The bishop is expected to serve the Church not only well but with fervour. His ‘sacred 

exploits’ are mentioned in the previous passage while an earlier excerpt praised ‘his zeal.’ 

Thus, Bishop Strickland’s dedication to the Roman Catholic Church is emphasized in the 

pastorale as much as Namur’s joy in securing him as their bishop. 

 Daphnis is also drawn in the text to represent the local ruling noble, the ‘State’ 

mentioned in the Nymph’s aria above. By itself this single intimation would be 

insufficient evidence to propose an additional symbolic layer to the Daphnis, and indeed, 

the symbolic link between Daphnis and the count of Namur is not as strong as that of 

Daphnis and the bishop. However, the count is charged with his responsibility to protect 

and secure the region of Namur multiple times within the pastorale. As demonstrated 

below by two separate examples from the libretto, the count’s duty is consistently 

announced via the same shepherd metaphor of Daphnis-as-Christ similar to those 

passages alluding to the bishop: 

    

It is a wise Shepherd whose strong and tender love 

   For the well-being of his flock  

   Will ensure the security of the town and village.58 

    

Sheltered from frost, protected from storm, 

   No longer fearing the fury and rage of the wolves; 

   Graze, flock, for Daphnis watches over you.59 

                                                 
57 MS 357.c, 31 – 33. Dyer, 370 – 465. «Prince… /J’aurai toute ma joie/Si ta bonté veut que je 
voie/Daphnis servir l’Eglissée et l’Etat en ces lieux.»   
58 MS 357.c, 29 – 30. Dyer, 322 – 347. Aminth «C’est un sage Pasteur dont l’amour vis et tendre/Pour 
l’intérét de son troupeau/Fera la suretê du Bourg et du hameau.» 
59 MS 357.c, 52. Dyer, 730 – 733. Aminth «A l’abri des frimats, à couvert de l’orage,/Sans plus craindre des 
loups la fureur ni la ragé;/Paissez, troupeaux, Daphnis veille pour vous.» 
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There are other allusions to this ruler in the text, of which the most notable is the 

concluding chorus of part one. Although the performance of 1728 honoured a Catholic 

bishop, the chorus sings: 

 

   Thus amidst the goods that heaven sends to you 

   May you, for the sake of the august house 

   Before the days of old age 

   Amidst joy and felicity 

   Soon see the birth of a noble offspring.60 

 

It seems much more probable that these wishes of fecundity were offered to an important 

noble than to the celibate Bishop Strickland.  

Thus, the final choruses of each half of the pastorale were addressed to two 

different influential persons; the noble in the first half and the bishop in the second half.61 

To realize this in performance, the generic characters of the Count and Contessa of 

Namur were created and seated in a private box at the side of the stage in the 2008 

performance.62 The function of these noble characters was not merely one of stage-

dressing, for they played an important role in the inserted pageant as well as providing an 

active recipient for the praises, admonitions, and good wishes directed to them by the 

onstage ensemble. The presence of the Count and the Contessa in the production became 

all the more important to the pageant because the means available were insufficient to 

allow the Bishop Strickland to be similarly portrayed in this performance.63 

                                                 
60 MS 357.c, 34 – 38. Dyer, 466 – 515. «Ainsi parmi les biens qu’ici le ciel t’en voie/Puisse tu pour l’appui 
de l’auguste maisson/Avant les jours de le viellesse/Parmi la joie et l’allégresse/Te voir naitre bientôt un 
noble rejetton.» 
61 MS 357.c, 77 – 87. Dyer, 1090 – 1168. Final chorus, part two: ‘We shall never cease to unite our 
voices/To the soft sound of the oboes./Happy Shepherd, overjoyed Shepherdesses,/Sing hundreds and 
hundreds times/Seated upon the tender ferns/’Generous Daphnis, pupil of Pallas,/Gracious Daphnis, the 
honour of our Prelates.’ «Ne cessons point d’unis nos voix/Au doux son des hautbois./ Heureux Berger, 
trop heureuses Bergéres/Chantez cens es cens fois,/Assis sur la tendre fougère/Le généreux Daphnis, Élève 
de Pallas,/Le gracieux Daphnis l’honneur de nos prélats.» 
62 At the opening of the performance, the Count and Contessa were formally announced and escorted to 
their seats accompanied by the opening section of the purely instrumental Musette number from the MS. 
63 Although the character of Bishop Strickland was part of the original plans for the 2008 performance, the 
high costume hire resulted in the character having to be cut from the production. The donation of costumes 
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A study of the plot as a whole reveals an over-arching spiritual allegory that 

centres upon the third and final significance of the character of Daphnis in Daphnis, 

Pastorale. In this one possible interpretation of the plot, Daphnis is a metaphor for Christ, 

a concept briefly introduced above.64 The allegorical symbolism between Daphnis and 

Christ is, however, more elaborately crafted than those passages that merely employ the 

extended metaphor to the bishop and the nobleman. As well as the character of Daphnis, 

the Nymph and the Spirit of Spring are central to this proposed spiritual allegory  

The secular plot of the pastoral is a vehicle for the metaphorical symbolism of the 

spiritual allegory. On the surface of all of the Daphnis plays examined in this essay, the 

plot concerns a group of mythological characters awaiting the arrival of Daphnis, the son 

of Hermes and a Sicilian nymph. This basic plot is refined in the 1728 Daphnis to be 

specific to Namur. The plot of MS 357.c provides a mythological explanation for and 

spring celebration of the annual breaking up of the river-ice and the subsequent return of 

prosperity to Namur, a city that depended upon the river traffic for its economy. In part 

one of Daphnis, the Nymph laments that Namur remains under the spell of winter, 

leaving her river frozen and still: 

   

 

   My flowing waves, now unhappy and lamenting, 

   Halt upon their bank, 

   And seeing how Summer delays its beautiful days, 

   Refuse without Daphnis to resume their course.65 

 

                                                                                                                                                 
and actors for the Count and Contessa by the Lords of Misrule is hereby gratefully acknowledged. The 
Count’s costume consisted of an embroidered blouse, breeches, a crimson coat trimmed with fur, black 
stockings, black shoes, and rings. The Contessa wore an A-line embroidered white gown with white 
stockings and white shoes. Their heads were bare in preparation for their role in the pageant. 
64 Elizabeth Dyer, ‘Christ, Minerva, and la Noblesse Oblige in a Unique Eighteenth-Century Franco-
Belgian Jesuit Music Drama’ (paper, Music and Morality, The Institute of Musical Research & Institute of 
Philosophy, London, U.K., June 17, 2009). 
65 MS 357.c, 12. Dyer, 152 – 160. «Mon onde en ce moment mécontente et es plaintive,/Vient de s’ar-rêter 
sur sa rive,/Et voiant de l’Etê différer les beaux jours,/Refuse sans Daphnis de reprendre son cours.» 
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 Only Daphnis has the power to bring summer to Namur, and he has delayed his 

customary appearance. After the Spirit of Spring announces the imminent of arrival of 

Daphnis, the Nymph joyfully heralds the arrival of spring at the end of part two:  

 

   To favour Daphnis, fertile 

   Nature adorns herself with a thousand decorations.  

   I hear the waters, which flow with a soft murmur; 

 The meadows are sewn with flowers and covered with  

  green...66 

 

The remainder of the pastorale celebrates pastoral activities and games in preparation for 

Daphnis’ entrance following the conclusion of the pastorale. 

The single brief statements found at the beginning of each formal division, the 

only non-musical information provided in the manuscript, outline the spiritual allegory: 

‘The Nymph of the Sambre [River] sighs for the arrival of Daphnis’ and ‘The Spirit of 

Spring comes to announce the arrival of Daphnis,’ respectively.67 The Nymph’s character 

and actions throughout part one consistently project the metaphor of the Soul lamenting 

its sinful state and anxiously awaiting the arrival of the prophesied Christ, as shown in 

this excerpt from the opening scene: 

 

Nymph 

   Shall I be always listless, 

   Forever waiting sadly? 

   Will Daphnis ever appear? 

   Aminth        

Tell us, Nymph, tell us the cause of your sorrow 

   That we might soothe your pain. 

                                                 
66 MS 357.c, 66 – 67. Dyer, 895 – 902. «En faveur de Daphnis la feconde/Nature se pare de mille 
agréments./J’entens l’onde qui coule avec un doux murmure;/Les prés semes de fleurs et couverts de 
verdure.» 
67 MS 357.c, 5. Dyer, 1. «Prémiere entrée la Nymphe de la Sambre soupire après l’arrivée de Daphnis». MS 
357.c, 39. Dyer, 516 «Déesse de Flores Vient Annoncer l’arrivée de Daphnis» My translation. 
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Nymph 

   No, no, only Daphnis could release me from 

   The thousand horrible fears brought on by his absence.68 

 

Here, the ‘thousand horrible fears’ could be interpreted as the unforgiven sins burdening 

the Soul. The Nymph continues in the character of her moral metaphor in part two in a 

state of increasing anticipation of Daphnis’ arrival. Once the Spirit of Spring convinces 

her that Daphnis is indeed coming and that he is expected very soon, the Nymph rejoices:   

 

What pleasant news 

   You bring to these places! 

   And may it be that today my eyes  

   Will bear witness to your faithful tale.69 

 

In this récit, the Nymph’s reaction to the good news brought by the Spirit of Spring is 

expressed in a turn of phrase that is reminiscent of Simeon at Christ’s presentation at the 

temple in Jerusalem. In his blessing of the Christ-child, Simeon says ‘For mine eyes have 

seen thy salvation,’ a phrase to which the Nymph’s final two lines in this passage might 

refer.70 

The Spirit of Spring appears to symbolize John the Baptist within the spiritual 

allegory of MS 357.c. The metaphor of the Spirit as John the Baptist is introduced in the 

very first exchange of dialogue in part two of the pastorale: 

 

                                                 
68 MS 357.c, 6 – 8. Dyer, 26 – 49. Nymph «Serai je toujours languissante,/Dans une triste et longue 
attente?/Daphnis enfin ne paroîtra t’il pas?»…Aminth «Dis-nous, Nymphe, dis nous le sujet de ta peine/Ne 
pouroit-on la soulager.» Nymph «Non, non, le seul Daphnis pouroit me dégager/Des mille affreux soucis 
que son absence entraine.» 
69 MS 357.c, 42 – 43. Dyer, 578 – 582. «L’agréable nouvelle/Que tu viens porter en ces lieux!/Et puissent 
aujourd’hui mes yeux/Être témoins de ton récit fidèle.»  
70 Luke 2:30 (KJV).  
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Spirit      

   Nymph, make an end to your mortal fears;  

   … the heavens at last give way  

   To the excess of your tears.  

  Nymphe       

   …Tell me, is not Daphnis coming? 

Spirit     

   Nymph, take comfort, for I precede him. 

Nymph 

   Shall I see him soon? Can I hope? Alas! 

Spirit 

Put an end to your cruel pain… 

I bring him to you, a sweet sight for your eyes. 

   Now think of nothing but the preparation of games.71 

 

The Spirit of Spring’s part in the above dialogue is notably similar to the sacred mission 

of John the Baptist, described in these two verses from the gospel of Luke:  

 

‘And [John] shall go before [Christ] … to make ready a 

people prepared for the Lord.’  

 

‘And thou, child [John], shalt be called the prophet of the 

Highest, for thou shalt go before the face of the Lord to 

prepare his ways: to give knowledge of salvation unto his 

people by the remission of their sins through the tender 

mercy of our God.’ 72 

 
                                                 
71 MS 357.c, 40 – 41. Dyer, 552 – 561. Spirit «Nymphe, faites cesser vos mortelles alarmes;/… le ciel 
enfinse rend/À l’excés de vos larmes.» Nymphe «…Dismoi Daphnis ne viens il pas?» Spirit «Nymphe, 
consolez vous, je devance ses pas.» Nymph «Le verrai je bientôt? Puis je’espérer? hélas!» Spirit «Faites 
cesser votre cruelle peine,/… /Je vous l’amené pour ce doux objet de vos voeux./ Ne songer plus qu’à 
préparer des jeux.» 
72 Luke 1:17; Luke 1:76 – 77 (KJV). See also Isaiah 40:3, ‘The voice of him that crieth in the wilderness, 
Prepare ye the way of the Lord, make straight in the desert a highway for our God.’ 
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Just as John the Baptist preceded Christ, so does the Spirit of Spring precede Daphnis, 

whose symbolic association with Christ has previously been established.73 The Spirit 

proclaims the coming of Daphnis, similar to John, ‘the prophet of the Highest.’ John is to 

prepare the people for the coming of the Christ, and Spirit calls for the ‘preparation of 

games’ by the Nymph and shepherds to receive Daphnis. The description of Daphnis as a 

‘sweet sight for your eyes’ by the Spirit might be interpreted as the Nymph/Soul’s 

salvation through the remission of sins, if eyes may be considered the window of the 

soul.  

The ‘mortal fears’ the Spirit speaks of above refer to an earlier moment in the 

pastorale when the Nymphe/Soul cries out in anguish: 

 

What is the use for me to be immortal? 

   If I do not see Daphnis, I wish for my own demise.74  

 

The nature of the Nymph is thus portrayed in the pastorale as both mortal and immortal, 

indicative of the dual symbolism attached to the character. Most nymphs in classical 

mythology are immortal, and thus the mortal aspects of the Nymph might be interpreted 

to belong to her representation of the Soul.75 Within this metaphor, the Nymph’s ‘excess 

of tears’ that caused the heavens ‘to at last give way’ might represent the Christian 

perception of the damned condition of human Soul from the time after the fall of Adam to 

Christ’s crucifixion and resurrection. 

