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ABSTRACT OF THESIS

A CRITICAL STUDY OF SOME TRADITIONAL RELIGIOUS BALLADS

Presented for the degree of M.A. in the University of
Durham by Mary D. McCabe, B.A. (Dunelm).

The subject—matter of the British religious ballads indicates that they
were made before the Reformation or in its immediate aftermath. A
study of this small, homogeneous group provides valuable information
regarding the ballad genre and its mode of survival, yet is undertaken
here for the first time. Eleven traditional religious ballads are
studied in depth: their sources and analogues in the bible, apocryphal
legend and Middle English literature are described, their place in
European folk tradition is outlined and their survival through oral
transmission, the Christmas carol custom, and the broadside press is
traced. The features of the medieval ur-ballads underlying the extant
texts are suggested and a brief critical appreciation of each ballad is
given. The ballad variants are listed as fully as possible in the
appendices and include several unpublished texts. The earliest ballad,
Judas, provides evidence that the genre existed in England in the
thirteenth éentury and indicates that the themes of religious ballads
may diverge sharply from official Christian tradition: not even Dives
and Lazarus is free from the influence of medieval legend. Although
five ballads, two mistakenly excluded from Child's collection, were

printed as broadsides, The Bitter Withy, a ballad unknown to scholars

before 1905, was transmitted purely in English oral tradition. A few
ballads have survived in Scottish or Irish folk tradition in unlikely
circumstances. Sir Hugh illustrates the gradual secularisation of a
saint's legend in Britain and America. Though often considered untypical
of traditional balladry, the religious ballads exhibit the metre, dramatic
structure and formulaic diction characteristic of the genre and differ
only in their use of scriptural or apocryphal material and their often
didactic purpose. Their devout religious feeling and delicate irony,

dependent on their hearers' knowledge of Christian tradition, have not

hitherto received sufficient praise.
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NOTES ON THE TEXT AND FOOTNOTES

Numbers and letters denoting particular song texts in
the collections of Bronson, Child and Greene, or in the
Appendices of this thesis are underlined for clarity.
Within a text, ﬁhe stanza number is preceded by the
abbreviation 'sta.' and lines within a stanza are marked
by a preceding full stop. Thus Child 77 C sta. 12.3-4
signifies lines 3 and 4 in stanza 12 of ballad text 77 C

in Child's English and Scottish Popular Ballads.

The spelling and punctuation of Middle English writings
are reproduced exactly as printed in the editions cited
in the Bibiiography, except for the following alterations:
where an éditor has expanded é contracted word to its
full férm, the letters added are not italicised or
otherwise distinguished; Middle English 'thorn' and 'eth!'
('P ! énd 'S5') are replaced by 'th'; Middle English
'vogh' ('3 ') is replaced by 'y' when it occurs at the
beginning of a word and.by 'gh' when it occurs medially
or finally.

Ballad texts are usually given exactly as they occur in
the manuscript or printed source; occasionally, however,
qubtafion marks or commas have Eeen introduced for the
sake of clarity. The printihg errors of some broadside
texts have not been reproduced.

Quotations from the Bible are taken from the Authorised

Version of 1611, unless otherwise stated.




CHAPTER _ONE

- RELIGIOUS BALLADS AND THE BALLAD TRADITION

"For folklérists”, writes Margaret Killipl, "it is always
too late;,and for some it was too late even a hundred years ago".
For the studenf of British ballads, it Was "too léte” even four
hundred years ago: the traditional ballad was already out of
fashion in Londpn, the pfecise nature of its origins in the
middle ages forever obscured2. Yet even today it is not too
late, for the old ballads are still sung by the travelling
people of Britains, whilst enthusiasm for traditionalAballads
and folk songshés been successfully revived.

Because the most well-known ballad versions were recovered
as late as the eighteenth century, tracing their history has been
problematic. .The British‘traditiohal religious ballads therefore
hold a special interest for the scholar: in their Catholicity,
they almost certainly pre-date the Reformation and are hence
among the few ballads extant which can be proved to have a
medieval origin. The study of these ballads as a homogeneous
éubgroup will also throw light on the traditional art of the
ballad and its mode of transmission and survival. The study of
this subgroup is undertaken for the first time in this thesis

The aim of the study is to provide a historical and critical
commentary on eleven religious ballads, from their origins in
the English»language to the latest independent text recovered.
The.sizeléf this undertaking has made it necessary to impbse
- several limitations. The title of the thesis specifies only
"some' traditional religious Ballads not only because new ballads

may yet cdmeAto'light, but also because several known ballads

"are in some ways 'religious': King John and the Bishop (Child 45)

has a churchman for its hero; Young Beichan (Child 53) might be
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shown to have originated in the life of Gilbert Beckef, the

father.of St. Thomas; The Cruel Mother (Child 20) and Proud

Lady Margaret (Child 47) have an overtly Christian moral.‘ The

religious folk song known as The Dessexshire Ballad5 has been

regretfully omitted from consideration because it does not have
the traditional ballad style. The eleven sbﬁgs chosen represent
the only British traditional ballads which deal.'directly with
Christ and His saints, and the sacraments of the Catholic
Church. Sir Hugh, however, is discussed in less detail than the
others because in most of its versions it is'no longer
recognizable as a religious ballad.

It has not been possible to consider in detail the music
of the religious ballads but tunes are listed with the ballad
*versioné in the appendices and Professor Bronson's concluéions
recofded where relevant6. Though music is undoubtedly important
~in the study of traditional balladry7, it has less relevance to
the religious ballad in that many texts sur&ive without music

in manuscbipt or on broadsides. Others share tunes with

unfelated cafdis found in the same area. Only The Cherry Tree
~Carol and Sir Hugh have enough variants with tunes to make a
full—scalé musical study worthwhile.

A more serious limitation is that I diséuss in detail only
ﬁvérSions of.reiigious.ballads in the Engiish_language.

Eurdpean ahalogues of British religious ballads are, however,

noted and described, and it appears that only St. Stephen and

Herod, The Carnal and the Crane, Brown Robyn's Confession and

The Maid and the Palmer have analogues close enough to warrant

the thorough—géing linguistic analysis which alone can establish
the éountry,of‘origin and process of transmission of these

bailads.
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‘ Within‘thejEnglish 1anguage tradition,‘l_have attempted to
:outllne both the textual relationship of different ballad versions
':and the features of ‘the ur-ballads which underlie them. It has
usually been deemed hazardous, however, to draw up a precise
stemma of trelationships or to assert that one variant must be
directly deriyedmfrom another. -The'field of religious ballad
study is complicated by too many factors for this to be feasible:
the vagaries of oral tradition, the effect of broadsides and
chapbooks, many loSt and the likelihood ofvthe same emendations
belng made spontaneously and independently. by singers or printers
in different reglons of Britain.

Scholarly discussion of the.religious ballads has centread

on their supposed clerical authorship, and because of this they
have been judged to lie outside the main body'of traditional
balladrys. Some critics, however, have contrariwise found the
.origins of all traditional ballads in the writings of the | |
medieval church, such as verse saints'’ legends9 or religious
songslandAcarolle, the earliest of which were written by
: Franciscansll. ‘This theory of ballad origins is untenable,
mainly on grounds of style: Middle English carols arebmostly
lyrical, not narrative, and employ different stanzaic forms, such
as'the monorhyme ouatraln. The narrative method of the saint's
legend, on the other hand, is more diffuse than that of the
tradltlonal ballad and although the metre generally employed
-the septenary couplet, resembles 'ballad measure' it is more
regular and syllabic, de51gned for detailed descrlptlve narratlve
rather ‘than v1gorous stanzaic movement

: There»ls not enough evidence to establish with certainty
'the orlglnators of religious balladry. Ne?ertheless it appears

‘quite probable that the genre originated in the work of popular-
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ising clerics, especially friarsls, who copiea énd adapted an
existing secular genre. It has been proved that clerics adapted
other-types of popular song for religious endsl4. Christian
apocryphal legend is used in the earliest religious ballads,

and the friars' fondness for strange legends and exempla in
their preaching is well—attestedls.

Later religious ballads, however, are as likely to be the
work of the laity, whether skilled local singers or 'minstrels'16
_(in this theéis merely a convenient term for professional
entertainers). Christian legend was popular with all sections
of society befofe the Reformation.

In any case, no theory of ballad origins can be used as
a definition of what constitutes a ballad, religious or secular.

Professor Gerould is right to stress that the British ballad-as

it has existed for some centuries is the result of several

traditionsl7. Some ballads may have originated in folk

tradition as dancé—songslB: Scandinavian ballads were commonly

danced19 and ballad titles appear in a list of dances in

The Complaynt of Scotlandgo. Other traditional ballads, such

as Thomas Rymer (Child 37), The Boy and the Mantle (Child 29)

and the ballads of the Robin Hood cycle (Child 117 - 154), are
plainly defived from late medieval popglar romance

The two major criteria of definition which can be applied
to aﬁy ballad in Child's heterbgeneous collection22 are narrative
style, including metrical form, and use in popular tradition.
H@dgart.argues that Judas ought to be accépted as a genuine ;
.ballad because bf its dramatic and stylistic characteristicsza,
and the same argument can also be applied to the later religious
ballads. Gerould attaches greater importanée to the oral

transmission of the ballad in folk tradition24.

al transmission would

Full discussion of the nature of or
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require a book in itselfgs. J. H. Jones applies the researches

of Parry and Lor:d26 on Yﬁgoslavian epic to the formation of the
British ballad and concludes that individual ballad singers did
not memorise their texts, but recreated the ballad at each
performance by using a stock of ballad commonplaces. This
argument is false because the British traditional ballad is muéh
shorter and can easily be memorised27. 'Oral transmission' in
British balladry seems rather to consist of folksingers of
average ability memorising ballads learned from older generations,
combined with the practice of occasional Vériation, both
conscious and unéonscious, by skilled singers such as

Mrs. Brown of Falkland28.

Religious songs, because of their sacred associations,
often remain stable in oral tradition: the 'Corpus Christi
Carol', for examplé, which survives in a sixteenth century
manuscript, has been recovered some three to four hundred years
later, hardly changed, from oral tradition in Scotland, England

and America29

Of the religious ballads, The Bitter Withy, The Maid and

the Palmer, Sir Hugh and probably Brown Robyn's Confegsion have

survivéd mainly through oral transmission. The milieu in which
British traditional ballads have been preseryed, however, is

better termed 'popular' than 'oral' tradition: Judas and

St. Stephen and Herod, like The Boy and the Mantle (Child 29),
survive only in manuscript and thus cannot be pro&ed to have
been orally transmitted, yet their inclusion.in manuscripts
of popular matefiél implies that they were at least part of
. 'popular' tradition. Moreover, until recently-insufficient
attention had been paid by ballad scholars to the influence of

the broadside press on ballad preservatioh

, ]
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Five of the religious ballads, The Cherry Tree Carol,

The Carnal and the Crane, Dives and Lazarus,~The Holy Well and

The Seven Virgins, may owe their survival to being printed on

broadsides or in chapbooks during the eighteenth century, at a
time when the traditional ballad repertoire of the English
couhtryside was dying out under the influence of the Industrial
Revolution. Vers1ons of these religious ballads recovered from
4‘wentleth century 'oral tradition' may 51mply reflect the
prevalence in the West Midlands of broads1des from the Blrmlngham
presses |
Broads1de ballads were first prlnted in London in the
sixteenth century and from 1557 were requlred to be registered
by the,Company of Stationers31, though many ballad printers
dodbtless aVoided registration. The most popular broadsides
Vwere'on journalistic subjects or on political or religious
_polemicBE, but some traditional ballads were printed, for

example Little Musgrave and Lady Barnard (Child 81)

London remained the centre of broadside printing through-
out the seventeenth century, but broadsides were disseminated
to the surrounding counties by pedlars and 'flying‘statiohers'

- After the expiry of the Licensing Act in 1695 ballads were no

longer SO strlctly censored and this resulted in an expansion
' _pf.the printing,industry and the establishment of provincial
presses in the early eighteenth centuryss.
The ‘broadside industry reached its peak in the early
.'nineteenth eentufy with the enormous output of James Catnach™,

' Whese breadsides on execgtions were extremely popular. By about
‘,1840'broadsheets of‘traditional ballads and old Christmas carols
. .ﬁad been superseded in Londonjjlfashionable'ﬁusic hall songs,
though the provincial presses continued to print cerols for

some years afterwafdss7,
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The proyincial printers were able to find a market for
their large output of old Christmas carols, including some
religious ballads, because of the traditional custom of carol-
singing which had survived in the English couﬁtryside since
before the Reformation. Most medieval carois are religious
and related to Christmas, although it is probable that they
represent aﬁ attempt by the Church to replace semi-pagan by
Christian customsSB. This attempt seems to have succeeded,
at least in Englandsg, by the sixteenth century, Jjudging by
records of Christmas celebrations and printed collections of
religious carols4o. It seems reasonable to assume that the
continued popularity of carol-singing was from then onwards
partly depéndent on the broadside press41

Although there is evidence that the tradition continued
up to the Civil‘War42, it is not clear how far the Puritan
attempt during the Commonwealth period to suppress Christmas
festivities was successful43. New carols printed during the
later seventeenth century merely celebrated Christmas cheer44,
but the eighteenth'century saw a revival of the religidus carol,
and some carols collected from manuscript45, broadside46 and oral
traditidn47, from the late eighteenth century onwards, are
clearly survivals from pre-Reformation times.

The cardl—singing tradiﬁion had declined somewhat by the
early nineteenth century48 but later was again revived4 s
thoﬁgh-séme.locél carol-singing traditions used modern 'composed'

carols and were connected with the parish churchso. The ballad

of The Bitter Withy was, however, sung in Gloucestershire on
01d Christmas Eve in connection with the folk-tradition of
wassailingSl. Carol-singing also survived among English

gypsies, who used it as a seasonal source of revenue .
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Although.five of the religious ballads clearly owe their
survival to the Christmas carol-singing tradition, they are
readily distinguishable both from the medieval carol - lyrical,
often macaronic, and employing a 'burden' or end—refrain53 -
and -from the well-known Christmas hymns sung today as carols.
The réligious ballads exhibit all the stylistic features which
have been. regarded as specially distinctive of the traditional
ballad genre.

‘They gre'all narrative, and most were clearly sung5
Nine of them concentrate on a single episode55, and the story
is often told in '"a series of flashes”56: the best example of
the latter technique is the earliest ballad, Judas. All the
religious ballads employ dramatic dialogue57. The whole

structure of Dives and Lazarus is based upon the 'incremental

repetition'_which Gummere deemed to be the core of ballad styless.

Eight religious ballads use 'ballad measure'; the septenary
couplet, or quatrain with pattern of stresses 4.3.4.3., which
is the most common of all ballad metressg. Finally, all the
religious ballads use commonplace formulae60 found both in
other.ballads and in medieval romances. Detailed illustration
of these points will be given in succeeding éhapters..

The eleven songs of this study, then,.are unquestionably
'traditional balléds' by virtue of their narrative style and
their mode of survival. In two features only do they differ
from secular ballads. The objectivity of the ballad is Jjudged
| to be ”oﬁe of the touchstones of its authenticity”6l, but the
religiousiballad is meant to be edifying as well aé entertaining
énd cannot resist the occasional didactic 'éside':

Tokyn he Steuene, and stonyd hym in the way,
‘And therfore is his euyn on Crystes owyn day.
: S.S.H. sta. 12.
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This feature, however, is not completely foreign to the secular
' ballad62:
Little Musgrave came to the chufch-dore;
The preist was at private masse;
But he had more minde of the faire women
Then he had of our lady('s) grace.
Child 81 A sta. 2.

Religious ballads differ from secular alse in that they
use a religious and literary tradition well-known to their
hearers: fhe bible, apocryphal legends, and even religious
1yrics. They are thus slightly less 'popular' and more
'literary' than their secular counterparts. Yet this is also
a strength: because the religious ballad can appeal to the
Christiah knowledge and devotion of the hearer; it is able to
achieve profound‘pathos or wry irony by delicate allusion.

At first reading, the religious ballad appears simple and even
naive; but on reflection, no -line could be more powerful in
its irony, to the medieval believer in the Real Presence in
the Eucharist, than Christ's magnificent jest to His apostles
in gg§§§:

'Wou sitte &e, postles, ant wi nule ye ete?

Ic am iboust ant isold to day for oure mete.'
' (sta. 14.)
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CHAPTER TWO

tJUDAS' (Child 23)

.Ever since Child included it.in his collection, Judas
has been the subject of particular interest, both because it is
'some two centuries earlier than any other ballad text in
English, and because the étory it tells is uniquel. These
very facts have led some critics to doubt whether ipX% popular
ballad at all®. Yet it would be hard to find thirty-six lines
of verse that exhibit so many 'ballad features', and the
existence of fhe ballad-genre in thirteenth century England
has received some support from recent Scandinavian scholars
who have been inclined to push back the beginnings of the ballad

in France and Scandinavia to the early thirteenth century or

before3

The manuscript containing Judas, Trinity College, Cambridge

MS. 323 or B. 14. 39, is a collection of Latin sermons and
verse in Latin, French and English, including popular tags,
lyrics and saints' legends, of which some may have been part of
the folk tradition of the day4. Carleton Brown maintained,
on the basis of the variety of hands, that the manuscript was
compiled in a religious house; yet it contaihs many pieces
"plainly designed for thé instruction of 1aymen"5, crucial
among which is the exemplum of an incestuous daughter6
... who was finally converted by a certain 'predicator'.
The penitent ... died through excess of grief, but an

angel revealed to the 'predicator' that her soul had
been saved - whereupon he too died through excess of

Joy.
This led Carleton Brown to assign the manuscript to a community
of Dominicans ('0Ordo Fratrum Predicantium'), and the benediction

to a Latin sérmon7, which asks God to bless '"pedes ad ambulandum",

also suggests a mendicant order.

l
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Karl Reichl, the manuscript's recent editor, agrees that
the Trinity manuscript probably comes from a house of friars
but assigns it to the Franciscans: a later version of the

exemplum cited by Brown, which explicitly mentions a '"frater

praedicator", is found in the Fasciculus Morum; a fourteenth

century Franciscan preaching handbook, and other exemplé by and

about Dominicans occur in the Franciscan compilation, the Liber

Exemplorum9

Reichl's conclusion in favour of4Franciscan authorship is
founded on his view of the manuscript's provenance: scribal
spellings indicate an area between Worcester and Hereford in the
South West Midlands as the region in which it was-written down
(No conclusion as to the original dialect of Judas is possiblell.)
Palaeographical evidence assigns the writing of the main scribes
of the manuscript (there are twelve hands iﬁ all) to the third
quarter of the thirteenth century12. Reichl Believes, however,
that the'manuscript was written between 1255 and 1260, on
the grounds that‘it»includes a Latin poem which quotes a French
verse used in preaching by St. Edmund Rich (canonlsed 1246) and
two poems concerning 'Robertus', probably Robert Grosseteste,
Bishop of Lincoln (died 1253)13. Reichl argues in favour of
:Worcester rather than Hereford as the manuséript's place of
A  ingin14 and notes that the Dominicans had no convent in
'Woréester in 1260, whereas the Franciscans Were estabiished
tﬁere in’122715. He attempts to prove that.other manuscripts
containirig the same or related material as the Trinity manuscript

were also written by FranciscanslG.

It is réasonable to conclude at least that Judas was in

some way connected with the popularising methods of the preaching

friars, whether Franciscan or Dominican. Attempts by scholars
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to prove that the poem was actually composed by a cleric have
not, however, been successful.

The4copier of Judas, whom Reichl designates 'scribe B!,
wrote séveral other pieces iﬁ the Trinity manﬁscript: a long
stanzaic legend of St. Margaret (extant also in five later
redactions), three English lyrics, a narrative poem on the
Epiphany ('Twelfth Day') and two pieces on St. Nicholas
(a French poem and a Latin prayer)17. '"Twelfth Day' has been
descfibéd by Greg as "a fhirteenth century literary imitation
of a'popular ballad”lB. The leaves following this Epiphany
poem Céntain in their lower margin faint scribblings in red
chalk, apparently the original composition notes from which
the finished poem was worked up and written downlg. Greg
supposed that this plummet draft was ”apparently in the same
hand as the text, certainly contemporary"2o and this prompted
Chambers to surmise that Judas likewise was not only copied but
also composed by the same scribe21. Reichl? however, identifies
the plummet draft as the work of 'scribe D', perhaps one
'Michel of Arras'22

'Twelfth Day' is, however, very different in style from
igggg,,and this hardly suggests that the two poems were composed
" by the’same man. Nor is 'Twelfth Day' at all ballad-like,
despité its being a narrative poem, in which it merely resembles
~later éarols on the Epiphany23. '"Twelfth Day' uses an
elaborate poetic form. It is written in mdnorhyme guatrains,
each line having eight stresses with a caesura at the mid—point.
The.aflines also rhyme with each other, but offen imperfectly2
| " Thre kinges seten in here thede bothen yonge men ant hore.

Ho iseien one sterre scinen, ne seien ho neuer -none more,

‘Wel ho westen wou hit hede, wise men ant witti of lore:
That Jesus was incomen for nede, so hit was iquidded yore.
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These imperfect rhymes led Carleton Brown to conclude that

the author was accustomed to the long septenary line and had
troubié'in making four-stress lines function properly; he

ﬁints thaf the same scribe may-have composed'igggg, 'Twelfth Day!'

2
and the Life of St. Margaret‘S. However, the septenary line is

too common in Middle English verse to be firm evidence of
authorship, even had lgggg been composed in regular septenaries.
Reichl concludes merely that the author of fTwelfth Day' had

an uncertain rhyming sk11126; by contrast, tﬁe rhyme scheme

of Judas is carefully adhered to.

The narrative method of 'Twelfth Day' is diffuse and
didactic:' thus the contrast between Christfs Deity and the
povert& of His childhood is.made four times27,Aas is the
statement that‘thelkings brought giftszs. Dialogue is intro-

. duced clumsily and is abrupt and unballadlikeZgz‘

Foret the kinges gunnen iwenden, the sterre bigdn
for to springen, :

the on sait: 'Gold we sculen him beden, so me scal
to riche kinge. .
'The stor is god to prestes nede" the thridde:

'Mirre we sculen him bringe.
Heo comen into Heroudes thede, ant thei heo herden.
sotele tidinge.
Alliterative tags are used, as in Judas, but by contrast those
in"TWelfth Day' add nothing to the narrative, but are mere

metrical 'fillers':such as "wise men ant witti of 1ore”30 or

'”Tﬁé Stérfe was -bothen sotel ant sene”31

'Reich; gives'a complete list of the:very different
qualitiés which suggest that Judas is either a popular ballad or
an imitation of one32: its metre, its epic opening formula,
Juxtap051tlon of . scenes or 'mdntage‘ss, uée ofiincremental
repetition, and- ‘inclusion of the ritual curse and oath common

in later balladry. Reichl lists, in addition,'survival in Oral

transmissibn, fér he accepts a modern ballad entitled 'Judas’,
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printed hy the singer J. J. Niles34, as an authentic recovery

from American folk tradition. Since ReichiArejects as arbitrary
the decisions of American scholars who have rightly disregarded

the Niles ballad35, I must briefly describe Niles's spurious

collection.

Nileé pfovides many homely details, which cannot now be
checked, about old singers in remote districts of Kentucky, the
supposed source of the ballads he claims to have collected
‘during the 1936'5. The tunes given apparehtiy bear no relation-
ship to British folk tunes for the same balladsBG. Niles's
coliéction arouses suspicion mainly because it contains so

many medieval ballads not found elsewhere in oral tradition,

whether British or North American: for example, a unique

37

modern Amerlcan version of The Marrlage of Sir Gawain (Child 31)

another of The Bonny Birdy (Child 82) , known elsewhere only

from Mrs. Brown s recitation, and versions of early Robin Hood

ballads such as Robin Hood's Death (Child 120) , Robin Hood

. and‘umaPotter (Chlld 121) and Robin Hood and the Monk

(Child 119) . The opening stanza of the latter prov1des a

good ‘example of the pseudo-archaic doggerel which distinguishes

‘Nlles' versions:
Ne'er trust a monk, though he be mild
- And wear a skirt of black.
- He'll turn you to the sheriff
When you do turn your back.
Niles's version of Judas likewise contains several phraseslnot
only unballadllke but also completely unidiomatic, the work of

a half educated rhymester attemptlng to flll his 11nes42

“Twas in the merry month of May,
- The Easter time (!) was near ...

INor tarry long upon the way

"~ Nor seek out folk or foe .

Now Judas took a littie rest,
He took a nap of sleep «..
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Niles's ggdgg.version is simply a modern reWriting of Child 23
and there seems little point in discussing his alleged source,
the 'yarb doctor' named Mayberry Thomas who‘rehorted that a
vereion of Judas was sold on broadsheets in the nineteenth
century in the neighbourhood of Chatanoogaés.. It is all too
fantastic.

If the existence of Judas in oral tradition cannot be proved,
however, its failure to survive to the present day can be
explained. According to theVChild ballad,'Jddas, at Christ's
biddihg, goes to Jerusalem to buy food and is deceived by his
sister, who takes the thirty pieces of silver while he sleeps.
. To recoup his loeees, Judas betrays Christ to Pilate, a rich
Jew. Later, at the Last Supper, Christ reveals His knowledge
of the transaction and foretells Peter's denial.

The usual motivation provided in the middle ages for
AJudas'vbetrayai is quite different: cast adrift at birth
because of a'disaetrous prophecy, he. returns tO'Jeruealem on
vreachlng adulthood, enters Pilate's service .and then, like
aOedlpus, unwittingly kills his father and marries his mother
'Wheﬁ the truth Qomes to light Judas, by way of penance, becomes
fone of Christ's dieciples bdt takes to pilfering, and finally
betrays Jesus to recover the tithe on the three hundred pence
dwhlch Mary Magdalene s 01ntment would have fetched and of
_Wthh he considers that he has been cheated. | Thls is the

bver51on in Jacobus de Voragine's Legenda Aurea44, by which it

45
was disseminated all over Europe by the late middle ages .
The earliest Latih versions of the story apparently predate

4
: the Legenda Aurea and are of the mlddle to late twelfth century

but the earllest extant text in Engllsh is in Brltlsh Museum

‘Harleian MS. 2277, of about 1300 Wthh comes. from

_Gloucestershire47, Just South of the. area 1n Wthh the Trlnlty
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manuscript was written. In MS. Harl. 2277, as in later

manuscripts, the story forms part of the collection known as

the South English Legendary48.' This 1egend of Judas, then,
was apparehtly well-known during the fourteenth and fifteenth
centuries and probably supplanted earlier stories which were

not well-entrenched.

The Oedipus-type legend of Judas reappears in English
during the eighteenth century in printed chapbook versions, both
prose and poetry49. However, the relatively 'polite' style
of these productions hardly supports Baum's éuggestion that
the legend had survived in British folk traditionso
Nevertheless, the constant reprinting of this medieval legend
is valuable evidence of a taste for apocryphal Christian'legend
in the-éighteenth century which perhaps stimulated the printing
of traditional religious ballads.

Sfill other explanations of Judas' perfidy have been
offered: an'early Coptic gospel fragment relates that Judas
was tempted to Betray Christ by his evil wife51. The story of
Eve's temptation of Adam has clearly been influential here, and
indeed is explicitly mentionéd. Beyond thebiﬂvolvement of a
wiéked woman in both stories, fhere is nothing to support
Baum's suggestions of an indirect relationship between Coptic
fragment and English ballad52. |

The sﬁory nearest to the English ballad of Judas is a
nineteenth céntury Wendish ballad from Lusatia53 which relates
that Judas volunteered to buy bread for Christ and His
disciples but lost the thirty'pieces_of silver gaming with
Jewé. At their suggestion, he selis his Mastér to regain the
money. }Later, when Judas has rejoined the'company, Jesus asks

who has sold Him, and Peter, John and finally Judas ask,
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"Is it I?". To Judas, Jesus replies, "Thou knowest best",
after which, despite Christ's assurance of fbrgiveness, Judas
hangs himself on an aspen tree. Baum suggests.that the ballads
may be distantly related and notes seven points of similarity54,
but féur of these - the selling of Christ for thirty'pieces of
silver, Peter's denial of guilt, the sudden transition from
Judas' bargain to the Passover meal, and Judas' despair - are
mentioned in the gospe1s55. Another of the shared features,
‘Judas!' going to buy food for the Twelve, may'have been
prompted independently by St. John's explanation of why the
disciples did not remark on Judas' departure from the Last

Supper to betray Jesus:

... some of them thought, because Judas had the bag,
that Jesus had said unto him, Buy those things that

we have need of against the feast
: -Jn. XIII. 29.

Apart from these shared biblical features, the two ballads are
really'rather dissimilar, and the value of the Wendish analogue
lies mainly in its evidence that stories about Judas other

than the common Oedipus-type legend survived in European folk

tradition.

The ballad of Juda556 has as its setting Sheer ('bright')

Thursday, the Thursday in Holy Week® :

Hit wes upon a Scerethorsday that vre louerd aros;

Ful milde were the wordes he spec to Iudas.
Judas sta. 1.

Reference to particular seasons of the year is a common opening

“in traditional'balladrySS;

It was in and about the Martinmas time,
When the green leaves were a falling,
That Sir John Graeme, in the West Country,

Fell in love with Barbara Allen.
Child 84A sta. 1.

Scholars have derived the 'seasonal incipit' from medieval

qhansons d'aventure®? but Judas may well have been influenced by
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medieval saints' legends, where the citing of the church
calendar often begins different episodes in a saint's life60:

An Holy Thoresday he werth sik . as it fel in the yere
He let of sende is frend . that specials him were.

The more common medieval tradition was that Judas betrayed
his Master upon a Wednesday61. This tradition is preserved
in a carol recovered from nineteenth century folk tradition,
but obviously of pre-Reformation origins6

It was on Holy Wednesday

And all in the morning,

That Judas betrayed

Our dear heav'nly King.

It was on Sheer Thursday,

And all in the morning,

They plaited a crown of thorns

For our heav'nly King.
The ballad tradition, however, is found in a carol of the
sixteenth century, along with other features of Judas, the
1thirty plates' and Peter's denial. The Virgin Mary is speaking

Whan that my swete Son was thirti wynter old,

Than the traytor Judas wexed very bold;

For thirti plates of money his Master he had sold,

But whan I it wyst, Lord, my hart was cold!

Vpon Shere Thursday than truly it was,
On my Sonnes deth that Judas did on passe;

‘Many were the fals Jewes that folowed hym be trace,
And ther beffore them all he kyssed my Sones face.

My Son, peffore Pilat browght was he,

And Peter said iii tymes he knew hym not, perde;

Pylat said vnto the Jewes, "What say ye?"

Than they cryed with on voys, "Crucifyge!"
BetraYal on a Thursday, however, is implied in John's gospel
- (XIIILBO), where Judas leaves the Last Supper to sell Christ;
the composer of this carol, then, may not have known Judas,
though'clearly he was using traditional phrasing

The succinctness of Judas has been praised by Peter Dronke

and is illustrated by its opening stanza, which prepares us for

the scene in which Christ reveals His knowledge of the betrayal,
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later in the poem, by establishing the day as the one on which

the Last Supper toék place. We are told in addition that

Christ's wbrds are '"ful milde" and this indicétes that Judas

is mistaken_when he tells his sister, later in the ballad,

(stanzé 6.2) that Christ will take His revenge on her.
Throughout the ballad, Christ reveals His prophetic powers,

a trait of which there is ample illustration in the gospe1566

'"Thou comest fef ithe brode stret, fer ithe brode strete;

Summe of thine cunesmen there thou meist i-mete."
‘ ' Judas sta. 3.

These words are immediately fulfilled in action in the next
stanza, and this type of fulfilment is noted by Gerould as

a common feature of ballad style68. Judas. indeed meets one

of his kinsmen, his sister:

Imette wid is soster, the swikele wimon:
'Iudas, thou were wrthe me stende the wid ston

'Tudas, thou were wrthe me stende the wid ston,

For the false prophete that tou bileuest upon.'
Judas stas. 44and 5.

Stoning was the official punishment for blasphemy in New
Testament timeseg. The terse description of Judas' sister as
"the éﬁikele_wimén”, like that of Pilate later (stanza 10.1)
as "the riche Teu" resembles the characterisation by stock
epithet found throughout traditional balladry, such as 'the

'ugliest}witch i the north country”70:or "the gallant Gordons

géy”71-

The repetition of the line, "Iudaé, thou were wrthe me
sténde the wid ston", is indicated in the Trinity manuscript by
a mark - .ii. - standing against it. This mark is also set
agalnst the second lines of the thirteenth and sixteenth stanzas

Repetltlon of the last line of a stanza at the beglnnlng of the

next is found also in later balladry:
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'No news,' said the beggar, 'no news atfa',
But there is a -wedding in the king's ha;

'But there is a wedding in the king's ha,
That has halden these forty days and twa.'
Child 17_A stas. 9, 10.