The pageant inserted the 2008 production in lieu of a concluding ballet was 

designed to simultaneously illustrate Daphnis as a triple metaphor for the bishop, the 

count, and Christ, as well as fulfilling the dramatic purpose of the pastoral and spiritual 

plots. The pageant involved the entire vocal and instrumental cast, including the on stage 

audience of the Count and the Contessa. Not only was the entire ensemble involved in the 

spectacle but also the stage set underwent a seasonal change in preparation for the 
                                                 
73 This metaphor is enacted in the Spirit’s first entrance, in which the Spirit walks on the cloth Meuse 
River; Daphnis follows the same action in his entrance for the pageant. 
74 MS 357.c, 7 – 8. Dyer, 41 – 43. «Que me sent-il, hélas! d’étre immortelle?/Si je ne vois Daphnis, j’aime 
autans le trépas.» 
75 William F. Hansen, Classical Mythology: A Guide to the Mythical World of the Greeks and Romans 
(New York: Oxford University Press, 2005), 40 – 42. Hansen writes that not all nymphs are immortal, 
some live only ‘ten times as long as a phoenix.’ (ibid., 41) 
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Daphnis’ arrival in the pageant. During the course of the pastorale, and in response to 

specific cues in the text, the stage was transformed by the ensemble from winter to 

spring.   

 

The Transformation Scenes 

 

The stage design for the 2008 performance was based upon the description printed 

in the 1741 Daphnis programme from Namur, ‘The scene is set on the banks at the 

meeting of the Sambre and the Meuse.’76 The libretto indicates that the scenic 

background included deciduous trees as the Nymph calls for the trees to put forth their 

leaves in part two:   

 

Solemn forests, laughing groves 

   Cover these places with your shades.77 

 

There is additional evidence in the libretto to indicate that part one of the pastorale is set 

in winter-time: 

 

Damon   

   The saddened foliage of our wood 

  Offers no more its charming shade. 

  Aminth 

In our vast meadows 

   Once so full of flowers, 

   One can no longer see the innocent flocks leaping 

   To the sound of the shepherd’s pipe. 

                                                 
76 Daphnis, Pastorale (Namur: Jean François La Fontaine, 1741, F.149/1), 2. «La sçene est sur le jonction 
de la Sambre & de la Meuse.» The representations of the Sambre and Meuse Rivers, each 35x3’, were of 
blue satin with an overlayer of dark blue gauze. To add more spectacle to the performance as well as signal 
the beginning of each act, Minerva and Apollo laid down a river on the stage during the instrumental 
overture of each partition, the Sambre in part one and the Meuse in part two.  
77 MS 357.c, 51 – 52. Dyer, 640 – 709. «Sombres forêts, riants bocages/Couvrez ces lieux de vos 
ombrages.»  
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Damon 

And this flowing water, once so pure,  

   Denies to our sweet sleep its pleasant murmur,  

   Which lulled us in lieu of poppies. 78 

 

In this passage, Damon calls attention to the bare branches of the trees and the frozen 

rivers, while Aminth mourns the barren fields and meadows. Based upon this evidence 

from the libretto and the programme from the 1741 Namur performance, the stage for 

part one and the first half of part two was set in winter at the meeting of the Meuse and 

Sambre rivers (see fig. 5).79   

The transformation of the stage from winter to spring during the second half of 

part in preparation for the pageant was effected in three incremental stages; these stages 

were integrated into the dramatic action in response to specific cues in the text.80 The first 

stage of the transformation was the melting of the snow and river-ice in response to the 

Nymph’s da capo aria ‘Solemn forests,’ the first passage in the libretto to signal a change 

of season.81 Aminth’s air following the Nymph’s aria indicates what changes to the stage 

have taken place: 

 

    

                                                 
78 MS 357.c, 12 – 15. Dyer, 160 – 210. Damon «De nos bois le triste feüillage/N’offre plus de charmant 
ombrage.» Aminth «Dans nos vastes prairies/Autre fois si fleuries,/L’on ne voit plus bon, dir les innocents 
troupeaux/Au son des chalumeaux.» Damon «Et cette onde autre fois si pure/Refuse au doux sommeil 
l’agréable murmure, /Qui nos tenoit lieu de pavots.» 
79 The 2008 production constructed a forest of evergreens instead. The impression of winter was created by 
‘banks of snow,’ white satin with overlayers of white and sparkling tulle placed about the stage area. The 
simple but effective visual of the snow melting in part two was created by attaching a string (invisible to 
the audience) to the corner of each snowbank, the ends of which were distributed among the organist and 
the hidden flautists. These strings, when pulled, caused the ‘snow’ to appear to run and melt as the cloths 
disappeared backstage.  
80 The concert hall for the 2008 performance was without a scenic apparatus, and therefore the stage layout, 
sets, and set changes were designed as if the play were performed on an outdoor stage without curtains. The 
set changes were kept as simple as possible, as these were carried out by the cast in full view of the 
audience. Therefore, all of the properties necessary to complete the transformation were concealed on the 
stage to allow the cast members to effect the changes in the smallest amount of time. 
81 At a signal given by the Spirit of Spring during the ritornello of the Nymph’s aria, the flautists and 
organist pulled their respective hidden strings, causing the ‘snow’ to suddenly ‘melt’ and reveal bare 
ground, i.e. the natural wood floor of the stage. 
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Fig. 5   Stage design for November 27, 2008 performance of Daphnis, Pastorale, Sir Jack  

  Lyons Concert Hall, University of York, York, U.K. 

 

 

Come, little birds 

   Under this tender foliage, 

   Join your song  

   To the noise of these waters.82 

Although the evergreen trees used in the production could not produce the ‘tender 

foliage’ to which Aminth refers, the ‘noise of these waters’ reveals to the audience that 

                                                 
82 MS 357.c, 59 – 60. Dyer, 828 – 850. «Venez petits oiseaux/Sous ce tendre feüillage,/Mêlez votre 
ramage/Au bruit de ces eaux.» 
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the river-ice has melted at last. The last vestiges of winter having been removed from the 

stage, the second stage of the transformation began the process of re-dressing of the stage 

for the pageant in obedience to the Nymph’s instructions: 

 

   Zephyrs, which reign in our plains, 

   Revive the supple reeds 

   Which skirt our peaceful waters, 

   And with your gentlest breaths 

   Make them for Daphnis into many flutes.83 

 

In answer to the Nymph, grassy banks appeared and flutes and recorders were added to 

the ensemble.84 The third and last part of the set transformation took place shortly before 

the beginning of the pageant. Once again, it is the Nymph who reveals the changes 

occurring in the scenery: 

 

   To favour Daphnis, fertile 

   Nature adorns herself with a thousand decorations… 

   The meadows are sewn with flowers and covered with green.85 

 

Based upon this imagery in the Nymph’s récit, a multi-coloured profusion of flowers and 

flowering vines blossomed on the grassy areas onstage.86 

 

                                                 
83 MS 357.c, 56 – 57. Dyer, 783 – 789. «Zéphirs qui régnez dans nos plaines/Ranimez les souples 
roseaux/Qui bordent nos paisibles eaux/Et par vos plus douces haleines/Faites en pour Daphnis autant de 
chalumeaux.»  
84 In the 2008 production, the shepherds with their recorders represented the Zephyrs. The flutes were the 
‘little birds’ backstage. 
85 MS 357.c, 66 – 67. Dyer, 895 – 902. «En faveur de Daphnis la feconde/Nature se pare de mille 
agréments…/Les prés semes de fleurs et couvents de verdure.» 
86 The flowers and vines were hidden from audience view under burlap sacking covering banks of floral 
foam. The cast members reached under the burlap, pulled out the pre-arranged bunches of flowers and 
pushed them through the burlap into the underlying foam, creating clumps of flowers. 
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The Arrival of Daphnis 

 

With the transformation from winter to spring complete, the stage was set to 

welcome Daphnis. The pageant of Daphnis’ arrival was conceived as a sequence of four 

events, actions which expressed all of the metaphors attached to his character and to the 

pastorale.  For example, the first event, Minerva and Apollo crowning Daphnis with a 

wreath of laurels represented the new bishop’s prominence among his peers in eloquence 

and learning, as Damon stated in part one:   

 

   From his tender years, we saw Daphnis shine 

   In the ranks of beautiful spirits; 

   And when with her beautiful laurels the learned Goddess 

   Crowned her most favoured ones,  

   Daphnis, amidst all of the eloquent ones, 

   Won the prize.87 

 

This passage could be interpreted to apply to the count of Namur in the same manner; the 

count was raised in excellence above his peers. Also, in having the gods crown Daphnis, 

the divine origin of the count’s right to rule Namur was portrayed.  Daphnis’ laurel 

wreath also symbolized Christ’s crown of thorns and Christ’s assumption of the sins of 

humanity. By accepting the wreath from the gods, Daphnis/Christ signified his 

acceptance of his death by crucifixion in order bring salvation.88 For Daphnis the chief of 

the shepherds, the coronation was merely a re-enactment of Minerva’s past esteem for 

him (see fig. 6).   

 

                                                 
87 MS 357.c, 25. Dyer, 277 – 295. «Dés ses plus tendres ans l’on vit briller Daphnis/Dans la lîce des beaux 
esprits;/Et quand de ses lauriers le Déesse savante/Couronnoit ses plus favoris,/Daphnis sur la troupe 
éloquente/En remportoit le prix.» 
88 Matthew 36:39, Mark 14:36, Luke 22:42 (KJV) 
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Fig. 6 The Coronation of Daphnis. Daphnis, Pastorale, (Anon., Jesuit College of 

Namur, Belgium, 1728). In the foreground, from l – r: Echo (Elizabeth Marshall), 

Daphnis (Jon Hughes), and Apollo (Ward van Laatum).© 2008 Crim Dell Media 

Productions. Reproduced with permission. 

 

 

Once crowned, Daphnis then raised the kneeling Nymph, and in his turn crowned 

her with a wreath consisting of a triple ring of pure white flowers.89 In terms of the plot 

of the pastorale, in choosing to crown the Nymph among the other characters on the 

stage, Daphnis demonstrated that the Nymph is his chosen partner, his other half, in the 

pastorale.90 For the metaphor of the bishop, Daphnis’ action symbolized his dedication to 

the Roman Catholic Church; the crowned Nymph now represented the Christ’s Church, 

sanctified by the Trinity. The crowning of the Nymph and her wreath symbolized 

Contessa’s purity and dedication to the Church, a metaphor which is made more apparent 

in the next event of the pageant. In the spiritual allegory, Daphnis’ raising of the 

Nymph/Soul portrayed Christ’s forgiveness of sins as well as the promise of resurrection. 

Her coronation by Daphnis not only represents the establishment of Christ’s church (the 

triple crown) but also symbolizes the place of the Soul in the kingdom of heaven. 

                                                 
89 While Daphnis approaches the Nymph, Minerva and Apollo move to take up positions at each side of the 
back of the performing area. 
90 All of the other characters were arranged in pairs for the dances within the pastorale; the Nymph alone 
had no dance partner until the arrival of Daphnis. 
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In the third event, the crowning of the count and contessa by Daphnis and the 

Nymph, the metaphors in the characters of Daphnis and Nymph were translated to the 

count and contessa (and the bishop in absentia), completing the symbolic journey of the 

pastorale drama. Daphnis and the Nymph, accompanied by the entire ensemble, 

approached the box of the count and contessa. After the party knelt in homage, Daphnis 

offered his laurel wreath to the Count, thus establishing, as had been suggested 

throughout the drama, that the character of Daphnis was a metaphor for the count and 

bishop. This offering also established a link among the count, bishop and Christ, a link 

supported by evidence from the libretto that was produced earlier. At the same time as 

Daphnis, the Nymphe offers her crown of flowers to the contessa, transferring the 

metaphor of purity and dedication to the Roman Catholic Church. Her flowers, as a 

promise of future fruit, also represent the wish expressed in the final chorus of part one, 

that the count and contessa will ‘soon see the birth of a noble offspring.’91 In return for 

his wreath and Daphnis’ homage, the count gifts Daphnis with a flute, the traditional 

instrument of shepherds that all onstage have except him, thus making the Daphnis 

pastoral character complete. Within the spiritual allegory, the gift of the flute was 

intended to represent the gift of salvation from God for Christ to share with all humanity. 

Such a gift from the bishop to Daphnis as a representation of the count symbolizes the 

bishop’s support of the count; similarly, a gift from the count to Daphnis as a 

representation of the bishop signifies the count’s fealty to the Roman Catholic Church 

and a sign of support for the bishop. The presentation of the flute is followed by a second 

acknowledgement of the count and contessa by the assembled cast. This ensemble bow 

concludes the pageant. 

 

Reconciling the Ratio Studiorum and Daphnis  

 

As well as illustrating through action the multiple layers of metaphor in MS 

357.c, the plan of the pageant was also designed to follow the regulations regarding Jesuit 

theatre. The rule was published in the Ratio atque Institutio Studiorum Societatis Iesu, the 

                                                 
91 MS 357.c, 37 – 38. Dyer, 507 – 151. «Te voir naitre bientôt un noble rejetton.» 
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official book of rules and regulations for Jesuit colleges and seminaries.92 The thirteenth 

rule of the Rector concerns the college dramatic productions: 

 

The subject matter of the tragedies and comedies, which ought 

to be only in Latin and extremely rare, should be holy and 

devotional. And nothing that is not in Latin and proper should 

be inserted into the action, nor should any female character or 

clothing be introduced.’93  

 

Although not a comedy or tragedy, the pageant inserted in the 2008 production avoids the 

language constraint, as the pageant has no text, and its actions contain nothing improper. 

However, as two female characters, Minerva and the Nymph, participate in the action, the 

pageant falls foul of the final phrase of the guideline. The argument for their inclusion in 

the pageant was that as the Nymph and Minerva took part in the preceding drama, neither 

they nor their female attire were ‘introduced’ during the pageant, and are included in the 

pageant only because of they are necessary to the allegories written into the attached 

pastorale.  

While the pageant was constructed with rules of Ratio Studiorum in mind, the 

1728 Daphnis contravenes nearly every part of the thirteenth rule of the Rector. Although 

it is possible to argue that the play is ‘holy and devotional’ through the presence of a 

spiritual allegory within the drama and, moreover, it is technically neither a tragedy nor a 

comedy, Daphnis, Pastorale breaks the remaining three strictures of the rule. The 

language of the libretto, rather than the Latin required by the Ratio, is a compound of 

both early and eighteenth-century French with local dialectic variants.94 Regarding the 

                                                 
92 Ratio atque Institutio Studiorum Societatis Iesu (Rome, Tarquinii Longi, 1599). 
93 Claude Pavur, S.J., trans. and ed., The Ratio Studiorum: The Official Plan for Jesuit Education.(St Louis: 
The Institute of Jesuit Sources, 2005), 35. ‘Tragoediarum et comoediarum, quas non nisi latinus ac 
rarissimas esse oportet, argumentum sacrum sit ac pium; neque quicquam actibus interponatur, quod non 
latinum sit et decorum, nec persona ulla muliebris vel habitus introducator.’ 
94 Elizabeth Dyer, ‘Implications of Linguistic Strata in a Rare Jesuit Drama.’ Ars Lyrica 18 (forthcoming). 
Id., ‘A Unique Eighteenth-Century Walloonian Music-Drama Re-discovered,’ (paper, The Harvard 
Dialogues/The Lyrica Society for Word-Music Relations and American Comparative Literature 
Association Annual Conference, Harvard University Boston, MA., March 26, 2009). In order to better 
communicate with the audience, the original linguistic mixture in the libretto was translated into and 
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prohibition of female characters, not only does the cast include multiple female 

characters (presumably in female costume), but it also features a nymph as the central 

character.95 The rule ‘nothing that is not in Latin and proper should be inserted into the 

action’ was also probably broken in the 1728 performance by the addition of a ballet at 

the conclusion of the drama.  

The components of MS 357.c and the newly-composed inserted pageant that do 

not conform to the Ratio are justified by contemporary practice.96 Moreover, in the 

francophone Jesuit theatre the presence of female characters was not considered to be an 

infraction of the Ratio Studiorum but rather a practice specially permitted by the Society 

of Jesus. In 1600, the year after the formal publication of the Ratio, the French Jesuit 

colleges requested and received a special dispensation from Claudius Aquaviva, the 

General of the Society, similar to one granted earlier to the German Jesuit colleges.97 

Rome permitted the French and German colleges to include female characters as long as 

the practice was limited and the characters were of solemn and modest bearing.98  While 

the Society’s caution concerning the type of female character appears to have been 

honoured, the limitation on their use was generally ignored, for by the end of the 

seventeenth century, Jesuit colleges were performing plays with female characters more 

and more frequently. For example, a large number of tragedies about the martyrdom of 

Mary Stuart were performed from the end of the seventeenth century well into the 

eighteenth century by Jesuit colleges in Belgium; there is even a late sixteenth-century 

                                                                                                                                                 
performed in modern French for the 2008 production. For a similar reason, the libretto excerpts presented 
in this essay are taken from the modern French edition of the libretto. 
95 James R. Farr, ‘The Pure and Disciplined Body: Hierarchy, Morality, and Symbolism in France during 
the Catholic Reformation.’ Journal of Interdisciplinary History 21:3 (Winter 1991): 391– 414.  
In the 2008 production, the hair of the female characters was closely plaited and pinned to reflect the 
contemporary association of women’s loose hair with political and social disorder.  
96 Elizabeth Dyer, ‘From Page to Stage: Reviving a Rare Jesuit Drama’ (paper, Royal Music Association 
Research Students Conference, London, January 10, 2009).  
97 Henri Fouqueray, S.J. Histoire de la Compagnie de Jésus en France des origines à la suppression (1528 
– 1762) (Paris: Alphonse Picard, 1913), II, 717. Also cited in William H. McCabe, S. J. An Introduction to 
the Jesuit Theatre: A Posthumous Work. (St. Louis: The Institute of Jesuit Sources, 1983), 180.  
98 George Michael Pachtler, S.J, Ratio studiorum et Institutiones scholasticae Societatis Jesu per 
Germaniam olim vigens, vol 2 of Monumenta Germaniae Paedagogica, ed. Karl Kehrbach (Reprint, 
Osnabrück: Biblio, 1986), II: 488. ‘…dummodo id rarius et parcius fiat, gravesque et modestae sint 
personae quae producentur.’ Also see McCabe’s chapter on female roles in Jesuit theatre in An Introduction 
to the Jesuit Theatre, 178 –197. 
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example of a Mary Stuart tragedy from the Braidense Jesuit college in Milan, Italy.99 This 

is in keeping with Judith Rock’s findings in Paris. Rock reports that after 1699 female 

characters were included in nearly all of the comedies and tragedies performed by the 

college of Louis-le-Grand. Similarly, female roles appear in the intermedes and ballets at 

the college’s theatrical productions beginning in the 1650, the same period in which the 

use of the vernacular for these inserted forms became commonplace.100 The 1728 

Daphnis, with its starring female roles and its use of the vernacular, is thus consistent 

with its historical precedents, while the characters of the Nymph and the Spirit of Spring, 

as ‘grave’ and ‘modest’ roles, are in compliance with the spirit of the special license 

granted to Jesuit colleges in French-speaking areas.   

The design of the pageant as a visual depiction of this production’s interpretation 

of the layers of symbolism within MS 357.c also required a decision regarding the 

placement of the pageant in the production.101  The placement of the pageant was 

important, for it needed to fulfil the dramatic purpose of the play while appearing to arise 

naturally in the same manner as the missing ballet. The obvious solution was to have the 

pageant follow immediately after the conclusion of the MS 357.c score, thus replicating 

historical practices. When tried in this position, however, the result proved an 

unsatisfactory ending to the pastorale. The relatively brief pageant seemed anticlimactic 

after an hour’s building of anticipation for Daphnis’ arrival.102  

Expanding the pageant was not an option for the 2008 production, and therefore a 

place was sought within the existing score that would fulfil the dramatic purpose of the 

                                                 
99 Maria Stuarta, Tragoedia (The Morgan Library and Museum, New York, MS MA 0022, 1589). Three 
examples of late seventeenth-century/early eighteenth-century Mary Stuart plays: Maria Stuarta Alost 1694 
(Sommervogel), I, 200:9 Maria Stuarta Koninginne van Schotland Alost 1699 (Sommervogel), I, 201:15. 
Maria Stuarta Scotiae Regina, Tragoedia Eichstadt 1709 (Eichstadt: Francisco Strauss, 1709). For a recent 
study of cross-dressing and cross-casting in the theatre productions of the college of Louis-le-
Grand/Collége de Clermont, see Julia Prest, Theatre under Louis XIV Cross-Casting and the Performance 
of Gender in Drama, Ballet, and Opera (New York: Palgrave Macmillan, 2006), 43 – 55. 
100 Judith Rock, Terpsichore at Louis-le-Grand: Baroque dance on the Jesuit stage in Paris (St. Louis: The 
Institute of Jesuit Sources, 1996), 12. 
101 The musical accompaniment chosen for the inserted pageant in the 2008 performance was the opening 
symphony of part two, an allemande. It was selected from the score for its regal nature and because it also 
appears in MS 357.c immediately before the Spirit of Spring announces Daphnis’ imminent arrival, 
creating an aural association between the opening music and Daphnis.  
102 In the 2008 production, the duration of the pageant was approximately seven minutes. This was time 
enough for the accompanying allemande to be played three times through without pause. The description in 
this essay highlights only the four main points of arrival within the spectacle. 
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pastorale while not interfering with the plot.103 After trials in several locations, the  

pageant was inserted between the two sections of the pastorale’s final chorus, as shown 

here: 

 

  A 

   We shall never cease to unite our voices  

   To the soft sound of the oboes. 

  [Pageant] 

  B 

   Happy Shepherd, overjoyed Shepherdesses, 

   Sing hundreds and hundreds times 

   Seated upon the tender ferns 

   ‘Generous Daphnis, pupil of Pallas, 

Gracious Daphnis, the honour of our prelates.’104 

 

 

The pageant was inserted in the chorus after the final cadence of ‘We shall never cease’ 

and before ‘Happy Shepherds’ (fig. 7, below).105 This decision allowed the ‘Generous 

Daphnis’ section of the chorus to fulfil its original function as the concluding number of 

the pastorale, and as the dramatic action of the plot was completed by this point in piece, 

the insertion of the pageant before the second half of the chorus did not impede the 

drama. The bi-partite structure of the final chorus rendered it ideal for this purpose, as 
                                                 
103 The chief factor preventing an expansion of the pageant was the unavailability of dancers for this 
production. Although the pageant was entirely danced in the performance, as were all the instrumental 
passages in the pastorale, the singers’ inexperience in eighteenth-century French dances required that all the 
dances be greatly simplified. The dances, not labelled in the manuscript, were identified using reference 
sources such as Betty Band Mather, Dance rhythms of the French Baroque: a handbook for performance 
(Bloomington: Indiana University Press, 1987). The dances were modified and taught to the ensemble by 
Mark Burghagen, a member of the cast with extensive dancing experience. Rebecca Harris-Warrick, 
‘Magnificence in Motion: Stage Musicians in Lully’s Ballets and Operas,’ Cambridge Opera Journal 6:3 
(November 1994):189 – 203 and Françoise Carter, ‘Number Symbolism and Renaissance Choreography,’ 
Dance Research: The Journal of the Society for Dance Research 10:1 (Spring 1992): 21–39 were two 
important resources in designing a choreography consistent with contemporary and historical practices. 
104 MS 357.c, 75 – 87. Dyer, 1090 – 1168. «Ne cessons point d’unis nos voix/Au doux son des hautbois./ 
Heureux Berger, trop heureuses Bergéres/Chantez cens es cens fois,/Assis sur la tendre fougère./Le 
généreux Daphnis, Élève de Pallas,/Le gracieux Daphnis l’honneur de nos prélats.» 
105 The first downbeat of the second section is required to complete the final cadence of ‘We shall never 
cease.’ The downbeat is repeated when the second section of the chorus began. 
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both sections of music are self-contained and composed in contrasting musical styles. 

‘We shall never cease,’ for example, is an instrumental gavotte punctuated by periods of 

solo and choral singing while the second section is a homophonic chorus in the meter and 

style of a pavane enlivened by fanfare-like arpeggios in the instrument parts.106 When 

placed between these two significant sections of music, one hundred twelve and forty-

seven measures, respectively, it was found in performance that the pageant was 

sufficiently near to the end to make the timing of Daphnis’ arrival onstage appear 

genuine. The brevity of the pageant was also thus mitigated by following the symbolic 

pantomime with a choral anthem in praise of Daphnis. 

 

Conclusion 

 

Table 4 displays the ensembles of the 1728, 1741 and the 2008 productions of 

Daphnis. A comparison of the three performances reveals that the 2008 performance, 

while utilizing the entire ensemble of the 1728 manuscript, assembled the necessary 

additional cast based partly upon the cast of the 1741 production, the surviving primary 

source closest in year to the 1728 Daphnis and performed by the same Jesuit college. The 

libretto of MS 357.c provided the evidence to support the creation for the 2008 

performance of those cast members not found in the musical score or in the surviving 

theatrical programmemes. By incorporating the characters referenced in the libretto and 

adding a chorus of shepherds, the 2008 ensemble made the cast of MS.357c comparable 

in size to the casts listed in the Namur, Bruges, and Ypres programmes. 

                                                 
106 The opening symphony of the pastorale is also a pavane. 
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Fig. 7 The point of insertion for the newly constructed pageant in the final chorus is after the final cadence of ‘We shall never  

cease,’ the first measure and downbeat of the second measure on page 82. Daphnis Pastorale, Jesuit College of Namur, 1728. 

University of Liège, MS. 357.c, 81– 82. 
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The characters in the 1728 and 1741 productions, such as the Spirit of Peace in 

the 1741 Daphnis, illustrate the basic allegorical nature of the pastoral dramatic 

genre.107 The elements of the ballet that contemporary evidence suggests was attached 

to MS 357.c are not known. Fortunately, the cast of the ballet concluding the 1741 

production has survived, and from this information it is possible to determine the 

function and purpose of the ‘Ballet of Virtues’ in the 1741 pastorale. A pageant, 

whose design was informed by a study of the libretto and an understanding of the 

history of ballet in French Jesuit theatre, substituted for the traditional ballet in the 

2008 production. Although only a substitute form, the newly created pageant 

successfully accomplished in the modern performance the same allegorical and 

dramatic purpose as the 1741 ballet. 

This essay examined in detail a selection of the processes involved in the 2008 

reconstruction of the 1728 Jesuit pastorale, Daphnis.  This modern production was not 

designed with the purpose of recreating a precise copy of the original 1728 

performance, but rather as the result of a historically-informed creative process. For 

example, this method was employed in assembling a possible ensemble, formulating 

an interpretation of the metaphors and symbols within the libretto, and creating a 

dramatic insertion resembling contemporary practices as closely as circumstances 

allowed. Thus the 2008 performance incorporated data from the manuscript, 

programmemes from Belgian Jesuit performances of Daphnis plays, and the research 

of Jesuit theatre scholars in order to generate innovative yet historically plausible 

solutions to the issues inherent in re-enacting a Jesuit college drama on the modern 

stage. 