There isbother evidence that the scribe took pains to.
indicate'thelc0rrect reading of the poem: in stanza 13.1, the
abbreviation c'st for Christ has been erased’d - if left in, it
would have given the complete line eight stresses instead of
'seveni 'Lord"is»spelt 'louerd' in stanzas i;l, 6}2, 10.2, 11.1
and 17@2, where the metre requires a disyllab1e74, and 'lord' in
stanzas‘IZLl, 13.1 and 15.1,.where a monosyliable is‘needed
The‘caesura in each line is usually discernible from the rnythm _
but in four(places where emphatic statements are made - stanzas
11.2, 12.2 and 18.1—276:-1the caesura has been.indicated by-.
means of a full stop.k'This scribal concernnto’indicate
repetltlon ‘and metre, with the repetltlon of the half line in
stanza,3.177; is supporting ev1dence that iuggs is a ballad
and na&lwellﬂnave been sung. ~The latter concluslon cannot,
of oourse, be proved? but Judas 1is singable;:with the usual
adaptation practised by folk-singers, to folk-tunes of ballads
Ewrltten in 'bailad neasure' o | : |
| Judas rebukes his sister w1th a curse:

:FBetstllle;vleue soster, thin herte the’ tobreke'A'
‘Wistemin louerd Crist, ful wel he wolde be ‘wreke.
o ' ' ' igggg sta. 6.
'ThlS stanza exempllfles two characteristics of later balladry,
‘bthe rebuke whlch en301ns 51lence, and the 'ballad curse' The
_bal;ad rebuke usually takes thls, or a s1m11ar, form78:

'Hold your tongue,rmy soverelgn lelge,
And let your folly be. '

_'The words 'be Stlll' are, however used in 4. folk:songcollected
by Dav1d Herd in the elghteenth century, 'The Lowlands of

d'79:.
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'0 had your tongue, my daughter dear,
Be still and be content.'

This type of rebuke seems already to be a eommonplace in Judas,

since Christ eontradicts Peter's assertion of bravery in similar
fashion later in the poem (stanza 18). The device is common in
the. saints! legends of the periedBO

Be(o) stille thou fol quath sein Gorge . for thou
spext embe noght

"The 'ballad curse' is usually a form of .this commonplace

'Woe be to you, father,' she said,
'And an ill deed may you die!'

Cursing, usually authorial, is also a feature of contemporary
saints' legend and romance:
thenne spec Olibrius, ... awarie him sonne and mone!

~ Crist him warie with his mouth! 3
waried wurthe he of north and suth!

Syr Trylabas home can wende84,
There euell mote he thee!

The authorial curse is a common feature of. the ballads too85.
Judas' sister does not appear to be angry at her brother's
rebuke, but:instead successfully urges him to rest in her arms:
'Tudas, go thou on the roc, heie up-on the ston,
Lei thin heued i my barm, slep thou the anon.
Judas sta. 7.
Judas' unsusp1c1ous acceptance of her offer should be a warning
agalnst expectlng complex characterisation in the ballad. The
-motive of Judas”'sister is probably sheer ma;evolence against

,Chrlst as in the case of the persecutors of saints in the

South Engllsh Legendary, this is not felt to need explanation.

Dronke reads too much into Judas' rebuke (stanza 6) when he
supposes that Judas shares a fear of Christ's revenge with his’

'sister’ (a term Dronke supposes to be a euphemism for 'mlstress',

derived from the Song of Solomon) and that consequently the

woman steals the money in order to draw her lover away from




26
Chapter Two: Judas

Christ86. Rather Judas' sister is a symbol‘éf woman the
tempfress:- Judas 1is betrayed, as Christ was.tempted,by Satan,
in avhigh place87. Moreover, he is tricked, as Samson was by
Delilah88, whi1e sleeping in a woman's lap. Cﬁaucer's monk
uses the same word, 'barm', to describe Delilah's action

And slepynge in hir barm, upon a day,
She made to clippe or shere his heres away

In view of Christ's earlier prophecy (stanza 3) that Judas will
meet.a 'kinsman' (see note 67), it seems probable that the
woman is indeed Judasf blood sister; it is, of course, possible
that thé ballad poet hints, in stanza 7, at an incestuous

relationship between the pair.

When Judas awakes and discovers that his money has been

taken,

He drou hym selue bi the topgo, that al it lauede ablode;

" the Iewes out of Iurselem awenden he were wode.
Judas sta. 9.

'Jews of Jerusalem' is a tag phrase used in other HMiddle English
religious poetrygl. Judas' madness is a conventional method

of characterisation in medieval writings -, especially
religious literature. Pagan onlookers explain Christian
sahctity-as lunacyga. Sudden changes of behéviour are likewise
seen as madnessg4. Those who oppose Christ often rage as
extravagantly as Judasgsz

Bot whené_JheSus come .to that Cite

Alle his goddes thay felle to noghte.
Froudeus was wrothe thane & nerehande wode,
And smate hym-selfe thane appone the heuede,

That nesse and mouthe braste alle one blode -
Vnnethes was hym his lyfe be leffede.

This méthod of pharacterisation may have been suggested by the
gospels, in which both the Jews 1in general, and Judas in

-particular, are said to be influenced by the devil™ .
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In the ballad Pilate, described as "the riche Ieu"
(stanza lO.l), approaches Judas and asks him to sell his
Master. Dronke suggests, plausibly enough,4that this is a
caricature of the unpopular Jewish moneylender97. It may,
however, reflect a knowledge of the legend of Pilate found

in the Legenda Aurea98 in which Pilate, the bastard son of

King Tyfus and a miller's daughter, enters the service of
'King Herod of Judaea but then treacherously gathers treasure
and brlbes the Emperor to allow him to hold Jerusalem directly
from Caesar. In this legend, as in the Oedlpus type legend
of Judas, Judas Later.becomes Pilate's steward. Characterisation
.of Jesus and His aposties as men of a separate race from 'the
Jews' 1is Coﬁventional in Middle English reiigieus literature
and probably derives from the terminology of John's gospel
The description of Pilate's soldiers as 'knights' later in the
ballad (stanza 16.2) is likewise conventionalloo.

The dialogue between Pilate and Judas resembies that in
later tfaditional ballads:

Foret hym com the riche Ieu that heiste. Pilatus:
'Wolte sulle thi louerd, that hette Iesus?'

'I nul sulle my louerd for nones cunnes eiste,
Bote hit be for the thritti platen that he me bi-taiste.

'"Wolte. sulle thi lord Crist for enes cunnes golde?'
'Nay, bote -hit be for the platen that he habben wolde.
Judas stas. 10-12.

‘This'is a type of incremental repetition which-emphasises
Judas"pereerse:anXiety to recover the money with which Jesus
has enffusted him, and so fulfil his duty, even if by so doing
 he must betray Chrlst (There is no evidence for Baum's

' 101
' speculatlon that Pilate is an accompllce of the theft or

Chlld's that the ballad—maker is alludlng to other medleval
102 |
-)

legends concefning the thirty pieces Qf silver These
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stanzas of dialogue also illustrate the ballad feature of an
apparent denial which is in fact an affirmation, exemplified
in Hind HOrnlO3:

'What news, what news, my silly old man?
What news hae ye got to tell me?'

'Na news, na news,' the puir man did say,
But this is our queen's wedding day.'

The sudden'transition to the Last Supper in Judas is
typical of the_ballad manner even if, as has been pointed out,
it was prompted by the gospel account. Christ's genial
invitation to his disciples to eat, since Hé hes Himself provided
the price of the-meal,Ais consistent with His earlier character-
isation (stanza 1.2) as 'mild'.
| Judas' wiokedness is emphasised by his direct lie when he

B . . . ) . - 104
denies his earlier conversation with his sister :

105
Vp stod hlm Tudas: 'Lord, am I that .. [frek]

I nas neuer othe stude ther me the euel spec.
Judas sta. 15.

In contrast.te this false affirmation of the lost soul is the
assertion of Peter-(stanzas 16 and 17), who represents the
ordinary weak man. Peter's affirmation is introduced by a
similar formula, 'Vp him sted Peter! (stanza 16.1). It is a

common device in later balladry to introduce speeches within a

ballad by the same formula: compare, for example, the use of
104

”Up bespake”,ln the 'A'!' version of Archie o Cawfleld (Child 188)
Jesus' rebuttal of Peter is devastatlng

'Stllle thou be, Peter, wel I the i-cnowe;

thou wolt fur-sake me thrien ar the coc¢ him crowe.
Judas sta. 18.

We are left. w1th a ChrlSt who is alone in His foreknowledge and
His sacrlflce, deserted by all men. I do not, however, agree

with Dronkelo7 that the text of the ballad in the Trinity

manuscript is complete. Brief though it is, the ballad shows
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signs of careful composition and it seems unlikely that it
would not have gone on to describe Judas' death and Peter's
denial. Certainty on this point, however, is ' not possible at

present.

The metre of‘Judas-is irregular, but Hendren's conclusion‘OB,

that the six-stress line is predominant, is sound. Metrical

irregularity. is not very great within the couplet No couplet

within the ballad has seven stresses in both lines, but couplets
ef six-stress lirnes occur at stanzas 6 and 14—18, whilst

stanzas 3 and 11-13 each have one seven-stress and one six-stress
line; couplets eontaining four- and five—etress lines, usually
ip combination, occur at stanzas 1, 2, 4, 5, 7 and 8, whilst
stanzas 9 and 10 have a more irregular pattern. Some shorter
lines have been composed from alliterative formulae. An

example is: |

the Iewes out of Iurselem awenden he were wode.
udas sta. T9.2.

The nearest parallel to the metre of Judas in later balladry is
109"

The Laird o Wariston (Child 194 A and B)
To eonclude, Judas is clearly a ballad, and moreover a
éood oﬁe. Ite story is interesting and well-structured, its
dialogue lively and its characterisation simple but, within its
limite, successful. The ballad's message is the kindness and
- shrewdness of Jesue, who allews Himself to be bought and sold
for our food by the wickedness of‘Judas. The eriginal audience
- would not ha&e been perturbed by the apparent arbitrariness of

Judas' malevolent actions, for the tyrant in the saint's legend

for example, Ollbr;us in the Life of St. Margaret in the same

manuscript - proceeded in much the same way. It was no part of

medieval .religion to mitigate the offence of Judas.
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balladry where the first and second lines of a quatrain are almost

- the same, see Child 32 stas. 7, 9, 11, 13, 15; 37 A sta. 5; 120 A

sta. 24; 164 sta. 3.

Child 173 B sta. 23.1-2; cf. ‘the first and second lines of Child 69 A

sta. 25; 176 sta. 9; 243 C sta. 19.

E.S.P.B., II, p.318, sta. 4.1.

S.E.L., I, p.156, line 27 (De sancto Gorgio) and cf. also p.185, line 168
and p.192, line 352 (Sein Brandan).
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85.

86.

87.

88.

89.

90.

91.

92.

93.

94,

95.

96.

97.

Dronke, Med. Lyric, p.68.

Child 70 A sta. 14.1-2; cf. also Child 66 B sta. 17.1-2; 81 A sta. 27.1.
83 B sta. 18.1-2; sometimes curse and command to silence occur
together, as in Judas, e.g. Child 39 A sta. 12.1-2.

Reichl, Religi®dse Dichtung, text 6 (Life of St. Margaret) line 73 (p.185).

The Lay of Havelok the Dane, ed. W. W. Skeat, 2nd ed., revised K. Sisam,
Oxford 1915, p.17, lines 433-434; this romance was probably written
before 1300 (see p.xxv).

'"The Erle of Tolous' (written after 1350), lines 416-417 in W. H. French
and C. B. Hale, Middle English Metrical Romances, New York, 1930, p.406.

e.g. Child 65 A sta. 6.2; 69 B sta. 16.2; 71 sta. 19.2.

Dronke, Med. Lyric. p.68; see Song of Solomon,'V. 1-2.
Matt. IV. 5, 8.

Judges, XVI. 19.

The Works of Geoffrey Chaucer, ed. F. N. Robinson, 2nd ed., Bostoh,
1957, repd. London, 1966: 'The Canterbury Tales' ('Monk's Tale'),
Group B2, lines *3256-7, p.190; (quoted in M.E.D., I, p.652, 'barm',
sense 1b).

Child and Skeat (texts cited above, note 56) read this word as 'cop',
meaning 'head' (M.E.D., II, p.589, sense 2b); Chambers and Reichl

(see above, note 67) adopt the reading 'top', i.e. 'hair of head'
(0.E.D., X, Pt. I, p.143, 'top' sb.l, sense 1); the latter reading
appears preferable because the action would be easier to perform
physically and corresponds to the 'tearing one's hair' of later popular
poetry - e.g. ed. R. Vaughan Williams and A. L. Lloyd, The Penguin Book
of English Folk Songs, Harmondsworth, 1959, p.94, 'A Sailor's Life',
sta. 6.1.

e.g. (John of Grimestone), A Descriptive Index of the English Lyrics
in John of Grimestone's Preaching Book, ed. E. Wilson (Medium Aevum
Monographs, New Series, 11), Oxford,1973, p.46, line 144; S.E.L.,
II, p.701, line 105 (Life of Judas).

Baum, P.M.L.A., XXXI ('English Ballad'), p.184.

S.E.L., I, p.22, line 87: '"Somme sede that he{o) was a wicche . & somme
that he(o) was wod" (bystanders are amazed at St. Agnes' obstinate faith).

e.g. St. Stephen and Herod (Child 22) sta. 7.1; in the late fourteenth
century romance 'Ywain and Gawain', lines 483-484, the queen asks Sir Kay
if he is mad after he has challenged Ywain to go on a quest: Ywain and
Gawain, ed. A. B. Friedman and N. T. Harrington (E.E.T.S., O.S. 254),
London, New York and Toronto, 1964, p.14.

C. Horstmann, 'Nachtrige zu den Legenden : 1. Kindheit Jesu,.aus

MS. Addit. 31,042' in Archiv flr das Studium der neuren Sprachen und
Literaturen, ed. L. Herrig and H. Viehoff, LXXIV (1885), pp.3275339,
lines 131-136 on p.329; this poem on the Childhood of Jesus is discussed

in detail below, Chapters 4-6.

Jn. VIII. 44, XIII. 27; Lk. XXII. 3.
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99.

100.

101.

102.

103.

104.

105.

106.

107.
108.

109.

. See S.E.L., II, pp.697-706 and Caxton's Golden Legend, I, pp.80-85.

é.g. Jn. VI. 41, 52; cf. Horstmann, Herrig's Archiv LXXIV, p.329,
line 167.

e.g. S.E.L., I, p.84, line 1, "Seint Longius was a blind knight',
where the description refers to 'Longinus', the legendary figure
corresponding with the centurion of Matt. XXVII. 54.

‘Baum, P;M;L.A. XXXI ('English Ballad'), pp.188—189.

E.S.P.B.,'I, pp.242-243.

Chlld 17 G stas. 11, 12. (Stanzas from this section of the A version
of H1nd Horn were quoted earlier in the chapter )

That the form of Judas' affirmation is a dlrect lie was pointed out
by Dronke, Med. Lyric, p.68.

There is a blank Space at this point in the manuscript; Skeat
suggested E.S.P.B., V, p.288, that the word 'frek', meaning 'man'

(M.E. M.E.D., III, p.878, 'freke', noun, sense b) would restore the rhyme;
Reichl, Religi8se Dichtung, p.376, suggests that the present line-ending,
'that', may have rhymed with 'spac', or that the manuscript's 'spec'

may have rhymed with 'thet'; I prefer Skeat's suggestlon.

'Up bespake' occurs in the first lines of Child 188 A stanzas 3, 4, 14,
16, 19, 26, 35, 36, 38 and 44.

-Dronke, Med. Lyric, p.69.

Hendren, Study of Ballad Rhythm, p.96.

Cited in this connection by Gerould, Ballad of Tradition, p.127.
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CHAPTER THREE

THE MIRACLE OF THE COCK IN 'ST. STEPHEN AND HEROD'

(Child 22) AND 'THE CARNAL AND THE CRANE' (Child 55)

The sole authentic copy of St. Stephen and Herod survives in )

British Muséum Sloane MS. 2593: a modern version collected

from G. L. Edwards in 1934 was almost certainly derived from

print'. Brit. Mus. Sloan MS. 2593 dates from the first half of

the fifteenth century,'measures approximately 6 by 4J inches, and
in its present incomplete state consists of thirty-seven leavész.
Its 'pocket' size and the popular tone of most of the pieces itl
includes, particularly one song which apologises for a bad

voice and another whiqh begs for a drink, led R. H. Robbin53
to.agree_with th¢ manuscript's original editor,.Thomas Wright4,
that the collection was the repertoire of a minstrel. The
manuscfipt contains fifty—seven English carols, several English

lyrics, three Latin poems, and two English ballads, St. Stephen

and Herod and Robyn and Géndeleyg (Child 115). Most of these

‘poems are, however, religious. Both Chamberé and A. K. Moore
_conclude'that the free uée of Latin in the manuscript suggests
a learned, clerical origin, rather than a source in secular
minstrélsy5

‘Véry.few bfﬂthe pieces in the Sloane manuscfipt afe entirely
seculér in origin or application: séveral.carols of moral
cQunsel,‘for example, would be suitable for both lay and
religious audiences6. A carol which parodies part of the Mass
and relates the seduction of a maid by a clerk, 'Joly Jankin’,
ié Sacrilegious in tone, yet plaiﬁly of clerical origin’. One
of tﬁe religious lyrics, a trénslatioﬁ of a Latin hymn with the

Latin text written above it8, was probably intended for a
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clerical readef or auditor, though one should not under-
estimate the knowledge of Latin possessed by some, at least,

of the laity by the fifteenth century. Two satirical carols on
the power of money, two warning against marriage, another (full
of sexual innuendo) concerning the chapman{s wares, a carol
satirising the contemporary fashion for wearing a baselard,

and a welleknown Latin drinking song9 suggest, however, that

if the manuscript belonged to an ecclesiastic then '"he must
have been rather a Friar Tuck”lo.

Moreover, many'of the religious poems are written in a
pOpular style, approaching that of folk song'and ballad. A
carol celebrating the martyrdom of St. Thomas of Canterbury,
despite its Létiﬁ burden and stanza endings, commences with the
appeal to the audience which is a common feature of popular.
medieval style, though it does not, of course, imply 'oral'
or 'folk! traneﬁissionll

Lestenytgh, lordynges, bothe grete and smale;
I xal you telyn a wonder tale

Several carols,'particular}y those on the Epiphanylg, are
narrative in conteﬁt and employ dialogue. A carol (Greene

no. 315) which relates how St. Nicholas helped three dowerless
girls employs, in stanzas 4-6, a type of incremental repetition

in which each daughter speaks in turn: compare the speeches of

the seven brothers in Clerk Saunders (Child 69 A, stanzas 11-14).

TWO poems in the Sloane manuscript have links with later
folk songs. 'Each stanza of Greene no. 231, a carol concerning
the five joys of Our Lady, concludes with the line, "With
Fadef and Sone'and Holy Gost". A later popular carol, 'The
Joys‘of Mary' ﬁas as its chorus,

...and blessed may he be,

Both Father, Son, and Holy Ghost,

To all eternity.
Oxford Carols no. 70.
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A riddle song in the Sloane manuscript, 'My Young Sister'ls,

contains a sequence of riddles found in such later popular

songs as Captain Wedderburn's Courtship (Child 46) and 'Perry

Merry Dixi Domini ' 4

quplete eertaibty as to whether Sloane MS. 2593 was the
collection of a minstrel or an ecclesiastic may not be possible,
: but perhaps this does not matter greatly: 1t is clear, after
all, that the songs include many pieces sultable for popular
minstrels of the day 5, but that they are aimed at an audience
predominantly concerned with rellglous matters. Medieval
monasterles, for example Durham Prlory, a Benedictine house,
seem to have emplbyed the services of minstrels at great
festivals sueb as Christmasl6. Mosf, perhaps all, of the
eongs in tbe'Sloane manuscript would be suitable for a
Christmas entertainment in a religious house, and in fact
Greeﬁe very plausibly concludes, on several.grounds, that the
manuscript comes from the Benedictine monastery at Bury St.
Edmundsl7: the form of the language in the whole manuscript
is East Anglian,.Whilst one of the carols (Greene no. §§Z)
eommembrates damage caused by a storm at (King‘s)Lynn in
_Norfbik in the mid-fourteenth century; further, the collection
contains tbe onlylpreserved English earol in honour of St. Edmund
(Greene_no.gig), with the only two Known carols in honour of . .
St. Nicholas (Greene nos. 315 and glg). St.‘Edmund is patron
of Bury, and tbere was an altar dedicated to St. Nicholas in
the abbey church and an unusual town guild of the Translatlon
of St. Nicholas. The boy-bishop who was rewarded at‘Bury in
the fifteebth eenﬁury was - known as 'the bishop of St. Nicholas'
(compare, hbwever; similar usages in other place518). A

memorandum on folio 36V of the manuscript reads "Johannes bardel
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debet istum iibrum the gweche bardel is of ... dwellyd In In":
Greene points out that Bardel and its cognate forms are Suffolk
surnames, that Bardwell is a parish near Ixworth in that coﬁnty,
and that a 'Johannes Berdwell' is one of two monks of Bury

St. Edmunds named in Oxford, Bodleian Library MS. Holkham

Misc. 37.

Possible connection with a monastic Christmas entertainment

does not, however, prove that Robyn and Gandeleyn (Child 115)

and St. Stephen and Herod are not ballads but Christmas songs,

as Chambers suggestslg. Robyn and Gandeleyn, certainly, appears

to resemble medieval carols in having an end-refrain, but so
also do several traditional balladszo. The song is clearly a
'greenwood Ballad' like some of the'earlieét ballads we have
Robin Hood ballads may have been popular even before the

fifteenth century, to judge by Sloth's famous statement in

Piers Plowman22

I kan noght parfitly my Paternoster as the preest
it syngeth, ‘

But I kan rymes of Robyn hood and Randolf Erl of
Chestre.

The opening of Robyn and Gandeleyn resembles those of

popular lyrics, including ballads, in which the narrator

overhears someone talking23:

I herde a carpyng of a clerk,

Al at yone wodes ende,
0f gode Robyn and Gandeleyn;

Was ther non other thynge.
Robxn lyth in grene wode bowndxi

Stanzas 7 - 10 employ incremental repetition; stanzas 5 and
15 are an introductory formula for a set action24, whilst the
dialogue used ‘is of a challenge-and-answer type common in

25 i

traditional balladry®~. The concern for who will have the

first shot, in stanza 12 -
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'Ho xal yeue the ferste schote?!
Seyde Gandeleyn:

'And I xul yeue the on be-forn,'
Seyde Wrennok ageyn.

is paralleled in American versions of Little Musgrave and

Lady Barnard (Child 81)26:

'And you may strike the very first blow,
And strike it like a man,
And I will strike the second one
And kill you if I can.'
The presence of one other traditional ballad in the
Sloane manuscript obviously makes it more likely that

St. Stephen and Herod was composed as a ballad, not as a

carol, despite its Christmas theme, Latin tag, and reference to
the boar's head of medieval feastsg7. The poem contains many
stylistic features of the popular ballad, with some from
other popular medieval genres.

A The rapid identification of the hero at the beginning

of the ballad,

Seynt Steuene was a clerk in kyng Herowdes halle,
And seruyd him of bred and cloth, as euery kyng befalle,

2
is similar to other ballad openings, for example

Sir Egrabell had sonnes three
Sir Lyonell was one of these.

Similar openings, however, are a common feature of saints'
leger_lds29
Sein Ieromin was swuthe god clerk . & wis thoru
alle thinge
‘Muche he made of Godes seruise . that me deth in
churche singe.
As Stephen carries the boar's head from the kitchen,
he sees the star of Bethlehem. Mention of the "boris hed"
(stanza 2.1) is simplyAthe adaptation of the story to contemporary
conditions which occurs regularly in traditional balladry: thus,

Johnie Cock, the hero of Child 114 (AJ stanza 13.3), wears shoes

of UAmerican léather”. A boar's head features incidentally in
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stanzas 38_and_39 of a secular ballad derived from romance,

The Boy and the Mantle (Child 29), the action of which,

according to its opening line, took place "In the third day of

May".

StanzasA3 and 4 of St. Stephen and Herod show the same
30,

kind of repetition of a line which occurs in Judas

He kyst adoun the boris hed and went in to the halle:
'T forsak the, kyng Herowdes, and thi werkes alle.

'T forsak the, kyng Herowdes, and thi werkes alle;
" Ther is a chyld in Bedlem born is beter than we alle.

La%er in the ballad (stanza 9.1), there is repétition within

the linesl, another ballad characteristic found in Judas.
Stephen's forsaking of King Herod 'and all his works' seems to

be deliberately reminiscent of the ancient formula of renunciation
of Satan in the baptismal riteag. "This is_symbolic of Stephen';
new life in Christ, but also deeply.ironic: Herod, like other
tyranniéal figufes, was depicted, in medievai'éhurch art, wearing

a hat crowned with a demon, a badge of his subservience to the

devil®3,

_ Sténzas 5 - 8 employ a type of incremental.repetition.
"Herod's request td know of his servant, Stepﬁéﬁ; whether he has
lécked money or food has, howevér, even closer parallels in
1afer balladry. in Lamkin (Child 93), for example, the lady

asks this of the false nurse, who replies, as Stephen does in

Childi22, by repeating the questioner's word534:

"'Oh wanted you meat, nurice?
Or wanted you fee?

Or wanted you anything
that a lady can gie?!

"'T wanted no meat, lady,
- nor wanted I fee,
.But I wanted mony a thing
that a lady could gie.'
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Herod also esks St. Stephen if he is mad:
'Quat eylyt the, Steuyn? art thu wod, or thu gynnyst

to brede?35

Lakkyt the eyther gold or fe, or ony ryche wede?"
S.S.H. sta. 7.

This is.again irenic, since, according to medieval literary
coriventions, it was the pagan tyrant who was ‘mad. The

characterisation in'St;'Stephen and Herod owes much to the

saint's legend_and,its tradition: the repreaches of the-pagan
overlord, the steadfastness of the saint, and the tyrant's anger
and'sudden deeision to punish the saint can be seen also, for

example, in the life of St. Sebastian in -the South English
36 |

Legendary

Wod wroth was this emperor . sein Bastian he sede

Habbe ich thus ynorissed the . turn thi thoght ich rede

Bote thou honury oure godes . ich ssel the such pine. take

that ar thu be(o) to dethe ibroght . ech lime the ssel ake

Sire sede sein Bastian . thi thretynge ne drede ich noght .

Sorore me greue that thou nelt habbe . reuthe on thi thoght
" 'And honure him that the made . & thine maumetia bileue

That ne mowe the helpe worth a stre . for hi beoth dombe & deue

This emperor in grete wraththe . this holyman let take

And lede him ver into a ueld . & binde hym to a stake

Other featufes of St. Stephen and Herod may be derived from

the saint's legend: for example, Herod's sudden desire for his
"turmentowres” (stanza 11.1) is paralleled in the life of

St. Laurence37

Decius tho the emperor . ferde as he were wod
the companie-bf turmentors . wel preet biuore him stod

-~Stepheh's exeeutien outside the town in stanza 11.2 is derived
ffom‘Acts VII. 58;' however, this is so common a feature of the-

‘South.English Legendary that it has crept into the life of
' 38 - -

- S5t. Alphege

Hi ladde-him forth withoute the toun . & dud him ssame inou
. And hende him with harde stones .asrmaselnte steuene slou

7 InjaCtual_fact, Archbishop Alphege was murdered~by drunken

Vikings, whe'hurled bones,atvhimag.l'
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Herod's reaction to Stephen's announcement of Christ's
birth is to scoff that this is as true as if the capon in his

dish should crow. At once the miracle occurs:

That word was not so sone seyd, that word in that halle,

the capoun crew Christus natus est! among.the lordes alle.
‘ 5.5.H. sta. 10.

The cock's announcement, however, is not a Latin tag suggesting

clerical authorship but part of a popular tradition, perhaps

referred to in Hamlet4o, that the cock crew on Christmas night

to announce Christ's birth. A broadsheet printed in London
in 1631 displays a woodcut of the Nativity scene with birds
" and beasts, and underneath this explanation4

The Cocke croweth, Christus natus est. Christ is borne.

The Raven asked, Quando? When? :

The Crow replyed, Hac nocte. This nigh

The Oxe cryed out, Ubi? Ubi? Where? Where?

The Sheepe bleated out, Bethlem. Bethelem.

A voyce from Heaven sounded, Gloria in Excelsis. Glory be on high.
Whilst armies of Angels sung, Halleluiah.

Child shows that this tradition of the beasts' dialogue, with
" the same words, was widespread throughout Europe42

Enfaged by the miracle of the cock, Herod calls on his
executioners to take Stephen and stone him. Herod's fury was,
of course, a popular feature of medieval mysfery plays43. The
ballad ends with Stephen's death and a didactic 'aside':

Tokyn he Steuene, and stonyd hym in the way,

And therfore is his euyn on Crystes owyn day.
S.S.H. sta. 12.

This might be a sign of clerical adaptation or authorship, or

simply a piece of folk aetiology, like the mehtion of 014

Christmas in The Cherry Tree Carol or the explanation of why

a4 _Certainly, according

willow wood decays in The Bitter Withy
to the author of a life of St. Stephen written in a northern

dialect in the early fifteenth century British Museum Harleian

MS. 4196, it is "laude" or 'unlearned' men who propagate the

ballad étory45:
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Saynt Steuyn his passion has puplist

Next folowand efter the birth of Crist,
Als haly kirk it has ordand.

Bot we sal noght so vnderstand

That saynt Steuyn died when Crist was born,
Als sum laude men haue said -biforn -

For he died, als with clerkes es kend,
Efter the tyme that Crist to heuyn assend.

The metre of St. Stephen and Herod varies, like that of
Judas, but approximates more closely to ballad metre: oﬁt of
twenty—four lines, ten contain six stresses, nine contain
seven stresses and five either six or seven stresses depending
on one's reading46. Since the Sloane manuséript contains many
popular songs, it i1s reasonable to supposé fhat the ballad was
- sung and that the irregularities of the metre would disappear
in song. The position of a number of tag phrases in the ballad
(always after the caesura in the long lines) suggests that the
poem could be sung or printed in quatrains. Use of tag phrases
in the second and fourth lines of a quatraiﬁ is a feature of

47

several traditional ballads '. One at least of the tags in

St. Stephen and Herod is paralleled in medieval romance:

S.S.H. sta. 1.2b: as euery kyng befalle

sta. 10.1b: that word in that halle

sta. 10.2b: among the lordes alle48

sta. 11.1b: be to and al be on

sta. 11.2b: ... in the way
" As this list of tag-lines partly revealé, the ballad-=maker,
witﬁ a certain poverty of imagination, returns time and again
to rhymes on '-alle'. Nevertheless, the ballad is lively and

dramatic, and with a fine irony contrasts Herod's bluff

_pronouncements with the cock's elegant Latin.

- The Carnal and the Crane (Child 55), no copy of which is
older than theveighteenth century, is discussed in detail in

Chapter Five,below. In this chapter the text used is that
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printed by Child. In The Carnal and the Crane the miracle of the

cock forms one episode (stanzas 8 - 12) in an account of several
Christmas legends. These cock stanzas are Vérbally related

both to St. Stephen and Herod and other English poetry, but are

alone in English in connecting the incident with the wise men
or Magi. Details of the stanzas will be giVen~in the history of
the legend of the cock following.

All Christian cock legends were prompted by the incident
in the canonical gospels where St. Peter dehies Christ three
times before the cock crows49. Legends satisfying the natural
curiosity of Christians about this cock seeh to have arisen early
amongﬁ:hereticél groups in the Church. One such legend is
extant in a Coptid fragment probably not earlier than the fifth
century, paraphrased by James thus 2

Matthias set a dish on the table in which was a cock,

and told Jesus how, when he was killing it, the Jews

said: 'The blood of your master shall be shed like

that of this cock.! Jesus smiled and answered that it

was true; and after some more words, bade the cock

come to life and fly away and 'announce the day whereon

they will deliver me up.' And it did SO.
Here already fhe cock's fate symbolises Christ's Passion and
Resurrection and.is assoclilated with a taunt made by unbelieving
Jews. A later Ethiopic legend, from the 'Book of the Cock' read
in the Abyssinian Church on Maundy ThursdaySl, links the story
with Judas and his evil wife: Simon the Pharisee's wife brings
in a coék béfore Jesus. The Lord blesses the bread and gives it
to Judas. As in John's gospel (XIII. 27), Satan then enters Judas
and ﬁé leaves. After this, Jesus touches the cock and it
stands up whole and endowed with human speech.’ As instructed
by Christ, it follows Judas and overhears Judas' wife urging

her husband to betray Jesus, and Judas' later dialogue with the

chief priests at the temple. Returning to Bethany, the cock

tells its étory to Jesus and the disciples whilst weeping bitterly.
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Jesus dismisses the cock to mount up into the sky for a
thousand years; This story may be the precursor of the Greek
legend which prompted the European ballads, But James warns that
the Copts ceaselessly revised and embroiderédibible stories and
that consequently it is difficult to be sure‘which details are
really archa1052

Child traces the ultimate source of the miracle of the
risen cock in European balladry to an interpolation in two
late (fifteenth century) Greek manuséripts of the Gospel of

NicodemusBa; which is a combinétion of the Acta Pilati and

the Descensus Christi ad Inferos. The story of Judas occurs

in Recension B of the Acta Pilati, the original copy of which

must post-date the Council of Ephesus (A.D. 431) since it
several times refers to the Virgin Mary as the 'Theotokos' or

'Mother of God'; the older Greek version, Recension A, is

dated about 425 A.D., but may go back to a first century original54

James's translation of the interpolation is as follows

And departing to his house to make a halter of rope to
hang himself, he found his wife sitting and roasting

a cock on a fire of coals or in a pan before eating it:
and saith to her: Rise up, wife, and provide me a rope,
for I would hang myself, as I deserve. But his wife ’
said to him: Why sayest thou such things? And Judas
saith to her: Xnow of a truth that I have wickedly
betrayed my master Jesus to the evil-doers for Pilate
to put him to death: Dbut he will rise again on the
third day,'and woe unto us! And his wife said to him:
Say not nor think not so: for as well as this cock
that is roasting on the fire of coals can crow, Just

so well shall Jesus rise again, as thou sayest. And
immediately at her word that cock spread his wings and
crowed thrice. Then was Judas yet more convinced, and
straightway made the halter of rope and hanged himself.

In this version the cock spreads his wings and crows thrice, at

the word of the challenger: these features recur in European

balladry.

The version in Acta Pilati may have been known early in

undi,

England since it appears in a modified form in the Cursor M
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an eariy fourteenth century Northumbrian poem of 30,000 lines

on the history of the world from the Creation to the Day of
Judgement. The modifications are that Judas recounts his betrayal
of Christ to his mother, not his wife, and that she does not

console him, but blames him for his treachery; 1t is Judas

who challenges the cock56:

Tudas saide nay godote.

sal hit neuer be squa.
15985. Ne salle he neuer rise eft

truli I. the hight.

or sal this ilk cok vprise

was skalded yuster-night.

vnnethes had he saide that worde
15990. the cok lepe vp on flight

fetherred fayrer then be-forne.

& krew thorou goddis might.

~ & then be-gan the traitour fals.

to drede him for this plight.
15995. This hit was that ilk cock

that petre herde him craw.

guen he had nite his lorde thris.

he did him feloun knaw.

Line 15989 of Cursor Mundi, "vnnethes had he saide that worde',

resembles the phrasing in St. Stephen and Herod (stanza 10.1),
"that word was not so sone seyd, that word in that halle." The

language of Cursor Mundi also resembles the cock stanzas in

The Carnal and the Crane and this likeness has perhaps prompted

Reichl's conjecture that there may have been a Middle English

popular ballad on the theme of Judas and the cock57 In both

Cursor Mundi and The Carnal and the Crane we are told that the

cock grew feathers again by the direct power of God:

The cock soon freshly feathered was
By the work of God's own hand
And then three fences crowed he
In the dish where he did stand.
c.C. (Child 55) sta. 11.

These feaﬁures are absent from St. Stephen and Herod.

The 'Oedlpus type' legend of Juda558 is not referred to in

Cursor Mundl, but knowledge of it may have prompted the change

from Judas' wife to his mother. A combination of the Oedipus-type
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legend and the cock miracle occurs in a fourteenth century
59

Irish story of Judas in the Leabhar Breac

The process whereby the cock miracle was transferred
from Easter to Christmas is not known, though obviously the
cock as a symbol of new life might as easily herald the
Incarnation as the Resurrection. The identification of St.
Stephen as Herod's steward; prompted, no doubt, by the saint's
feast day falling on 26 December, might be linked with Judas'
being Herod's servant in a twelfth century Latin version of
the Oedipus-type legend6o. In the Middle Ehglish craft cycles,
the arrival of the Magi is arranged by Herod's nuncio ~, and
a fifteenth century carol may refer either to this figure, or
to the St. Stephen of the English ballad:

Jhesu whas.borne in Bedlem Jude

. Alle off a mayden, so fyndythe we;
Owte off the este com kynges iii
Wythe ryche presente, as Y yow say.

(Burden:) The ster he schynythe bothe nyghte and day
To lede iii kynges ther Jhesu lay.

The stuarde whas bolde off that contre
And bade Errod schollde com and see
Lyke as they wentyn alle y 1iii,
Goyng furrthe yn ther jornay. .
Greene no. 124 B stas. 1, 2.

The earliest extant source which connects the miracle

of the cock with Herod and the Magi, as in The Carnal and the

Crane, is the twelfth century 01d French romance of 'Ogier
le Danois'; the miracle occurs here quite incidentally in

a prayer which Ogier makes during one of his many battles

against the Saracen62

Et les troi roi vos alérent quérant,

En la maison Hérode le tirant

Se erbergrent, ce trovon-nos lisant;
11610. Demanda lor qu'il aloient quérant,

I1 respondirent: "Sire, le Roi amant,

Qui de la Virge est nés apertemant

Sire sera de cest siécle vivant,

Mult par est joules, n'a pas encor un an.'

48
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11615. Hérodes 1l'ot, mult ot le cuer dolant,
Apré&s parla mult airéemant;
Voit un capon c'on 1li ot mis devant,
En 1'esquiele & la table séant,
Atornés iert por mengier ricemant,
11620. Et dist Hé€rodes: "Ja& ne l'gquerrai niant
- Se cis capon que ci m'est en présant
N'en est plumeus com il estoit devant
"Et se redrece 3 la perche en cantant."
Vertus féistes, biaus Péres, roi amant,
11625. 1I1 ot luec eles et plumes et vivant;
De l'esquiele est saills maintenant,
Et s' en ala a la perce en cantant.

Unless it is just a meaningless tag, 'ce.trovon-nos lisant"
(line 11609) implies that the poet, Raimbert de Paris, was
using a written source for this miracle. Here, as in Cursor

Mundi and The Carnal and the Crane, the cock grows feathers

again: 1indeed, the 0ld French "plumeus com il estoit devant"
(line 11622) is remarkably like the ''fetherred fayrer then be-

forne'" of Cursor Mundi (line 15991). Raimbert relates also

that the cock flew up to a perch, a detail missing from the
English poems63. The miracle is followed, in the 014 French
poem, by an account of the slaying of the Innocents, as in

The Carnél and the Crane and some Scandinavian ballads: this,

however, is probably narrative coincidence, based on Matthew's

~gospel (11. 1—18).

Later French tradition and European bélladry outside
Soaﬁdihaviq, admirably summarised by Child64, prove the
popularity of the miraple both during and after the middle ages,
but are not diréctly relevant to the English tradition: not
oniy Cobks, but other birds, and even fish, rise to the honour
of the Saints’— James, Dominic, Anne and Peter - or to prove that

r
a city will be captured. In Russian folk talesGJ and in Scottish

66

and Irish Gaelic ballads recovered since Child's death the

risen cock is used as a proof of the Resurrection, as in the

original tradition. One significant detail, derived from the
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Acta Pilati, occurs in the French ballads of the pilgrims to

Saint James'vtomb where the cock, who rises to convince a
stubborn magistrate that a hanged man is still alive, claps
its wings thrice and crows thrice. This detail is preserved

in The Carnal and the Crane, where the cock crows "full fences

three”67, but it would be dangerous to base a theory of

relationships on this detail, since triads of all kinds are
common in folk songs and tales.

The English and Scandinavian ballad traditions of the
risen cock are remarkably close. It seems likely that there
has‘béen transmission from.one region to the other, but it is
outside the scope of this thesis to determine the date (or
dates) and the direction of the influence, a task which, in
any caée, should iny be undertaken by an expert linguist.
Several facts, however, appear to preclude the assumption

that the English ballads are simple borrowings from Scandinavia:

the early date of 'Ogier le Danois', Cursor Mundi and 3t. Stephen

and Herod, the verbal links of The Carnal and the Crane with
‘other Middile English poetry (more details are given below, in
Chapter Five) and the inclusion in the latter ballad of
Christmas legends not found in the Scandinavian ballads of the
cock. |

The oidest Scandinavian text is a Danish ballad recovered
.by Erik.Pontoppidan in 1736 from the singing of an old beggar
woman;' the ba%}ad is also alluded to by Syv in 1695, and one
sténza is‘given68. Five of fhe ballad's eleven stanzas concern
the beauty of the Virgin, the Annﬁnciation and the Nativity.
Stanzas 6 - 11 fell the story of Herod's rage: St. Stephen

sees the star as he does his duties, as in the English ballad.

In Scandinavian:tradition, however, Stephen-is Herod's groom.
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Stephen announces the birth of a prophet who will save the

world. Herod says he will not believe the story till the coék

claps its Wings (cf. the Acta Pilati) and érows. When the cock
does- so, Herod falls off his seat in a swoon; He‘then mounts
his horse and rides to Bethlehem to kill Jesus, but the Holy
Family has fled to Egypt. We are told that fourteen thousand
children were killed. |

An eighteenth century Danish broadside69 tells the story
of the Annunciation and the miracle of the cock up to Herod's
swoon (stanzas 1 - 6); the Magi then arrive, inquiring where
the child can be found. Herod calls his men and puts the question
to them{ hearing that the child is born in Bethlehem, Herod
rides there. Mention of the Holy Family's escape and of the
number of Innocents slain is then made. Sinceithe interpolation
concerning the Magi is based on Matthew's gospél (11. 1-7),
it pfobably arosé independently of the tradition in The Carnal

and the Crane.

In Sweden, a fragment of the ballad of St. Stephen, the

Staffénsvisa, is sung by young people going from house to house

at Christmas7o.~ Recently a fullef version of the Staffansvisa,
which apparently resembles Child 22, has been,fecéﬁered from-
Swedish—speaking Finland71. St. Stephen, seeing the reflection
of the star in the well, goes in to Herod and renounces his
service because he wishes to enter the service-of a greater king:
compare Stephen;s pronouncement in Child'gg (étanzas 4.2 and 6.2),
"ther is a chyld in Bedlem born is beter than<we alle". Herod
answefé that he will believe this when the roasfed cock comes to

1ife and crows. The cock flies up and starts to crow, but

Herod puts Stephen to death, as in the English ballad.




Chapter Three: The Miracle of the Cock

It seems useful to give here a full summary of a Swedish
broadside72, in two copies dated 1848 and 1851, which combines
the miracle of the cock and the miracle of the sower, as does

The Carnal and the Crane: in Bethlehem of Judah a star arises.

An unidentified épeaker, probably St. Stephen but just possibly
the Magi, says, "A child is born into the world who will die
for us". Herod then calls his court and says that he cannot
believe this story unléss the cock claps his wings and cfows.
After the miracle, Herod says that he intends to torture the
Christ Child: he steeps his hands in the blodd of the Innocents
and fails off his throne in a swoon. The Lord speaks to Joseph
through an angel, warning him fo go to Egypt. On the journey,
they meet a sower and ask him not to tell anyone that they have
passed. The sower replies that he has promised God not to tell
a lie. Our Lady tells him to go home and fetch people with

him to cut the corn. 'When Herod passes énd asks the sowér if
he has seéﬁ a man, woman aﬁd child, fhe sowér ansWefs that he
has seen ho—oné éince he sowed the corn: the corn is now

being harvested. Herod turns his horses and wagon round so

fast that he knocks them over. He comments tﬁat Jesus must be

at the world's end.

The Carnal and the Crane resembles this broadside and the

'Danish ballads in several respects: 1t contains a prologue

“(stanzas 1 - 7) in which the worth of the Virgin, and the

Nativity are mentioned. The Carnal and the Crane, St. Stephen and
Egggg‘énd all the Scandina&ian ballads discussed here use the
sight of the star as the impetus for the miracle: the usual

medieval tradition, based on Matthew's gospel (II. 9, 10), .
was that the stér was not visible in Jerusaleﬁ since the Magi

caught sight of it again only when they had left Herod's court 3.
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In'The Carnal and the Crane the star is seen either by the Magi
or by the 'wise men' of Herod's court:
The Wise Men soon espied it
And told the king on high
A princely babe was born that night
No klng could e'er destroy.
Child 55 sta. 9.
Herod's council are witnesses of the miracle in the Swedish

broadside74; the Magi appear, independently of the cock

miracle, in the Danish broadside. The Carnal and the Crane

shares other material with the Scandinavian analogues: the
slaying 6f the Innocents, the journey of.the\Holy Family,

the miracle of the sower, and the mention of thousands of
children slain (Child 55 stanza 29). The number of Innocents
slain, however, (traditionally 144,000) is often mentioned

in Middle English religious works75 and the dther material could
have been grafted on to the English and Swedish ballads
independently. The miracle of the sower is, after all, treated
very differently in the Swedish broadside, for Mary, not
Jesus,_thefe performs the miracle.

The Carnal and the Crane and St. Stephen and Herod share

some features which are not found in the Scandinavian analogues
discussed here. . Herod's words in both English ballads are
quite similar:

'That is al so soth, Steuyn, al so soth, iwys,
As this. capoun crowe xal that lyth here in myn dysh.
Child 22 sta. 9.

'If this be true,' King Herod said,
"As thou tellest unto me,
This roasted cock that lies in the dish

Shall crow full fences three.
Child 55 sta. 10.

In the Scandihavian analogues, the cock is said to lie on the

A table76. The fbrm of this stanza in The Carnal and the Crane

resembles a ballad commonplace77.
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Herod'e direct command to his executioners, not present in
the Scandinavian analogues, is also similar in both English
ballads (in Ghild 55, Herod commands his guards to kill the
Innocents): |

'Rysyt vp, myn tnrmentowres, be to and al be on,

And ledyt Steuyn out of this town, and stonyt hym wyth ston!‘
: Child 22 sta. 11l.

'Rise up, rise up, you merry men all,
See that you ready be;
All children under two years old
Now slain they all shall be.
Child 55 sta. 12.
These stanzas are both forms of a ballad commonplace in which
a king or nobleman summons his retainers. The stanza usually
begins78

He called up his merry men all,
By one, by two, and by three.

Herod's direct words to his guards are not given in Matthew's

gospel (II. 16), but can be found in the early Greek apocryphal

gospel, the Protevangelium

when Herod perceived that he was mocked by the
wise men, he was wroth, and sent murderers, saying unto
them: Slay the children from two years old and under.
In summary, it appears that the mlracle of the risen cock
originated in the Eastern church in the early Christian centuries}

as proof of the Resurrection and in association with Judas'

treachery The story spread into Europe via the popular Acta

century. Durlng the middle ages .the miracle was adapted to fit

1 other contexts, such as saints' legends. By the twelfth century,
the miracle was associated in France with the Nativity. By the
fifteenth century, the story connecting the cock with St.'Stephen
‘ae Herod's steward may have been quite well-known in Britain.

The Scandinavian ballad on this theme can be traced only to the
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late seventeenth century, but it contains a folk tradition,
probably old, that Stephen was Herod's groom. A later Eﬁglish

ballad, The Carnal and the Crane, appears to rely on the

Middle -English fradition but has adapted the legend to connect
it with’the wiée men and the hassacre of the Innocents: this
adaptation might have occurred indépendently of the 01ld French
tradition.

The.hisﬁory of the miracle of the cock illustrates
several features of religioﬁs balladry} its use of legendary
maferiél from the New Testament Apocrypha, thé popularity
thréughout Europe of the spectacular miracle as the subject-
matter of balladé, rather than bible history or moreAsober
saints'.livésgo and, finally, the use of traditional religious
béllads at Chris£has festivitiés‘in Britain'and Scandinavia.
Association with Christmas customs has been an imporfant

means of survival for religious'ballads.
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C.C. texts XI sta. 10.4 and 2 sta. 3.4) is obscure in this context and
has never been satisfactorily explained; my own tentative and rather
unconvincing suggestion is that the original word was 'sennets' or
'trumpet calls' (0.E.D., VIII, Pt. II, p.455).

‘D.g.f., IT, p.525, no.96 A, 'Jesusbarnet, Stefan og‘Herodes';' partly

translated in E.S.P.B., I, pp.233-234; translated in full in
R.C.A. Prior, Ancient Danish Ballads, 3 vols., London and Edinburgh,
1860, I, pp.398-399 and in Dal, Danish Ballads and Folk Songs, pp.53-54.

D.g.F. 96 B in vol.III, p.88l, from two copies of the middle and late
eighteenth century; summarised in E.S.P.B., I, p.234,

E.S.P.B., I, pp.234-235.

Arnberg, Medeltida Balladen, p.l149 (summary only).

D.g.F. III, pp.882—883; described in E.S.P.B., I,'p.235 and II, pp.7-8.
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73.

74.

. 75.

76.

77.

78.

79.

-~ 80.

.and heresy among the English peasantry.

For this tradltlon, see Greene nos. 122‘A sta.7 and 129 stas. 5, 6 and
also Two Coventry Corpus Christi Plays, Play I, p. 24 line 695.

D.g.F. III, p.882 (Swedish broadside) sta. 2.1; the presence of Herod's
council is perhaps implied in Child 22 sta. 10.2, "among the lordes alle".

Chester Mystery Cycle, Play X, lines 169-172, p.191; Caxton's Golden Legenc
II, p.177. Cf. the later carol 'In the reign of great Caesar, the
Emperor of Rome' in W.H. Husk, Songs of the Nativity, London, n.d.

(1868), p.58, sta.ll.

D.g.F. 96. A (vol.II, p.525) sta. 7 3; -D.g.F., III, p.882 (Swedish
broadside), sta. 2.3,

cf. Child 59 A sta. 10; 81 A sta; 11; 165 sta. 6. (All ballad versions
of the seventeenth century).

Child 74 A sta. 10.1-2; cf. also Chlld 100 A sta. 8; 102 A sta. 11;
110 A sta. 15; 156 A sta. . 2.

Protevangelium XXII.1l, translated by James, Apoc. N.T., p.48. The
Protevangelium, a Greek work, probably of the second century, is printed
by Tischendorf, Evangelia Apocrypha, pp.l-50 and translated into English
by James, Apoc. N.T., pp.38-49, B.H. Cowper, The Apocryphal Gospels and
Other Documents Relating to the History of Christ, 4th ed., London,
1874, pp.1-26 and Hennecke and Schneemelcher, N.T. Apoc., I, pp.374-388.
A Latin version was probably known in England in the thirteenth and
fourteenth centuries: ibid., I, p.370 and see M.R. James, Latin Infancy

Gospels, Cambridge, 1927, esp. pp.ix-xi.

Hodgart, The Ballads, p.20 is wrong in supposing that the survival of
ballads on apocryphal subjects is the sign of an undercurrent of paganism
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'THE _CHERRY TREE CAROL' (Child 54)

Sixty-six traditional and seventeen English Broadside

variants of The Cherry Tree Carol are listed and described below

in Appendix A and will be referred to by numbér aléne in this
chépter. These variants, none older than the late eighteenth
century, have been recovered from the Southérn,}Western and
West Midland counties of England, and from North East Scotland,
Eire and North America, pafficularly the Appalachian mountain

regioh in the United States of America. Although certain broad

“textual relationships can be discerned, and will be described
below, . there is much variation among the listed texts and it has
not proved practicable either to classify the'fexts according to
group, or to draw up a precise stemma of the process of
transmission.

One difficult& of classification is that the structure of

The Cherry Tree Carol is episodic: the ballad méy end in several

wéys.:.The.core of the ballad, however, is the 'episode of the
bbwiﬁgAtree','in,which Joseph churlishly refuses to gather éherries
férvhis-prégnant wife, the Virgin Mary: the tree then bows
miraculously, usually at the bidding of the‘uﬁborn Christ Child,
and Mary eats her fill. This section of the ballad uses
traditiénalllanguage and motifs found in Middle English poetry

and probably therefore derives from an ur-ballad known in the

éarly fifteenth century or before.

The. ultimate source of the 'episode of the bowing tree' is

'~ the apocryphal ihfancy gospel of Pseudo—Matthewl, a Latin‘compil-

ation of the eighth or ninth century which includes much material

’ from the Protevangeliumz. In Pseudo-Matthew XX, the Holy Family,
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accompanied by servants and animals, are travelling to Egypt.
Mary, tired by the heat of the sun, suggests to Joseph that they
rest in the shade of a date-palm. While she rests there, Mary
notices that the tree is laden with fruit and speaks to Joseph
of her desire for the fruit. Joseph wonders that she can think
of such a thing, since the tree is high and he is worried by
the travelling party's lack of water3
Then the little child, Jesus, sitting with a glad
countenance in his mother's lap, saith to the palm,
0 tree, bend down thy branches, and with thy fruit
refresh my mother. And straightway at this word, the
palm bowed down its top to the feet of the blessed
Mary, and they gathered from it fruit wherewith all were
refreshed. Now after they had gathered all its fruit,
it remained bowed down, waiting to rise at his command
at whose command it had bowed down. Then Jesus said to
it, Raise thee, 0 palm, and be strong, and be a partner
with my trees which are in the paradise of my Father.
At Jesus' command, the tree releases a fountain of clear water
. from its‘rdots and the next day is ' rewarded when an angel bears
one of its branches to Paradise.

There are many differences between this account and

The Cherry Tree Carol: in Pseudo-Matthew, Jesus is a small

child, not an unborn baby; the tree is a daté—palm; Joseph
is mergiy worried,_not churlish; there is the additional miracle
of the spring; finally, the incident takes place in hot, desert

country, on the way to Egypt.

Nevertheless, The Cherry Tree Carol is clearly based on a

Middleé English tradition derived from Pseudo-Matthew, and the

'-‘éccount in the apocryphal gospel can be used to distinguish which

expressions and motifs in the extant variants of The Cherry Tﬁee
| Carol belonged to the ur-ballad. Thus, in most ballad texts, it
is merely stated that the trees were heavy with cherries, but in

some variants it is Mary who notices the fruit, as in Pseudo-

.4Matthew4
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As they went a-walking
In the garden so gay

Maid Mary spied cherries
Hanging over yon tree.

The variants of The Cherry Tree Carol éxplain the miracle
in several different ways. Usually the unborn Christ Child
speéks from Mary's womb. He may tell Mary to, "Go to the tree

and it shall bow down”s, or issue a direct command to the
tree6

Oxﬁhen.bespake the babe in his mother'g womb ,

'Bow down he tall trees (sic) to my mother's hand.'
' C.T.C. 1la sta. 6.

Then whispered Jesus
So meek in the womb,
'Bow down, gentle cherry bush,
That my mother may have some.!
' C.T.C. 17 sta. 4.

In some variants, Mary herself commands the treé to bow7; in
others,>God speaks from heaven8 or an angel performs the miracle
It seems probable, however, that in the ur—balléd Jesus gave a

direct command to the tree, -that it bow to His mother, as in

Pseudo-Matthew and in several Middle English poems: this is also

especially appropriate to the ballad, where the baby Jesus, as
the Sédohd Person of the Trinity, responds to Joseph's challenge,
'Let Him pluck thee cherries that got thee witﬁ child'.

The ur-ballad of the bowing tree probably concluded with the
announcement.to Joseph by an angel of the impending birth and
true idéntity of the Christ Child, Jjudging by the varied )
references to angels whic¢h survive in many texts of the'present
baliad; Joseph, while walking, may hear an ahgel directly
'déscribe_the poverty of Christ's lodgings and clotheslo; the
same étépzas may be misplaped and used as an indirect description

of Christ's birthll, or as the Christ Child's prophecy of His

own povertylz; sometimes both Joseph and Mary hear angels sing13

and sometimes Just Mary alone, as she puts Jesus to bed14. Whilst
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the original ballad epiSOde of the angel was probably suggested
by Matthew's'gospel (I.21), it may also have been prompted by
the appearance of an angel at the conclusion of the miracle in

Pseudo-Matthew.

Pseudo-Matthew influenced much medieval vernacular literature,

and there are several EUropean'ballads of the bowing treels,

most apparently unrelated to The Cherry Tree Carol. A ballad found
in French and.ProvengallG, however, may welllbe derived from a
medieval ballad similar to the English carol,fsince it too
recountsathat the incident took place before Christ's birth:
Joseph_and Mary walk in a garden, and Mary oonfesses to a desire
for'apples; Joséph,replies that the man who‘caused her suoh
1onging (i.e. the 'pica' of pregnant women) Should gather her the
fruit' 'Mary raises‘her hand, and the tree bows, whereupon
Joseph falls on h1s 'knees and begs Mary's pardon, the Provengal
vers;onrconcludes with the journey to Bethlehem‘and the miraole
oflthe'armless“girl‘Who grows arms to pick uplthe Christ Child.

Curiously enough, the latter miracle is founduappended to an

lrish*Gaelicfoante—fable of the cherry tree from recent traditiont

The Cherrvaree Carol itself, however, is clearly related

to the_Middle English tradition of the bowing tree on the flight

‘"topEgypt;,‘The4earliest Middle English example of the episode

from,PseﬁdoeMatthew‘oc¢urs in a poem on the Childhood of Jesus in

oxford, Bodleian Library MS. 1486 (also called Laud Misc. MS. 184

" and Labd MS; 108), of the late thirteenth centuryls; the language

of thls poem. is Southern, ahd it appears to. be based on an 01d

French orlglnallg. In Laud MS. 108, Mary notlces the fruit

(apparehtly'applesgoo as in Pseudo—Matthew,'but Jesus forestalls

-Joseph's reply by Speaklng to the tree "mlldellche"21:

~&Kise1de. Ich the hote, treo,

. To mi Moder a bouwe thou the

With gret plente nouthe yif hire
- 0f that fruit that thou dest: bere'
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The tree immediately bows22
Marie inoughh thar of et
And al so dude Josep ek
Tho huy weren wel i fuld
Of that fruyt erore wild.
Jesus' direct command to the tree that it bow. to His mother is,

as we have seen, a feature of The Cherry Tree Carol. The

Chlldhood poenm's reference to Mary eatlng 'enough' is found also
in a Scottlsh ballad variant:

The small branch did break,
And the rough branch did bow,

And Mary's gotten cherries, .

She's gotten cherries enow.
C.T.C. 25 sta. 8.

Many other yariants imply that Mary ate her fi;l of the cherriesZB.
The rhyme'ﬂwild"used in the Childhood poem is found in other
Mlddle Engllsh accounts of the bowing tree, and in a broadside
varlant of The Cherry Tree Carol though the latter seems to be

a later emendatlon24.

Not much later than the Childhood poem 1n Laud MS. 108 is

the account of the bowing tree in the Northumbrlan poem Cursor

Mund125, wh;ch corresponds closely with Pseudo-Matthew: here

also, Mary notices the fruit and Jesus issues a direct command to

the tree?G;

bowe the til us squithe thou tree
and of thi frute gif us plente
vnneth had he saide the soun.

quen the tree louted down.
rlght to mari hlS moder fote.

The tree s bowing to Mary's foot is derived from Pseudo-Matthgu

'Extant ballad varlants adapt this detall in that the tree bows
W'to Mary's hand or knee and they reta;n the further detail, found'

in’Pseudo—Matthew27, that it is the very higheSt part of the tree

‘.(Sometimes "the uppermost sprig"gs) which bows:

“Then the hlghest branches bent as low
As Mother Mary's knee
" .And she picked of the cherries

By one, two and three. .
B C.T.C. 6b sta. 8.
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In Cursor Mundi, Jesus describes the trees in Paradise as

"my awen orcharde”gg. In several variants of The Cherry Tree

!

Carol, Joseph and Mary walk through an 'orchard good'; in others,

30

they walk thfough a garden, usually 'green' or 'gay' However,

the walking of a man and his wife or sweetheart in a 'garden
green' 1is also a ballad commonplaceSl.

A later poem on the Childhood of Jesus occurs in three

redactions in fifteenth century manuscripts of the North and

North Midlands32. In this poem's account of the bowing tree33,

the tree apparently bears both flowers and fruit34. Mary's
request to Joseph, and his rude answer, are omitted; Jesus
issues a direct command to the tree35:

Jhesu thane spake to the tree anone
Lowte doune, he sayde, my modir vn-tille,
Tille scho and Joseph bathe hafe tane

Of thy froyte all that thay wille.

36

Here also Mary is said to have "ynoghe"™~, the tree bows to

'Mary's feet37 and, as in the earlier Childhood of Jesus, Mary
38

thanks her Son for the nmiracle

An:early fiftéenth century Life of St. Anne acknowledges

Pseudo-Matthew as one of its sources39. In the episode of the

' bowing tree in this poem4o, it is Mary who notices the fruit;
Joseph's reply, that no man could climb so high a tree4 , 1is
akin tO'ﬁhe balléd quip that another man, the father of Mary's
child, should get her the fruit. Here also Jesus commands the
:'tfe§42:v

.. 'yow make the boun
& to my moder here bow doun.'

The Middle English work most closely related to our ballad

Cis, hdwever, the cherry tree episode in the Ludus Coventriae

or ‘'Hegge Plays',»a'compilation of mystery plays written down

in or about 146844 in an East Midland dialect: the plays may

have originated in Lincoln45 or perhaps Norfolk46. As the banns
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attached to the plays do not correqund witﬁ ﬁhe cycle of plays
we ha&e, it‘is thought that a group of plays oﬁ the life of the
Virgin Mary,'made in honour of St. Anne, has been written into
a'cycle'of Corpus Christi plays which were aiready Marian in
tbne47.. o

The cherry tree episode occurs on the ‘journey to Bethlehem in

the Birth of Christ (play XV) and is followed in the play by
Joseph's encounter with the midwives. - According to both
canonical and apocryphal gospel, Joseph's doubts about.Mary's

Virginity'haVe been allayed before the‘jourhey to Bethlehem:

in the manuscript cycle of Ludus Coventriae, moreover, Joseph's
doubts have been.Shown to be resolved in two earlier plays,

Joseph's Return (XII) and the Trial of Joseph and Mary (XIV),

bothfusually adjddged, with the‘Birth of Christ, to have been part
of the.Corpus'Chfisti cycle before the addition of the St. Anne
piays48. Other'reésons besides this thémafic_one suggest that
'the'épiSOde of tﬁe cherry tree is a later interpolation: it

is not:méﬁtionediin tﬁe‘Proclamation of the'Banns49, it
éontaihs a fypecﬁ"tuhbling verse' considered é sign of late

reviéionSQ and it has been marked with mid-line points, like

the St. Anne plays, but unlike the rest of the Birth of Christ,

Joseph's Return or the Trial of Joseph and Mary51.

In my opinion, the cherry tree episode ih'Ludus Coventriae
”is:baséd on an e#iéfing poem§2; probably thévﬁr—ballad of the
' chérry tree, whiqh, however, differed in some significant. ways
Hfrom Child 54;_ The poem must have been popuiar to have prompted
thé:intrusion of such an awkward episode, not only inconsistent'
| with what has gone before, but also briefly toid and yet

apparently:demanding the difficult stage property of a tree

’which first flowers and then bears cherries. Ludus Coventriae,

however, appears to have involved the use of complicated stage
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equipmentSS; alternatively, it could be argued that the

spectators of such scenes were required touse their imagination54

The Birth of Christ opens with a monologue by Joseph

explaining the Census of St. Luke's gospel (II.1-5). He then

announces to Mary that he must make the Jjourney to Bethlehemssz

Now my wyff mary . what sey ye to this
For sekyr nedys I must fforth wende

On to the cyte of bedleem ffer hens i-wys
Thus to labore I must my body bende.

Mary: Myn husbond and my spowse with yow wyl I wende
A syght of that cyte ffayn wolde. I se
If I myght of myn Alye ony ther ffynde
It wolde be grett joye on to me.

Joseph's invitation and Mary's willing reply seem to be
traditional by the fifteenth century, since similar forms are
found before the journey to Bethlehem in both the (true)

Coventry Nativity Play and the Life of St. Anne56. Moreover,

it éeemslprobablé that a similar invitation and reply formed
part of the ur—ballad of the cherry tree, since in two variants,
from Séotland and Ireland, Joseph announces to Mary that he will
make a pilgrimage to Jerusalem

He made her a bed

0' the pillows and sheets;
. Says, 'Lie doun, my Mary,.
'And take a quiet sleep
For I'm going to Jerusalem
My sins to beweep.'

'T winna lie doun, Joseph,
For sleep I'll get nane,
- It's I will go wi you
Wherever you gang.'