                                                 
107 Le Genie de la Paix 
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TABLE 4 Comparison of the 1728, 1741, and 2008 Daphnis Productions 
 

 

1728 (Namur) 

 

1741 (Namur) 

 

2008 (York) 

 

La Nymphe de la Sambre 

La Déesse des Flores 

Les Echoes  

 Shepherds 

Damon 

Aminth 

Choeur  

Instruments 

Instrument I 

Instrument II 

Alto instrument 

Basso continuo 

Ballet 

Unknown 

 

 

Genie (2) 

Apollon 

L’Amour 

Le Compliment 

Le Genie de la Paix 

Shepherds 

Daphnis 

Coridon 

Damon 

Yolas  

Lycidas  

Menalque 

Meris 

Thyrsis 

Melabée 

Instruments 

Unknown 

Ballet 

La Renommée 

L’Amour 

Le Zele 

Le Merite 

La Religion 

La Force 

La Temperance 

La Prudence 

La Paix 

Apollo 

Les Bergers 

 

La Nymphe de la Sambre  

Déesse des Flores   

Echo 

Minerve/Pallas Athena 

Apollon 

Pan 

Comte de Namur 

Comtesse de Namur 

Shepherds 

Daphnis 

Damon 

Aminth 

Coridon 

Yolas  

Lycidas  

Menalque 

Meris 

Thyrsis 

Instruments 

Violin I 

Violin II 

Viola 

Bass Viol 

Chamber organ 

Flute I (Bird I) 

Flute II (Bird II) 

Ballet 

Replaced by Pageant 

 

 

 

Sources: Data from Daphnis, Pastorale (1728), MS 357.c; Daphnis, Pastorale 

(Namur: Jean François La Fontaine, 1741), F.149/1. 
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A Brief Investigation of the Linguistic Strata in Daphnis, Pastorale (1728)108 

 

 

The results of an examination of the libretto of the 1728 version of Daphnis 

strongly supports the proposition that this text has undergone numerous revisions over 

such a long period of time that the gradual changes in the regional language have been 

encapsulated within the libretto. The text is a mixture of old and modern French 

lingual forms, with the old French scattered throughout the entire libretto in such a 

way as to give rise to the notion that the text is the 1728 revisions of earlier revisions 

of a pre-existing play.109 To add to the confusion, some words are spelled phonetically 

or mis-spelled altogether, and these must be distinguished from the Namur dialect 

loan words. The presence of old French words and poetic structures in the libretto, the 

inclusion of words from the local dialect, the use of the upper-class vernacular rather 

than Latin, and a plot and cast central to the city of Namur together suggest that 

Daphnis originated as the spring ritual of the town of Namur, later adopted and 

adapted by the Namur Jesuit college. 

The opening récit by the Nymph in Part I is not only essentially a summary of 

the plot of the first half of the piece but also a fair representation of the text as a 

whole. Therefore, the examples for the following discussion of the text of the 1728 

Daphnis are taken from this récit.  The autograph text is given in fig. 8, to which have 

been added the alexandrine line divisions and standard capitalisation. The words 

appearing in boldface are those that are not in modern French. It can therefore be seen 

that the old French and dialectic variants appear throughout this single except, similar 

to the remainder of the libretto. 

 

                                                 
108 Portions of the following essay appear in ‘Implications of Linguistic Strata in a Rare Jesuit Drama.’ 
Ars Lyrica 18 (forthcoming). Id., ‘A Unique Eighteenth-Century Walloonian Music-Drama Re-
discovered,’ (paper, The Harvard Dialogues/The Lyrica Society for Word-Music Relations and 
American Comparative Literature Association Annual Conference, Harvard University Boston, MA., 
March 26, 2009). 
109 For a similar case, see Kevin Croxen’s recent article, ‘Thematic and Generic Medievalism in the 
Polish Neo-Latin Drama of the Renaissance and Baroque,’ The Slavic and East European Journal 43:2 
[Summer 1999]: 265–298.  
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La Nÿmphe 

Seraÿ je toujours languissante, 

Dans une triste et longue attente? 

Daphnis enfin ne paroitra t’il pas?  

Son absence a changé ces fortunes climats: 

Je n’entends plus d’oÿseaux qui chante,  

Je ne vois plus de fleurs écloire soús me pas 

C’est toÿ Seine fiere et cruelle 

Qui retiens mon Daphnis pas tes charmants appas: 

Que me sent-il helas! d’étre immortele? 

Si ze ne vois Daphnis j’aime autans le trepas. 

 

 

Fig. 8 First récit in Daphnis, showing non-modern French lingual forms. 

 Source: MS 357.c, pp. 6–8, Dyer, m. 26–43. 

 

Old French: Diacritical Markings 

 

The Old French words in the Daphnis libretto fall into three general 

categories. The first of these categories concerns diacritical markings. Table 5 

represents a brief illustration of the five diacritical marks employed by the modern 

French language: the accent aigu, the accent grave, the cédille, the accent circonflexe, 

and the diaeresis.   

 

TABLE 5 Review of modern French diacritical marks 

 

Diacritical 

Marks 

Name Examples 

( ´ )   Accent aigu    Café 

( ` )   Accent grave Liège 

( ¸ )   Cédille    Française     

( ^ ) Accent circonflexe Être 

( ¨ )   Diaeresis Nÿmphe 
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 Four words in the opening recitative demonstrate an older practice of 

diacritical marks (see table 6). The word ‘nÿmphe’ merely loses the diaeresis marking 

above the ‘y’. The last three words in table 6 may also be used to illustrate diacritical 

usage in the remainder of the text, for some markings are entirely missing in the text, 

some are consistently present throughout the entire work, and others are either 

consistently absent or present only within certain passages of the libretto. It is this 

uneven use of marks, particularly within entire passages, which indicates a text 

developed over multiple lingual time periods.  In the second word, the missing accent 

circonflexe, which in the word ‘paroïtra’ appears above the ‘i’ in modern French, does 

not appear in the entire text. Neither does the accent grave. The accent aigu, here seen 

in the modern equivalent of the fourth example, ‘trépas’, is not used consistently, 

reflecting the flux of diacritical usage in the French language. The fifth and final 

diacritical marking, the cédille, is used within the libretto, but rather as a means of 

phonetic spelling. 

 

TABLE 6 Old French diacritical usage in the first récit of Daphnis 

 

Old French, Daphnis (1728) Modern French 

Nÿmphe Nymphe 

Paroitra Paroîtra 

Soús Sous 

Trepas Trépas 

 

A Consistent Substitution: Ÿ for I 

 

TABLE 7 The ‘ÿ’ for ‘i’ substitution vocabulary in Daphnis 

 

Daphnis Modern Daphnis Modern 

Auraÿ Aurai Seraÿ Serai 

Joÿe Joie Toÿ Toi 

Naÿades Naiades Voÿant Voiant 

Oÿseaux Oiseau Voÿe Voi 

Ouÿ Oui   
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 An instance of early French language usage found throughout the libretto is 

the presence of diaeresis ‘ÿ’ in place of the modern ‘i.’ As shown in table 7, the total 

vocabulary in the Daphnis libretto affected by this character substitution is limited to 

only nine words. However, thanks to the subject of the pastorale, these nine words 

frequently appear in the text. These words also appear only in the archaic spelling.  

Three of the nine ‘ÿ’ words occur in the opening récit: nÿmph, seraÿ, and oÿseaux. 

Two excerpts from the manuscript showing ‘seraÿ’, and ‘oÿseaux,’ respectively, are 

shown in fig. 9, below. 

 

 

 
 

(a) 

 

 

 
 

(b)

 

 

Fig. 9 Examples of  substitutions of ‘ÿ’ for ‘i’ (a) MS 357.c p. 6, Dyer m.26, ‘Seraÿ.’  

  (b) MS. 357.c p. 13, Dyer m.162, ‘oÿseaux.’ 

 

 

Old French: Archaic and Phonetic Spelling 

 

The first récit also contains two examples of the many archaic word-spellings 

in the libretto. The single ‘l’ in ‘immortele’ in line nine is an example of the Old 

French spelling of ‘immortelle.’ The custom of affixing an ‘x’ to nouns ending in –

eau to create the plural is yet another Old French practice. Other words ending in –eau 

in the libretto frequently have the ‘x’ affixed to the plural: hameaux, chalumeaux, etc., 

but the usage is not consistent in the libretto. 

The third and final category of Old French usage in Daphnis concerns 

phonetic spelling.  The excerpted lines from the first récit in Fig. 10 highlight an 

example of phonetic spelling, the use of ‘ze’ for the French first person singular 

pronoun, ‘je.’ Unlike the ‘ÿ’ for ‘i’ substitutions quoted earlier, the use of ‘z’ for ‘j’ is 
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not consistent throughout the text. For example, in the first récit of Daphnis, ‘je’ 

appears three times before ‘ze’ is used in the final line of the récit: 
 

Seraÿ je toujours languissante… 

Je n’entends plus d’oÿseaux qui chante, 

Je ne vois plus de fleurs écloire soús me pas… 

Si ze ne vois Daphnis j’aime autans le trepas. 

 

Fig. 10 Excerpt from the first récit of Daphnis showing inconsistent spelling of ‘je’ 

 

 As the uses of the ‘z’ and ‘j’ versions of the pronoun are never found in the 

same sentence, it would seem likely that they were the work of two different writers 

from two different linguistic time periods. Lest there be a doubt of interpretation of 

the handwriting of the 1728 copyist, the relevant passage from the autograph in fig. 

11a clearly shows a ‘z’ and not a ‘j’ character. One can see an example of the 

copyist’s ‘j’ in the final word of this excerpt, ‘j’aime,’ indicated by the arrow. This 

variance of usage appears throughout the libretto.  

  

 
(a) 

 

 
(b) 

Fig. 11 Two examples of phonetic spelling in MS 357.c. (a) ‘ze,’ MS 357.c p. 8, Dyer 

m. 42 (b) ‘sçavante,’ MS 357.c p. 25, Dyer m. 288 – 89. 

 

The second chief type of phonetic spelling does not appear in the first 

recitative. These words are those beginning (in modern French) with ‘sa-,’ such as 

‘savante,’ illustrated in fig 10b, above. Unlike the case of ze/je, the use of the initial s-

cédille spelling is consistent throughout the libretto. Another example is the word sçu, 

which in modern French is simply su. Are these and similar uses of the cedille for the 
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sibilant sound a local variant spelling or a remnant from the lingual past? The case is 

stronger for the latter choice after taking into consideration the use of the old French 

‘ze,’ the number of times these sibilant spellings appear in the text (very seldom) and 

the age of the other words surrounding the s-cédille spelling (old French).  

 

Mis-spelling and Dialectic Variants 

 

There is at least one mis-spelling in the first recitative, the word ‘me,’ which 

appears in the sixth line.  In this case, the copyist most likely left off the final ‘s’ of 

the word ‘mes.’ Given that this theatrical piece is a production from a Jesuit college 

whose daily activities were conducted in Latin, it is equally possible that the copyist 

unintentionally wrote the Latin ‘me’ in place of ‘mes.’ However, the word ‘écloire,’ 

also found in line six, is probably a regional variant of the word ‘éclore,’ meaning 

literally ‘to hatch,’ but in context of the pastoral translated as ‘sprout’ or ‘bloom.’ 

Another example of a dialectic loan word is ‘frimats,’ which appears later in the 

libretto. ‘Frimas,’ meaning frost, is used in the modernised libretto as the modern 

French equivalent of ‘frimats.’ It makes perfect sense in the context of the poetry, for 

the translation of the relevant passage would then read: 

 

Sheltered from frost, protected from storm, 

No longer fearing the fury and rage of the wolves; 

Graze, flock, for Daphnis watches over you.110 

      

 

Similar to ‘écloire,’ the word ‘frimats’ is very clearly written in that spelling in 

the autograph, as are the other loan words.  A mis-spelling leaving out letters is more 

likely than an instance when letters were added, such as the ‘i’ in ‘écloire’ and the ‘t’ 

in ‘frimats.’ Yet it curious to discover that the dialectic variants in Daphnis are not 

part of the recorded vocabulary of the Central Walloonian lingual region, in which 

Namur squarely lies.111 It is difficult to determine either the linguistic source or 

                                                 
110 My italics. Dyer m.760 – 764. 
111 The following two resources provide more detailed information of the Walloon language and its 
regional dialects: Līmēs I. Les langues régionales romanes en Wallonie, Traditions et parlers 
populaires, No. 4–5, 2 vols, Wallonie-Bruxelles, Bruxelles, 1992; and Langues régionales de Wallonie, 
Coqs d'Awousse, Charleroi, 1990. A general Walloonian dictionary is not yet available, but the 
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historical date of these words because the historical philology of the Walloonian 

language is currently undergoing a complete revision. Studies of Walloonian 

dialectology in the past are rooted in the theory of scriptology, the study of the 

medieval languages known as scripta from the Walloon region. However, this theory 

was disproven by scholars Anthonij Dees and Louis Remacle during the late 1980s.112  

At this time, therefore, it would be false scholarship to state the origins of the dialectic 

variant found in Daphnis with any more certainty than that, according to the 

publications of Remacle and Dees, these words were probably in circulation after the 

thirteenth century and before the seventeenth century.113  

 

Conclusion 

 

The remnants of Old French and medieval dialects within passages otherwise 

in  eighteenth-century French show that whatever else it may be, the 1728 Daphnis is 

not a newly composed play. Even without a definitive time period for the dialect 

words in the Daphnis libretto, their very presence in the text, together with medieval 

usages and spellings, supports the proposition that the Namur Daphnis play is a much-

revised traditional text originating before 1600. As the Namur Jesuit college was 

founded shortly after 1600 (1610), it is credible that the Namur Jesuits shouldered the 

responsibility of producing the Namur traditional spring ritual soon after, thereby 

unintentionally preserving in their revisions evidence indicating the play’s probable 

medieval origin. There is an established precedent for Jesuits adopting and adapting 

traditional rituals and ceremonies, for at turn of the seventeenth century the Roman 

                                                                                                                                            
following are useful regional dictionaries: Lucien Léonard, ed., Lexique namurois, Société de Langue 
et de Littérature wallonne, Liège, 1989 (Central dialect); Jean Haust, ed., Dictionnaire liégeois, 
Vaillant-Carmane, Liège, 1933 (Eastern dialect);  Arille Carlier and Willy Bal, ed., Dictionnaire de 
l'ouest-wallon, 3 vols, Editions de l'Association royale littéraire wallonne de Charleroi, Charleroi, 1985 
– 1991 (Western dialect); and Michel Francard, ed., Dictionnaire des parlers wallons du pays de 
Bastogne, DeBoeck Université & Musée de la Parole au Pays de Bastogne, 1994 (Southern dialect). 
112 Antonij Dees, ‘Towards a dialectology of spoken Old French: the analysis of rhymes.’ In: Historical 
Linguistics and Philology: International Conference on Historical Linguistics and Philology held at 
Błaźejewko, Poland, Apr. 20 – 23, 1988, general editor Jacek Fisiak. The Hague: Mouton de Gruyter, 
1990. See also Antonij Dees, ‘Atlas des formes et des chartes françaises du 13e siècle.’ In: Beihefte zur 
Zietschrift für romanische Philologie, Tübingen, Niemeyer, 1980, 178.  Id., ‘Dialectes et scriptae à 
l’époque de l’ancien français.’ Revue de Linguistique Romaine 49 [1985]: 87 – 117. Id., ‘Atlas des 
formes linguistiques des textes littéraires de l’ancien français.’ In: Beihefte zur Zietschrift für 
romanische Philologie, Tübingen, Niemeyer, 1987, 212. 
113  Louis Remacle. ‘La différenciation dialectale en Belgique romane avant 1600.’ No. 256, 
Bibliothèque de la Faculté de Philosophie et Lettres de l’Université de Liège, Liège, 1992. See also 
Remacle’s numerous other publications on this subject.  
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and Viennese Jesuits began transforming the traditional Forty Hours’ devotional 

service into semi-dramatic visitatio sepulchri. As scholars continue to revise the 

developmental history of the regional dialects of Wallonia, it is hoped their future 

research continues to support the conclusions of this brief initial examination of the 

linguistic strata in the libretto of the 1728 pastorale Daphnis. 