Scottish and Irish Gaelic ballads of the cherry tree58,

adJudged by the Irish scholar Hugh Shields certainly to be

derlved from the English Cherry Tree Carol59, throw further

'light on this invitation. The Scottish Gaelic version (stanza 1)

indicates fhat Joseph and Mary are travelling to the Census.

An Irish Gaelic version introduces Joseph's pilgrimage after

the miracle, to demonstrate Joseph's repentance




69

Chapter Four: The Cherry Tree Carol

Then spake  St. Joseph, and cast himself upon the
ground, "Go home, O Mary, and lie upon thy couch
until I go to Jerusalem, doing penance for my sin."
Then spake the Virgin with utterance that was blessed,
"I shall not go home, and I shall not lie upon my
couch, but you have forgiveness to find from the

King of the Graces for your sins." :

1t seems likely,vthen, that in the ur-ballad, as in Ludus

‘Coventriae, the miracle of the bowing tree occurred on the
jourﬁey.to Bethlehem, as is explicitly indicated by several

of the present ballad variants6l. However, in most later
variants the stanzas of Joseph's invitation‘ahd Mary's reply
dropped out. Where they remained, the Census was forgotten,
-and the Jjourney bécame a pilgrimage to Jerusalem; later, in
some texts, fhe penitential pilgrimage was‘uhderstood as

part of Joseph's contrition and hence placed after the miracle.
Joseph's request that Mary lie down probablyvindicates his

solicitude about her - condition, a trait he also exhibits in
62, ’

the Ludus Coventriae episode

. My Spowse ye be with childe . I fere yow to kary
Ffor me semyth it were werkys wylde
but yow to plese ryght ffayn wold I
yitt women ben ethe to greve . whan thei be with childe.

In Ludus Coventriae it is Mary who notices the tree63,

'which»isubaré at first.' Joseph remarks that it is a cherry

tree and that in due season she might eat her fill. Mary then

.announces that the tree has just burst into bloom. Joseph
urges her to hurry, but Mary replies6

Now my spowse I pray yow to be-hold

How the cheryes growyn vpon yon tre

Ffor to haue ther-of ryght ffayn I wold
and it plesyd yow to labore so mech for me.

Joséph at first tries to 'pluck' the cherries»and then gives

65
up o :

Your desyre -to ffulfylle I xal Assay sekyrly

Ow . to plucke yow of these cherries . it is a werk wylde
Ffor the tre is so hygh . it wol not be lyghtly

Therfore lete hym pluk yow cheryes . begatt yow with childe.
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The suddenness of Joseph's verbal attack on Mary supports my
thesis that the playwright here is working‘into his speech a'

traditional rejoinder from the ur-ballad, a Quip preserved almost

unchanged in many later ballad variantsss.

67

It haé appeared to some scholars that'the cherry tree in

Ludus Coventriae bows at Mary's command. In féct, however,

Mary first prays to God and then comments that the tree is

bowing to her68:

Now good lord I pray the . graunt me this boun
to haue of these cheries and it be your wylle
now I thank it god . this tre bowyth to me doun
I may now gaderyn A-nowe . and etyn my fylle

The tree's bowing to Mary, and Mary's eating 'enough' is, as

we have'seen, a feature of the Middle English Childhood poems.

Mary throughout the scene in Ludus Coventriae acts as a
commentatorvon the tree's actions, and her words here are
almost a paréphrase from her own point of viéw of this
section of the ballad:
Then up speaks the little child in hislown mother's womb
'Bow down, you sweet cherry tree, and give my mother some.'

Then the top spray in the cherry tree bowed down to her knee:

'And now you see, Joseph, there are cherries for me.'
' c.T.C. 12, stas. 4,5.

Joseph's challenge demands that Jesus or God the Father perform
the miracle directly in order to prove the Paternity of the
Chriét Child. Also, 1t would be difficult to portray on stage
the Christ Child speaking from Mary's womb. Joseph's words of
contrition, moreoVer, imply that he has Jjust witnessed a

. demonstration of the power of the Trinity®®:

Ow . I know weyl I haue offendyd my god in trinyfe
Spekyng to my spowse these vnkynde wurdys '
Ffor now I beleve wel it may non other be

but that my spowse beryght the kyngys son of blys

Josebh's reference to his 'vnkynde wordys' suggests that the

ur-ballad of the cherry tree contained the phrase 'words so
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~unkind' which is preserved in so many later variants
Then Joseph spoke to Mary
In words so unkind
'Let him pluck thee cherries, Mary,
Who brought thee with child.'
C.T.C. 6b sta. 6.
At an earlier étage still, Joseph may have.spoken with words
'unmild'7l,'since this would emend the fhymé.. Joseph's
acknowledgement that Mary is bearing God Himself occurs also
in the Scottish Gaelic ballad of the cherry tree’ 2. Joseph's

repéntance in the English ballad is discusséd_below. In Ludus

Coventriae, Méry thanks Joseph for his apoiogy,_and they proceed

to Beﬁhlehem.

Carr suggésts that the episode of the bowing tree was first

adaptéd'as a Nativity story in Ludus Coventriae and that both

Child 54 and thevMiddie English romance of }Sir Cleges' are
derived from the play73.‘ The two fifteenth century recensions
of 'Sir ClegeS',-however, are ﬁhought to be derived from a

.COmmon original of the late fourteenth or early fifteenth

~centuries74;vi.e; earlier than the compilation of Ludus

Coventriae. Moreover, apart from the motif of a cherry tree
bearing fruit on Christmas Day, the romance story of the
“.restoration of Sir Cleges' fortunes through his gift of the

cherries to the king resembles neither Ludus Coventriae nor

Child 54 very close1y75. It is, of course, not impossible that
the composer ofv'Sir Cleges' knew the ur-ballad of the cherry tree,

'but'C,G. Loomis shows that many much earlier saints' legends

recQunt the mid-winter bearing of fruit76.

Furthermore, it has«already been demonStfated that Child 54°

.contéins motifs found in Pseudo-Matthew and the Middle English

poems derived from it, but not in Ludus Coventriae: these

are, mainly, Jesus' direct command that the tree bow, and the
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detail that the very top of the tree bows to Mafy's knee.
The preseht.ballad also preserves more clearly the fact that
Mary sﬁffers the 'pica' of pregnant women77

0 then bespake mary so meek and so mild,

'"Pluck me a Cherry for I am with Child.'

' ' C.T.C. la sta. 4.

Mary's announcement here is a more natural spur_to'JOSeph's

‘ anger ﬁhan her modest request in Ludus Coventriae.

The mosf significant difference betweeh Ludug Coventriae and
Child-54'ié that iﬁ;the former the tree both biossoms_and bears
fruit as Mary looks at it. This may well have been a.featufe of
thevur4ballad, since the tfee in the later Childhood poem bears

both flowers and fruit. However, the reviser of Ludus Coventriae

might simply have utilised the common medieval tradition that
on Christmas Night all created things, including plants,

honoured Christ. According to the Stanzaic Life of Christ

preserved in fifteenth century manuscript, but probably
bompiled at Chester during the fourteenth céntury78, the vines
of Engedi'flowed with balm and bore fruit suddeﬁly on Christmas'_

Night79:

. The thrid wonder hit was tys
‘thay sprongen wer so sodeynly
ffor las then in an hour i-wys
thay burionut & leuet apertly,

And beren fruyt eke also,

thus knew that creatur God almyght
-that beyng & 1if hade both two

but nouther felyng, wit ne sight.

: Similarly the tree in Ludus Coventriae probably blooms and bears

fruit not primarily to honour Mary's gaze, but‘to acknowledge
the prégence of its Creator in her‘womb, as Joseph, at
first, would not. |

The resémblénceé between Child 54 and tﬁe'ébisode‘in Ludus

Conventriae are in general so strong that it isﬁpossible'to
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conjecture which features were part of the ur-ballad from

which both are derived. Features found only in Ludus Coventriae

are given in parenthesis; apparently archaic features found

only in The Cherry Tree Carol are underlined:

(1)
(2)

(3)

(4)
(5)

(6)

(7)
(8)
(9)

(10)

(11)

(12)
(13)
(14)

(15)

Joseph, an old man, married Mary in Galilee.

Mary, his cousin, proved with child, but Joseph

knew her not.

Joseph announces that he is going on a jdurney
(to Bethlehem).
Mary says that she will gd with him.

(a) They walk in an orchard.

(b) (They climb a hill.)
Mary notices a cherry tree:

(a) it already bears cherries.

(b) (it is bare, but first blooms, then bears
cherries as Mary iooks at it.)

Mary aéks for cherries.

(Joseph at first tries to pick the cherries.)

Joseph uses unkind words: 'Let him pluck.you

cherries who got you with child.'

In response to these words, Jesus speaks from the womb.

" Jesus commands the tree  to bow down to his mother, so

that she may gather the cherries.

The highest part of the tree bows to Mary's knee, or hand.

(Mary thanks God.)

Mafy eats 'enough'.

Joseph is filled with éontrition;

(a) (he acknowledges his sin against God and confesses

that the child in Mary's womb is God.)

(b) he begs Mary's pardon.
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(16) (Mary acknowledges Joseph's apology and forgives him.)

(17) The identity of Christ is announced by an angel.

(18) Mary and Joseph continue their journey to Bethlehem

and Christ is born.

Apart from Ludus Coventriae, no Middle English work

testifies-unequivocally to a knowledge of the cherry tree
ballad.on the part of its author. Rosenberg, indeed, claims

.that Chaucer deliberately alluded to the cherry tree story

in'The Merchant's Tale', by such details as the ages of January
andlMay, their initials, the garden setting,-and May's attribution
of her appetite for fruit to pregnancyso. Most of these details,
however, are adequately explained by other medieval works

The Chester Shepherd's Play (VII) indicates the popularity

of stories of the bowing tree in the middle ages, and perhaps

beyond: the Chester Plays are extant only in late sixteenth

century manuscript, though they may represent their fourteenth

century originals quite faithfullygg. In the Shepherd's Play,

the fourth boy presents the Christ Child with a nut hook83:

Nowe, chyld, although thou be commen from God
And bee thyselfe God in thy manhoode,

yet I know that in thy chyldhood
- thow will for sweetemeat looke

To pulle down apples, payres, and ploomes,
ould Joseph shall not need to hurte his handes
because thow haste not plentye of cromes

I give thee here my nuthooke.

In Ludus Coventriae, also, it 1is suggested that Joseph hurts

himself whilst attempting to pick fruit84.

In the Towneley 'Secunda Pastorum', written by the

'Wakefield Master' in the first half of the fifteenth century85,
the first shepherd offers Jesus a "bob of cherys”86.‘ This does

hot hecessarily indicate, pace Carr87, that the Wakefield Master

knew the cherry tree story. The cherries might have been
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intended,Alike the "other shepherdst gifts pf,a bird and a ball,
simply to emphasise Christ's childhood88: cthare the quotation
from the Chester play above. |

Canteiupe and Griffith argue from the eyidence of paintings
that cherries have been a Christian symbel“from the seventh
century, associated with the Blood of the Crucifixion and the

Wine of the Eucharistsg. The cherries of Ludus Coventriae and

Child 54, hoWever,,may not have much significance: 1in the

Provengal ballad, the fruit is an apple, and apples are

mentioned WIth.cherries in several variantsldf The Cherry Tree
gagglgo. The  Middle English proverb, 'This wdrld is but a
cheri—feire'9 perhaps implies that the cherry was thought
delieions enough to symbolise the fleeting joys of human life;
if SQ,:the.Viréin's longing for cherries is poignantly human.
The most important alteration made to the story in Pseudo—

Matthew by the ballad and Ludus Coventriae is, however, the

retlmlng of the miracle so that 1t takes place before Christ's
birth. The motlve for this change was probably the enhancement
of Chrlst S power, for if Christ was two years old on the Flight
to Egypt, as some clerics thought92, then Chrlst S power_of-
speech itself would not be miraculous. A ;egend of Christ's

~talking in the cradle was clearly known early in Arabia, for

it occurs both in the Arabic Gospel of the Infangyg3 (Chapter 1)
and in the §Q£§394. By the early fifteenth century the
tradition of Luke's gospel (I.15,41) that John.the Baptist

| leapt in his mother's womb had been amplified in England and
‘Germany to suggest.that he also talked . Early talking, both .
hefore and'after birth, is a common featureldf.medieval saints!
legend596 |

the situation whlch is presented most. frequently is
“that of false accusation of paternity. The infant in
each instance reveals his true father.
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Christ?s qommand in The Cherry Tree Carol doés in fact reveal
His true paternity. The tranéference of thé 'early talking
tradition' to the ballad was doubtless fostered by the popular
belief that Jesus was perfect Man, fully formed, from the
moment of His'concepfion97 |

Before exémining other motifs and episodes which make

up Thé}Cherry Tree Carol, it seems appropriate here briefly

to describe the textual relationships betwéen the ballad's

many variants. The Cherry Tree Carol seems to have been preserved

withoﬁt important changes until the eighteenth century, assuming
that the final baliad episodes, of 'Joseph.and‘the Angel' and
the Christ Child's prophecies, are not post;hedieval additions.
Most of the extant broadsides, none much older than about
180098, are based on an 'old London version', probably of the
second.half of the eighteenth century,.whicﬁ itself appears to
be derived'from oral ‘tradition, since it is disordered and
corrupt. " The 'old London version' is repreéented by Pitts'

- broadside, X1V, printed without stanza divisions and including
.an"exfra line' in Mary's request: |

AThen bespoke Mary with wofdé both meek and mild:

'Gdther me some cherries, Joseph, they run so in my mind;
'Gather me some cherries, for I am with child.'

X1V, 'sta. 4'..

Later in this version, another 'extra line' is included:

Then bespoke Jesus all in his mother's;womb

'Go to the tree, Mary, and it shall bow down

'And the highest branch shall bow down to Mary's knee,

And she shall gather cherries by one two or three.'

'Now you may see, Joseph, the cherries were for me.'

' XIv, 'stas. 6, 7'.

These 'extra lines' may well be remnants of lost stanzas of
incremental repetition. Two curious corruptions occur 1ater

in this version: instead of the angel's declaration that Jesus

, ‘waS'not christened in white wine nor red, we are told that
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"He never did require white wine and red" (stanza 10.1);
instead of the Christ Child's prophecy that He will be as dead
as the stones in the wall, He announces to Mary:

'This world shall be like the stones in'the streét

For the.sun and the moon shall bow down at thy feet.
XIV 'sta., 13'.

Broadsides XIII and XVII are likewise variants of the 'old .
London version', but contain the further corfuption,"He never
did require white wine and bread' (Stanza 10.1). This latter
version was adopted by the Birmingham printer Joseph Russell,
but the 'extra lines' caused him to divide the stanzas awkwardly:
As Joseph and Mary walked through the garden gay,
Where the cherries they grew upon ev'ry tree
0 then bespoke Mary with words both meek and mild,
'Gather me some cherries, Joseph, they run so in my mind,
'Gather me some cherries for I am with child.'
.Then bespoke Joseph with words most unkind,

1Let them gather thee cherries who got thee with child.

Then bespoke Jesus all in his mother's womb.
VII stas. 2, 3.

Othef-Birmingham printers attempted to regularise Russell's
version. Bloomer, theiprinter of broadside 'V, merely switched
Mary'é lines of request so that 'mild'’ rhymed with ‘child!

and 'mind!' with 'unkind'. Wright, in broadside IX, emends
'they run.SO in my mind' to ﬁGather me some.cherries, Joseph,

they run so wild" (stanza 2.4). Broadsides I and VI are virtually

identical: Cowper may have used Jackson's chapbook (Y;) and
merely made a few editorial alterations. In this version, the
awkward stanzas have been rewritten to regularise the rhyme:

"As Joseph and Mary walked the garden gay,

Where cherries grew upon every spray,

0 then bespoke Mary, with words so meek and mild,
1Gather me some cherries, for I am with child.

‘'Gather me some cherries, Joseph, they run so in my mind.'

Then bespoké Joseph with words so unkind,
'T will not gather cherries.' Then said Mary, 'You shall see

By what shall happen, these cherries were for me.'
VI stas. 2, 3.
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The London printers Batchelar, Catnach and Taylor
(Broadsides XI, XII and XV) solved the problem of the 'extra
lines' by shortening the version representéd by XIV and omitting
the incident of the bowing tree completely. .These versions thus
consist of four 'long-line' stanzas, one describing Joseph's
marriage and Mary's pregnancy, two more Joseph's encounter with
the angel, and the final one the Christ Child's prophecy that
the world will be like the stones in the sfreet. .

Hone, writing in 1823, admitted that he was presenting
his -own version made up from several broadsides. His version
(II) appears to be based on the 'old London version' with
several additional stanzas, including two from the Christ Child's
prophecy of His Resurrection. Broadside X, printed at Gravesend
c. 1846, is Virtually identical with Hone's version.

A broadside version independent of the 'old London version'
appears, however, to have been known in thé_West Midlands during
the late eighteenth century and may be represented by the version
printed by Husk in 1868 (III1), for which he gives no source.
This has a different account of the bowing tree:

‘0 then bespoke our Saviour

"All in His mother's womb,

'Bow -down, good cherry-tree,

To my mother's hand.'

The uppermost sprig

‘Bowed down to Mary's knee,

'Thus you may see, Joseph,

These cherries are for me.'
'0 eat your cherries, Mary,
0 eat your cherries now,
0 eat your cherries, Mary
That grow upon the bough.
III stas. 6-8.
The version also has the 'correct' form of the christening

'stanZa.from the episode of 'Joseph and the angel', and a full

and correct version of the Christ Child's prophecies:
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Then Mary took her young Son -
And set him on her knee:
''I pray thee, now, dear child,
Tell how this world shall be?!
'0, I shall be as dead, Mother,
As the stones in the wall;
0 the stones in the street, mother,
Shall mourn for me all.'
III stas. 14, 15.
Three stanzas concerning the Crucifixion and- the Resurrection
follow, of which two are found also in II and X.

The Birmingham printing family of Wood, which began work
in the late eighteenth century, printed a corrupt variant of
the 'independent West Midland version' (VIII) in which the
episodé of 'Joseph and the angel' is omitted, but two stanzas fror
it are kept and appear to be uttered by the Christ Child Himself
(see VIII, stanzas 10 and 11). A version like Wood's was
obviously the basis of Swindells"ManchestefAbroadside, kVI,
‘which has bowdlerised Mary and Joseph's conversation so that it
is the born Christ Child who performs the miracle:‘

‘As Joseph and Mary walk'd thro' a garden green

The cherries hung heavily upon every limb

O then bespoke Mary, so meek and so mild,

'O gather me cherries, Joseph, to give to my child.'

O then replied Joseph in words so unkind,

1I'11 not gather thee cherries to give to thy child.'

0 then bespoke our Saviour, all on his mother's knee,

'Unto my mother's hand, bow down .sweet cherry tree.'

' : ) . XVI stas. 2, 3.
.-‘English traditional versions 3 and 23 contain a similar
form of Mary‘s request and Joseph's reply (see stanzas 3 and 4),
and are probably derived from the independent West Midland versior
but have been adapted in several ways, perhaps even before the
nineteéenth century since they contain éome'traditional (though
not always 'original') features: 1in texts 3 and 23 it is Mary

who notices the cherries and performs the miracle, the episode

of 'Joseph and the angel' is retained and the water in which
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: Jesns is chrlstened is 'fresh sprung from Bethlne' (3 stanza
12.4, 23 stanza 11.4). Bramley and Stalner's version (3) appears
to be the‘source~from which some twentieth eentury American
Versions (ngand 62) are derived. |

The'oldest and best traditional variants come from Cornwall.

‘The oldest text of The Cherry Tree Carol,'la, dated 1767, was

ipart of a village carol singing tradition inAthe deanery of
Bnrian. This contains (at stanza lO) the*'oorrect' version of
Christls.prophecy.of the"stones in the wallf, and also two old
stanzas on Joseph and Mary's walk through a gardenf

Joseph and Mary walk'd through the orchards Good
- Where was Cherrys and berrys as Red as the blood

Joseph and Mary walk'd through the orchards Green
- Where was. Cherrys and berrys as good as mlght be seen.
la stas. 2, 3.

A later Cornish version,:gg, preserves the second of these

stanaas'and other old features, but in other respects resembles

the findependent West Midland version' in that stanzas from
'Joseph and the angel' are spoken by the Chrlst Child Himself
(see 6b stanzas 11 and . 12). .

It was probably a lost English version. whlch was transm1tted
R to the Southern Appalachlans during the late elghteenth or

early‘ 1neteenth centuries and there-adapted The version was

',transml ted from England to Scotland and Ireland at about the
"same da e. ThlS hypothesis best explalns thewmarked similarities
'between English variants sung by gypsies, Scottish and Irish

versiOns, and the 'standard American version!: Joseph is often

man who 'courts' the'Virgingg; Mary and Joseph walk

oun
throdg»‘a garden green where apples and cherrles are to be seen
(see note 90), Joseph speaks not of him 'wholgot Mary with child'

. but of 'the father_of her chila't00 ; theloherry tree bows
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"low to the ground'101; Jesus is sometimes éalled 'Our
Saviour'loz. Apparently an Irish feature is that Mary gathers

103. The ending of the 'standard

the cherries in her apron
Amefican versioh', in which the unborn Chfist-Child prophesies -
His birfh accombanied by apocalyptic signs,'is probably an
amalgamétion of the:two ballad sequels to the cherry tree miracle.
‘'Joseph and the angel! ana the stanzas in.whiéh the born Christ
Chiid prophesies His own death. 'Misplaced angel stanzas'
occur in some English, Scottishvand Irish.variants (see notes 11
and 12), whilst .in Irish and Scottish variant; (see below) the
Christ Child describes the épocalyptic signs Which accompanied
théVCfﬁcifixion.

'Bfonson's analygis of the bailad melodies at least does not

contradict my theory of transmission104:

twenty-five of
Brohsbn‘s thirtyétwégtunes belong to a cenfrél melodic group,
A: grdﬁp A.a, containing ten tunes, 1is Englisﬁ and Irish,
 group éég; containing hine tunes, 1is connécted witﬁ the South
_Appaléphians.

' Three English variants have been contaminated by other

carols, variant 2 by the carol of 'Joseph and Mary'105

06

, and
variants 17 and 18 by 'The Holly and the IVy'?
'MuCh in the'ballad besides the cherry tree miracle derives
":from pre-Reformation tradition. The first line of most variants
relafes that Josépﬁ was 0ld when he married Mary: this idea, .

found in the.Protevangelium (IX.2) and Pseudo-Matthew (VIII) is’

'uéual in Middle English literature. Joseph's old age obviously
strengthened the Catholic doctrine of Mary's perpetual

Virginitylo7 and the tradition is preserved also in other

Christmas carolslos.
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The second stanza of The Cherry Tree Carol is best

preserved in Cornish text 6b:

And when he had a-wedded her,
And at home had her brought,
Mary proved with child

-But Joseph knew her not.

The stanza is probably based on Matthew's gospel (1.24,25);

other versions render the last line "By whom Joseph knew not"'Log

110

or "And Joseph knew it not" The last word in this line was

probably originally 'noght', the emphatic Middle English negative

which became obsolete by the seventeenth centurylll, since this

would give the stanza perfect rhyme. The stanza may in fact
be adapted from a medieval commonplace, since in the late

fourteenth century romance of 'Sir Launfal' Arthur's marriage to
112

Guinevere is described thus

So he dede & hom her brought
But Syr Launfal lykede her noght.
The 'old London version' of our ballad asserted at this

113

.point that Mary was Joseph's Wcousin' , an ancient tradition:

Catholic genealogists claimed that both Mary and Joseph were

descended from the house of David114 and according to the

‘Legenda Aurea, Joseph was the brother of Cleophas, St. Anne's
115

second husband

The story of Joseph's doubts of Mary's virginity occurs

in Matthew's gospel (I.19-25) and is developed in Pseudo-Matthew

XI, where, after being reassured by an angel, Joseph apologises

to Maryll6:

,{ and he was comforted concerning Mary, saying,
I have sinned in that I had some suspicion of thee.

Léter, when Joseph and Mary have been proved innocent by the
trial of the 'water of jealousy', the people apologise, kissing

Mary's feet and embracing her kneesll7. In the English mystery
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cycles also, Joseph repents and is forgiven after the advent

of the angelll8; in play XII of Ludus Coventriae, he offers to
119

kiss Mary's feet but is freely forgiven

(Joseph:) A mercy, mercy my jentyl make

| mercy I haue seyd al Amys
All that I haue seyd here I forsake
Your swete fete now lete me kys.

(Mary:) Nay lett be my fete not tho ye take
my mowthe ye may kys i-wys '
and welcom on to me.

As we have seen, Joseph's repentance was pfobably a feature of
the ur-ballad, since it occurs also in the cherry tree episode

in Ludus Coventriae; it survives in several English variantslzoz

0 then bespake Joseph,
'T have done Mary wrong
But cheer up my dearest
And be not cast down.'
1lb sta. 8.

Then the cherry tree it bended and the cherry tree it broke

And Joseph regretted the words he had spoke.
7 sta. 6.

In several texts, Joseph's repentance has been replaced by a
stanza in which he urges Mary to eat her cherries . Mary's
. . 1
forgiveness, however, is not preserved in any English variant 22,
unless 'Cheer up, my dearest' reflects words originally spoken
by Mary to Joseph. In the Southern Appalachian version, Joseph
épolbgises with Mary sitting on his kneelza;
Then Joseph took Mary
All on his right knee.
He cried,'0O Lord have mercy
For what I have done.'
' : 31 sta. 7.
This stanza, though influenced by the later ballad episode
of Mary taking'the Christ Child on her knee, may be derived

from 'an older stanza in which Joseph fell upon his knee to

ask Mary for 'mercy', as in Ludus Coventriae play XII.

1 - .
According to Renwick"24, a man taking his sweetheart or wife

upon his knee to ask for an explanation is an American ballad

commonplace..
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. Both of the ballad sequels to the chérry tree miracle,
'Joseph and the angel' and the Christ Childfs prophecies,
use traditional language and ideas and may wéll have been part
of the urQballad. The angel's description of Christ's birth
may have béén suggested, as Child notes, by the announcement of

the angels to the shepherds in Luke's gospellzs. Christ's

poverty was a favourite theme of Middle English carolslze.

In The Cherry Tree Carol, as in The Carnal and the Crane

(Child 55, stanzas 3, 6 and 7) Christ's poverty is described by

contrast with the riches he lacked, a method perhaps popularised

by a passage in the Legenda Aurea127:

O palace celestial in which thou dwellest, not
as King adorned with precious stones, but in-corporate.
To whom, for a soft bed was duresse and hard crib, for
curtains of gold and silk, the fume and stench of dung,
but the star of heaven was clearly embellished ... O ye
kings, what do ye? Ye worship the child in a little
foul house wrapped in foul clouts. Is he then not God?
Ye offer to him gold, and whereof is he King, and where
is hHis royal hall? Where is his throne? Where is his
court royal frequented and used with nobles? The stable
is that not his hall? And his throne the rack or crib?
They that frequent this court is it not Joseph and Mary?
" The angel describes Christ's lodging to Joseph thusl28:

He neither shall be born
In house nor in hall
Nor in the place of Paradise
But in an ox-stall.
3 sta. 9.

Christ's being born in an 'ox-stall' is a commonplace of

medieval carolslzg. '‘House nor hall' is a medieval tag

phrase13o. 'Place' here probably has the meaning of 'seat,

mansion palace', first recorded about 1349 but surviving

to the present day 31.

The angel descrlbes Christ's clothing thus

He neither shall be clothed
In purple nor in pall,
But all in fair linen,
As were babies all.
III sta. 11.
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The tag phrase 'purple and pall' is recorded. from the thirteenth

century132 and is commonplace in traditional balladrylss.

Christ's cradling is also described:

He neither shall be rocked
In silver nor in gold,
But-in a wooden cradle
That rocks on the mould.
IIT sta. 12.

The last word here was Middle English 'mold' meaning ‘earth’,

last used (except as a deliberate archaism) in the early

seVenteenth century134.

These stanzas are well-preserved, but the christening stanza
has undergone some degeneration. The usual form is:

He neither shall be christened
In white wine nor red
But with fair spring water
~With which we were christened.
' III sta. 13.

The last line of this stanza is awkward and consequently the
rhyme scheme. in some variants has been altered:

He neither shall be christened
In milk nor in wine
But in pure spring-well water
Fresh sprung from Bethine. )
3 sta. 12; cf. 23 sta. 11.

This child was not baptized
Wi brandy nor wine
In a bowl o clean water
And his name was divine.
25 sta. 12; cf. 26 sta. 10.

By analogy with this stanza the clothing stanza in some variants

has also been remodelledlBS:

This babe was not dress-ed
In silk nor in twine
But a piece of fine linen
Was his mother's design.
: ' 26 sta. 9.

In the older versions of The Cherry Tree Carol, the Christ

Child, now born and sitting on his mother's knee, prophesies

His death. This was a commbn feature of medieval lullaby

136

carols , no doubt inspired, as Child suggests, by Christ's

e
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foreknowlédge of HisAdeath in the gospe15137. This final
ballad episode originally contained up to six stanzas. First,.
Mary sets her Son oﬁ her knee and asks Him how the world will
belas.‘ Jesus replies that He will be as degd as the stones in

the wall139 ('dead as a. stone' was a common éimile in Middle

1
40)_

’

English poetry He adds that the stones in the street will

mourn for Him, a motif doubtless derived from Luke's gospel

(XIX.4Q).

- The Christ Child then prophesies that He will suffer on

WedneSday (the day'on which He was betrayed) and Friday141:

'And upon a Wednesday
My vow I will make
And upon Good Friday
My death I will take.'
III sta. 16.

.Much significanéé was attached to the dayé of the week in

medieval religious 1iteraturel42. According to the South English

143,

Legéhdarx

Wel weste oure Louerd biuore is deth . al that was to done
Ordeini he wolde al is dede . bi the cours of sonne & mone
In the heiuol he wolde deie . and that it Friday were

Originally the ballad seems to have contained a description
of the- darkness and the earthquake which according to the
gospelsﬁ144 accompanied the Crucifixion. This ballad description
of the Crucifixion seems also to have included some of the signs
.prophesied by Christ for His Second Coming145£' the darkness of
sun and moon, fhe falling of the stars, lightning, the shaking
of the powers of heaven. The details are preserved most clearly
in fﬁe_lrish_Gaelic balladl46:
| fheré shall come thunder and lightniﬁg,'great wind
and rain, that shall take the light from the stars,
from the sun and from the moon.

However, one Scottish and two American-versions of The Cherry

Tree Carol also preserve apocalyptic signs at the Crucifixion:
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All on that same Friday when all things are clear
The earth it shall be darkened and the suh disreappear.
36 sta. 7; cf. 25 sta. 14.

All on some solemn Friday his death day it will be.
When the hills and the mountains will quake around me.
56 sta. 9.

Thé death prophecies were followed by -two stanzas

descriptive of the Resurrection. The darkness of the Cfucifixion

would ceasel47{

'Upon Easter-day, Mother,
My rising shall be;
0, the sun arid the moon

Shall uprise with me.'
ITI sta. 17.

According to a popular English folk belief, the sun.and the

moon could be seen to dance early on Easter morningl48. A

nineteenth century broadside version of a fifteenth century
carol relates that the stars too honoured Christ's Resurrection:

On Easter Sunday so bright,
A -glorious star gave light,
Qur Saviour rose from death to life,
Sweet Jesus is his name.
Greene no. 142 B sta. 7.

The final stanza of the born Christ Child's prophecies,
describing'general rejoicing, may allude to a popular belief
such as the Cornish legend that the robin, a friend of the
Christ Child, pulled a thorn from Jesus' head as He made His
way to the Cross, and later joined in the angeis' chorus of
joy af‘Christ's Resurrectionl49:

"The people shall rejoice

" And the birds shall sing

To see the up-rising

Of our Heavenly King.'
VIII sta. 14.

inmthé.'sténdard American version', theAusual prophetic

episodes have been adapted.' Joseph asks the Child in Mary's

womb to prophesy His own birth. The Christ Child foretells that

- He will be born withlapocalyptic signs on 0ld Christmas Day: |
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'The very first Sunday
On 0l1d Christmas Day
When the rocks and the mountains
Are bending down to me,
When the stars in the elements
Are shining so free.'
' 30 sta. 8.

'On the fifth day of January
My birthday will be '
When the stars and the elements
Doth tremble with fear.'
31 sta. 9.