 

Source 

 

Manucrits et Fonds anciens, Bibliothéque générale des Philosophie et Lettres, 

Bibliothéque de l’Université de Liége, Liége, Belgium, MS 357.c. 4o, pp.88, gilt-

edged with vellum binding. This complete autograph score is laid out in full score, 

dated 1728 on the title page and at the foot of the final page.  

 

Referenced in: 

Bibliothèque de la Compagnie de Jésus (rev. ed. Carlos Sommervogel, S. J, Paris: A. 

Picard, 1890-99, s.vv. ‘Namur, Collége de,’ Vol. V: 1561, no. 89, note), MS. 667. 

 

Daphnis, pastorale, avec musique.  Cette pièce dedièe à Thomas Joseph Françoise 

Strickland, évêque de Namur, abbé séculier de la collégiale de Notre-Dame et de St-

Pierre de Preaux en Normandie. La dédicace, la pièce fut représenté en présence de 

l’évêque sur la théâtre des pères Jésuites de Namur. Elle porte la date de 1728. 

Couvent des Jésuites de Liége. Catalogue des Manuscrits, Bibliothéque de 

l’Université de Liége. Liége: Imprimerie H. Vaillant-Carmanne, 1875. 336, No. 677.  
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Editorial Practice 

 

Accidentals 

Naturals are indicated in the manuscript by the addition of a sharp or flat to 

cancel the action of the key signature; in this edition, modern practices replace this 

earlier tradition.  

 

Beams, slurs, and barlines 

Beams follow the autograph with no changes. Slurs indicated by solid lines are 

found in the manuscript, while slurs indicated by dashed lines are added. The added 

slurs are chiefly employed to clarify text underlay in neumatic and melismatic 

passages in the vocal parts. Vocals slurs have not been applied to doubling 

instrumental parts, as the authenticity of this practice remains unsubstantiated. All 

repeat signs and double barlines are as found in the autograph.  

 

Text  

The libretto was created from MS 357.c, as the original libretto is not yet 

found. Following standard practices, immediate repetitions of text in the manuscript 

are not included in the resulting libretto.  

  

Original Libretto 

The original text appears below, set side-by-side with a version in modern 

French for easy comparison. In the autograph, the text, with a few exceptions, appears 

as prose rather than poetry. Therefore, to reveal the pastorale’s poetic form of 

alexandrine lines of six, eight, ten, or twelve syllables, the poetic line divisions are 

added and standard capitalisation conventions applied. The spellings, internal line 

capitalisations, and punctuations are as found in the manuscript, except for the 

addition of any absent final stops at the conclusion of a passage. This version of the 

libretto was created from the music manuscript by Elizabeth Dyer and the poetic 

divisions edited by Dr. Paulene Aspel. 

 

Modernised Libretto 

A version of the libretto in modern French with a side-by-side English 

translation follows the original text libretto below. The modernisation processes 
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include replacing antique forms and spellings as well as Namur dialectic variants. 

Also, the diacritical marks and punctuation now conform to modern usage.  In the 

accompanying English translation, the passages are translated to as close a line-by-

line meaning as possible while simultaneously striving to achieve natural English 

discourse. The modernised libretto is by Elizabeth Dyer, assisted by Dr. Paulene 

Aspel. The English translation below is by Dr. Paulene Aspel and Elizabeth Dyer, 

edited by Robin Bier and Elizabeth Dyer. 

 

Underlay 

With the single exception of ‘puissent’ in bar 580, detailed in the critical notes 

section, the underlay is unambiguous thanks to the syllabic nature of the music. In the 

choruses, text is provided only for the soprano part in the homophonic sections. 

However, whenever imitation or other devices are present in the choruses, text is 

provided for all relevant voices in the autograph.  

 

Forms 

The labels ‘Ritornelle,’ ‘da capo,’ ‘Entrée,’ and ‘Musette’ present in this 

edition are as in the autograph. However, for modern accessibility, the ritornellos are 

fully incorporated into the verses; originally, the ritornellos appear only as single 

statements at the conclusion of the verses. The dal segno signs in the three da capo 

arias are from the manuscript, as are the titles and brief descriptions found at the head 

of Part I and Part II. 

 The dance forms provided in parentheses, with the exception of the purely 

instrumental Musette beginning in bar 907, are editorial suggestions based upon the 

examination and comparison of the meter and rhythmic characteristics to dance forms 

previously identified by Baroque dance scholars such as Betty Band Mather’s Dance 

rhythms of the French Baroque: a handbook for performance.114  These 

identifications are intended primarily for use by directors of future productions of the 

pastorale. Those passages without an identified dance form are those for which many 

dances would be appropriate, such as bar 277 ‘Dés ses plus tendres.’ The tempo 

suggestions for these passages are those used in the 2008 production. 

                                                 
114 Betty Band Mather, Dance rhythms of the French Baroque: a handbook for performance, 
Bloomington: Indiana University Press, 1987.  
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Tempo 

The tempo markings provided in parentheses are editorial suggestions only, 

and are placed at the beginning of each change in musical style. The choices of tempo 

are based upon performance practises established in the relevant literature of the 

various dance and récit styles of the period. 

 

Meter and Rhythm 

 The metric and rhythmic notations appear as in the autograph, including all 

rests, upbeats, and dotted notation.  The few rhythmic corrections are listed below in 

the critical notes section. 

 

Ornaments 

 The autograph contains two ornaments notations, ‘x’ and ‘tr.’ In addition to 

the ornaments found in the manuscript, a few have been added. These editorial 

additions appear in parentheses above the affected note head. The added ornaments 

occur only in homophonic instrumental and choral passages where the same ornament 

appears in two or more related or doubled parts in the autograph and is furthermore 

supported by the text imagery, such as in bars 843 – 847.  

 

Basso Continuo 

 Regarding the performance of those portions of the basso continuo part written 

in tenor clef, directions are not provided in the autograph. The suggestions provided 

in parentheses reflect the performance choices for the 2008 production. 

 

Figured Bass 

 The figures supplied are those from the autograph without changes or 

additions. 

 

Clefs 

The soprano, alto, and vocal tenor c-clefs in the autograph have been changed 

to modern vocal clefs. 
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Facsimile Score 

 

As the editing necessary to produce a black and white printed facsimile of the MS 

would result in the loss of many musical details due to ink seepage and the low 

lighting conditions available in the source archive, a facsimile in photographs is 

provided on the accompanying CD, located in the folder entitled ‘Daphnis Pastorale 

MS 357.c.’ The electronic facsimile format also permits viewers to apply various 

magnification levels to examine manuscript details. The edges of the photographs are 

trimmed to centre the manuscript page and an identifying label is affixed to the 

bottom of each photograph. The label is in the format x.x.x, such as 8.4.4a. The first 

number indicates the number of the photograph (1 – 89); the second number is the 

ms.’s page number in the hand of the composer, which appears on the top system of 

each side of the page (1 – 87); and the third number, which appears in the upper right-

hand corner of facing pages only, is the page number added later in a different hand. 

As the third number appears only on the facing pages and the manuscript is double-

sides, the suffix ‘a’ is assigned to the third number to indicate the other side of the 

page. 
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Cast 

 

La Nymphe de la Sambre Soprano  

La Déesse des Flores  Soprano 

Damon    Soprano 

Aminth    Alto 

Les Echoes   Sopranos (2) 

Choeur    SATB 

 

Orchestra 

 

Dessus I  

Dessus II  

Alto 

Basso continuo 
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Original and Modernised Language Libretto 

 

Original Text     Modernised Text 

 

Chant Prémiere 

Prémiere Entrée la Nymphe de la Sambre Soupire Aprés l’Arrivée de Daphnis 

 

La Nÿmphe de la Sambre 

Seraÿ-je toujours languissante   Serai je toujours languissante,   

Dans une triste et longue attente?  Dans une triste et longue attente?  

Daphnis enfin ne paroitra t’il pas?  Daphnis enfin ne paroîtra t’il pas?  

Son absence a changé ces fortunes  Son absence a changé ces fortunes 

climats      climats:  

Je n’entends plus d’oÿseau qui chante,  Je n’entends plus d’oiseau qui chante, 

Je ne vois plus de fleurs écloire   Je ne vois plus de fleurs écloire  

soús mes pas.      soús mes pas.     

C’est toÿ Seine fiere et cruelle   C’est toi Seine fiere et cruelle   

Qui retiens mon Daphnis par tes   Qui retiens mon Daphnis par tes

 charmants appas    charmants appas:   

Que me sen il, hélas! d’étre immortelle?  Que me sent-il, hélas! d’étre immortele? 

Si ze ne vois Daphnis, j’aime autans   Si je ne vois Daphnis, j’aime autans  

le trépas.     le trépas.   

 

Aminth 

Dis nous, Nÿmphe, dis nous le sujet  Dis-nous, Nymphe, dis-nous le sujet  

de ta peine      de ta peine 

Ne pouroit-on la soulager.   Ne pouroit-on la soulager. 

 

La Nÿmphe 

Non non le seul Daphnis pouroit   Non, non, le seul Daphnis pouroit  

me dégager      me dégager 

Des mille affreux soucis que   Des mille affreux soucis que   

son absence entraine.    son absence entraine.  
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Damon 

Le meme sujet nous amene.    Le même sujet nous amenè.   

 

Damon 

Nous sortons pour jamais   Nous sortons [sortirons-nous] pour  

de ces funestes lieux     jamais de ces funestes lieux 

Si Daphnis notre aimable maitre   Si Daphnis, notre aimable maitre  

Par son aspect ne fait renaitre   Par son aspect ne fait renaitre   

Tous ce que ce sejour avait de gracieux. Tous ce que ce séjour avait de gracieux. 

 

Trio: La Nÿmphe, Damon, Aminth 

Nous sortons pour jamais    Nous sortons [sortirons-nous] pour  

de ces funestes lieux    jamais de ces funestes lieux  

Si Daphnis notre aimable maitre   Si Daphnis, notre aimable maitre  

Par son aspect ne fait renaitre   Par son aspect ne fait renaitre   

Tous ce que ce sejour avait de gracieux. Tous ce que ce séjour avait de gracieux. 

Aminth 

Déja Ceres nous abandonne,    Déja Cérès nous abandonne,     

Et malgré les fleurs du printems   Et malgré les fleurs du printemps  

Nous ne gouterons pas    Nous ne goûterons pas   

Les douceurs de l’autonne    Les douceurs de l’autonne,    

Si Daphnis tarde plus longtems.  Si Daphnis tarde plus longtemps.  

 

La Nÿmphe 

Mon onde en ce moment mécontente  Mon onde en ce moment mécontente  

et plaintive,     et plaintive,    

Vient de s’ar-reter sur sa rive   Vient de s’ar-rêter sur sa rive,   

Et voÿant de l’Etê differer les beaux jours,  Et voiant de l’Etê différer les beaux 

jours,       jours,   

Refuse sans Daphnis de reprendre son  Refuse sans Daphnis de reprendre son 

cours.      cours.  
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Damon 

De nos bois le triste feüillage    De nos bois le triste feüillage    

N’offre plus de charmant ombrage,   N’offre plus de charmant ombrage,   

Et les petits oÿseaux    Et les petits oiseaux,     

Voltigeants a regret parmi ces   Voltigeants a regret parmi ces 

 arbrisseaux     arbrisseaux, 

Semblent vouloir deserter ce bocage.  Semblent vouloir déserter ce bocage.  

Et s’ils font encore aux Echos   Et s’il font encore aux Echos    

Entendre un reste de Ramage,   Entendre un reste de Ramage,    

C’est pour se plaindre, en leur langage  C’est pour se plaindre, en leur langag  

De l’excés de leurs maux.   De l’excès de leurs maux.  

  

Aminth 

Dans nos vastes prairies    Dans nos vastes prairies 

Autre fois si fleuries,     Autre fois si fleuries,    

L’on ne voit plus bon dir les innocents  L’on ne voit plus bon dir les innocents 

troupeaux      troupeaux   

Au son des chalumeaux.   Au son des chalumeaux.  

  

Damon 

La terre par tout alteréé    La terre par tout altérée  

Ne fait plus éclater cette moisson doree  Ne fait plus éclater cette moisson dorée 

Le doux espoir de nos travaux.  Les doux espoir de nos travaux.  

Et cette onde autre fois si pure   Et cette onde autre fois si pure  

Refuse au doux sommeil l’agreable   Refuse au doux sommeil l’agréable 

murmure,      murmure, 

Qui nos tenoit lieu de pavots.   Qui nos tenoit lieu de pavots.   