'01d Christmas Day' was created by the Gregdpian Caiendar
Reform in September 1756, when ten days were dropped from

the calendar. Since then some country people in England and

America have tenaciously celebrated Christmas on the old daylso,

which fell on 5 January between 1752 and 1799, and 6 January

after 1800, when yet another day was lost from the official

caléndarlSI. The most common dates in the South Appalachian

52 and 6 January153, which suggests

+

that the South Appalachian ending was first composed in the

. 1
variants are 5 January

late'eighteenth‘century, revised in the nineteenth century, and
then left unéhanged, since no variant records the dafe of
Oid Christmas in the twentieth century, 7.Jandary. It is
impossible to tell whether the South Appalabhiam ending, found
only on American soil, was originally made in'America or in
Englgnd. Clearly the adaptation was made'inAorder to give
divine aufhority to the celebration. of Old'Chfistmas.

bespife its didaéticism and episodic strﬁcture, Igg'

Cherry-Tree‘Carol is_plainly a traditional ballad. Its metrical

aﬁd melodic pattern, of 'dactylic or hypersyllabic couplets'

allies it with traditional ballads such as Lamkin (Child 93)

154

and The Death of Queen Jane (Child 170) The poem also uses

ballad commonplaces, such as 'then bespoke', a formula often

~used to introduce speech in traditional balladslss. The motifs
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of the ChriSt Childfs response to a challenge156 and His
prophetic utterances on His mother's knee157 are also paralleled
in secular balladry.

The rambling structure and corrupt phfases of many variants,
particularly the American, are ludicrous rather than moving.

Nevertheless, in its complete form (e.g. broadside III), The

Cherry Tree Carol is powerful, beautiful and, for the Christian,

instructive. The exquisite wit of the cherry tree miracle gives
place to fhe joyful angelic description of Christ's humility
in the Incarnation. The full meaning of the Incarnation is then
- conveyed by the Christ Child's solemn and pathetic prophecies
. of His Crucifixion, but the ballad ends with hope, in the glory

of Christ's Resurrection.
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12.

13,

14.

15.

16.
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Tlschendorf Evangelia Apocrypha, pp.51-112; ali>English quotétions
from. Pseudo-Matthew in this thesis are taken from the translation of
Cowper, Apoc. Gospels, pp.29-83.

Hennecke and Schneemelcher, T. Apoc., p.406; James, Apoc. N. T., p 70
on the Protevangellum, see above, Chapter Three, note 79.

Coner, Apoc. Gospels, p.60.

C.T.C. 3 sta. 2 (English); cf. also English texts 4 sta. 3 and 23 sta. 2;
Scottish 25 sta. 4; American 56 57 and 59, flrst stanzas; 60 and 62,
second stanzas.

A feature of the English broadsides: see stas. 4.1 of V, VII and IX;
stas. 4.2 of I, VI; 'stas. 6.3-4 of 1I, X; stas. 6.2 of XIII, XIV,

XVII; and IV stas. 5, 6; also American C.T.C. 44 sta. 5.3-4.

See also C.T.C. English texts iII sta. 6; VIIIsta, 6; XVI sta. 3.3-4;

2 sta. 3.1-2; 6 sta. 7; 7 sta. 5; 8 sta. 5; 12 sta. 4; 14 sta. 5;

21 sta. 1; Irish 26 sta. 5; 27 sta. 6; 28 sta. 5; American 30, 32, 34,

40 (fifth stanzas); 37, 39 and d 47 (fourth stanzas) also 38 sta. 2.

See the fifth stanzas of English C.T.C. nos. 3 and 23 and American §Q

and 62; also Scottish 24 sta. 4.
American 31 and 33 sta. 5; 46 sta. 6.
Scottish C.T.C. 25 sta. 7.

The 'Joseph and angel' stanzas occur in broad31des I, V Vi, VII and IX,
stas. 5 and 6; II, X, stas. 10-14; 1III, IV, stas. “o- 13 XI XII Xv,
stas. 2, 3; XIII, XIV, XVII, stas. 8-11; also in English 3 3 and 2 23,
stas. 8-11; American 46 stas. 7-9; 60 stas. 7-8; 62 stas. 7-11.

The stanzas sometimes form an independent song, e.g. C.T.C. nos. 5, 19
and 22, but these are included in Appendix A since the 'Joseph and angel'
stanzas have formed an episode in The Cherry Tree Carol for at least

200 years, perhaps longer, pace Bronson, Trad. Tunes, II, p.14, note

~on 54 no. 32.

C.T.C C. nos. 4 stas. 8, 9; 8 stas. 7-9; 14 stas. 8—10.(all English

gypsy varlants), SCOttlSh 25 stas. 10-12; Irish 26 stas. 9, 10 and

27 stas. 8-10; Amerlcan 61b stas. 1-4.
English VIII stas. 10, 11; XVI stas. 5. 3-4 and 6. 1-2 6b stas. 11, 12.

English gypsy 4 sta. 7; Scottish 25 sta. 9; Irish 26 stas. 7, 8;
American 51 stas. 3, 4. _ C

Engllsh 3 and 23, stas. 13 and 14; American'GOfstas. 9, 10.

For a list of - these, see E.S.P.B., II, pp 1-2, 509 V p.220.

A Millien, Littérature Orale et Traditions de Nivernais: Chants et
Chansons, vol.I, Paris, 1906, p.9; D. Arbaud, Chants Populaires de la

. Provenge, 2 vols, Aix, 1862—1864 reprinted Marsellles, 1971 I, pp.23-25.
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17. B&aloideas (Folklore of Ireland Society Journal), XXI (1951-1952),
pp.5-6, 282 and 304, no.lb.

18. C. Horstmann, ed., Altenglische Legenden, Heilbronn, 1875, pp.3-61;
the incident of the bowing tree occurs on pp.5-9, lines 89-208 of the
poem; see also J. Burke Severs and A.E. Hartung, ed., A Manual of the
Writings in Middle English, 1050-1500; by Members of the Middle English
Group of the Modern:Language Association of America, 5 vols., New Haven,
1967-1975, 11, pp.413, 447.

19. G. H. Gerould, 'The Ballad of the Bitter Withy', P.M.L.A., XXIII (1908),
pp.141-167, on pp.156-157. .

20. The poem itself does not specify the type of fruit, but a prose heading
says that the tree is one ''that bar apples and other fruyt":
Horstmann, Altenglische Legenden, 1875, p.5, before line 89.

21. Ibid., p.6, lines. 116-120.
22. 1Ibid., p.6, lines 123-126.

23. Most frequently Mary gathers cherries, 'by one, two and three',
admittedly a ballad commonplace (see above, Chapter Three, note 78);
e.g. English 4 sta. 6.3-4; 14 sta. 6.2; Scottish 24 sta. 4.3-4;
American 44 sta. 7.1-2. In other C.T.C. variants, Joseph urges Mary,
'0 eat your cherries, Mary': e.g. III sta. 8 and 3 and 23 sta. 7.

24. Ludus Coventriae, XV, line 36 (p.136); CIC. IX, sta. 2.4 {this broadside,
however, is derived from the 'older London version', represented by XIII,

XIV and XVII.

25. Cursor Mundi, II, pp.668-673, lines 11657 - 11729.

26. Ibid., p.670, lines 11683 - 11687.

27. Pseudo-Matthew XX (Tischendorf, Evangelia Apocrypha, p.88): "... et
confestim. ad hanc vocem inclinavit palma cacumen suum usque ad plantas
Mariae ...". Curiously and perhaps coincidentally, the tree bows to

Mary's hand and lap ('gremium') in two popular European accounts in
Latin of Jesus' Childhood, probably of the thirteenth century: see

A. Vogtlin, ed., Vita Beate Virginis Marie et Salvatoris Rhythmica
(Bibliothek Des Litterarischen Vereins in Stuttgart, CLXXX), Tiibingen,
1888, p.79, lines 2208 - 2211; O. Schade, ed., Narrationes de Vita et
Conversatione Beate Mariae Virginis et de Pueritia et Adolescentia
Salvatoris ex codice Gissensi, Halis Saxonum Regimontum, 1870, pp.16-17,

chapter XXIV.

28. C.T.C. nos. III and VIII, sta. 7.1; XVI, sta. 4.1; 3 sta. 6.1;

' 62 sta. 6.1; references to the highest part of the tree occur also

in I and VI, sta. 4.3; 1II and X, sta. 7.3; ly} sta. 5.3; V, VII, IX,
sta. 4.2; XIII, XIV, XVII, sta. 7.1; la and b, and 27, sta. 7.1; 4, 14,
23, 28 and 53, sta. 6.1; 12 sta. 5.1; 15, sta. 5.3; 30, sta. 6.4;

37, sta. 5.2; 56, sta. 4.2 and 66, sta. 7.4. The detail is not usually

preServed in the South Appalachian texts.

29. Cursor Mundi, II, p.670, line 11695.

30. An "orchard" is mentioned in C.T.C.IV, sta. 3.2; la, sta. 2.2;. 1b, .
" sta. 3.2; 15, sta. 2.2; gg sta. 1.2. The word 'garden' is much more
common: e.g. C.T.C. I and VI, sta. 2.1; VIII, sta. 3.2; 4, sta. 3.2
.. ('garden school!, a corruption of 'garden good') and see below, Appendix A,
-features E, El and E2. ' : - Lo : :

O —
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31.

32.

33.

34.
35.
- 36.
37.

38.

39.

40.

41,

42.
43.

44,

45,
46.

47.

See the opening stanzas of Child 42A, 50, 69A, 195A and cf. 53D sta. 26;
78A sta. 6; 175 sta. 4; 229A sta. 3. E

The redactions in Brit. Mus. Harleian MS. 2399 and Brit. Mus. Harl.MS.395/
(a shorter version), both from the North Midlands, are printed by

C. Horstmann, Sammlung Altenglischer Legenden,'lst ed., Heilbronn, 1878,
reprinted Hildesheim and New York, 1969, on pp.111-123 and 101-110;

the Northern version in Brit. Mus. Addit. MS. 31,042, used for most
references in this thesis, is printed by Horstmann, Archiv, LXXIV,
pp.327-339; on the date and dialect of the poems, see Severs and
Hartung, Manual, II, p.447; Gerould, P.M.L.A., XXIII, pp.157-158,
however, dated Harl. MS. 3954 as of the fourteenth century, though he
considered MS. Addit. 31,042 as closest to the original poem.

Lines 65-121 of Addit. MS. 31,042: Horstmann, Archiv, LXXIV, p.328;

lines 65-112 of MS. Harl. 2399 and lines 65-108 of MS. Harl. 3954:
Horstmann, Sammlung Altenglischer Legenden, pp.112-113 and p.1l02.

Horstmann, Archiv, LXXIV, p.328, lines 73-74.
Ibid., p.328, lines 81-84.
Ibid., p.328, line 80.

Ibid., p.328, line 85.

Ibid., p.328, lines 101-102; Horstmann, Altenglische Legenden, 1875,
p.6, lines 127-132.

(Anne:) The Middle English Stanzaic Versions of the Life of St. Anne,
ed. Roscoe E. Parker (E.E.T.S., 0.S. 174), London, 1928, (MS. University
of Minnesota 7.822, N.8l), pp.88-89, lines 3415-3422; the dialect of
the poem (see p.xii) is generally Northern, with many i{idland and a few

Southern forms.

Ibid., pp.39-40, lines 1489-1548.

Ibid., p.39, lines 1504-1506; cf. Horstmann, Archiv, LXX1V, p.328,
lines 75-76.

Life of St. Anne (Minnesota MS), p.40, lines 1519-1520.

Ludus Coventriae, play XV, lines 9-55, pp.136-137.

‘Most of the manuscript is written in a hand of the third quarter of

the fifteenth century; the date 1468 is written at the close of the
Purification Play (folio 100 verso), but this play is an interpolation:
see Block, Ludus Coventriae, p. xv. The date of 1468 is, however,
accepted as a probable one for the copying of the other plays too by

H. Craig, English Religious Drama of the Middle Ages, Oxford»1955, p.242.

Tbid., pp.265-280: Craig uses evidence concerning the prominent cult
of St. Anne in Lincoln.

M. Eccles, 'Ludus Coventriae: Lincoln or Norfolk?' in Medium Aevum,
XI (1971), pp.135-141.

The St. Anne plays are: The Conception of Mary (VIII); Mary in the
Temple (IX); The Betrothal of Mary (X); The Salutation and
Conception (XI) and The Visit to Elizabeth (XIII); see Block, Ludus

Coventriae, pp. xx-xXv, xxx and Craig, English Relig. Drama,
pp. 246, 249-250. '
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48.

49,

50.

51.
52.

53.

54,
55.

56.

57.

58.

59.

60.

61.

_62.
63.

64.

23 stas. 9, 11; American 39 sta. 7; 6lb sta. 4;-

See Block, Ludus Coventriae, pp. xx-xxi, xxiv, xxvii; Craig, English
Relig. Drama, pp.245-247, 250, 253; Parker, however, Life of St. Anne,

' pp. xxxiv - 1liii, considers that all the plays dnthe.Virgin, including

the three mentioned, are a group derived from the poem on St. Anne in

- the Minnesota MS.

On_the other hand, Joseph's Return, The Trial of Joseph and Mary and the
incident of Joseph and the Midwives in the Birth of Christ are
mentioned in the Banns: see Ludus Coventriae, p.6, lines 170 - 190.

Craig, English Relig. Drama, p.257: "This tumbling, not usually
alliterative, verse is used extensively for prologues and formal and
connective passages, for the fitting in of the Saint Anne's day
additions, and for a very considerable number of special episodes."
See also ibid., pp.248, 258. :

Biock, Ludus Coventriae, pp. xxvi - xxvii.

This is the opinion also of Parker, Life of St. Anne, p. lii.

Cf. the stage direction on the depiction of the‘Incarnation, Ludus
Coventriae, XI, p. 107, after line 292.

Craig, English Relig. Drama, p.S8.

Ludus Coventriae, p.136, lines 9 - 16.

Two Coventry Corpﬁs Christi Plays, I, lines 167 - 175, p.6;

Life of St. Anne (Minnesota MS.), lineg 907 - 915, p.24.

Scottish C.T.C. 25 stas. 2 and 3; cf. Irish 28 stas..l and 2;

(A1l Irish texts in Appendix A were collected in America, but known
to have originated in Ireland.) :

Carmichael, Carmina Gadelica, II, pp. 162 - 163 (collected in. 1891 from
Malcolm Macmillan, crofter, Grimnis, Benbecula, a Catholic island until
the mid nineteenth century); Hyde, Relig. Songs of Connacht, I,

pp.278 - 285 (collected from Michael MacRury and Martin 0'Callally in

County Mayo).

H. Shields, '01d British Ballads in Ireland' in Folk Life, X (1972),

- pp.68~103, on p.71.

Hyde, Relig, Songs of Connacht, I, pp.280 - 281 (Hyde's literal

translation, as a footnote, of stas. 11, 12).

e.g. English C.T.C. 2 stas. 4.3-4, 5; 3 sta. 12; 14 sta. 7;
62 sta. 11.

Ludus. Coventriae, XV, lines 17 - 20, p.136.

Ibid., lines 23 - 24, p.136.

ibid., lines 31 - 34, p.136; Mary's reference to 'yon tree' is found

also in line 27, and in line 24 the tree is standing on 'yon hill'; in
the Life of St. Anne (Minnesota MS.), Mary, in line 1502, p.139, asks.
Joseph for 'yhone fayre frute'; the expression 'yon tree' is also

found in some C.T.C. texts: English 3 and 23, sta. 2.4; American 60

‘sta. 2.2 and 62 sta. 2.4.
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65. Ludus Coventriae, lines 35 - 38, p.136; the word 'pluck' is used in
Joseph's reply in some of the oldest C.T.C., variants: English la sta. 5.2,
1b sta. 5.3; 2 sta. 2.4; 3, 4 and 23 sta. 4.3; 6b sta. 6.3;
Scottish 24 sta. 3.3; American 60 sta. 4.2; 62 sta. 4.3

66. Cf. sta. 5.3-4 of English II, III, VIII, X, and lb; sta. 5.2 of XIII, XIV,
XVII and la; also IX sta. 3.3; 6b sta. 6.3-4; 12 sta. 3.2; 17 -
sta. 3.3-4 and American 53 sta. 4.3-4; variants mentioned which also
use the word 'pluck' rather than 'gather' (see note 65) are the closest
verbally to Ludus Coventriae.

67. S. T. Carr, 'The Middle English Nativity Cherry Tree: the
' Dissemination of a.-Popular Motif' in Modern Language Quarterly, XXXVI,
(1975),pp 133-147, on p.l44.

68. Ludus Coventriae XV, lines 39 - 42, p.l1l37.

69. Ibid., lines 43 - 46, p.l1l37.

70. The phrase 'words so unkind' or phrases derived from it occur in
variants from every country, e.g. English I and VI sta. 3.2; 3 sta. 4.2;
-8 sta. 4.2; Scottish 24 sta. 3.2; Irish 26 and 28 sta. 4.2; American
37 sta.” 3.1; 39 sta. 3.2; see also C.T.C. texts 11, IIr, v, viil - X,
XII1i, Xiv, Xvi, xvii; 1b, 2, 6b, 12, 14, 15 and 17; 44, 52 53, 56,
60, 62, 63, 65 and 66. Most South Appalachian variants s have dropped’
the phrase. ’

71.. 0.E.D., X, Pt. I, p.272, 'unmild', adj., obsolete, sense 1.

72. Carmichael, Carmina Gadelica, II, pp.162-163, 8th (last) stanza.

73. Cafr,-Modern Language Quarterly, XXXVI, p.135; 'Sir Cleges' is
printed by French and Hale, M.E. Metrical Romances, pp.875-895.

74. Ibid., p.877; see also L.A. Hibbard Loomis, Medieval Romance in England,
new edition with supplementary bibliographical 1ndex, New .York, 1963,
p.79. .

75. Carr Modern Language Quarterly, XXXVI, p.145, argues wrongly that
Sir Cleges had a special Marian devotion whereas he and his wife thank
God. throughout the poem, e.g. lines 190 - 191 and 226 - 228, French and

Hale, M.E. Metrical Romances, pp.883, 884.

76. C.G. Loomis, 'Sir Cleges and Unseasonable Growth in Hagiology'
in Modern Language Notes, LIII (1938), pp.591-594: the British (Celtic)
legends do not feature cherries, but continental saints' lives do,
e.g. St. Gerard de Monza, of the early thirteenth century.

77. This is hinted at in Joseph's remark, Ludus Coventriae XV, p.136,
line 20, "yitt women ben ethe to greve whan thei be with childe".

78. A Stanzaic Life of Christ compiled from Higden's Polychronicon and
the Legenda Aurea, ed. F.A. Foster (E.E.T.S., O.S. 166), London,
1926, pp. ix, xiv - xvii and xxviii - xliii.

79. Ibid., p.34, lines 1001 - 1008; the poet's disquisition on the vines
of Engedi (pp.33-34, lines 98l - 1008) expand a detail found in Jacobus de
Voragine, Legenda Aurea, ed. T. Graesse, 2nd ed., Leipzig, 1850,
Chapter VI, p.45; see also Caxton's Golden Legend, I, p.20.

80. B.A. Rosenberg, 'The Cherry Tree Carol and the Merchant's Tale',
in The Chaucer Review, V (1970-1971), pp.264-275; see also Chaucer,
Works, ed. Robinson, 'The Merchant's Tale', lines 2335 -~ 2337, p.l26. |
N : . - S
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81.

82.
83.

84.

85.

. 86.

87.

88.

89.

0.

91.

9.

93.

94.

95.

96.

97.

See G. Dempster, 'The Merchant's Tale' in Sources and Analogues,
ed. Bryan and Dempster, pp.333-356.

Craig, English Relig. Drama, pp.l166, 178-182.

Chester Mystery Cycle, VII, lines 633 - 640, p.l153.

Ludus Coventriae, XV, p.136, line 36: 'Ow . to plucke yow of these

. cheries . it is a werk wylde.'

A.C. Cawley, The Wakefield Pageants'in the Towneley Cycle,
Manchester, 1958, p. xxxi.

Ibid., IV, line 718 and see note on p.113.

Carr, Modern'Language Quarterly, XXXVI, p.134.

See, however, E.B. Cantelupe and R. Griffith, 'The Gifts of the
Shepherds in the Wakefield '"Secunda Pastorum'": an Iconographical
Interpretation' in Medieval Studies, XXVIII (1966), pp.328-335.

Ibid., pp.331-333.

See the Irish Gaelic ballad, Hyde, Relig. Songs of Connacht, I,
p.279, sta. 3; ‘also C.T.C. text 7 sta. 2.2 (English gypsy) and
sta. 2.3 of American 30 - 34, 40, 42, 43, 54, 6la and 63; also
sta. 1.2 of 36, 37 and 47 sta. 2.2; English 15 sta. 2.3 has
"apples, plums, cherries"

M.E.D., II, pp.216-217, 'cheri', sense 2a. The saying is first recorded
c..1390. : '

Stanzaic Life of Christ, lines 3401 - 3448, pp.l14-116.

Tischendorf, Evangelia Apocrypha, pp.181-209 (Latin translation);

English translation in Cowper, Apoc. Gospels, pp. 172-216; the -

Arabic Infancy Gospel, based on a Syriac original, was a late compilation
in.a single MS., now lost, edited in 1697, but stories in this gospel
found their way, perhaps through other works, into vernacular writings
including the M.E. Childhood poems: see James, Apoc. N.T., pp.67-68.

The Koran, translated by N.J. Dawood, 4th ed., Harmondsworth, 1974,
Sura XIX. 29, p.34.

M.T.W. Forster, 'Two Notes on 0ld English Dialogue Literature' in

An English Miscellany Presented to Dr. Furnivall in Honour of his

Seventy-Fifth Birthday, Oxford, 1901, pp.102, 105, '106; (English
scriptural riddle no.6 in Ashmole MS. 59; two German collections of
Latin scriptural riddlec at Munich and Tibingen).

C.G. Loomis, White Magic, Cambridge, Mass. 1948, p.24; examples of
early talking occur in the lives of SS. Amandus, Simon and Jude, and

Brice: Caxton's Golden Legend, 111, p.41 and VI, pp.79, 159.

Life of St. Anne (MS. Bodl. 10234), p.126, lines 441 - 444; Ludus
Coventriae, XIL,.p.l107, lines 293 - 296; the tradition is probably
derived from Pseudo-Matthew XVIII.2, where the Christ Child tells
Joseph and Mary, "Fear not, nor consider me because I am a little
infant, for I was, and am ever perfect” Cowper, Apoc. Gospels, p. 58
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98.

99.

100.

101.

102.
103.

104,

105.

106.

107.

108.-

109.

110.

S111.

112.

113.

114,

Detailed information regarding the dates and sources of all listed

" variants is given below in Appendix A; on the dates of broadside

printers' work, see also Appendix K.

See the first stanzas, lines 1l and 3 of Scottish C.T.C. 25, American
30 - 34, 55 and 63, and cf. 41 - 43, 50, 54.

English gypsy C.T.C. 4 sta. 4.4; 8 sta. 4.3; Scottish 25 sta. 6.4;
Irish 27 sta. 5.2; 28 sta. 4.3; see also sta. 4.3 of American texts
30 - 34, 40, 42, 43, 52, 54 and 6la; also American 36, 37, 57 and 59
sta. 3.2; 50, 55 sta. 4.2; 56 sta. 2.3.

Sta. 5.1 of English gypsy C.T.C. 7 and 14 and American 47, 50, 55 and
59; sta. 6.2 of Irish 26 and 28 and American 31 - 34, 40, 43, 54 and 6la;
also American 42 sta. 5.2.

Broadsides III, VIII and XVI sta. 6.1; see sta. 5.1 of English gypsy
texts 4, 7 and 14, of Irish texts 26 and 28 and American 30.

Sta. 6.4 of Iriéh texts 26 and 28 and American 52 and 53; also

Irish 27 sta. 7.2.

See Bronson, Trad. Tunes, II, pp.3-4.

Cf. C.T.C. 2 sta. 5 and 'Joseph and Mary', sta. 1 in A Good Christmas
Box (facsimile), p.l6. ‘ '

Both C.T.C. 17 and 18 use the chorus, and 17 stas.- 5-9 verses, from
'"The Holly and the Ivy', for versions of which see Dean-Smith,

Guide to Fnglish Folk Song Collections, p.74; Dean-Smith is wrong to
suggest (p.57) that both carols were fragmented from the same long
carol; - the contamination was triggered by the description of both

- cherries and holly berries as 'red as the blood'.

e.g. in the Chester Mystery Cycle, VI, p.102, lines 134 - 136, Joseph
explains ‘that he has not fathered Mary's child:

"for I am both ould and could;
these xxxtie winters, though I would,
I might not playe noce playe." :

See Oxford Carols no.37, 'The Angel Gabriel from God' sta. 2.5 and the

title of the seventeenth century carol mentioned above, Chapter One,
note 41. ’

Sta. 1.4 of broadsides 1, v, Vi, VI1, XI, XII, XV; sta. 2.4 of II, X;
sta. 2.2 of XIII, XIV and XVII. . .

$ta, 2.4 of III, VIII and American 46; XVI sta. 1.4; Irish 27 sta. 2.2.

-0.E.D., VI, p.237, 'nought', sense C2, 'NOT, adverb, bbsolete?.

Thomas Chéétre, Sir Launfal; ed. A.J. Bliss, London and Edinburgh,

1960, p.54, lines 43 - 44 (see p.15 on the date of 'Sir Launfal').

‘XITT, XIV, XVII sta. 2.1; found also in sta. 1.3 of the derivative

broadsides I, V - VII, IX, XI, XII and XV; see also II and X, sta. 2.1

Joseph's descent from David is stated in Matt. I. 1-16, Lk. III. 23-28,
Mary's in Protevangelium X.1 (James, Apoc. N.T., p.43) and Pseudo-Matthew
I (Cowper, Apoc. Gospels, p.30).
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115. Caxton's Golden legend, V, pp.97-98.

116. Cowper, Apoc. Gospels, p.46.

117. . Ibid., p.49 (Pseudo-Matfhew XII).

118. Two Coventry Corpus Christi Plays, I, p.b6, lines 156 - 166;
' Towneley Plays, X, p.96, lines 356 - 361; York Plays, XIII, p.lll,
lines 294 - 300. . ,

119. Ludus Coventriae, XII (Joseph's Return) p.l14, lines 182 - 188..

120. C.T.C. la sta. 7.1; 1lb sta. 8; 2 sta. 4.1-2; 7 sta. 6;
also American 39 sta. 4.

121, II, X sta. 9; III, IV, VIII sta. 8; XVI sta. 4.3-4; 3 and gg sta. 7.

122. That Mary's forgiveness was a motif of the ur-ballad of the cherry tree
" is suggestéd by its presence in the Irish Gaelic ballad, sta. 12,
Hyde, Relig. Sonos of Connacht, I, p.281., ‘

123. See sta. 7 of American C.T.C. 31 - 34, 37, 40, 54, 6la; also 47,
55 sta. 6;. 56 sta., 5.

124. Coffin and Renwick, British Trad. Ballad in North America, (1977), p.6,
- citing American versions of Child 54, 73 and 81 (e.g. Bronson 73 no.77
sta. 15, 81 no.4 sta. 20); the oldest example of this motif occurs,
however, in a Scottish text, Child 81 I sta. 20.

125. E.S.P.B., II, p.l; Lk. II.10-12.
126.  See Greéne nos. 50, 150 C (sta. 3), 151 A (stas. 2-4).

127. Caxton's Golden Legend, I, p.49, wrongly ascribed to St. Jerome,
‘however a similar passage occurs in the 'Homilia de Nativitate Dom1n1
in Sancti Hieronymi Presbyteri Tractatus sive Homiliae in Psalmos, in
Marci Evangelium Aliague Varia Argumenta, ed. D. Germanus Morin
(Corpus Christianorum Series Latina LXXVIII), Turnhout, 1969, p.524;
in Jacobus de Voragine, Legenda Aurea, ed. Graesse, chapter XIv
('De Epiphania Domini'), p.92, the first passage is ascribed to
St. Augustine, the second (from the omission points) to St. Bernard.
(I have not been able to ascertain the sources in Augustine's or

Bernard's work.)

'128. " See above, notes 10 - 12, for variants containing stanzas from
!'Joseph and the angel'; to discover which stanzas occur in which
version, see below, Appendix A, Description of Texts.

129. e.g. Greene nos. 27C sta. 2.2; 41 sta. 2.1; 46 sta. 1.1; 74 sta. 3.3;
81A sta. 5.2; 93 sta. 7.6. : ]

.130. e.g. "house ne halle" in York Piaxs, XXXVII, p.380, line 136.

131. _O,E.D.,_VII3 Pt.II, p.926, 'Place', sense IILSbf

132. 0.E.D., VII,‘Pt.II, pa395, 'Pall', sense I.1 and see p.1629,“'purpuf', A.
133.‘ Chila 80 sta. 17.2; 110 A stas. 1?.2, 13.2; 112 sta. 5.4. | '

134. O0.E.D., VI{.Pt.I, p.702, 'Mould', sb., sense 5.
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135. English C.T.C. 8 sta. 8; Scottish 25 sta. 11; Irish 26 and 27 sta. 9;
American 46 sta. 9.

136. e;g. Greene nos. 146 A (sta. 2); 148 A; 151 A (stas. 6 - 9);
152 A (stas. 4 = 9).

137. E.S.P.B., II, p.l; e.g. Matt. XXVI.2; Lk. XVII.25; Jn. XII.23

138. v, viI, viI, IX sta. 7.1-2; 1II, X sta. 15; III, IV sta. 14;

14
IT sta. 9; XI, XII, XV sta. 4.1-2; XVI sta. 5.1-2; XIII, XIV,

XVII sta. 12; la sta. 9; 1lb sta. 10; Scottish 25 sta. 13; Irish
27 sta. 11I; American 53 sta. 8.

<|H

139. 1II, IV sta. 15; la sta. 10; 1lb sta. 11; Irish 27 sta. 12;
American 53 sta. 9. The corruption, "This world will be like the
stones in the street", etc. occurs at I, V - VII, IX, sta. 7.3-4;
I, X sta. 16; XI, XII, XV sta. 4.3-4; XIII, XIV, XVIT sta. 13.

The Lay of Havelok the Dane, p.66, line 1997; p.89, line 2649;
L., I, p.21, line 80.

140.

.g.
E.

0 o

141, 1II, X sta. 17; III, IV sta. 16; VIII sta. 12; XVI sta. 6.3-4;
cf. Scottish 25 sta. 15; Irish 27 sta. 13; Irish Gaelic ballad sta. 16

(Hyde, Relig. Songs of Connacht, I, pp.282-283).

142. e.g. the list of fatal Tuesdays in the legend of St. Thomas of .
Canterbury: S.E.L., II, pp.691-692, lines 52 - 72.

143. S8.E.L., I, p.l1l34, 'De Sancto Pascha', lines 7 - 9.

144. Matt. XXVII. 51, 52; Lk. XXIII. 44, 45.

145, See Matt. XXIV. 29; Mk. XIII. 24 - 25; Lk. XVII. 24 and XXI. 25.

146. Hyde, Relig. Songs of Connacht, I, p.283 (literal translation of sta. 18).

147. The stanza of the sun and moon rising -occurs mostly in the broadsides:
c.T.C. II, X sta. 18; III, IV sta. 17; VIII sta. 13; XVI =ta. 7.1-2;
also la sta. 11, lb sta. 12.

148. C. S. Burne, Shropshire Folklore, London, 1883, reprinted in 2 vols.,
Wakefield, 1973-74,11, p.335; T. Deane and T. Shaw, The Folklore of
Cornwall (Batsford 'Folklore of the British Isles' Series), London,

1975, p.167.

149. 1Ibid., p.132; angels rejoice with music in the Irish Gaelic ballad,
stanza 19 (Hyde, Relig. Songs of Connacht, I, p.285); the stanza of
general rejoicing occurs at C.T.C. III sta. 18, VIII sta. 14 and XVI -

sta. 7.3-4.

15Q. Burne, Shropshire Folklore, II, p.396; J. Thomas, Ballad Makin' in the
Mountains of Kentucky, New York, 1939, reprinted 1964, p.227; see
also above, Chapter One, note 51.

151. C. J. Sharp; English Folk Songs from the Southern Appalachians, ed.
M. Karpeles, London, 1932, p.388 (Karpeles' note).

152. C.T.C. 31 sta. 9.1; 33 sta. 8.1; 57 sta. 6.3.
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153. C.T.C. 32, 40 and 6la sta. 9.1; 47 and 50 sta. 7.1; 43 sta. 8;1;
54 sta.l10.1; 60 sta. 11.1. : '

154, Bronson, Trad. Tunes, II, p.3.

155. - Cf. the first lines of C.T.C. III stas. 4 and 6 with the first lines
of Child 117 stas. 362, 367 and 379; 162 A sta. 22; 165 sta. 14.
See also above, Chapter Two, note 106. .

156. Cf. Child 20 B stas. 6, 7; 29 stas. 8, 9; 37 C stas. 5, 6;
39 A stas. 6, 7. -

157. Cf. Child 169 B sta. 24; 191 E sta. 15; 203 A sta. 41.
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' CHAPTER FIVE

‘ 'THE CARNAL AND THE CRANE' (Child 55)

A list of eleven broadside texts of The'darnal and fhe Crane,
with six fragmentary variants from oral tradition, is given
below>in Appendix B'. All but one of these teth are from the
West Midlands. The exception, gg, sung by Surrey gypsies, may
élso have origihéted in the West Midlands, siﬁce gypsies from
the SOchérn countieé travelled there in the shmmer to help with
hop-picking’. |
- Tﬁé'extant ballad appears to be a sixteenth cenfufy fedaction

.of an'earlier poem of poems which has itself undergone slight
'femodelling at a later date. The evidence for this conclusion
will émérge during discussion of the balladféisources in the
'apocrypha, its analogues in Middle~English_tfadition; its
;pdlifé'-style and its deficient end-rhymes.

" The broadside variants are closely related, being thirty
stanﬁas long and comprising four episodes: 'first, the singer
‘OVerhears‘a'conversation by a riverside between-twq birds, a
;carnal"and a crane. The carnal informs thejcrane'df the
adVent.of the Son of God and gdes on to inquiré abouf the Virgin
‘Birth. The crane’explains that Christ's mother was a puré virgin
';andﬂthét Chriét.Himsélf lived in pqverty._ Thé‘crane_then relates
three Nativity‘storiés? a roasted cock revivés and crows to
énnounce Christ's birth and Herod in rage ordefs the slaughter
of the Innbcénts. Jesus, Joseph and Mary, however, take flight
» fbr Egypt. On:the Jjourney, Mary grows weafy and they reét
"améng‘fierce wild beasts. Jésus tells His mother to obsérve
-'how‘tﬁé‘beasts will worship Him. The lion; thé first to approach,

is_médé the Kihg of Beasts. -Next, fhe Holy Family meet a
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husbandman sowing corn. Jesus greets him and tells him to
gather ih,his.corn, which has miraculously ripened. The
husbandmén‘falls on his knees and acknowledges Jecus as the
Redeemer;__Jesus replies that he has spoken the truth and urges
him to tcll'anyone who makes inquiries fcr Jesus that Hc passed
by as the.husbandman,was sowing his seed. . Shortly afterwards,
Herod«énd his guards arrive, but the husbandman answers as
instructed; The Captain of the Guard urges his men to turn back,
for it musf‘be three quarters of a year since fhe husbandman
sowed hié seed. Thus Herod was deceived by the work of God
'Hlmself The crane concludes his narrative by reflecting on
the thougands of Innocents slain, explalnlng that he has now
told how the Virgin brought forth God the'Son.

A hitherto unnoticed poem in a‘Birmingham chapbook of about
1800 would seem to be a version of Child 55 rewritten in a more

'elegant'(style, probably durlng the elghteenth century The

chapbook, Three New Carols for Christmas, was prlnted by

"S. Maftin,_Printer, Ann-street, Birmingham”2 and the poem,
'A Carol for Christmas Day', 1is of particular interest in that

it suggests that The Carnal and the Crane once contained‘other

episodes. I_give this poem in full, exactly as printed in the

chapbook, except that the letter 's' is given in its modern form.
o o

Obvious mistakes are rectified in parenthesis in the margin:

Line
No.

1 . When Jesus Christ our Lord,
Descended from on high,
For to redeem mankind's lost race,
In great humility,

) A glorious star appear'd
Like Phoebus in the morn, _
Whose rays (till then unknown bespoke,
Some mighty king was born. '
This star some wise men. saw,

10 And ‘they by magic art
Knew it denoted some great birth,
Salvation to impart.

Elate with Jjoy they soon, ./@5
Prepar'd our Lord to find,
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Line
NO‘

15 And guided by the star they came,
o Unto the place assigned.
The choicest drugs their land,
- Could yield they with them bring,
- Myrrh for a man, increase for God, . - (incense)
20 And gold, as for a king. 2 :
To Herod's court they came,
Enquiring where he was, ,
That was born king of the Jews, for they
In the east this star did see o
25 A panick seiz'd king Herod,
Who thus in rage reply'd,
Then may this cock revive and crow,
In sign you have not ly'd;
‘ -No sooner spoke but straight,
30 To admiration rose,
* The naked cock, his youthful plumes, -
Around his body shows.
In gaudy pride array'd
o Thrice o'er he clap'd his wings,
35 And crow'd as usual thrice,
: . Herod that haughty king,
- Surpris'd with fear he stood, _
Amazd with horror quall'd S (quailed)
Like thunder struck, untill at length
40 Rage o'er his fear prevall'd
: Then he in wrath commands,
Our Saviour's life to gain,
All children should (not two years old, )
In Bethlehem be salin. :
45 The executioners,
Without delay proceed,
And in a most inhuman sort
Young infants caus'd to bleed.
But God who knows all hearts,
50 Frustrates their great design.
And into Egypt sends his Son
With presence all divine.
When that our Saviour . .came,
- Into the Nillian Land,
55 Their idols all in silence fell,
: Nor could his power withstand.
By some it is affirmed
- When they in Egypt fled,
: ~ That being weary, they to rest,
.60 Sat on a mossy bed.
-~ And straight around them came,
Both tame and savage beasts,
Frisking around to make them sport,
As they sat there to rest. ’
65 And further as they pass'd,
' An husbandman they spy'd,
Sowing a cultivated field,
"Near to the highway side
~ Now as he sow'd behold
.70 - The seed sprung up amain,
: A yellow harvest crown'd the field,
And full rlpe was the -grain.
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Line
No.
Thus did our blessed Lord,
Shew both his power and might,
75 Even when a babe, when he was born,
Clouded with heavenly light.
Such was his wonderous love,
To us his people here,
From thickest darkness us he brought
80 His righteous laws to fear.
Then. let us all unite,
And praise his holy name,
And at this holy festival
84 His mighty acts proclaim.

FINIS.

‘Thls-boem omits the dialogue of the carnal and the crane,
but both the combination of incidents and the'similar wording in
lines 9, 31-32, 43-44, 59-60, 62 and 64, 65-66 and 73 indicate
that thls 1s a rewrltten version of our ballad3 TheApoet includes
.several extra details:‘ the wise men's glfts are named and their
significance givenA(lines 15-20) and the idols fall at the
approach'of theblnfant Jesus (lines 53-56). The significance of
.the magi's giftsuis well-known and is probably the reviser's
own addition. The miracle of the falllng idols, however;

'-derived from Pseudo-Matthew, is introduced inlthe poem only

brlefly Since the episode probably formed'part of the ur—ballad;
it is 1ncluded in dlscuss1on of the ballad S sources The - '

rewrltlng of The Carnal and the Crane in a more fashlonable style

,:subgests that the ballad was well-known in the West Midlands
in the elgﬁxﬁnth century and consequently there ‘was a market for
a rev1sed Ver51on

The'broadside copies of Child 55 differ mostly in minute,
”1n51gn1flcant detalls, upon Wthh it would be hazardous to )
erect precise "theories of transmission, since it is likely that
many broad51des have been lost. 'The largest variation occurs

at the p01nt where the husbandman acknowledges Christ's D1v1n1ty
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Broadsides IV and'y (Sandye-and Sylvester). have:

' The husbandman fell on his knees,
Even before his face; -
'Long time hast thou been looked for,. -
But now thou. art come at last; o

tAnd ‘T myself do now believe
‘Thy - name is Jesus called;
Redeemer of_mankind*thou art,
Though undeserving all.'
S IV, V stas. 20, 21.
VI, VII,and'lg (Bloomer, Jackson and Guest of Birmingham)
substitute 'undeserving they' in the lastiline of stanza 20.
VIII and XI simply omit the last two lines. ,g; the Dudley
_chapbook version, remodels stanza 21:
'There‘s none can .any longer doubt
But thou art the true Messias,

And I myself - -do now believe
Thy name is called Jesus.'

II;‘HUSk!s Version, also omits the"undesérving' lines, but
contains another two lines not found elsewhere:

‘The husbandman fell on his knees,

Even . before His face;
“And made a lowly reverence
' To Jesus Chrlst His grace.
: I1I sta. 20.

'Obv1ously the rhyme scheme of this portlon of the ballad became
‘deranged and prlnters attempted to mend 1t. None of the
emendatlons are tradltlonal in tone, w1th the possible exceptlon
’ of the unlque two llnes in III ‘1n Wthh the reference to Jesus'

”grace” echoes the 'lion! stanza (16 2) whllst 'reverence"may

’,be an echo of Latln 'reverentla' in the Pseudo-Matthew account ‘of

'the adoratlon of the beasts4

II has other unique variations, all trlfllng, it also
"shares varlant readlngs with. broad51de X1 (prlnted by Prlchard
vof Monmouth) Both XI and III may be derived from an elghteenth

centUry Worcestersh;re copy. Broadside VIII, prlnted by Wood

‘_-of_Birmingham, alSOAexhibits some of the features.of III and 51,
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which are,that in stanza 3.3 the Son is said'tn come "out of
the land of Egypt" (III, VIII, XI: cf. 3a sta. 2.3 and 3b, lire

in stanza 10.4, the cock crows 'senses', not 'fences' three

5)

(VIII, XI: .cf. 2 sta. 3.4); stanzas 13 and 18 begin, "Fhen Jesus,

aye, and Joseph" (;ll, XI) instead of the more awkward 'Jesus
gh! and Joséph'; in stanza 14.3, Mary grows' ‘weary (III, XI:
cf. 3a sta. 6.3). Broadsides III, VIII, XI ahd also X, from
Dudley, preserve_the rhyme better in stanzas_és and 25 in that
“they end the stanzas with the word 'sown'. In stanza'B.l of
hroadsides II1I, Xand XI (cf. 1 sta. 3.1), ths star risés in

the 'East land', not the 'West land' of broadsides I and IV - IX;
in stansa 17.1, both X and XI mention 'rightsous' (not 'virtuous
pfinces.

Broadsides I, VII and IX are virtuallyiidentical: I may,
in fact, be based on y;l. The distinguishing feature of
thesé'textS'is that the star stanza has'besn'recast:z

| There was a:star in the west land |
Which shed a cheerful ray, .
Into King Herod's chamber, R
And where King Herod lay.
VII sta. 8.

The two stanzas which usually end the ballad, on the thousands

")

- of Innocents slain, and the Virgin's bearing a son, have in these-

versibns become part of Christ's speech to.the hﬁsbandman,
‘sfter‘stanéa 22E

| | The star stanza in traditional text 1 (sta. 3) is cnfrupt
but of ‘the type just quoted, and this traditional text probably
'originated from a broadside, though not one we have. Like |
’texts 3a and 3b version 1 features King Pharaoh not Herod, as
the’ tyrant who pursues the Holy Family, and for whom the cock
miracle is performed. The confusion may simply have arisen from

- the reference to the ‘1and of Egypt' in stanza 3 of some
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broadsides; versions 1, 3a and 3b, being inoomplete, lack this
stanza. (But see below.) | |

Traditional text 2, four stanzas only;.preserves the
unusual'lsenses three' and has the unique detail that the
star in the.first line‘Shines ln "David's land", perhaps in
reference to Luke II1.11. Other variations in this version are
merely corruptlons |

The examples dlsoussed so far suggest that by 1800 the
ballad had a stable form with few 31gn1flcant variations and

L

that later oral varlants are probably derlved from these West

"Midland‘broadsides. However, the gypsy version, King Pharim
(3a and 3b) is both musically® and textually distinet. The
textual varlatlon partly results from corruptlon thus, the
cock ‘miracle, because of misplaced stanzas, 1s made to prove the
Vlrgln Blrth . Yet certaln expressions suggest that the version
was revised at some time in the eighteenth century:
King Pharim sat a-musing,
A-musing all alone.
S 3a sta. 1l.1-2.
'Oh, if you come out of Egypt, man,
One thlng I fain I known !
3a sta. 3.1-2.
Stanzas 6 - 9 employ unique lines which probably represent an -
'attempt to replace words which would not have rhymed by the
eighteenth century; since, however, the lines might possibly
preserve traditional features found in Middle English analogues,

they are discussed below. Small details already mentioned

'1ndlcate that amongst the broads1des, King Pharim is most

'closely related to III, VIII and XI, apparently representlng the

oldest broad51de tradltlon

The broadside version of The Carnal and the Crane opens:




107

Chapter Five: The Carnal and the Crane

As I passed by a river side,
And there as I did rein,
. In argument I chanced to hear,
"A carnal and a crane.
' III sta. 1.

Hone was probably oorrect in his suggeetionifhat originally the.
" last word ln line 2 was some variant of thevyerb 'to run'’;

a sixteenth oentury religious parody of a seoular song opens
similarly8 | |

Downe be zone Riuer I ran,
.Downe be zone Riuer I ran,
. Thinkand on Christ so fre
" That brocht me to libertie

And I ane sinful man.

Riverside openings are found also in secular'praditional ballads

and folk songeg,land in romanoesl

Overhearing the speech of birds is a common device of
-late medieval poetryll, especially of moral carols:

Under a forest that was so.long

As I me rod with mekyll dred,

I hard a berd syngyng a song:

'Assay thi frend or thou hast ned.'
Greene no. 389 sta. 1.

Talking birds feature in ballad plotsl2, but the function of the

"carnal and the crane is merely to convey the details of the
Nativity story. The ‘carnal' is generally prelumcd to bc a.
_crow,ifrom'Frenoh 'corneille‘, but the wordvis‘not found
-elsewherel3T The crane became extinct;in Englend afrthe end. of
ltne,seventeenth'oenturyl4; Appropriately enough it is a water
bird;' perhape, like the‘heronls, its great power of fllght was -
’SuppOSed to give it secret knowledge. .

Christmas dialogues, some'involving.birde-and beasts, were
clearly popular in the late mlddle ages: botn the surviving
A(true) Coventry mystery plays, rev1sed by Robert Croo in 1534
but including older mater1a1,~conta1n dialogues on the same theme

as tnat in the ballad, the meaning and details of the Nativity




. 108
Chapter Five: The Carnal and the Crane :

1
story 6. In The Shearmen and Taylors' Pageant, the second
prophet asks, like the crane, whence Christ.the King should
come, whilst the first prophet explains that God the Son was
born of a Virgin, and later tells the story of the star and
the shepherds' visit. The second prophet asks in what castle
the shepherds saw Jesus. His fellow replies,-like the crane,
that Christ was born in povertyl7

Nothur in hallis nor yett in bowris

Born wold he not be,

Nother in castellis nor yet in towris

That semly were to se

But att hys Fathurs wyll

The profeci to full-fyll,

Betwixtf an ox and an as

Jesus, this kyng, borne he was
Heyvin he bryng us tyll.

The details of the ox and the ass are derived from Pseudo-

Matthewla. The line, 'betwixt an ox and an ass' occurs in

broadside XI, stanza 3.4, of The Carnal and the Crane: other

broadsides have 'between an ox and an asé' at this point.
Similar lines are found in.medieval carolslg, usually in
conjunction'with references to the manger. Hence the variant
reading in stanza 3.3 of III, VIII and XI, 'Out of the land of
Egypt',‘may be a later emendation based on Matthew II.14-15.
This in turn suggests thét the mainstream broadsides which keep
the  phrase 'in a manger' (IV - VII, IX, X) are not directly
derived from III or XI, the oldest broadsides.

" The purpose of the miracles in The Carnal and the Crane is,

as Dr. Moser-suggestszo, to prove the identity, i.e. the Deity,

of Chfist. .However, the birds' dialogue also emphasises Christ's

Deity, énd there 1is evidence of deliberate artistic purpose in

the construction of the ballad. The carnal tells the crane:
'Before we had the Father,

But now we have the Son.'!
' IIT sta. 2.3-4.
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At the end of the ballad, the crane refers back to this in a
stanza of Wthh the correct form is found only in broadsides
IT and XI:
'The truth now I have spoken,

And the truth now I have shown;

Thus the blessed Virgin

Brought forth our Lord the Son.'

IITI sta. 30; c¢f. XI sta. 30.

Much of the birdsf.speech explains, like the-angel's in The

Cherry Tree Carol, that though Christ was God, .He chose to be
born in poor clrcumstances: see Child 55 stas. 6, 7.
'The character of Christ's mother is also testimony of
Christ's Divinity:
‘' pray thee,' said the Carnal,
'"Tell me before thou goest,
Was not the Mother of Jesus A
‘Conceiv'd by the Holy Ghost?!
'She was the purest Virgin
And the cleanest from all sin;
She was the handmaid of the Lord”
_And the Mother of our King.
: III stas. 4, 5.
_-Chlld erroneously supposed these. stanzas to refer to the
iImmaculatevConceptlon of Mary l, whereas in fact they refer to
Mary's-conceptiOn of Jesus; i.e. the lncarnatlon.
'The doctrine of the 'Immaculate Conception' holds that
in the very 1nstant that Mary was ‘conceived 1n the normal way,
d,God allowed her soul by a spe01al pr1v1lege to be freed from all
‘_staln of orlglnal sin: Mary s soul was flooded with the grace
"of the Holy Splrlt for she was saved in advance by the atoning
fsacrlflce of her Son ThiS'doctrine originated in the Eastern -
Church was accepted in England as early as the eleventh century,

-but encountered flerce oppos1tlon in- Europe in the thlrteenth

century. It was formally defined as blndlng on all Cathollcs

"~ only in 1854 by Pope Pius IX2‘
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Chlld was perhaps mlsled by the verb 'was concelved'
being used in an obsolete sense to mean 'became pregnant', a
usage found from the first half of the flfteenth century untll ;
'the m1d seventeenth century 3. Hence the ballad ‘lines in fact
mean, 'Dld not the Mother of Jeéesus conceive by the agency of the
Holy Ghost°', Thls.meanlng is confirmed by stanza 5.3, 'She was.
the handmald of the Lord', which clearly refers to Mary's words:
at(the Annunc1atlon, recorded in- Luke I. 38._'j

Stanzas 8 - 12 of the ballad on the- mlracle of the cock
and the.. slaylng of the Innocents, are dlscussed above, in
Chapter Three. Of the mlracles of the Fllght to~Egypt» that of
the 1nstantaneous harvest is the most mysterlous in orlgln.
Moser cons1ders that the cornfleld story as 1t appears in
«European balladry may have orlglnated in France, since it.
appears in a thlrteenth century French poem, or. that if one-
hJudges by the dlstrlbutlon of the ballads ‘on the subJect, it’
: mayrhave'come"from the.East24. Ballads are found in French,
Provengal and Catalan, Dutch and Flemish, SwediSh' Karelian
'Flnnlsh Wendlsh Serbian, Czech, Polish and Rus:1an25.

Moser. Judges that the story is ultlmately derlved from the

Acta Petrl et Andreae, an apocryphal work of the 51xth century

Sin three recen51ons, Greek Old Church- Slavonlc and Ethiopic:
- the. work may go. back in part however, to a second century

“Acta Andreae26. Accordlng to the Acta Petrl et Andreae, the

'ChPlSt Child appears to five apostles, 1nclud1ng Peter and Andrew,'

4.and sends them to do missionary work in the’ 01ty of the barbarlans

:ifOn the way,lAndrew fears they will suffer new hardshlps there

so Peter, seeing a farmer worklng in the flelds, decides to try

.', an omen: if.he.will give them bread, they will suffer no

. hardships in the city. Although the farmer;is_hungry himself -
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~and has only rented his ploughing oxen, heloffers to go to the
town and fetch bread'for them if they will‘mlnd the fleld
<Peterftakes the plough and Andrew sows the:seed. The corn
.immediately'springs.up, the farmer returns-and is converted.

As 1nstructed by Peter, he takes back the oxen;to their owner
w1th a(sheaf of corn. Dr. Moser adduces other saints"legends to
show that‘the corn here symbollses the word of God but erroneously

supposes that the idea  is not biblical and- hence would have been

forgotten_after the middle age527.

This'story certainly containS'several»features of later,
ballads;. the husbandman is willing7to help,treturns to find the
corn rlpened and testlfles to God's power byAbelng converted.
Yet 1t dlffers from later stories in that it~ concerns no pursuit
ﬁ_ and . the apostles plough and sow to brlng about the miracle.

'Pace Dr Moser, I Judge it to be an early, 1mportant analogue,
rather than the source of the cornfleld mlracle on the flight
to Egypt28 "Dr; Moser glves 1nsuff1c1ent welght to the earller
"connectlon of Chrlst Hlmself with wheat mlracles apocryphal
Acts of the Apostles often show their hero performlng mlracles.
' orlglnally worked by Chrlstgg. No miracle appearlng in a 51xth.
entury work can be presumed to derive from the second century

: w1thout flrm ev1dence30.

The ultlmate source of all apocryphal wheat miracles is E
5 probably the parable of the sower, in whlch Chrlst Himself
.explalns that the corn 51gn1f1es the word of God31 Other
'1nfluences may be Christ's comparlson of the klngdom of God to
'h:a harvest jat whlch the apostles are labourerssg, the parable of
:the wheat and the taresaay the multlpllcatlon of loaves to feed

large crowds34, the story of the d1s01ples gleanlng wheat on

' thhe;Sabbath _and Christ's pronouncement that;
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Except ‘a corn of wheat fall into the. ground and

die, it abideth alone: but if it die, it bringeth

forth much fruit.

JOhn XII.24.

.This pronouneement certainly inspired_an apocryphal
mlracle found ‘in a fragment of an Egyptian papyrus dated before
150 A.D., in whlch the adult Christ 1llustrates the saying to
HlS apostles by sow1ng and ralslng an 1nstantaneous harvest from
a graln of wheat on the banks of the Jordan36

Stories of the‘Infant Christ raising enormous harvests

from a few grains of wheat appear in the oldest apocryphal

~Infancy Gospelss7. The Infancy Gospel of Thomas perhaps

originated in.the second century38. Tischendorf prints two
Greektversions and one Latin, none of the manuscripts pre-datiné
the‘thirteenth centurysg. However, there is'also a shorter
Syriao recension lfl a sixth oentury manuscript and other old

versions in 01ld Georglan, Old Slavonic and Ethiopic4o. The

'purpose of the gospel is to anticipate Chrlst's later mlracles )
and portray Jesus as an Infant Prodlgy " The numerous translatlons
of the work and use of its stories in later apocryphal wrltlngs
attest its wldespread popularity throughout the medieval period
In the oldest extant version, the Syriac, the Child Jesus

'lslplaylng: He sows .a bushel of wheat and reaps a hundred .
quarters, giving them to the people of the village42.- In - |
Greek‘version-A; Jesus, aged_eight, goes_out in the time of
-sow1ng with Joseph and sows one corn of wheat. “He then reaps

- and threshes it, bringing in a hundred measures. Then he calls

2:the poor to the threshing- -floor and gives them the wheat, Joseph

taklng the res1due43. ThlS miracle is found also in the Latin

Infancy Gospel of Thomas Jesus SOWS a handful of corn in seed-

;time and in harvest calls the poor, the w1dows and the fatherless,
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He gives them the hundred measures of corn, except for a little
which Joseph takes into his house for a blessing44

The wheat miracle in Pseudo—Matﬁhew XXXIV is clearly from

the same sburce: Jesus, aged eight, sows a little wheat which
He has téken from His mother's barn. It springs up, grows'and
multiplies. Jesus reaps it, gathers three quarters of corn, and
gives it to many45

In the Latin Infancy Gospel of Thomas, i, another corn

miracle occurs on the flight to. Egypt, when JeSus is two years
old: Jesus walks through a sown field, takes some of the ears,
grinds them, puts them on the fire, and eats. ' The field year

by year yields as many measures as the number of grains Jesus has
taken46.

Another story was known in about 570 A.D., when Antonius
of Placentia, whilst on pilgrimage, was shown in front of the
church at Jericho™’

the sacred field of land, in which our Lord sowed
corn with his own hand - sowing as much as three bushels
.of corn, which also is gathered twice a year; first, in
the month of February, that it may be used at the
“communion at Easter; where it has been gathered it is

~ ploughed, and gathered again with the rest of the harvest.
- Then it is ploughed. '

It seems a reasonable hypothesis, on this evidence, that a

" miracle stbry concerning the sowing of wheat was told of the
adult Cﬁrist as early as theisecond century; probably also

at an‘early date, it was taken over into the Iﬁfancy Gospels and’
was later conﬁected with the flight to Egypt, as in the Latin

infancy Gospei~of Thomas. Once the legend of Herod's pursuit was

elaborated, the wheat miracle was adapted, in some work lost to
~us, to provide concealment for the Holy Family. The date at which
this adaptation took place remains unclear, since the earlier

wheat miracles of the Christ Child continued to be known and used.
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A brlef comparlson suggests that The.Carnal and the Crane
is not, dlreotly derived from ‘the: present European ballads of the
mlraculous harvest since, though it shares many details with )
them,'lt dlffers 51gn1flcantly. On the Contlnent, t is the
Vlrgln, not Jesus, who performs the m1racle48, which often follows
the angel S warnlng to flee49. In some analogue , iflary greets
'the sower polltely5o. Sometlmes she asks him to hide her51 and
in these vers1ons, Mary and Jesus do not pass on. After the’
sower replles, Mary tells him to go home for hls sickle and
fetoh in the‘harVestsz: Sometimes she tells the sower what he
must say to'her'pursuers53.” When Herod's soldiers arrive,ythey'
question the sower in detail about Mary and'the Christ Child;
v‘he replles that Mary and Jesus. passed as he was sowing his corn54.
One’ guard then turns -to another55 and urges return it must be
.some tlme (usually spec1f1ed) 51nce Mary and Jesus passed
In“Catalan,'as in English, the guard grumbles,l'We have achieved
nothing'574"In SOme_ballads, the massacre of the Innocents-"
follows the guards' return58. Some European cornfleld ballads,
llke Chlld 55 1nclude other Chrlstmas legendssg. |

“ In The Carnal and the Crane, the angel 1s not mentloned and

it 1s Jesus, not Mary, who greets the sower polltely, tells hlm
to return for hls ox-and wain (Chlld 55 sta. 19) and then 1nstruots
J'vhlm as. to what he must say (sta. 23). Herod's 1nqu1ry (sta. 24)

is not glven in dlrect speech As-in the European analogues,
lt is a guard (here, the Captain) who urges return in the
'ﬁ"oldest,broads;de (XI sta. 27.1) he makes his request "to the

guard”__ : j . _ . |
The source of the other mlracles on the fllght to Egypt

in The Carnal and the Crane is Pseudo- Matthew chapters XVIIT

and XIX tell how the Holy Family, travelllng to Egypt w1shes ]
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:to rest in‘a_cave, from which many dragons emerge, frightening
the whole“party. Jesus gets down from Hisimother's lap; the
dragons adore Him and then leave. Jesus walks:before them,
commanding them to hurt no-one. He comments"that as He is
Perfect'Man;‘all the'wild beasts of the wood will grow tame
before Him. Lions and leopards also adore'Hlm with great
reverence and accompany the party through the desert, wagging
their_talls. Mary is frightened, but Jesus tells her not to
fear;'since they come to do them both service: Mary is comforted.
The lions direct the wayband do not harm the:oxen and asses,
thus fulfilling»lsaiah's prophecies60

Avsimilar miracle occurs in Pseudo—Matthew XXXV, when

.Jesus is eight: near the banks of the Jordan, a lioness and

her whelps live in a cavern, and will let no-one pass. Jesus

‘goes into the cavern and the whelps run to play with Him,
whllst the older llons stand at a distance w1th lowered heads,
fadorlng Him. People watching think Jesus must have 51nned
_grlevously to have exposed Himself to danger, but Jesus,
emerging from the cave with the lions, tells the spectators
(among them His parents)
How much ‘better than you are the beasts, which
" "recognize and glorlfy their Lord; and ye men, who
are made in the image and likeness of God, know him
not. Beasts acknowledge me, and grow gentle, men
~ see me, and know me not. '
Jesus crosses the'Jordan with the lions, the.waters dividing
4:to'right and.left, then dismlsses the beasts, -telling them
- to hurt no man.

In the ballad Mary w1shes to rest, as-in Pseudo-Matthew,

-and_Jesus' reassurance resembles Hls remarks in the apocryphal

: beast'legends:f
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'Come sit thee down,' says Jesus, .

'Come sit thee down by me, . ’

And thou shalt see how these wild beasts
" Do come and worship me.

V sta. 15.
In the ballad, the lion is the only beast specified and lions

.play a promlnent part in both beast eplsodes in Pseudo- Matthew

The moral'drawn in the ballad, that because the lion appears
first, he is made king of the beasts, may well be original:
First came the -lovely lion
Which Jesus's -grace did bring,
And of the wild beasts in the field,
The lion shall be king.
: III sta. 16.
~'Bring' ends the second line of stanza 16 only in III and XI;
all~other complete ‘broadsides contain the senseless corruption
l'spring—'. Stanza 17 in the broadsides is.bad1y4expressed,
andhmay reflect‘later revision or even additiOn, since 'choosing'

princes was not a generally acceotable idea before the mid

~ seventeenth century:

We'll choose our virtuous princes,
O0f birth and high degree,
In every sundry nation,
"Where er we come and see.
IV sta. 17.

_The beast miracle in Pseudo-Matthew XIX 1is followed by the

| eplsode of the bowing tree (see above, Chabter Four). After
| .thls, Jesus con51derably shortens the Journey and the Holy
“Family: arrlve at an Egyptlan city called Sotinen in Hermopolis,
‘taklng shelter in a temple containing 365 1dols, each honoured
‘on its own day in the year62. As the Holy Family enter, these '
' .1dols fall prostrate and break, thus fulfilllng Isaiah XIX.l;A
The ruler of the city, Affrod051us, arrlves at the temple with -
.‘an army, but then worshlps Jesus, warnlng hls men that the idols
"would not have fallen were He not God, and that all must worship
Hlm or suffer the fate of Pharaoh and his army, drowned in the
vRed Sea .‘Shortly afterwards, an angel 1nstructs Joseph to

peturn. to the land of Judah

L




[
1
~J

Chapter Five: ' The Carnal and the Crane

In the rewritten version of The Carnaiﬂand the Crane,

lines 53 - 56 we are told simply that when Jesus reached

Wgypt, the idols fell in silence because they could not w1thstand
.His-power. The incident occurs after theAslaughter of the
Innocents,.but before the miracles of the beasts and the corn-
field, which should.happen on the Flight, before the Holy Family
reajws Egypt, This, then, was not the p051tlon of the idols
episodevin thehur—ballad, yet if the eplsode orlglnally contalned

‘a reference to Pharaoh, as in seudo—Matthew, its wrong

positioning might explain the tradition in”versions 1l and 3

whereby Pharaoh, not Herod, pursues the Holy Family. Pharaoh's

pursuit of Moses64 is, of course, a similar story, perhaps indeed

the orlglnal 1nsp1ratlon of the legend of Herod's pursuit.
Although no extant Middle English poem contalnlng

.Christmas mlracles 1s the direct source of Chlld 55, the poems

are sufflclently s1m11ar in language to suggest that. The Carnal

and the Crane drew on traditional ways of telllng the storles

and may ‘have been adapted from an earlier poem or poem now

lost to us.

' The earliest surv1v1ng poem on the Chlldhood of Jesus,

,1n Laud MS 108, begins, like The Carnal and -the Crane, w1th.'
a reference to Christ'susaving mission contrasted with His
| . .85
poor upbrlnglng
Ywane ihu crist wds i bore,
To saui this world that was for lore,

In one crachche he was i leid
Bi fore Oxe and Asse; sothth it is seld

As 1n Pseudo Matthew, an angel bldS Joseph go into '"egypte

londe"66 and they have not travelled long when wild beasts,

“dragons and lions come to greet Jesus, bow1ng to Him in

']~fulf11ment of Isalah s prophecy. The account of the falllng

idols shows the same kind of confusion as 1n.our ballad: the
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"temple of glwes” contains three hundred 1dols fllled by

demons ”ywuche heroudes the king honourede w1th the glwes”'

the false 1dols fall when Jesus enters and’ "heroudes the klng of

egypte'lond" becomes frlghtened, rememberlng»the fate of

'Pharath drowned and doomed to hell for his disbelief. Howeverr

Jesus forgives Herod, as He forgives all mho-are sorry67
.thisChildhood poem also contains the oorn miracle from

PSeudo—Matthew.and the Infancy Gospel of Thomas with one

{

'1mportant difference: .when Jesus casts a’few oats into a field
where nothlng grows but wild grass,'the fleld is filled w1th

a harvest of oatSt”a nonrighht'"; the people; bew1ldered, shear

the oorn and take it home to their houses68
- The early Chlldhood poem uses a method of descrlblng

.charaoters W1th short phrases in app051tlon for example,
Joseph is ”that_olde~man” and Jesus, 'that ch1ld that was Sso
* ying069; eThislresembles the ballao's-”Mary,~that was so pure'
' (Child 55 sta. .13,'2_), but the same style-'is.j_found also in
romance7o o | ‘

| hﬂMiraolesAof'the Flight to Egypt ocour also,in Cursor
Mggg;: both the adoration of the beasts71 and the story of

the falling idols72 (in which Pharaoh is ment1oned) resemble

'Pseudo—Matthew closely. In the cornfield miracle from Pseudo-

Matthew however, the harvest from the measure of wheat which

| Jesus has taken from his mother s barn agaln sprlngs up
73, '

7immediately and in great abundance
a-pon the felde he hit sew
and that ilke day hit grew
'sa thik that wonder was to se
‘hit multiplied to gret plente.