 

Choeur 

La terre par tout alteréé    La terre par tout altérée  

Ne fait plus éclater cette moisson doree  Ne fait plus éclater cette moisson dorée 

Le doux espoir de nos travaux.  Les doux espoir de nos travaux.  

Et cette onde autre fois si pure   Et cette onde autre fois si pure  
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Refuse au doux sommeil l’agreable   Refuse au doux sommeil l’agréable 

murmure,      murmure, 

Qui nos tenoit lieu de pavots.   Qui nos tenoit lieu de pavots.   

    

Aminth 

Nÿmphe, essuici ces pleurs qui te  Nymphe, essuice ces pleurs qui te  

missent vos charmes.     missent vos charmes.   

Ne poussez point au ciel d’inutiles   Ne poussez point au ciel d’inutiles 

soûpirs      soûpirs  

Ce qui fait a present le sujet de vos  Ce qui fait à présent le sujet de vos 

l’armes      larmes.  

Peut étre dés ce jour va combler   Peut être dès ce jour va combler  

vos desirs.      vos désirs.   

Maint hameux, connoissant son zele  Maint hameux, connoissant son zèle,   

Demande Daphnis comme nous,  Demande Daphnis comme nous.   

S’il nous prefere a tous   S’il nous préfère à tous,   

Nous allons vivre heureux sous ce   Nous allons vivre heureux sous ce  

guide fidele.     guide fidèle. 

 

Damon 

Dés ses plus tendres ans l’on vit   Dés ses plus tendres ans l’on vit  

briller Daphnis     briller Daphnis 

Dans la lice des beaux esprits   Dans la lîce des beaux esprits; 

Et quand de ses lauriers le Deesse   Et quand de ses lauriers le Déesse 

sçavante       savante 

Couronnoit ses plus favoris   Couronnoit ses plus favoris,   

Daphnis sur la troupe éloquente  Daphnis sur la troupe éloquente  

En remportoit le prix.    En remportoir le prix.   

 

La Nÿmphe 

Juiver, le feu qui vous anime   Hiver, le feu qui vous anime,   

Les talents de Daphnis brillent en mille  Les talents de Daphnis brillent en mille 

endroits      endroits 
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A la cour en la ville ainsi que dans nos À la cour en la ville ainsi que dans nos 

bois       bois;    

On vante de Daphnis le merite sublime.  On vante de Daphnis le mérite sublime.

     

Choeur 

Juiver, le feu qui nous anime   Hiver, le feu qui nous anime,   

Les talents de Daphnis brillent en mille  Les talents de Daphnis brillent en mille 

endroits      endroits 

A la cour en la ville ainsi que dans nos À la cour en la ville ainsi que dans nos 

bois       bois;    

On vante de Daphnis le merite sublime.  On vante de Daphnis le mérite sublime. 

 

Aminth 

Ausi païs eloignez ainsi qu’au païs bas  Ausi pays eloignéz ainsi qu’au Pays-Bas 

Daphnis en sa tendre jeunesse   Daphnis en sa tendre jeunesse  

Donna des preuves de sagesse   Donna des preuves de sagesse  

Sous les auspices de Pallas.   Sous les auspices de Pallas.  

 

Damon 

Ouÿ, Minerve La Sçavante    Oui, Minerve La Savante   

Par les doctes sentiers de la main,   Par les doctes sentiers de la main,  

L’a conduit et pour repondre a notre   L’a conduit et pour répondre à  

attente       attente 

Dés lors fit voir en lui ce que devoit  Des lors fit voir en lui ce que devait  

Namur en esperer d’appui.   Namur en espérer d’appui.  

 

Aminth 

C’est un sage Pasteur dont l’amour vis  C’est un sage Pasteur dont l’amour vis  

et tendre      et tendre 

Pour l’interet de son troupeau   Pour l’intérét de son troupeau   

Fera la suretê du Bourg et du hameau.  Fera la suretê du Bourg et du hameau  

Que n’en devons nous point attendre   Que n’en de voir nous point attendre   

Si le ciel prolonge le cours    Si le ciel prolonge le cours   

De les saints et tranquilles jours.   De les saints et tranquilles jours. 
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Damon 

A Cesar, Daphnis a sçu plaire,   A César, Daphnis a seu plaire  

Rome apres le choix de Cesar.   Rome après le choix de Cèsar.  

Voulant a ses vertus donner quelque   Voulant à ses vertus donner quelque 

salaire       salaire    

Nous en fait a son tout    Nous en fait à son tout   

Un present de la part.     Un présent de la part.     

 

La Nÿmphe 

Mais Daphnis l’etenu     Mais Daphnis l’étenu    

Peut etre en d’autre lieux    Peut être en d’autre lieux  

Ne viendra t-il donc point faire tatir nos  Ne viendra t’il donc point faire tatir nos

 larmes      larmes 

Et calmer nos alarmes.    Et calmer nos alarmes.  

  

La Nÿmphe 

Prince, l’amour de tes sujets    Prince, l’amour de tes sujets 

Heureux fait partir mon Daphnis   Heureux fait partir mon Daphnis.  

J’auraÿ toute ma joÿe.    J’aurai toute ma joie   

Si ta bonté veut que je voÿe    Si ta bonté veut que je voie  

Daphnis servir l’Eglisse et l’Etat en   Daphnis servir l’Eglissée et l’Etat en 

ces lieux      ces lieux 

Et mettre le comble a nos voeux.   Et mettre le comble à nos voeux.  

 

Aminth 

Ainsi parmi les biens qu’ici le ciel t’en  Ainsi parmi les biens qu’ici le ciel t’en 

voÿe       voie  

Puisse tu pour l’appui de l’auguste   Puisse tu pour l’appui de l’auguste 

maisson      maisson  

Avant les jours de le viellesse   Avant les jours de le viellesse   

Parmi la joÿe et l’allegresse.    Parmi la joie et l’allégresse.  

Te voir naitre bientot un noble rejetton. Te voir naitre bientôt un noble rejetton. 
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Choeur 

Ainsi parmi les biens qu’ici le ciel t’en  Ainsi parmi les biens qu’ici le ciel t’en 

voÿe       voie 

Puisse tu pour l’appui de l’auguste   Puisse tu pour l’appui de l’auguste 

maisson      maisson  

Avant les jours de le viellesse   Avant les jours de le viellesse   

Parmi la joÿe et l’allegresse.    Parmi la joie et l’allégresse.  

Te voir naitre bientot un noble rejetton. Te voir naitre bientôt un noble rejetton.

  

Chant Deuxiéme 

La Deesse Flores Vient Annoncer l’Arrivée de Daphnis 
 

La deesse des Flores 

Nÿmphe, faites cesser vos mortelles   Nymphe, faites cesser vos morteles

 alarmes;      alarmes; 

Reprenez vos appas le ciel enfin se rend  Reprenez vos appas; le ciel enfin se rend 

A l’excés de vos larmes.   À l’excés de vos larmes.   
 

La Nÿmphe 

Quelle Divinité se présente ici bas   Quelle Divinité se présente ici bas  

Que sa voix est douce et charmante!   Que sa voix est douce et charmante!  

Mais pour me rendre plus contente    Mais, pour me rendre plus contente 

Dis-moÿ Daphnis ne viens-il pas?  Dismoi Daphnis ne viens il pas?  

 

La deesse des Flores 

Nÿmphe, consolez vous, je devance ses  Nymphe, consolez vous, je devance ses 

pas.      pas.  

 

La Nymphe 

Le verraï e bientot? Puis-je esperer?  Le verrai je bientôt? Puis je espérer? 

helas!      hélas!  
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La deesse des Flores 

Faites cesser votre cruelle peine  Faites cesser votre cruelle peine, 

Reprenez vos appas dés aujourd-hui  Reprenez vos appas dés aujourd’hui. 

Je vous l’amene pour ce doux objet de  Je vous l’amené pour ce doux objet de

 vos voeux      vos voeux.   

Ne songer plus qu’a preparer des jeux. Ne songer plus qu’à préparer des jeux.

  

Duet, La Nÿmphe, La deesse des Flores 

Pour ce doux objet de nos voeux.   Pour ce doux objet de nos voeux. 

Ne songeons plus qu’a preparer des jeux. Ne songeons plus qu’à préparer des jeux. 

 

La Nÿmphe 

L’agreable nouvelle     L’agréable nouvelle    

Que tu viens porter en ces lieux  Que tu viens porter en ces lieux!  

Et puissent aujourd-hui mes ÿeux   Et puissent aujourd’hui mes yeux 

Etre temoins de ton recit fidele.  Être témoins de ton récit fidèle.  

 

Aminth 

Tu bannis de nos coeurs    Tu bannis de nos coeurs  

La crainte et la tristesse.    La crainte et la tristesse.   

La joÿe et l’allegresse.   La joie et l’allégresse     

Vont succeder aux pleurs.    Vont succéder aux pleurs.  
 

Choeur 

Tu bannis de nos coeurs    Tu bannis de nos coeurs  

La crainte et la tristesse.    La crainte et la tristesse.   

La joÿe et l’allegresse.   La joie et l’allégresse     

Vont succeder aux pleurs.    Vont succéder aux pleurs.  
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La deesse des Flores 

Hatez vous, quittez votre rive,   Hatez vous, quittez votre rive,  

Venez aimable Nÿmphe au devant de  Venez aimable Nymphe au devant de 

Daphnis     Daphnis.  

Le voici je le vois, sur vos bords il arrive  Le voici, je le vois, sur vos bords; il 

arrive       arrive  

Suivi des graces et des ris.   Suivi des graces et des ris.  

  

La Nÿmphe 

Le ciel, le juste ciel, seconde mes desirs.  Le ciel, le juste ciel, seconde mes désirs. 

Naÿades, Dieux des bois Bergers   Naiades, Dieux des bois, Bergers,   

que tout l’assemble     que tout l’assemble.    

Qu’on prepare des chants apres tant   Qu’on prépare des chants après tant  

des soupirs,      des soupirs,  

Daphnis rameine ensemble la joÿe et les  Daphnis rameine ensemble la joie et

 plaisirs.      plaisirs.   

 

La Nÿmphe 

Sombres Forêts, riants Bocages  Sombres forêts, riants bocages  

Couvrez ces lieux de vos ombrages  Couvrez ces lieux de vos ombrages.  

Et vous jardins delicieux,   Et vous, jardins délicieux,  

Parfumez l’air d’un encens precieux.  Parfumez l’air d’un encens précieux.  

 

Aminth 

A l’abri des frimats, à couvert de l’orage,  A l’abri des frimas, à couvert de l’orage, 

Sans plus craindre des loups la fureur ni  Sans plus craindre des loups la fureur; ni 

la rage       la ragé;  

Paissez troupeaux, Daphnis veille pour  Paissez, troupeaux, Daphnis veille  

vous.       vous.    

Damon 

Qu’on entende, Bergers le son de vos  Qu’on entende, Bergers le son de vos 

musettes.     musettes.    

Les Echoes     Les Echoes   
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Les Echos 

Les Echoes     Les Echoes    

   

Damon 

Repondront de leurs grottes secrettes  Répondront de leurs grottes secrètes 

 

Les Echos 

De leurs grottes secrettes   De leurs grottes secrètes   

 

Damon 

Daphnis a rempli nos desirs   Daphnis a rempli nos désirs  

 

Les Echos 

Nos desirs     Nos désirs  

 

Damon 

Il ramene avec joÿe les jeux et les   Il ramène avec joie les jeux et les

 plaisirs.     plaisirs.  

 

Les Echos 

Les plaisirs.     Les plaisirs.  

 

La Nÿmphe 

Zephirs qui regnez dans nos plaines   Zéphirs qui régnez dans nos plaines 

Ranimez les souples roseaux    Ranimez les souples roseaux  

Qui bordent nos paisibles eaux  Qui bordent nos paisibles eaux 

Et par vos plus douces haleines   Et par vos plus douces haleines  

Faites en pour Daphnis autant de   Faites en pour Daphnis autant de 

chalumeaux.      chalumeaux. 
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Damon 

Et vous, troupeau, témoin de nos allarmes Et vous, troupeau, tèmoin de nos alarmes 

Joiezle aussi de nos plus doux  Sauvez-le aussi de nos plus doux 

accents.      accents. 

Apres avoir versé des larmes   Après avoir versé des larmes, 

Partagez avec nous nos plaisirs  Partagez avec nous nos plaisirs 

innocents.     innocents. 

 

Aminth 

Que tout l’interesse que tout l’empresse. Que tout l’intéresse; que tout l’empresse. 

Venez petits oÿseaux     Venez petits oiseaux    

Sous ce tendre feüillage,   Sous ce tendre feüillage,  

Mélez votre ramage     Mêlez votre ramage   

Au bruit de ces eaux.    Au bruit de ces eaux.  

 

Choeur 

Que tout l’interesse que tout l’empresse. Que tout l’intéresse; que tout l’empresse. 

Venez petits oÿseaux     Venez petits oiseaux    

Sous ce tendre feüillage,   Sous ce tendre feüillage,  

Mélez votre ramage     Mêlez votre ramage   

Au bruit de ces eaux.    Au bruit de ces eaux.  

 

La Nÿmphe 

En faveur de Daphnis la feconde Nature  En faveur de Daphnis la feconde Nature 

Se pare de mille agrements   Se pare de mille agréments.   

J’entens l’onde qui coule avec un doux  J’entens l’onde qui coule avec un doux 

murmure     murmure; 

Les prez semez de fleurs et couvers de  Les prés semes de fleurs de  

verdure       verdure,  

Font briller a nos ÿeux de pompeux  Font briller à nos yeux de pompeux 

ornaments     ornaments,  

Qui ramdnents ici les charmes du  Qui ramènents ici les charmes du 

printems.      printemps. 
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La deesse des Flores 

A vos tendres concerts, Bergers,   A vos tendres concerts, Bergers, 

melez la danse     mêlez la danse; 

Le Dieu Pan vous invite a l’ombre   Le Dieu Pan vous invite à l’ombre  

des ormeaux.      des ormeaux.   