.Wheh,cut, the corn yields one hundred measures, which Jeshs

'gives gladly to all who .1ive near.
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The later Chlldhood poem in three flfteenth century
redactlons is much closer in language and content to the ballada
'The legend of the 1nstantaneous harvest on the Flight to Egypt
is mentloned S0 conc1sely at the beglnnlng of each vers1on7
as to suggest that 1t was well known in England by the early
fifteenth'century: .Herod has sworn that heaw1ll kill Jesus
and hence Mary flees; she tells a man thatvhe must say that
she passed by as they were sowing; when the Jews arrive;
they flnd rlpe corn belng reaped :

Mary S 1nstruct10n as. to exactly what the man should say

is paralleled by Jesus' speech in The Carnal ‘and the Crane

(stanza 23), but not in the European analogues. In addition,
-a. sllght verbal resemblance to the ballad occurs in line 22,

before the cornfleld mlracle in MS. Harl 2399 (conalstently

.closer to the ballad than the other two redactlons), we are
,told of Mary that . "(sche wen)d yn to Egyp(t) ther sche was
not'knowy(n)e. v The ballad stanza precedlng the corn miracle
contains a similar phrase75

Then Jesus, aye‘andtJoseph,

And Mary . that was unknown,
"They passed by a husbandman,

As. he his seed had sown.
III sta. 18.

» The corn mlracle is followed in this Ch1ldhood poem

'\by the adoratlon of the beasts76: the Holy Famlly travel into

“a w1lderness, where they see llons, leopards ‘and other w1ld

-';beasts, Mary is afrald but Jesus blesses the beasts and
they bow to Hlm, for which Mary thanks her Son, she then
_fhears blrds s1ng - a feature of two French cornfleld ballads
- ~The 1ntroductlon to thlS eplsode is of a similar style to
. the ballad. We~are told-of'Mary78{ | o

(Fyrd)ermore sche gan gone e
(In) yldernys, ‘that was - fayr of hew ..
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Compare thefballad stanza preceding the adoration of the
beastS'

" Then Jesus, and Joseph,
And Mary that was so_pure
They travell'd into AEgypt land
“As you shall flnd most sure.
: XI sta. 13.

Since the next eplsode in the Childhood poem, Mary's. meetlng
“w1th Dlsmas (the good thief) is 1ntroduced by a similar phrase,

”Fyrdyrmore sche went anone"79, it seems probable that

'Journeylng stanzas 1ntroduced by the word 'further were

part of The Carnal and the Crane at an early stage Such an

expresslon is found in the rewritten ver31on (llne 65), whilst

the gypsy vers1on, Klng Pharlm, contains the follow1ng stanzas:

Joseph and Jesus and Mary
Weré travelling for the West,
:When Mary grew a-tired

She might sit down and rest.
They travelled further and further on ;

~ The weather being so warm,
'Till they came unto some husbandman

A sow1ng of his corn. '
3a stas. 6, 7.
-_The second llnes of these utanzas are unlque Stanza'6.2
' 1s most probably an emendatlon of tﬂe usual rhymes in
j',stanza 14 of the broads1des, 'beasts : rest' (but see note 80)

.Stanza 7.2 is paralleled by tag phrases in Mlddle English

‘V_poetry, for example, the prelude to the palm tree mlracle in:

the Life ofASti Anne®°

Mary sayd than hyr burd rest efte
‘For febyll hyr strengh was hyr ner refte.
The weder was than so hatte. .

-However, 1t is extremely unlikely that a poet would have

'dellberately rhymed 'warm' with 'corn' before the mlddle of

‘ef_the seventeenth oentury81

The later Chlldhood poem also contalns the story of the

lfalllng 1dols82'; Froudeus is lord of Egypt and many pllgrlms
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come tO»see»his thirty—three golden'gods.A>When, on Jesus'
arrival, the gods fall to nothing, Froudeﬁs'goes mad, but‘then"
remembers 'the prophe01es': Pharaoh is not mentioned. Jesus
_forgives FroudeueAand all whO«approach: those who do not
are:put to'death!

MS. Harl. 2399 and MS. Addit. 31042 contain another corn

miracle, differing from that in Pseudo—Matthew: the Holy

Fahily ie in Egypt during a famine; Mary asks Jesus to take
plty on the hungry and Jesus takes a barley corn and sows 1t in
the»mlddle of the field; He then bids the plndar blow hlS horn,
the people shear the corn and bind great sheaves, thanking -
Jesus 1in theirlhearts83 | -

The latter miracle appears in the early fifteenth century

Life of St. Anne with the difference that Jesus sows three
wheat corns and three barley corns and bids the hayward summon

the people with hlS horn:

To do that hervest fast thai rane
& many a cart & wayne thane
"Full of corn ham thai dyght.

Again, the people are thankfu18

Some features of’ thls story recur in the ballad

'God speed‘thee, man!' says Jesus,
1Go fetch thy ox and wain;
And carry home thy corn again,
Wthh thou this day hast sown.
XI sta. 19.

Jésusf gréetiné-is paralleled‘in secular balladry and is
probably riot consc1ously 1ron108$. Jesus'eCOhcern for the
people s néeds, lmpllClt in most apocryphal corn legends but
‘.vovert in the last corn miracle considered, ‘is found in a unique

-stanza of King Pharim Wthh seems too good to be merely a gypsy.

'begglng stanza. Jesus says that He works the miracle for the

sower: .
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'For to keep your wife and family
From sorrow, grief and pain, .
And keep Christ in your remembrance,
Till the time comes round again.
3a sta. 9.
The other. miracles‘in the Life of St. Anness'are as in Pseudo—'

Matthew (an acknowledged source. of this poem), but use
apparently trad1t1onal phra51ng for example, the Holy Famlly
travelsthrough a desert, 'that no man suld tham knawe" and '
when they enter the.temple of Egypt, the false gods "Ffell
.down ‘& myght noght stand"87. A line similar‘to the last quoted
4may have formed part of the ur- ballad Judglng by line 56 of the

rewrltten ver51on of The Carnal and the Crane A second corn

mlracle in the Llfe of St. Anne may have been adapted from the -

' Eatin Infancy Gospel of Thomas88

By the fifteenth century, then, several versions of the

corn mlracle were known and perhaps 1nfluenced the language

used in The Carnal and the Crane The ballad dlffers from the;

later Chlldhood poem in that the Infant Jesus performs.the
:~m1racle Nothlng in the ballad prohibits the v1ew that this

change was made as a result of the Reformatlon, and we have seen
| that the balladvls dellberately constructed to illustrate the

power of God the Son However, the analogy of The Cherry Tree

‘9é£9l 1ndlcates that even before the Reformatlon English ballad

.‘makers sometlmes preferred to stress the power ‘of Jesus, |
*rather than HlS mother The traditional subgect—matter and

7language of the ballad suggest that it was composed (or complled)

::-;at some time . between the late flfteenth and the late slxteenth 1
'thcenturles and w1th1n thls period, the f1rst'half of theA51xteenth
vcentury seems most probable, since it was hardly safe or .

“.fashlonable to- compose songs us1ng Cathollc legends in the

'late_slxteenth century.
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4 Supporting this date to someleXtent’isﬂthe fact that

Child 55 contains a number of words which though not unusual
or_'aureate’ are longer and more lpolite' than those normally
encountered 1n tradltlonal ballads. These words are: 'argumer*'
(sta. 1.3),'fconce1v’d{ (sta. 4.4), 'provender' (sta. 7.3),
"princely' (sta. 9.3), 'travell'd' (sta. l8.3), tvirtuous' or
'righteousl (sta. l7.1),"sundry' (sta. 17,3); 'husbandman'

<sta} 18.3), 'redeemer of mankind' and 'undeserving'89 (sta.
21.3{f4),f4preéious blood' (sta..22.3), 'furlously and
_'enquiring' (sta. 24.2, 3),-'captain'-(sta 27. 1), proceeded':
(sta. 28.3) and,'lowly-reverence'l(lll sta. 20.3). In aggregate,
:these words suggest, perhaps, that a traditiOnal ballad (or
ballads) hasbbeen:workedAower bj a.fashionable_'minstrel' or
'Londonfpoet, an impression confirmed by othernstylistic features,
‘for example, the 1rregular1ty of metre. Some-of the stanzas

are wrltten'ln "ballad measure'go; others cons1st mainly of
lines'of three_stressesgl; stanza 24 apparently uses trochaic
Atetrameters |

In addltlon, Chlld 55 ‘relies on a number of tags, most of

them v1rtually.meanrngless. “tand there as I.dldirelgn' (sta. 1.2)
vif all ‘the world should turn'22 (sta. 2.2); ‘'as you shall find
1t-sure! (sta 13 4), 'and enquire for meaalone' (sta. 23.2);

'nor ‘do not them deny (sta 29. 4)

The ballad s author or reviser was also careless in his
“,use?Oflrhyme. Out of the thlrty stanzas 1n Child 55, eleven have
- rhymes which would ‘always have been perfectgs,:three have

'rhymes Wthh would always hawe been nearly perfect94,‘four

E stanzas depend for their rhyme on words which'are identical

four'use'rhymes which would always have. been bad 6, five use

ﬂirhymes which would once have been good and -two use rhymes
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which would once have been only siightly impérfect98
Conclu51ons based on end-rhymes which would once have been
perfect are at best tentatlve: some of these end rhymes might:
remain acceptable invdialect or by poetic convention9 . In
addition, we know that the ballad maker or»reviser was a poor
rhymer and suspect that the ballad's lines and stanzas do not
all origiﬁate from the same period. Firm ofthoepistical evidence
moreover, is often available only in the seventeenth century.
'Nevertheless, the evidence of the end—rhymes generally supports
the conclusion already suggested by the ballad's style and
theme, namely that the.broadside version of'Child 55 dates

mainly from the sixteenth century. Since King Pharim (version 3a

has emended several rhymes which would have become archaic only
in the early eighfeenth century, it would seem to be an
eighteenth century redaction.

The rhyming of 'place; with 'ass' (Child 55 sta. 3) would
be possiblé in late Middle English and persist until about 1700,
since 'place' seems to have had a Middle Ehglish variant in
a‘loo.' '

- 'Appear' and '‘were' (sta. 8) both had vériants in Middle
English € , aﬁd would probably have rhymed at any time from

the late fifteenth century to the late seventeenth century101.

The poet Cowley uses this rhymelo2

'High' ahd tdestroy' (sta. 9) would ﬁrobably have rhymed
on [at] from the late fifteenth century untll the early
elghteenth century (perhaps,.at this date, by poetic conventlon)
This pronunciation of 'high' (w1th [si] and without the spirant)
is recorded, particularly by London orthoepists, from 1542

onwards. 'Destroy', sometimes spelt 'destrye' in Middle

English, had variants based on both Middle English 'oi' and

0y
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and Middle English ui'. The latter variant would have become.:
[5i] in some dlalects perhaps as early as the fifteenth centur&
Rhymes of this type are recorded 1n Standard Engllsh in the

late sixteenth century (Marlowe and Spenser), though they are

commoner in the seventeenth century 03: Vaughan rhymes 'buy'

with 'destroy' 0%,

'Beasts' andv'rest' (sta. 14) would haue rhymed in
MiddleiEnglish'and ceased to rhyme perhaps in'the late
seventeenth century. 'Beast', a word of Frenoh origin, had
a variant in Mlddle Engllsh e . The 't was often lost from
hsuch endings in the seventeenth century and probably earllerlos.

'Sure' and 'more' (sta. 22) might simply'be a bad rhyme,
but there is some evidence that a lowering of.Middle English
Q to 6 befOrei'r' in words such as 'more"took place_betWeen
the early sixteenth and the mid—seuenteenth;centuries in

London speeothG.

'By! and 'furiously' (sta. 24) would have rhymed on [ai]
at least since the early sixteenth century.h This pronunciation
for words ending in '-ly' was particularly.eommon in poetry
of'the sixteenth and early seventeenth centuries aocording to

107

the orthoepists . However, this rhyme cannot provide firm

evidence of'date, since a similar pronunciation is allowed
today‘in popular songleB. B

Stanza 23.2 may well be corrupt as 'enqulre for me alone'
does not make good sense. The rhyme of '-one' with '—own' was
Just p0551b1e in the late s1xteenth century,-but was not
| favoured by poets until the seventeenth centurylog.

The use of dramatic dlalogue and parallel stanzas

1nd1cates that The Carnal and the Crane is 1ndeed a ballad, even

_ if>untypiea1. dIt contains, for example, at 1east three ballad
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commonplaces con Hered's speeches 1in stanzas_lO and 12, see
’above, Chapter Three, notes 77 and 78. WithtJesus' reassurance
to»His mother in-stanza 15, compare Child 252 .B, .stanza 4:

'Come sit ye down by me, Willie,

. Come sit- ye down by me;

There's nae a lord in a' the north

That I can love but thee.'

‘The length of The Carnal and the Crane, with its relative

stability of text in the broadsides but easy fragmentation in
oral tradition, suggests that it has surv1ved mainly through
print or ‘through . a manuscrlpt tradition. Despite its inept
rhyme and slightly artificial diction, the ballad is attractive
in its innocent piety, exemplified in the naive questions of |
the carnal. The character of the Christ Child iz cheerful and

| 'generous, the miracle steries are interesting and ingeniouc
"_and the ballad exhibits a vital sense of humour at stanzas 11
.and 27,hwhere the chk springs suddenly to life and the Captain

of the Guard forms his erroneous conclusions. -
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"10.

11.

12.

13.
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W. Boase, The Folklore of Hampshire and the Isle of Wight (Batsford
.'Folklore.of the British Isles' Series), London, 1976, p.129.

Birmingham Public Library no. 60338 (LF 10 09),- 'Christmas Carols’,
at p.85; the poem is printed on pp.5-8 of the chapbook; on the
printer Susanna Martin, see the Alphabetical Index of Broadside
Printers, below, Appendix K.

Compare these lines respectively with Child 55 sta. 9.1; sta. 1l.1;
-sta. 12.3-4; sta. 14.3-4; sta. 14.2, 4'(rhyme's¢heme 'beasts' and
A'rest'); sta. 18.3-4; sta. 30.3-4. Line 51 suggests that the
rewritten version may be derived from a broadside such as XI or IIT
(cf. III sta. 3.3).

Tischendorf, Evangelia Apocrypha, p.86, note-1: MSS. A, E,
Pseudo-Matthew XIX.l. i v

Bronson, Trad. Tunes, II, p.15: the tunes to versions 1 and 2 are
variants of a tune in the 'Goddesses' family to which many other
West Midlands carols are sung. See also Bronson, Ballad as Song,
pp.107-111. : '

3a sta. 3.3-4: '"Whether a blessed Virgin Mary.
’ Sprung from an Holy Ghost'". .

These lines aré heretical only by accident and derive from the usual

_reading of Child 55, sta. 4.3-4. See also below, notes 22 and 23.

Hone, Anc. Mysteries Described, p.93.

A Compendious Book of Godly and Spiritual Songs Commonly Knowﬁ as
"The Gude and Godlie Ballatis' (reprinted from the edition of 1567},

" ed. A.F. Mitchell (S.T.S., lst Series, 39), Edinburgh, 1897, p.168

and see note, p.278.

Cf. Child 59 A sta. 28.1; 231 D sta. 3.1; 232 A sta. 2.1;
cf. also the opening of the folk song 'The Bold Fisherman', perhaps
in origin a religious allegory: Broadwood, J.F.S$.S., V, no.l8 (1914),

pp.132-133. .

gg; 'Kihg Edward and the Shepherd' (written in-a fifteenthrcentury MS.),
lines 13-15.in French and Hale, M.E. Metrical Romances, p.951; also

- Lybeaus Desconus, ed. M. Mills, (E.E.T.S., 0.S. 261), London, New York

and Toronto, 1969, p.153, lines 1281 - 1282 (Lambeth Palace MS. 306).
_'Lybeaus Desconus' was composed, probably by Thomas Chestre, in the
second half of the fourteenth century: see Bliss's summary on
pp.13-15 of Chestre, Sir Launfal; Severs and Hartung, Manual, I, 13,

date the romance slightly earlier.

Cf. The Poems of William .Dunbar, ed. J. Kinsley, Oxford? 1979, pp.60—63,
~'The Mérle and the Nychtingall': the conversation according to line 9,
takes place by a riverside; cf. also Greene nos..370 and 378, sta. 1;

~ Child, 111, sta. 1.

e.g. Child 4, 26, 68, 82, 96, 270.

!

0.E.D., II, p.123, 'carnal', sb.
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14.

15.
16.
17.

118.
19.
20.

21.

22,

23.f

24.
25.

26.

27.
28.

29.

30.

31.

32.

See Ahne‘G. Gilchrist's note, J.F.S.S., IV, no.l4 (1910), p.25.

Cf. the Scottish version of the 'Corpus Christi Carol’,
Green, no. 322 D, lines 1 - 4.

Two Coventry Corpus Christi Plays, I, pp.12-16, lines 332 - 474 and
II, pp.33-39, lines 1 - 176; see also above, Chapter 3, notes 41 and 42.

Two Covehtry Corpus Christi Plays, I, p.l6, lines 455 - 463.

Pseudo-Matthew XIV (Tischendorf, Evangelia Apecrypha, p.80 and
Cowper, Apoc. Gospels, pp.53-54): the ox and the ass adore Jesus
in fulfilment of Isaiah 1I.3 and Habakkuk III.2 (Greek version).

Greene, pos.ﬁé sta. 2.3; 59.1 sta. 3.2; 60 sta. 1.2; 151 A sta. 4.3;
see also Cursor Mundi, II, pp.646-647, lines 11269 - 11272.

Von Dietz-Riidiger Moser, 'Die Saat im Acker der Gerechten Zur Vorgeschicht
und Sinndeutung dér Kornfeldlegende' in Osterreichische Zeitschrift Fur
Volkskunde, LXXVII, New Series 28 (1974), pp.131-142, on p.140.

E.S.P.B., II, p.7.

N.C.E., VII, pp.378-381, 'Immaculate Conception'; see also H.F. Davis,
'The Origins of Devotion to Our Lady's Immaculate Conception' in

The Dublin Review, CCXXVIII, no.465 (1954), pp.375-392 and S.J. Dijk,
'The Origins of the Feast of the Immaculate Conception', ibid.,

pp.251-267 and (no.466) pp.428-442.

0.E.D., II, p.757, ‘conceive', sense I1.3; M.E.D., II, p.481,
'conceiven', sense 1 (b).

‘Moser, Osterreichische Zeitschrift, LXXVII, p.133 and footnote 15.

Ibid., p.133, footnotes 16 and 17; E.S.P.B., II, pp.7-8.

Moeer, Osterreichische Zeitschrift, LXXVII, pp.136-138 and footnotes
25 — 27; see also Hennecke and Schneemelcher, N.T. Apoc., II, pp.397,

576.

Moser, Osterreichische Zeitschrift, LXXVII, pp.l40-141.

Ibid., p.l42.

e.g. in the Vercelli Acts of Peter XIII (found in a seventh century MS.),
Peter restores a dried fish to life: Hennecke and Schneemelcher,

N.T. Apoc., II, p.295; the Christ Child performs this miracle in the Latin
Infancy Gospel of Thomas (on the history of which, see below, notes

38 - 41): Tischendorf, Evangelia Apocrypha, p.93, note 1; James,

Apoc. N.T., p.300.

Ibid., pp.337, 474, 475 (on the fantastic and luxurious use of
miracle in the later Acts of the Apostles). 4

Matt. XIII, 3-23; Mk. IV.3-20; Lk. VIII.4-15.

Mk. IV.26—29;'_£5.X[2; Jn.IV.34-38. Christ's saying in Jn.IV.37,

"And herein is that saying true, One soweth and another reapeth',
may have inspired the detail of the apostles' labours in the Acta

Petri et Andreae.




129

Notes to Chapter’Five

33.
34.

35.

36.

37.

38.

39.

40. -
. Testament, Collected and Edited from Syriac Manuscripts in the British

a1.
42.

43.
44,
45,

46.

47.

48.

49. |

50.

Matt. XIII,24—30; 36-43, especially verse 37: '{He answered and said

unto them, He that soweth the good seed is the_Seh of Man.'

Matt. XIV.13—21, Xv.32-38; Mk. VI.33-34, VIIIﬁl;Q;. Lk. IX.10-17;

Jn. VI.1-13.
Matt. XII.1-8; Mk.II.23-28; Lk. VI.1-5.

Hennecke and Schneemelcher, N.T. Apoc., I, pp.95, 97
(British Museum Papyrus Egerton 2). ‘

See also E.S.P.B., II, p.7.
Hennecke and Schneemelcher, N.T. Apoc. I, p.391.

Tischendorf, Evangelia Apocrypha, pp.l140-180; Ehglish translatiens
in James, Apoc. N.T., pp.49-70.

W. Wright, Contributions to the Apocryphal Litefature of the New

Museum, London, 1865, document II, p.6f; see also Hennecke and
Schneemelcher, N.T. Apoc., I, p.389. :

Tbid., pp.391-2.

 Wright, Contributions, pp.9-10, chapfer XII.

Greek Infancy Gospel of Thomas A, chapter XIif"Tischendorf,
Evangelia Apocrypha, pp.l151-152; James, Apoc. N.T., p.52.

Tischendorf, Evangelia Apocfypha, p.175; James, Apoc. N.T., p.63.
(Latin Infancy Gospel of Thomas, chapter X). . '

Tischendorf, Evangelia Apocrypha, p.104; Cowper; Apoc. Gospels, .
pp.75-76. ' ' S .

Tischendorf, EVangelie Apocrypha, p.164; James, Apoc. N.T., p.58.

" The detail of the field's yielding as many measures as Jesus has taken

grains occurs in Tischendorf's 'Codex B', Evangelia Apocrypha, p.164,
note 2.

Quotation and translation of Antoninus' account from Cowper,

- Apoc. Gospels, p.l64.

Continental ballads of the cornfield will be referred to by language:
Catalan: Arbaud, Chants Populaires, II, pp.242-244 (25 long lines,
with French translation); Provensal A and B, ibid., I, pp.33-36

(23 stas.) and II, pp.235-240 (46 stas.), respectively; French A - E
in Millien, Litterature Orale, I, pp.4-8, (9, 7, 7, 8, 1 stas.
respectively); French F in J. Daymard, Vieux Chants Populaires v
recueillis en Quercy, Cahors, 1889, p.333 (5 stas.); Swedish in D.g.F.,
I1I, pp.882-883 (1l stas., summarised above, Chapter Three, p .52);
Serbian in Moser, Osterreichische Zeitschrift, LXXVII, pp.134-135

"T15 stas. in German translation); Karelian Finnish, ibid., p.140

(German translation of 9 opening lines). A

Provengal B, sta. 1; French D, E, F, sta.l; Swedish stas. 5 and 6.

‘French A, E; g, sta;2.l;-,Karelian Finnish, line 6.
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51.

52.

53.

54.

- 55.

56.
57.
58.
59.
60.

61.

62.

63.

64.

65.

66.

C.67.

68.

69.

70,

Catalan lines 7 - 10; Provengal A, sta.10.2;j§, sta.8; French A and.E,
sta.2.2. . ~ R .

Catalan line 12; Provengal B, sta.l0; French A, g,.g, sta.3;

Serbian, sta.4; cf. Swedish, sta.8: Virgin-tells sower to fetch people.

. . A . “
Swedish, sta.6: 'Say you saw no-one'; Serbian, sta.7: 'Do not keep
silence about me, do not betray me.'; only in Child 55, sta.23 is

the sower given exact instructions.

Catalan lines 18 - 21; Proven al A, stas. 21, 22 and B, stas. 18, 19;
French A, B, D, stas. 5 and 6, C, sta.b; Serblan, stas. 10, 11.

Catalan line 22; Provengal.B,<sta.20; French B, sta.b. 3.

A'yeari Provengal A, sta.23, B, sta.20; French A, sta 7, B, sta.6.4,
g,,sta.6. Twelve weeks: Serbian, sta.l2.

Catalan, lines 24 - 25; Chlld 55, sta.27.2.

French D, sta.8, F, sta 5, Serbian, stas. 14 15.

Proven al‘B, stas. 21 - 46 mlracle of bow1ng tree, meetlng with good
thief; French F, sta. '5:" Herod's own son is-slain among the Innocents;

- Swedish, stas. l - 4: miracle of the cock.

Tischendorf;.Evangelia Apocrypha, pp§85-87; Cowper, Apoc. Gospels,

pp.57-58; Isaiah XI.6-9, LXV.25.

Pseudo—Matthew XXXV-XXXVI: Tlschendorf Evangella Apocrypha, pp.104-105;
Cowper, Apoc. Gospels, pp.76-77 (quotation, p.77).

Pseudo-Matthew XXII: Tlschendorf Evangella Apocrypha, pp.89-90;
Cowper Apoc. Gospels, pp- 61-62.

Ibld., pp.63~ 64; Tlschendorf Evangelia Apocrypha, pp.91-93
(Pseudo—Matthew XXIII—XXV)

Exodus XIV.

: Horstmann, Altenglische Legenden, 1875, p.3, llnes 11-14; for

1nformatlon regarding thls poem, see above, Chapter Four, notes 18 and 19.

1Horstmann, Altengllsche L;genden, 1875, p.4, line 46; the adoration

of . the beasts occurs on pp.4-5, lines 55-88.

Ibld., pp.9-12, lines 209-300; the first two quotations'come from the

prose heading before line 209 (p.9), the third from the prose heading
before line 259 (p.1ll). T :

Ibid., p 34, llnes 985-995; the quoted word comes from the preceding'f'

' prose headlng

'Ibld., p.7, lines 145 and 153.

Cf. the fourteenth century 'Emard' in M. Mills ed., Six Middle

English Romances, N.J., 1973, lines 305-306, 478 and 892, pp.54,
59, 70. : : 1

Cursor Mundl, II, pp 666 669 llnes 11601- 11656
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72. 1Ibid., pp.674-7, lines 11744-11796.

73. 1Ibid., pp.706-709, lines 12323-12332; quotation from Fairfax MS.,
lines 12325-12328.

74. Horstmann, Archiv, LXXIV (Brit. Mus. Addit. MS. 31042), p.327,
lines 17 - 28; .Horstmann, Sammlung Altenglischer Legenden, 1878, p.lll,
lines 17 - 26 (Brit. Mus., MS. Harl. 2399 has some lacunae at this povnt)
and ibid., p.101, lines 17 - 28 (MS. Harl. 3954), see also above,
Chapter Four, note 32.

75. Cf. C.T.C. 14 sta. 7.1, "Now Mary went to Bethlehem, to a place she
' was not known." '

76.' Horstmann, Archiv, LXXIV, p.327, lines 29 - 40; Horstmann,
" Sammlung Altenglischer Legenden, 1878, pp.lll—ll2, lines 27-40
and p.1l0l, lines 29 - 40.

77. French D, F, sta.3 (a nightingale); small birds.are mentioned also in
Catalan, line 3. For the sources of these texts, see above, note 48.
(The incident may be derived from an apocryphal work such as Vogtlin,
Vita Rhythmica, p.82, lines 2282-2291.)

78. Sammlung Altenglischer Legenden, 1878, p.1l11l, lines 27-28 °
(MS. Harl. 2399). :

79. Ibid., p.ll2, line 41.

80. Life of St. Anne (Minnesota MS.), p.39, lines 1492 - 1494; (see above,
Chapter Four, note 39); cf. Sir Launfal, p.59, in which the hero,
riding '"toward the west" (llne 219) rests under a tree because
"the wether was hot, the vndern-tyde" (line 220).

81. See H.C. Wyld, Studies in English Rhymes from Surrey to Pope, London,
1923, pp.13, 67-70. Rounding of the vowel in 'warm' is first
recorded in 1640: see E.J. Dobson, English Pronunciation 1500-1700,
2 vols.,. 2nd ed. Oxford, 1968, I1I, para.49, p. 525, Conversely,
lowering of M.E. 3 to A& in 'corn' occurred earlier in the dialect of
the West Midlands Tbut did not penetrate standard and London speech till
the seventeenth century: see T. Sbdderholm, The End- —Rhymes of Harvell,
Cowley, Crashaw, Lovelace and Vaughan (Acta Academia Aboensis, Seriesg A,
XXXIX, no.2), Abo, 1970, pp.44, 136, 166 and Wyld, Studies in English’

'thmes, pp.71-72.

82, Horstmann, Archiv, LXXIV, p.329, lines 125-147; “Horstmann, Sammlung
. Altenglischer Legenden, 1878, p.113, lines 125-148 and p.103,

lines 121 - 128.

83. 1Ibid., p.118, lines 497 - 508; Horstmann, Archiv, LXXIV, p.335,
lines 572 - 584. .

'84. Life of St. Anne (Minnesota MS.), pp.68-69, lines 2614 - 2652;
quotation from p.69, lines 2647 - 2649.

85. f Child 29 sta.4.l; William Tyndale, The New Testament, Worms, 1526,
fa051m11e reproductlon, London, 1976, translates Matt. XXVIII. 9 as
"Iesus mett them sayinge, 'God spede you'," where the A.V. has

"All hail".
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86.

87.

88."

89.

90.

91,

92.

93.

o4.

95.

96.

Life of St. Anne . (Minnesota MS), p.38, lines;144i - 1488 (adoration

of the beasts) and pp.44-45, lines 1668 - 1722;(falling idols).

Ibid., p.37, line 1419 and p.44, line 1683.

Ibid., pp.49-50, lines 1885 - 1908.

'Undeserving' is the only word in the ballad apparently not so
used before the sixteenth century: see 0.E.D., X, Pt.I, p.156,
'undeserving', sense 1, where the first recorded usage in this
sense is in Coverdale's translation of Erasmus' Paraphrases
(Jas. ii. 30b) in 1549. :

See Child 55 stas. 1, 2, 10-12, 14, 15, 19, 2o,~22, 23, 27;

erhaps also 9, 21

'See Child 55 stas 4 -8, 13 16 - 18 25, 26 28 - 30; perhaps also 3.

‘III sta.2. 2, "Sure all the world will turn'; the ‘line might be

emended to "Sure all the world was done", (i.e. 'finished' or i
'destroyed! until God the Son came to save us’ ).. For this meaning of
"done', see 0.E.D. III, p. 562, 'Do', vb., sense A8; M.E.D., II, p. 1226

‘.'Don', sense 2b. 'Done' is rhymed with 'son' by Marvell, Cowley,

CrashawznuiVaughan Séderholm, End-Rhymes, p. 107; possibly this was
a good rhyme in many .dialects in the sixteenth century: Dobson,
English Pronunciation 1500 - 1700, I, p.23. ‘ :

Sta. 1,'rei(g)n:‘ crane ('ran': 'cran');' sta. lO me three;

* sta. 11, hand: stand; sta. 13, pure: sure; -sta. , bring: king;

sta. 17, degree: see; stas. 18 and 25, (un)known: sown, sta. 26,

wain: again; sta. 28, hand: land; sta. 29, die:'denx. On sta. 23,

alone:‘sow(n), see below (note 109).

Sta. goest Ghost sta. 5, sin: ki g sta; 21; called: all.
Carelessness about word. endings is a feature of this poet S style,

_but sta. 5 exhibits a habit of speech widespread from the sixteenth

to the eighteenth centuries: Wyld, Studies in English Rhymes,

pp.23, 30, 112-113.

. Stas. 6 and 7, in: in;  ‘sta. lé, be: Qg{ sta. 15,‘33: me.

Sta. 2, turn Son (but see note 92); sta. 19, wain sown (this
stanza mlght orlglnally have rhymed wain: again, as sta. 26),

.7fsta. 27, vain: sown; sta. 30, shown: Son.

97,

‘g8,

99,

'~ 100.

-101.

fSta, 3, place: ass; sta.,8, appear: were; sta.:Q, highi destroy;
sta. 22,.sure: more; sta. 27, furiously:-by. -

" Sta. 14, beasts: rest; sta. 20, face:. last (but:gi. III sta. 20, -
- face:. grace) : : . .

Wyld Studles in Engllsh Rhymes, PP. ll 28 -'30.

”Dobson, Engllsh Pronun01at10n 1500 - 1700, II, para. 6, p.467;
~ . place: ass occurs as a rhyme in the York Plays, XXV, lines 25 and 27
;p.202' .see.also Séderholm, End-thmes, p.123. -

Dobson, Engllsh Pronunc1atlon, 1500 - 1700 II, para 126, p.643 and

see. note 4, p. 645, and para 4, p 461.
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102.