Il s’engage lui meme a marquer la  Il s’engage lui même à marquer la 

cadence      cadence  

Par les doux sons de ses pipeaux.  Par les doux sons de ses pipeaux.  

 

Choeur 

A nos tendres concerts, Bergers,   A nos tendres concerts, Bergers, 

melez la danse     mêlez la danse; 

Le Dieu Pan vous invite a l’ombre   Le Dieu Pan vous invite à l’ombre  

des ormeaux.      des ormeaux.   

Il s’engage lui meme a marquer la  Il s’engage lui même à marquer la 

cadence      cadence  

Par les doux sons de ses pipeaux.  Par les doux sons de ses pipeaux. 

 

Damon 

Ha! que le ciel nous est propice  Ha! que le ciel nous est propice 

et secourable      et secourable.  

Perise ce hameau plutot que ce   Perise ce hameau plutôt que ce

 Pasteur aimable     Pasteur aimable  

Ne soit aimé de son troupeau.   Ne soit aimé de son troupeau.  

    

Aminth 

Ah! que n’aÿie la voix des guerrieres  Ah! que n’est la voix des guerrières 

trompettes      trompettes     

Pour faire retentir nos hameaux et nos  Pour faire retentir nos hameaux nos 

bois       bois 

Du bruit de ses sacrez exploits!   Du bruit de ses sacrés exploits! 

Mais nos foibles musettes ne sçavents dire  Mais nos foibles musettes ne savants dire

 hélas!       hélas!   

Que quelques chansonnettes.   Que quelques chansonnettes.  
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La Nÿmphe 

Ne cessez point d’unis vos voix   Ne cessez point d’unis vos voix  

Au doux son des hautbois.   Au doux son des hautbois.  

 

La Nÿmphe 

Heureux Berger, trop heureuses Bergeres  Heureux Berger, trop heureuses Bergéres 

Chantez cens et cens fois   Chantez cens et cens fois,  

Assis sur la tendre fougere.    Assis sur la tendre fougère.    

Le genereux Daphnis, Éleve de Pallas Le généreux Daphnis, Élève de Pallas, 

Le gracieux Daphnis l’honneur de nos  Le gracieux Daphnis l’honneur de nos

 Prelats.      Prélats.  

 

 

Choeur 

Ne cessez point d’unis nos voix   Ne cessez point d’unis nos voix  

Au doux son des hautbois.   Au doux son des hautbois.  

Heureux Berger, trop heureuses Bergeres  Heureux Berger, trop heureuses Bergéres 

Chantez cens et cens fois   Chantez cens et cens fois,  

Assis sur la tendre fougere.    Assis sur la tendre fougère.    

Le genereux Daphnis, Éleve de Pallas Le généreux Daphnis, Élève de Pallas, 

Le gracieux Daphnis l’honneur de nos  Le gracieux Daphnis l’honneur de nos

 Prelats.      Prélats.  
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Modernised Text with English Translation 

 

Part I 

First Entrance of the Nymphe of the Sambre [River], 

Sighing for the Arrival of Daphnis 

 

La Nymphe 

Serai je toujours languissante,   Shall I be always listless, 

Dans une triste et longue attente?  Forever waiting sadly? 

Daphnis enfin ne paroîtra t’il pas?  Will Daphnis ever appear? 

Son absence a changé ces    His absence has changed these  

fortunes climats:    fortunate climates: 

Je n’entends plus d’oiseau qui chante, I no longer hear any birds singing,  

Je ne vois plus de fleurs   I no longer see the flowers  

éclore soús mes pas.    blooming under my feet. 

C’est toi Seine fiere et cruelle   It is you, proud and cruel Seine, 

Qui retiens mon Daphnis par   Who retains my Daphnis with  

tes charmants appas:    your charming wiles: 

Que me sent-il, hélas! d’étre immortele?  What use is it for me to be immortal? 

Si je ne vois Daphnis, j’aime   If I do not see Daphnis [soon], I wish  

autans le trépas.    for my own death.  

 

Aminth 

Dis-nous, Nymphe, dis-nous le sujet  Tell us, Nymph, tell us the cause  

de ta peine      of your sorrow 

Ne pouroit-on la soulager.   That we might soothe your pain. 

 

La Nymphe 

Non, non, le seul Daphnis pouroit  No, no, only Daphnis can release  

me dégager      me from 

Des mille affreux soucis que   The thousand horrible worries caused 

son absence entraine.    by his absence. 
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Damon 

Le même sujet nous amenè.    The same concern leads us here. 

 

Damon 

Nous sortons [sortirons-nous] pour jamais Shall we ever leave these  

de ces funestes lieux    deadly places 

Si Daphnis, notre aimable maitre   If not Daphnis, our kind master,  

Par son aspect ne fait renaitre   Renew with his appearance 

Tous ce que ce séjour avait de gracieux. All in this place that is graceful. 

 

Trio: La Nymphe, Damon, Aminth 

Nous sortons [sortirons-nous] pour jamais Shall we ever leave these  

de ces funestes lieux    deadly places 

Si Daphnis, notre aimable maitre   If not Daphnis, our kind master,  

Par son aspect ne fait renaitre   Renew with his appearance 

Tous ce que ce séjour avait de gracieux. All in this place that is graceful. 

 

Aminth 

Déja Cérès nous abandonne,    Already Ceres abandons us,  

Et malgré les fleurs du printemps   And despite the spring flowers 

Nous ne goûterons pas    We will not savour 

Les douceurs de l’autonne,    The sweetness of autumn 

Si Daphnis tarde plus longtemps.  If Daphnis delays any longer. 

 

La Nymphe 

Mon onde en ce moment mécontente  My flowing waves, now unhappy 

 et plaintive,     and lamenting, 

Vient de s’ar-rêter sur sa rive,   Halt upon their bank, 

Et voiant de l’Etê différer    And seeing how summer delays  

les beaux jours,     its beautiful days, 

Refuse sans Daphnis de reprendre  Refuse without Daphnis to resume  

son cours.     their course. 
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Damon 

De nos bois le triste feüillage    The saddened foliage of our wood 

N’offre plus de charmant ombrage,   Offers no more charming shade, 

Et les petits oiseaux,     And the little birds, 

Voltigeants a regret parmi   Fluttering reluctantly among  

ces arbrisseaux,     these bushes, 

Semblent vouloir déserter ce bocage.  Seem to desire to leave this grove.  

Et s’il font encore aux Echos     And if they invite the Echoes  

Entendre un reste de Ramage,   To hear a little bird-song,  

C’est pour se plaindre, en leur  It is to complain, in their own  

langage,      language, 

De l’excès de leurs maux.   Of the excess of their troubles. 

 

Aminth 

Dans nos vastes prairies    In our vast meadows 

Autre fois si fleuries,     Once so full of flowers, 

L’on ne voit plus bon dir les innocents One can no longer see the innocent 

troupeaux      flocks leaping 

Au son des chalumeaux.   To the sound of the shepherd’s pipe. 

 

Damon 

La terre par tout altérée    The land, which is everywhere  

       damaged 

Ne fait plus éclater cette moisson dorée  Will not burst forth with a golden  

       harvest,  

Les doux espoir de nos travaux.  The sweet hopes of our work. 

Et cette onde autre fois si pure   And this flowing water, once so pure, 

Refuse au doux sommeil l’agréable  Denies to our sweet sleep its pleasant 

murmure,      murmur,  

Qui nos tenoit lieu de pavots.   Which lulled us in lieu of poppies. 
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Choeur 

La terre par tout altérée    The land, which is everywhere  

       changed, 

Ne fait plus éclater cette moisson dorée  Will not burst forth with a golden  

       harvest,  

Les doux espoir de nos travaux.  The sweet hopes of our work. 

Et cette onde autre fois si pure   And this flowing water, once so pure, 

Refuse au doux sommeil l’agréable  Denies to our sweet sleep its pleasant 

murmure,      murmur,  

Qui nos tenoit lieu de pavots.   Which lulled us in lieu of poppies. 

 

Aminth 

Nymphe, essuice ces pleurs qui te  Nymph, dry these tears which  

missent vos charmes.     hide your charms. 

Ne poussez point au ciel d’inutiles   Do not send up to heaven needless 

soûpirs      sighs, 

Ce qui fait à présent le sujet de vos   That which is now the cause of your  

larmes.      weeping. 

Peut être dès ce jour va combler  Perhaps even today will be fulfilled 

vos désirs.     your desires. 

Maint hameux, connoissant son zèle,  Many villages, knowing his zeal,  

Demande Daphnis comme nous.  Call for Daphnis as we do.  

S’il nous préfère à tous,   Should he prefer us above the others, 

Nous allons vivre heureux sous ce  We shall live happily under this  

guide fidèle.     faithful guide. 

 

Damon       

Dés ses plus tendres ans l’on vit  From his tenderest years, we saw  

briller Daphnis     Daphnis shine 

Dans la lîce des beaux esprits;   In the ranks of beautiful spirits; 

Et quand de ses lauriers    And when with her beautiful laurels  

le Déesse savante     the learned Goddess 

Couronnoit ses plus favoris,    Crowned her most favored ones,  

Daphnis sur la troupe éloquente  Daphnis, amidst the eloquent group, 
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En remportoir le prix.    Recieved the prize. 

 

La Nymphe 

Hiver, le feu qui vous anime,    [Just as] Winter, the fire which  

       enlivens you, 

Les talents de Daphnis brillent  Daphnis’ talents shine in  

en mille endroits     thousands of places 

À la cour en la ville ainsi que    In the court and city as well as  

dans nos bois;      in our woods [rural villages]; 

On vante de Daphnis le mérite sublime. In other words, we praise the sublime 

merit of Daphnis.  

        

Choeur 

Hiver, le feu qui nous anime,    [Just as] Winter, the fire which  

       enlivens us, 

Les talents de Daphnis brillent  Daphnis’ talents shine in  

en mille endroits     thousands of places 

À la cour en la ville ainsi que    In the court and city as well as  

dans nos bois;      in our woods [rural villages]; 

On vante de Daphnis le mérite sublime. In other words, we praise the sublime 

merit of Daphnis.  

 

Aminth 

Ausi pays eloignéz ainsi qu’au  In the remote country as in the  

Pays-Bas      Pays-Bas  

Daphnis en sa tendre jeunesse   Daphnis in his tender youth 

Donna des preuves de sagesse   Gave proof of wisdom 

Sous les auspices de Pallas.   Under the auspices of Pallas. 

 

Damon 

Oui, Minerve La Savante    Yes, Minerve the Wise 

Par les doctes sentiers de   Led him along learned paths by  

la main,      the hand, 

L’a conduit et pour répondre à  And in response to  
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notre attente      our expectation 

Des lors fit voir en lui ce que   Caused it to be seen in him that  

devait      for which 

Namur en espérer d’appui.   Namur could hope for support. 

 

Aminth 

C’est un sage Pasteur dont l’amour vis It is a wise Shepherd whose strong and  

et tendre      tender love 

Pour l’intérét de son troupeau   For the well-being of his flock  

Fera la suretê du Bourg et du hameau.  Will ensure the security of the small  

       town and village. 

Que n’en de voir nous point attendre   What should we not expect 

Si le ciel prolonge le cours    If the heavens prolong the course  

De les saints et tranquilles jours.   Of these holy and tranquil days. 

 

Damon 

A César, Daphnis a seu plaire   To Caesar, Daphnis knew how to  

       please 

Rome après le choix de Cèsar.   Rome following the choice of Caesar. 

Voulant à ses vertus donner   Wishing to give his virtue  

quelque salaire     some acknowledgement 

Nous en fait à son tout   He gave to us in turn  

Un présent de la part.     A gift on his behalf.  

 

La Nymphe 

Mais Daphnis l’étenu     But Daphnis took that gift 

Peut être en d’autre lieux    Perhaps to other places 

Ne viendra t’il donc point faire tatir  Is he not then coming to dry  

nos larmes      our tears  

Et calmer nos alarmes.    And calm our fears? 
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La Nymphe 

Prince, l’amour de tes    Prince, the love of your happy  

sujets       subjects 

Heureux fait partir mon Daphnis.   Causes my Daphnis to leave. 

J’aurai toute ma joie    I will have all my joy 

Si ta bonté veut que je voie    If your goodness desires that I see 

Daphnis servir l’Eglissée et l’Etat  Daphis serve the Church and State  

en ces lieux      in these places 

Et mettre le comble à nos voeux.   And thus completely fulfil our wishes. 

 

Aminth 

Ainsi parmi les biens qu’ici le ciel   Thus, amidst the goods that heaven  

t’en voie      sends you, 

Puisse tu pour l’appui de l’auguste   May you, for the sake of the great 

maisson      house 

Avant les jours de le viellesse   [And] before the days of old age, 

Parmi la joie et l’allégresse.    Amidst joy and felicity, 

Te voir naitre bientôt un noble rejetton. Soon see the birth of a noble heir. 

 

Choeur 

Ainsi parmi les biens qu’ici le ciel   Thus, amidst the goods that heaven  

t’en voie      sends you, 

Puisse tu pour l’appui de l’auguste   May you, for the sake of the great 

maisson      house 

Avant les jours de le viellesse   [And] before the days of old age, 

Parmi la joie et l’allégresse.    Amidst joy and felicity, 

Te voir naitre bientôt un noble rejetton. Soon see the birth of a noble heir. 
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Part II 

The Goddess of Spring Comes to Announce the Arrival of Daphnis 
 

La déesse des Flores 

Nymphe, faites cesser vos morteles  Nymph, put an end to your mortal 

alarmes;      fears;  

Reprenez vos appas; le ciel   Reclaim your charms; the heavens  

enfin se rend      at last give way 

À l’excés de vos larmes.   To the excess of your tears.  

 

La Nymphe 

Quelle Divinité se présente ici bas   What Divinity presents herself here? 

Que sa voix est douce et charmante!   How sweet and charming is her voice! 

Mais, pour me rendre plus contente   But, to make me even more content,  

Dismoi Daphnis ne viens il pas?  Tell me, is not Daphnis coming? 

 

La déesse des Flores 

Nymphe, consolez vous, je devance   Nymph, take comfort, for I precede  

ses pas.     him. 

 

La Nymphe 

Le verrai je bientôt? Puis je espérer?   Shall I see him soon? Can I hope?  

hélas!      alas! 

La déesse des Flores 

Faites cesser votre cruelle peine,   Put an end to your cruel pain, 

Reprenez vos appas dés aujourd’hui.   Reclaim your beauty today. 

Je vous l’amené pour ce doux objet  I bring him to you, a sweet sight  

de vos voeux.      for your eyes. 

Ne songer plus qu’à    Now think of nothing but the  

 préparer des jeux.    preparation of games.  
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Duet, La Nymphe, La déesse des Flores 

Pour ce doux objet de nos voeux.   For this sweet sight for our eyes. 

Ne songeons plus qu’à   We will think of nothing but the 

préparer des jeux.    preparation of games. 

 

La Nymphe 

L’agréable nouvelle     What pleasant news 

Que tu viens porter en ces lieux!  You bring to these places! 

Et puissent aujourd’hui mes yeux  And may it be that today my eyes  

Être témoins de ton récit fidèle.  Will bear witness to your faithful tale. 

 

Aminth 

Tu bannis de nos coeurs    You banish from our hearts  

La crainte et la tristesse.    Fear and sadness.   

La joie et l’allégresse     Joy and felicity 

Vont succéder aux pleurs.    Will succeed tears. 
 

Choeur 

Tu bannis de nos coeurs    You banish from our hearts  

La crainte et la tristesse.    Fear and sadness.   

La joie et l’allégresse     Joy and felicity 

Vont succéder aux pleurs.    Will succeed tears. 
 

La déesse des Flores 

Hatez vous, quittez votre rive,   Haste, leave your bank, 

Venez aimable Nymphe au devant  Come, gentle Nymph  

de Daphnis.      before Daphnis.  

Le voici, je le vois, sur vos bords;  There he is, I see him at your border;  

il arrive      he arrives   

Suivi des graces et des ris.   Followed by graces and laughter. 
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La Nymphe 

Le ciel, le juste ciel, seconde   The heavens, the fair heavens, yield  

mes désirs.      my desires. 

Naiades, Dieux des bois, Bergers,   Naiads, Gods of the woods, Shepherds,  

que tout l’assemble.     let all come together. 

Qu’on prépare des chants après tant  Let us prepare songs after so many  

des soupirs,      sighs,  

Daphnis rameine ensemble la joie et  Let Daphnis bring together joy and  

les plaisirs.      pleasures.  

 

La Nymphe 

Sombres forêts, riants bocages  Solemn forests, laughing groves 

Couvrez ces lieux de vos ombrages.  Cover these places with your shades. 

Et vous, jardins délicieux,   And you, delightful gardens, 

Parfumez l’air d’un encens précieux.  Perfume the air with a precious  

       incense.  

 

Aminth 

A l’abri des frimas, à couvert de  Sheltered from frost, protected from 

l’orage,      storm, 

Sans plus craindre des loups la fureur;  No longer fearing the fury and rage  

ni la ragé;      of the wolves; 

Paissez, troupeaux, Daphnis veille  Graze, flock, for Daphnis watches pour 

vous.      over you. 

 

Damon 

Qu’on entende, Bergers le son de.  Shepherds, let us hear the sound of  

vos musettes.      your pipes.  

Les Echoes     The Echoes 

 

Les Echos 

Les Echoes     The Echoes 
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Damon 

Répondront de leurs grottes secrètes  Will answer from their secret grottoes 

 

Les Echos 

De leurs grottes secrètes   From their secret grottoes 

 

Damon 

Daphnis a rempli nos désirs   Daphnis has fulfilled our desires  

 

Les Echos 

Nos désirs     Our desires 

 

Damon 

Il ramène avec joie les jeux et   He brings back with joy the games and  

les plaisirs.     pleasures. 

 

Les Echos 

Les plaisirs.     Pleasures 

 

La Nymphe 

Zéphirs qui régnez dans nos plaines   Zephyrs, which reign in our plains, 

Ranimez les souples roseaux    Revive the supple reeds 

Qui bordent nos paisibles eaux   Which skirt our peaceful waters 

Et par vos plus douces haleines   And with your gentlest breaths 

Faites en pour Daphnis autant de  Make them for Daphnis into many 

chalumeaux.     flutes. 

 

Damon 

Et vous, troupeau, tèmoin de nos alarmes And you, flock, witness to our fears 

Sauvez-le aussi de nos plus doux accents.  Follow now our sweetest notes. 

Après avoir versé des larmes,   After having shed so many tears, 

Partagez avec nous nos plaisirs innocents. Share with us our innocent pleasures.  
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Aminth 

Que tout l’intéresse;    May everything interest him;  

que tout l’empresse.    may everything impress him. 

Venez petits oiseaux     Come, little birds 

Sous ce tendre feüillage,   Under this tender foliage, 

Mêlez votre ramage     Join your song  

Au bruit de ces eaux.    To the noise of these waters. 

 

Choeur 

Que tout l’intéresse;    May everything interest him;  

que tout l’empresse.    may everything impress him. 

Venez petits oiseaux     Come, little birds 

Sous ce tendre feüillage,   Under this tender foliage, 

Mêlez votre ramage     Join your song  

Au bruit de ces eaux.    To the noise of these waters. 

 

La Nymphe 

En faveur de Daphnis la feconde Nature To favour Daphnis, fertile Nature 

Se pare de mille agréments.    Adorns herself with a thousand  

      decorations.  

J’entens l’onde qui coule avec  I hear the waters which flow with a  

un doux murmure;     soft murmur; 

Les prés semes de fleurs   The meadows, sewn with flowers  

et couvers de verdure,    and covered with green,  

Font briller à nos yeux de   Cause to shine in our eyes 

pompeux ornaments,     these magnificent ornaments 

Qui ramènents ici les charmes du.  That bring back the charms of  

printemps      spring.  

  

La déesse des Flores 

A vos tendres concerts, Bergers,  In your gentle choruses, Shepherds, 

mêlez la danse;     lead the dance; 

Le Dieu Pan vous invite à l’ombre  The God Pan calls you to the shade  

des ormeaux.      of the elms. 
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Il s’engage lui même à marquer  He himself promises to keep  

la cadence      the time 

Par les doux sons de ses pipeaux.  With the soft sounds of his pipes. 

 

Choeur 

A vos tendres concerts, Bergers,  In your gentle choruses, Shepherds, 

mêlez la danse;     lead the dance; 

Le Dieu Pan vous invite à l’ombre  The God Pan calls you to the shade  

des ormeaux.      of the elms. 

Il s’engage lui même à marquer  He himself promises to keep  

la cadence      the time 

Par les doux sons de ses pipeaux.  With the soft sounds of his pipes. 

 

Damon 

Ha! que le ciel nous est propice  Ha! how heaven is good and favorable  

et secourable.     to us. 

Perise ce hameau plutôt que   This village would perish sooner than  

ce Pasteur aimable     this kind Shepherd 

Ne soit aimé de son troupeau.   Be not loved by his flock. 

 

Aminth 

Ah! que n’est la voix    Ah! That [if only] we had the voice of  

des guerrières trompettes    those war trumpets 

Pour faire retentir nos hameaux  To make resound our villages  

et nos bois      and our woods    

Du bruit de ses sacrés    With the clamour of his sacred  

exploits!      exploits! 

Mais nos foibles musettes ne savants  But our feeble flutes know only how to 

dire hélas!      say, alas! 

Que quelques chansonnettes.   A few little songs. 

 

La Nymphe 

Ne cessez point d’unis vos voix   Never cease to unite your voices 

Au doux son des hautbois.   To the soft sound of the oboes. 



 685

 

La Nymphe 

Heureux Berger, trop heureuses  Happy Shepherd, overjoyed  

Bergéres      Shepherdesses, 

Chantez cens et cens fois,    Sing hundreds and hundreds of times 

Assis sur la tendre fougère.    Seated upon the tender fern. 

Le généreux Daphnis, Élève de Pallas,  ‘Generous Daphnis, pupil of Pallas, 

Le gracieux Daphnis l’honneur  Gracious Daphnis, the honour  

de nos Prélats.    of our Prelates.’ 

 

Choeur 

Ne cessons point d’unis nos   We shall never cease to unite our  

voix       voices  

Au doux son des hautbois.   To the soft sound of the oboes. 

Heureux Berger, trop heureuses  Happy Shepherd, overjoyed  

Bergéres      Shepherdesses, 

Chantez cens es cens fois,    Sing hundreds and hundreds of times 

Assis sur la tendre fougère.    Seated upon the tender fern. 

Le généreux Daphnis, Élève de Pallas,  ‘Generous Daphnis, pupil of Pallas, 

Le gracieux Daphnis l’honneur  Gracious Daphnis, the honour  

de nos Prélats.     of our Prelates.’ 
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Critical Notes 

 

No. 4 Non, non le seul  (bar 46 – 48) 

47 In the MS, this bar is short by a semiquaver. The rhythms established 

in the bar now continue in the fourth crotchet by changing the original 

three semiquavers to a quaver followed by two semiquavers. 

 

No. 6 Nous sortons pour (51 – 135) 

76   Figured bass in brackets at second crotchet added to match first  

crotchet 

 

106 MS is in 3 staves, the third staff labelled ‘Aminth’ and ‘B.C.’ 

 

112  Figured bass in brackets at second crotchet added to match first  

crotchet 

 

No. 9 De nos bois (160 – 169)  

168 Illegible figured bass in MS for the second quaver of the third crotchet. 

 

No. 12 La terre par tout (198 – 262) 

226 In the MS, the second crotchet in the soprano part was originally 

written as a quaver, but the flag has been scraped until very faint. The 

soprano part in this bar now matches the rhythmic pattern of the 

instrumental and choral alto parts. 

 

239 B-flat accidental added to the first crotchet of the choral bass and basso 

continuo parts to match the corresponding B-flat in the choral tenor 

part. B-flat accidental added to the third crotchet of the choral bass part 

to match the MS basso continuo accidental. 

 

No. 19 C’est un sage Pasteur  (322 – 347) 

335 Final quaver in Aminth’s part in the MS is without an accidental 
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No. 24 Ainsi parmi les biens (490 – 515)  

493 The soprano vocal line is modified from B-B-B in the MS to A-A-B to 

avoid a double dissonance with the dessus I and the instrumental alto 

parts. 

 

512 A dash over the dotted crotchet in the instrumental alto part is not 

included in this score. As such a marking is unique to the entire 

document, it appears to be an accidental pen-stroke. 

 

514 Dessus I is corrected from G-G-G to A-G-G because of the A minor 

chord. 

 

No. 25  Entrée  (516 – 551) 

540 The accidental in the MS Dessus II part is an extra marking, reflecting 

the B natural in the Dessus I part. 

 

545 Dotted semibreve in instrumental alto part changed from A to G to 

reflect the C major chord. 

 

No. 26 Nymphe, faites cesser (552 – 555) 

554 – 555 Rests in the basso continuo part added (empty in the MS).  

 

555 Tenor clef added because of the bass clef in bar 556 in the MS. 

 

No. 32 L’agréable nouvelle (578 – 582) 

580 MS crotchet for ‘puissent’ made into two quavers to facilitate singing, 

as the indicated text underlay for the remainder of the bar does not 

allow for the two syllables of the word. 

 

No. 34 Tu bannis de nos coeurs (601 – 625) 

616 Sharp accidental added to third quaver and final quaver of dessus I to 

conform to the choral soprano and Dessus II parts.  
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No. 39 Qu’on entende, Bergers (734 – 782) 

742 The dot on the crotchet is missing in the dessus II and instrumental alto 

parts in the MS. 

 

782 A G-clef appears in Damon’s part at the ‘da capo’ in the MS. 

 

No. 43 Que tout l’intéresse (858 – 894) 

861 The first crotchet B in the MS choral tenor part is changed to C sharp 

in consideration of simultaneous C sharp in the choral soprano part. 

 

882  A sharp accidental is added to the second quaver in the Dessus II part 

to reflect the underlying harmony. 

 

887 The D sharp in Dessus II, matching the same pitch present in both the 

choral soprano and Dessus I parts, is absent in the MS. 

 

No. 44 En faveur de Daphnis (895 – 906) 

896  Figured bass for first semibreve is indistinct, believed to be a 2. 

 

No. 45 Musette (907 – 932) 

919 Accidental added to the instrumental alto part to match the 

simultaneous D sharp in Dessus I. 

 

No. 47 A vos tendres concerts  (957 – 978) 

970 First crotchet in choral tenor part changed from MS E to F to 

dissonance with all other parts. 

 

971 Final quaver in the choral soprano part is changed from E to D to 

reflect the harmony. 

 

No. 51 Ne cessons point (1090 – fin) 

1122 The two quavers in the third pulse in Dessus II, G, in the MS, are 

changed to A to avoid a double dissonance. Final two quavers in 

Dessus II, E in the MS, are changed to F sharps to reflect the B major 
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chord and the harmonic pattern with the Dessus I part. The dot after the 

semibreve in the choral alto part in the MS, which created an extra 

crotchet, is removed.  

 

1136  Sharp accidentals added Es in the Dessus I, choral alto, and basso 

continuo to prevent cross relations. 

 

1148 A sharp accidental is added to the choral soprano part D to match the 

simultaneous D sharp in the Dessus II part. 

 

1159 Sharp accidentals are added to the third pulse quavers in the Dessus I 

part  and the final two quavers of Dessus II to correspond with the D 

sharp in the choral tenor part. 

 

1159 Alto instrumental part original dotted crotchet is changed from E to D 

sharp, the leading tone, for resolution to E on the subsequent beat and 

to avoid dissonance with the Dessus I, Dessus II, and choral tenor 

parts. 
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