108.
104.
105.
106.

107.

108.

109.

110.

Sdderholm, End-Rhymes, pp.69, 97; Wyld, Studies. in English Rhymes,
pp.66-67.- ‘ = :

Dobson,-English Pronunciation, 1500 - 1700, II, para. 142,'p.670}
para.255, pp.813 - 815 (and notes 1 and 3); para.262, p.825 (and -
notes 2 and 3). . _

sdderholm, End-Rhymes, pp.73 - 74; Wyld, Studies in English Rhymes,

pp.22, 30, 73. - 75.

Dobson, English Pronunciation, 1500 - 1700, I, pp.l112, 354; II, para. 8,
pp.473-474; para. 398, p.96l; para. 406, p.968; see also Sdderholm,

End-Rhymes, p.99 (Cowley) and Wyld, Studies in English Rhymes,

pp.59, 98.

Dobson, English Pronunciation, 1500 — 1700, II, para. 149, p.675;
para. 207, note 2, para. 208, p.738; para. 188, pp.711-712.

Ibid., I1I, para. 275, pp.842-844; para. 137, p.659; para. 4, p-451.
On the medieval tradition of Herod's "fury", see above, Chapter Three,

- note 43.

As a child; I was taught to sing the refrain of the shanty, '"What
shall we do with the drunken sailor, early in the morning" and to
pronounce ‘early' to rhyme with 'try'. .

Wyld, Studies in English Rhymes, p.127 (Cowley, Dryden); séderholm,

End-Rhymes, pp.68, 96, 129 (Cowley, Marvell); Dobson, English
Pronunciation, 1500 - 1700, I, p.l108 and II, para. 250, pp.807-8,

shows that Laneham (1575) and Bulloker (1580 - 1586) used M.E. @ in

words 'such as 'known', 'sown' and also 'alone'.

Cf. Child 55 stas. 10, 22 25 and 30; Stas._ll.and 29; stas. 13 and 18.




CHAPTER SIX

'THE BITTER WITHY' AND 'THE -HQLY' WELL'

The Bitter Withy was first printed in‘full in 19051;

after-Child's death and was at once accepted'as an-authentic ?

tradltlonal ballad by scholars of notez. The Holy Well, published
by’ several nlneteenth century editors (see Appendlx C, texts l‘-
HIV), was apparently reJected or overlooked by Chlld but |
:undoubtedly deserves to be considered a tradltlonal ballad.

The two ballads are similar 1n theme: ‘.both begin with.the
Chlld Jesus asklng His mother for perm1551on to play, and belng
told that Mary w1shes to hear no complalnts agalnst Him when He
returns in the evening. Jesus goes out and meets some children.

' He‘asks them'toyplay,'but they reply that,they are lords' and

ladiesffSOns,-whilst He is but a poor maid's child. From this

p01nt the ballads diverge. In The BitterSWithy, Jesus builds a

brldge of sunbeams over water, crosses it and 1s followed by the
vchlldren .who are drowned The children' s mothers complain to
Mary, who fetches Jesus home and thrashes Hlm three times with
w1thy3‘(i.e. w1llow) twigs. Jesus then curses the w1thy.
-thereafter 1t w1ll be the first of trees to decay at the heart

In The Holy Well Jesus is moved to tears by the chlldren s

:‘irebuff;_ He returns ‘home and recounts to Mary exactly what has
Thappenéd; Mary remarks that He is the~K1ng of Heaven, and |
suggests that He 'dips' the children 'deep in hell'. Jesus
refuses: there are too many sinful souls requlrlng His help
The angel Gabrlel then appears and announces that Jesus is-
‘1ndeed the King of Heaven. |

- Textual ev1dence adduced below supports Gerould'

*hypothe31s4 that both . ballads descend from a: common or1g1nal ‘on

the theme of the sunbeam legend The plot of The Bltter Wlth
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is coherent and obviously derived from medieval legend.

The Holy Well is sentimental and anti-climactic but preserves

archaic features of which slight traces survive in The Bitter

Withy. Where the latter ballad differs from The Holy Well in
the shared'opening stanzas, 1t exhibits corrupt words, motifs and
'rhyme scheme, all clearly borrowed from Sir Hugh (Child 155).

In my opinlon the ur-ballad behind The Bitter Withy and The Holx

Well, hereafter designated 'the sunbeam ballad', probably

originated before the Reformation and survived'not much \

1

modified into the eighteenth century, when it was contaminated

' by.Sir Hugh to form The Bitter Withy. The Holy Well is a
bfoadside revision of 'the sunbeam ballad', made perhaps as
earlyvas the seventeenth century;

Ahalysis of'tﬁe numerous variants of bcth the present
ballads, listed in Appendix C, is made difficUit by the fact thet
each has iﬁflﬁenced the other and there are even some composite

, texts 4Nevertﬁeless, the traditional features of each ballad

,'are readlly distinguishable Variants of The;Bitter Withy

(texts 17 - 40) are extremely close, most differences being

insignificant. The stability of The Bitter W1thy is the result
of most texts ﬁaVing been recovered from a confined area

-(Herefordshire) in the early twentieth century

Texts of The Holy Well are not radically different from

esch other, but it is poss1ble to distingulsh at least four:
groups the standard broadside text (I - XI "XIV and 12),

:the oldest members of which (I and II) date from the elghteenth .
icentury; _the_Manchester broadside text (5;;,_5;;;, 1 and 2),

'which has been contaminated by The Seven Virgins (see below,

Chapter Seven and Appendix D); Cornish texts 6, 8 and 9y

notable particﬁlarly for a different 'jourpeyf stanza;
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and the gypsy texts 4, 5, 13 and 14, in many ways corrupt.

Diffefences between the texts will emerge during discussion.
Barry shows that saints' 1égends concerning sunrbeams were

known early in the West, the earliest extant being a seventh

| centufy Latin Life of St. Bridget; however, all but one of the

l legends he citeé concern the hanging of the saint's garment

upon the sunbeam; the exception is a Latin Acts of St. Nicholas

the Pilgrim of the early twelfth century, in which the saint is
lifted up on a sgnbeam5 | |

None of the sources for the legends of the Christ Child
and the sunbeam cited by Gerould pre-date the thirteenth century.
A sfory in which Jesus sits on a sunbeam occurs as an inter-
polation in the fourteenth century Laurentian Codex6 of Pseudo-
Matthew, XXXVII:

Etlcum Tesus cum aliis infantulis supér radios

'sol(is) ubique plures ascenderet et sederet,

multique simili modo facere coeperunt, praecipitabantur,

et eorum crura frangebantur et bracchia. Sed dominus
- Tesus sanabat omnes.

This story differs from The Bitter Withy in that Jesus heals

His playmates, but the important element of the playmates'

rivalry 1is élready present.

The same story occurs in the De Infantia Salvatoris, a late Latin

apocryphal compilation found in several manuscripts of the
thirteenth énd fourteenth centuries. Here, however, the
incident takes place in Winter outside Joseph's house.
Gerould compares the detail that Jesus sits upon a sunbeam

shining in at a window "quasi super trabem firmissimum" to
7

the bridge in The Bitter Withy

Another legend relates that the Christ Child hung His

water pitcher from a sunbeam. In the Narrationes de Vita et

Conversatione Beate Mariae Virginis, extant in a late thirteenth
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or early fourteenth century manuscript, Jesus, carrying home
water from the well for His mother, drags the'ray of sunlight
on Which His pitcher is suspended behind Him 'like a rope'.

This legend is found also in the Vita Beate Virginis Marie et

-Salvatoris RhythmicaB, an 1nfluent1al Latin poem datlng from

the thlrteenth century. The ultimate source of the legend may

be a .lost text of the De Infantla Salvatorls9

Gerould hotes the presence of sunbeam 1egends in Provengal
and Frenchvpoems of the thirteenth centurylo. ‘However, both
1egeuds cited appear early in English, and the Middle English
poems‘appear to be the most important influence on 'the sunbeam
ballad'. They relate the'episede of the sunbeam and the pitcher
somewhat differently: Jesus is pushedvby éhdther child while
collecting water aud His pitcher is broken,' Mending it
miraculeusly, Hevhahgs'it upon a sunbeam; butywhen the other
children fOllow suit, their'pitchers fall and-break. In the ’
end, Jesus mends thelr pltchers when they humbly ask Him to do -
so. The story is found both in the early Chlldhood poem in

MS. Laud 108,.1l and in the later Chlldhood poem extant in three

fifteenth cehtury redactlonslal In the latter poem, Jesus
performs the sunbeam miracle explicitly to punish 'Archa’',

the boy who pushed Him, and He mends the children's pitchers
at«tﬁe request‘of His best friend 'Osepe', whd'recognizes that
Jesus is ”kynge of alle pouste"13 J

The story of the Christ Child 81tt1ng upon a sunbeam is

‘,also found in beth_Chlldhood poemsl4, whllst:two such_1n01dents_

occur in the Life of St. Anne15, unedited at the time of
"Gerould's study These stories are close endugh‘to The Bitter

Wlthy and The Holy Well to suggest that the 'sunbeam ballad'.

ydreW>on,the Middle‘Engllsh tradltlon, thoughg;t_does not appear
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to be derlved dlrectly from any extant poem;3 All the poems
contain the same features. Jesus wishes to play w1th other
children and sits on a sunbeam;» the chlldren imitate Hlm, falii
.off break the1r bones and klll themselves,;AA passer- by spreads
the news and the Jews complaln angrily, threatenlng the Holy

| Family;.gJesus eventually raises the dead chlldren at Mary's

- requeSt | |

| The. story of the pitcher whlch hung on the sunbeam was

:remembered in England in the early seventeenth century,.for it
is found, applied to Tom Thumb, in a prose1chapbook wrltten by .
.Richardeohnsoneand.printed in 1620 and 1621;_4The History of

- Tom Thumbe the Little16 and in a poetic version, Tom Thumbe,

His Life and Death, printed in 1630. A schoolfellow had
imprisoned‘Tom for a short time in a pin-box’

'Of whom to’ be reveng'd he tooke,
(in mirth. and pleasant game) o
‘Black’ pots and glasses, which he hung o
upon a bright sunne-beame: R
The other Boyes to doe the 11ke,
. - in pieces broke them quite,
‘For which they were most soundly whlpt
. Whereat he . laught outrlght

__And S0 Tom Thumbe restrained was.
.. From these his sports and play
"And by his mother after this
Compel'd at home to stay
Newman con51ders that the prose chapbook is . an - expan51on of
the poem Wthh itself represents a 1lost broad51de ballad
reglstered in 1623 but probably surviving from an earller date¥8t.
- However, the prose account includes the addltlonal detalls that
-‘the sunbeam was shlnlng into the schoolroom, that the beam was .
'11ke a 'cord' ‘and that both Tom Thumb and hlS playmates used
thelr mothers' pots and glasses.' These detalls are likely to

derlve from an existing 1egend and suggest that the poem has

'been adapted frdm the prose'chapbook or its source. Three
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elements of the story of Tom Thumb - his revenge, the whipping
and his mother's displeasure - recur in altered form in The

Bitter Withy.

‘The setting of both The Bitter Withy and The Holy Well
is a holy day. The latter ballad typically begins:

As it fell out one May morning
And upon a bright holiday,
Sweet "Jesus asked of His dear Mother
If He might go to play.
H.W. ITI sta. 1.

Three variants_have, however, been influenced'by The Seven
Virgins in their opening:
" Honour the leaves and the leaves of life

Upon this blest holiday. ,
H.W. 2 and XIIa, b, sta. 1.1-2.

Under the leaves, the leaves of life
~ And upon a holy day
- H.W. XIII sta. 1.1-2.

Broadside XIII has borrowed a complete stanza from The Seven
Virgins:

Under the rose, the gentle fose,

The rose that grows so green,

God gives us grace in every place

To pray for the King and Queen.

H.W. XIII sta. 14.

Broadside XIIb stanza 7.2 contains another borrowed phrase,

'as fast as foot could fall'. The openings of the gypsy versions

of The Holy Well (4, 5, 13, 14) also differ slightly and may have

been contaminated by The Bitter Withy:
. As it fell out on a high holiday

A high holiday so high
o H.W. 4 sta. 1.1-2,

The opening stanza of The Holy Well is probably close in

form to the 'original' opening oflthe 'sunbeam ballad', since
~episodes in the childhood of Christ in Middle English poetry
begin similarly:

. Iesus went him fOr to plai
Wit childir'on an halidai
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So- it befel vpon a day20
A lytyl beforn the none:
“"Chyldryn of the cete madyn a play
As he were wone to done.
Several tradltlonal ballads mention a holy day in their openlng

stanza, for example a seventeenth century vers1on of Little

Musgrave and Lady Barnard21

As it fell one holy day

Hay downe
As many be in the yeare,

When young men and maids together did goe,

Thelr mattins and masse to heare.
Even if conventional this is a suitable sétting for this ballad,
.51nce Musgrave and Lady Barnard aggravate thelr sin by meeting in

church; similarly, the settlng 1s approprlate to The Holy Well,

for children would be free to play upon a holy day.- References
to a 'May morning! (frequent in ballad, folk song and romance ),
'to the holy day' s belng 'brlght"and to 'SWeet Jesus' (a common

appellatlon in Middle English ) are the marks of a Holy Well

‘text.  In The Bitter Withy Jesus is generally termed 'Our

Saviour'24,

‘The opening stanza'of The Bitter Withy'uses:the rhyme-

fall : ball®®

As it fell out on a high holiday
When drops of rain did fall,
Jesus asked of His mother Mary .
If He should go and play at the ball.
B.W. 22 sta. 1.

:lThls openlng has probably been adapted from a varlant of
. Sir Hughﬁ(Chlld 155) in the"School,Group 26, since surviving
Varlants from this group open similarly: o
'Twas on a dark and hollday
" When the dew drops they did fall®

And all the scholars of the school

Went out to playing ball
Bronson 155 no . 16 sta. 1.

Tt 1s 1mprobable that 1t was the sunbeam ballad which 1nf1uenced

dSir Hugh. since no text of The Bltter Wlthy has been d1scovered
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outsidé Central-and Southern England, whereaé Sir Hugh is
widely disseminated throughout Britain and America, and the
home of the 'School Group' seems to have been Scotland or

Ireland. Mofeover; most variants of The Bitter Withy contain

corrupt and irrelevant references to Lincoln, for example:

And 1t's upling corns and downling corns...
H.W./B.W. 15 sta. 13.1.

Then it's up the lane call and it's .down the lane call.
B.W. 26 sta. 6.1.

' So. up Lincull and down Lincull.
B.W. 31 sta. 3.1

The original form of the line, 'Up Lincoln éﬁd‘down Lincoln!
,actuélly.occurs in a Northamptonshire compdsife version of
- Sir Hugh%7 and since the murder on which Child 155 is based
took place in Linﬁoln, thé phfase was clearly not original to
the sﬁnbeaﬁ ballad. - |
'Aﬁne‘Gilchrisf, fhe first scholar to nbtiée that The Bitter

‘ ﬂ;ghx‘and Sir Hugh had features in common®®, . was struck by the
concluding stanza of the létter baliad as coilectéd by %
Motherwell:

| O‘the broom, the bonny,'bonny broom,

The broom that makes full sore.
. A woman's mercy is very little

But a man S mercy is more.
Child 155 E sta. 22.

Gllchrlst argued that the Vlrgln in The Bltter Withy shows llttle

‘mercy in chastlslng Jesus, whilst the stanza 1tse1f resembles

the curse in The Bitter Withy:

0 withy, O withy, O bitter withy,
Thou hast caused me to smart;
"And the withy shall be the very first tree

' That shall perish at the heart.
: A B.W. 31 sta. 10.

However, choruses of this type appear to be an.early commonplace

in balladry, appearing, for example, in a Pepys broadside
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"The benhy broom, the well favour'd broome
The broome blooms faire on hill

What ail'd my love to lightly mee

And I working her will?
The.partiCUIar theme of Motherwell's stanza was doubtless
suggested by a distinctive featureAOf the 'School Group' texts
of Sir Hugh, that Hugh's mother searches for her son with a
'stick, intending to punish him for staying out late: this is a
development either of the 'baculus' with which the mother
searches in some medieval analogues, or the pike-staff used by

other ballad heroinesBO. ~That the Christ Child is beaten in

The Bitter Withy may, therefore, have been suggested by Slr Hugh

in Chlld 155 N stanza 12. 2, Hugh's mother carries '"a little

sally rod", i.e. a willow wandsl, whilst in The Bitter Withy,
text 21 etanea 7.3, Mary is urged to beat Jesue with 'a withy
stick', though in:most variants she beats Him with a bundle of
withy twige. | | |

AIn an Irish ;School Group' yariant of Sir Hugh, the dead
boyvin the well makes his eﬁcuses to his motherf

'Yes, mother dear, I am here,

I know I have staid very long:

But a little penknife was stuck in my heart

Till the stream ran down full strong.
Child 155 F sta. 11.

In one variant of The Bitter Withy, the Christ Child likewise
excuses Himseif:

'Oh mother, dear mother, don't scold on your son,
For 'twas over the brldge went he, went he,
And the dons they went a- follow1ng after he,

And they got drowned all three.
B.W. 18 sta. 6.

Ball-playing is too common in the ballads32 to be supposed

.original either to The Bitter Withy or Sir Hugh, though in the

Middle English story of Jesus and the dyer, the Christ Child

plays at ba1133:

He bade no lenger in that stede.
The childer of the strete out did he call
& played thér with tham at the bawll. .-
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However, the corrupt nature of most stanzésjusing the

rhyme 'ball!' in The Bitter Withy suggests that the motif was

borrowed from Sir Hugh. The 'fall' of rain was likewise
borrowed from Sir Hugh, into which it had probably been
34

introduced for the sake of the rhyme with 'ball' There is

no evidence to support Gilchrist's theory3$ that the rainfall
was borrowed from the apocryphal legend of Jesus and the spoilt
pools, discuséed below.

‘ Confamination of the sunbeam ballad by Sir Hugh probably
took place before the .late eighteenth century, the date to whiéh

the oldest Bitter Withy text, B.W. 30, can be traced. As shown in

Chapter Eleven, below, the 'School Group' df Sir Hugh texts

certainly pre-dates 1763.

The stanza in which Mary grants Jesus permission to play

is almost the same in both The Bitter Withy and The Holy Well:

'To play, to play, sweet Jesus shall go,
And to play pray get you gone;
And let me hear of no complaint

At night when you come home.'
H.W. IIT sta. 2.

The word 'complaint’36 is probably original'to the sunbeam
ballad since the related word 'playnt' is common in the Middle
English analogues. In the second sunbeam episode in the Life

of . St. Anne, the father of the child Judas Iscariot, who has

been killed with the othef'children trying to imitate Jesus,

complains at Joseph's house37:

He & odyr gudmen of that ton
To Iosep hous son mad tham bon
At mak plant of ihesu

In the later Childhood of Jesus, the young Judas breaks up some

pools which Jesus had made and is struck dead3s:

Thane alle the childire faste to the towne thai ranne,
ffor ferdnesse of thaire felawe sake,
Vh - to Sir Keuxe, thaire aldire-manne,

And playnte of Jhesu gane thay make.
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In Cursor Mundi, the Jewish lords object to Jesus' striking
dead a child who pushed Him39:

& playnt on him made hudousli
bath to Ioseph & to Mary.

Mary's warning in The Holy Well suggests that originally
there were complaints of Jesus, and thus that this ballad is

1ndeed a revision of a ballad like The Bitter Withy. Several

Bltter W1thy texts substitute the term 'ill-doings' for
40

'complaint' and such a version of The Bitter Withy seems to

have been known to the early nineteenth century author of

Bloomer's 'new' version of The Holy Well, since he comments

(nonsensically) on Jesus' reaction to the children's rebuff:
No ill entreats though power was great,
Upon this young shall fall,
Though they cried when they denied,
He was born in an oxen's stall. :
H.W. VI sta. 7.
Mary's warning suggests that she is exasperated by Jesus'
use of His power, a rare trait. In apocryphal legend, Joseph

is frequently angry with Jesus, to no avail: in the Infancy

Gospel of Thomas V he wrings Jesus' ear41fand in Pseudo-Matthew
XXXVIII confides to Mary that he is sad even unto death on
account of Jesus. Mary, however, reassures him that God will
keep His son from ev1l42. After the episode in the early
‘Chlldhood poem in which Jesus sits on the sunbeam, Joseph

tells Him to 1eave home43 and in the Lifelof St. Anne, he warns

Jesus not to do other such tricks and annoy His mother4
Mary, however, rarely. loses patience with her Son. In the
later Chlldhood poem, she rebukes Jesus only when a large crowd

angered by their children's deaths by falling from the sunbeam,

threatens to stone the Christ Child45:

Mary lykede it fulle 1lle,
And sayde: "dere sone, this foly late thou cesse!

I'pray the, if it be thi wille,
Thou late vs somewhare lyf in peese.
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Thou sees thies Jewes w1lle Vs spllle:AW
Swete  sone, nowe for my prayere S
Late thayme ryse, if it be thi w111e'WA 

In the Life of St. Anne, after a child has puehed Him and

fallen dead, Jesus strikes His accusers blihd, but Mary says
.. brusquely, "ihesus, son, lat swilke be”46.

In most Bitter Withy texts?’, the first two lines of the

second‘stanZa take this form:

" 'To play at ball, my own dear Son, L
It's time you were going, or gone ..;'»
B.W. 17 sta. 2.1~ 2

Although these lines probably post-date the‘sunbeam ballad,
Mary often addresses Jesus as her 'dear Son' in Middle English
poetry48.

Stanza 3, in which Jesus goes. out to pléy and meets some

children, differs in each ballad. 1In The Holy’Well, the
'joUrney' stanza is normally | '

. Sweet Jesus -went down to yonder town,f
As far as the Holy Well, '
And there did see as flne children
As any tongue can tell. S
. H W. II sta. 3.

. |
The last line is a tag phrase in Middle English literature’ .

The fifsteline,of the stanza probably'causedxthe contamination

(fh‘H W. XII, XIII and 2) by The Seven Virgihs; since in stanza
3. 1 of the latter ballad (see Appendlx D, S V I1I1), Thomas

,adv1ses the Vlrgln, "Go down, go down into yonder town."

oo Two Cornish versions of The Holy Well have a sllghtly

ldifferenttljourney' stanza: |

Down the street sweet Jesus went

- And made -no stop nor stay . o

'Until He got to the Lord's Holy Well g

Where He saw some children play. S
H.W. 6 sta. 3; c¢f. 8 stas. 3, 6.

Both these 'journey' stanzas are traditional'in tone and one

'emayfhave formed part of the sunbeam ballad
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In The Bitter Withy it is specified that there are three

chlldren, except in the garbled text 29, where there are two.

In The Holy Well only texts XII, XIII, 1 and 2 specify, in

stanza 3.3, that there are three childfen, but this may have
been inspired by the tag phrase 'by one, by tWo, by three'

used in XIII (sta. 4.2) and 1 (sta. 3.4).

The 'journey stanza' in The Bitter Withy is often
'incoherent:

It was upling score and downling score
Oh there he met three jolly Jjardins '
Oh there he asked the three jolly Jardlns

If they would play at ball.
- B.W. 17 sta. 3; cf. 30 sta. 3..

In some variants, the rhyme'with 'ball' has been achieved by

means of a phrase found in the old nursery rhyme Girls and Boys

Come OQut to PLaySO, 'whoop and call':

So it's up ling call and down ling call

.. Our Saviour he did whoop and call,
Until he met with three jolly Jjordans,
And he asked them to play at ball.

B.W. 27 sta. 3.

The same stanza is adapted for the mothers' complaint after

the drowning of their children:
So it's up'ling call and down 1ling cali;
Their mothers they did whoop and call, =
Saying, 'Mary mild, call home your child,
For ours are drownded all.
B.W. 27 sta. 7.
The latter stanza occurs also in B.W. 17 (sta. 6), 30 (sta. 7)
and 37 (sta. 8), whilst in B.W. 33 (sta 8.2) the boys' mothers
“hoot and hoilow“ a phrase paralleled in a broadside of 1663,

Robin Hood's Chase (Child 146 sta. 12.3). Sinee the ball-game

was probably adopted from Sir Hugh, we can assume that 'whoop

and call' was not part of the sunbeam ballad.

In some Bitter Withy texts, the seeond lines of the stanzas

of Jesus' Jjourney or the mothers' complaint end with the word

}'run'51;
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It was up the hall, it was down the hall
Our Saviour he dld run, did run,
As Our Saviour he was a-running for to play at the ball,
He met three Jolly, jolly dons.
B.Ww. 18 sta 3.

Then it's up the lane call and it's down the lane call
The mothers they -did run,
Saying, 'Mary mild, correct your child,
For he has drownded all.' .
B.W. 26 sta. 6.
Corrupt as these stanzas are, such a second line may at some

stage have formed part of the sunbeam ballad, since a similar

line occurs in the Manchester version of The Holy Well:

Sweet Jesus He ran to His mother dear,
As fast as He could run: '
'O mother, I saw three as flne chlldren,
‘As ever were eyes set on.
H.W. 2 sta. 7; cf. XIIla sta. 7.2.

Only a few Bitter Withy texts mention water in the 'journey'

stanza (sta. 3.3): 37 has "well of fortune", 20a a corruption
of this, "willow fortunes”, text 34 has "at the Holy Well hard
by the willow tree" and 21 (sta. 2.1), ”broad water's edge”.

Usually water is mentioned in The Bitter Wlthy only in conJunctlon

with the bridge of sunbeams, and here is called 'the Jordan',
'the water' or (a development of the latter) 'the sea'°?

Comparlson w1th stanza 3 of The Holy Well in which the well

settlng is redundant, suggests, however, that water was mentloned
in the !'journey stanza' of the sunbeam ballad. Perhaps a phrase

such as 'well of Jordan' (cf. 'well of fortune') was used,

'well' meaning 'pool' or 'stream'53: this would explain the

well in The Holy Well, and the river Jordan -in two composite texts.

Titland54, however, .argues that references to -the river Jordan

are mere rationalisation of the term commonly used for the

three children in The Bitter Withy, 'jolly jordans';' he suggests
"that 'jordans' in this phrase was a medieval term of abuse
meanlng 'silly fellow! and there is some sllght evidence for

thi555. Gilchrist conjectured that 'jordans' meant ‘'pots' or
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'vessels' and that the ballad dealt originally with the episode

in which Jesus hung His pitcher on a sunbeam56,.or alternatively,

that 'jolly?jordans' is a corruption of a phrase such as 'Jewen:
57 '

children', a suggestion supported by Janet Graves . Since in -

A'The Holy Well, stanza 3.3, the children are descrlbed as 'fine

:ehildren',vif_seems most probable to me that.'qolly jordans' is
simply an a11iterative reconstruction (infiueneed by the name of
the river) after the phrase 'jolly children‘ had been misheard:
and corrupted.' 'Jolly!' is a common eplthat in traditional

ballads58 and once bore appropriate connotations such as

-'overweeningly self—confident' or 'finely or "bravely" dressed"S9

'dwse usages are last recorded in 1666 and 1593 respectlvely

The settlng of the sunbeam ballad 1ndlcated by The Holy Well

may indeed have been borrowed from the eplsode of the pitcher
hung on a sunbeam, slnce in the early Chlldhood poem, Jesus,

at the start of the eplsode, goes60

To one welle fair and cler,
"That was neighh a riuer

In the later_Childhood of Jesus, the children are sent "with-

owttenevthe tbwnne.vn—to a welle"61 and inAMS; Harl. 3954 they
_afterwards play>"be the lake"62. Yet the setfing of the ballad
byia»well or stretch of water is not in itself sufficient evidenee
that,the sunbeam ballad .originally included,fhe episode of the

pltcher hung on a ray of the sun.

In The Holy Well Jesus courteously greets the children

He meets:

‘And he sa1d 'God bless you every one,
And your bodies Christ save. and see; .
. Little children, shall I. play with you?

And you shall play with me. .
H.W. II sta. 4.

The greetlng is preserved also in stanza 9 of the broadsides,

- when Jesus tells Mary -what has happened 'Your bodles Chrlst
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.savejand see'; probably the original form. of the second line,

is found in'stanza 4 of broadsides i1, 111, Vv, VIII, IX and XIV
and in stanza'g'of texts I, VII, X and XI;' ‘Your bodies' is
s1mp1y a c1rcumlocut10n for yourselves' common in Middle Engllsh
and preserved in later balladry63. The greetlng was evidently t
not perfectly understood since it appears altered in several

Holy Well_texts 4, for example as 'May Chrlst your portlon be',

or 'And Christ their bodies hear and see'.

‘Most texts of The Bitter Withy, and sevéfal Holy Well

'variants, contain no greeting at a1165, but'since some texts

of the former ballad retain the greeting in a garbled formsé,

it'is probable that misunderstanding of the stanza led to its

corruptlon and flnally to its omission from many texts. Two

examples of - the garbled greetlngs in The Bltter Withy are:
"'You are safe, you are safe, you are safe, sald he,

‘You are safe, you are safe, I plainly do see.'
B.W. 33 sta. 6.1-2.

 'Well met, well met, three jolly Jordans,v:
- Your bodies. are all safe I see.'! :
: B.W. 37 sta. 4.1—2.3'

Christ's religious greetlng, like 'God speed you' in

‘The Carnal and the Crane, 1is not dellberately 1ronlc, but a

ccmmonplace of early secular ballads; it occurs, for example,

" in the Gést of Robyn Hode, printed in the early sixteenth century
‘and derived from earlier ballads:

1God the_saue; my deré'mayster,
And Criste the saue and se!!
'And thanne sayde Robyn to thell Johnn, . .

Welcome myght thou be. : o
Child 117 sta. 177. -

.The‘greetlng 'Christ thee save and see! .is preserved in a numberA
of ballad texts from the seventeenth century or earller67, but
only rarely survives unchanged in texts of later date68. Manyv

" later ballad téxts contaln a rellglous greet1ng, but not usually
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in this form: ‘often the use of God's name is'avoided69. The
preservation of the greeting 'Your bodies Christ save and see'

thus suggests a date of not later than the seventeenth century

for The Holy Well.

Jesus' request to the children to play is found in- the

Middle English poems but not in the apocryphal gospels.

However, a legend in the Arabic Gospel of the Infancy, XL,

relates that Jesus' playmates refused to play with Him, ran
. away, and were hidden by their mothers in an oven. When Jesus
asked what was in the oven, He was told 'yogng goats!' and in
vpunishment transformed the children into kids.’ Afterwards,
at the mothers' contrite request, He restored their shape7o.

In the Middle English poems, the children are turned into pigs

as an explanation .of why Jews abstain from perk7l. In the early

Childhood of Jesus, Christ explains to the Jews guarding the
72

oven that He bnly wishes to play with the children
In later poems, Jesus often suggests to His playmates

the games they should piay, for example, that they should leap

from hill to hill’®>:

Sythen vpon an other day
Jhesu wt chyldere gan to mete
He seyde: 'wyl we go to play
Vpon the hylles for to lepe?'
The-children'imitate Him, with fatal consequences. In the

Life of St. Ahne, Jesus challenges His playmates to leap upon

the sunbeam74. In the stery of the sunbeam in the later

Childhood of Jesus there is a hint that sometimes children .

refuse to play with Jesus75:

Thane appone ane other daye
. Jhesu with thaire childire mett,
And some walde leppe & some said naye.

Such a hint might have been developed to form the plot of the

sunbeam ballad, although there is no parallel in Middle English

s
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to the children's refusal to play with Jesus because of His

lowly birth.

The stanza containing this refusal is best preserved,

albeit in a corrupt form, in The Bitter Withy:

'Oh, we are lords' and ladies' sons,
Born in bower or in hall,
And you are but some poor maid's child

Born'd in an ox's stall.'
B.W. 30 sta. 4.

'Born in an ox's stall' and 'bower and hall' are both medieval

tag phrases76, though the latter is garbled in most Bitter Withy

texts77, for example as 'a vore of hall', 'a bowery hall' and
'power all in all'. The phrase was nevertheless probably part
of the sunbeam ballad, judging by the disordered state of the

stanza in The Holy Well:

But they made answer to him, No:
They were lords' and ladies' sons;
And he, the meanest of them all,
Was but a maiden's child, born in an ox's stall.
H.W. IIIa sta. 5.

The word 'meanést' usually occurs in this stanza in The Holy Well.

The disorder probably arose from the children's words being put

into indirect speech. A group of Holy Well broadsides further

confuses this stahza:with Jesus' later account of the incident

to His,mother78

They answered no,
We're lords' and ladies' sons,
The meanest among them all,
And I a poor silly fair maid's son,
Born in an ox's stall.
H.W. XIITI sta. 5.

The word 'silly' used here and in texts XII and 2 may perhaps

be an indication of age79. Gypsy texts of The Holy Well and

" one Bitter Withy variant use the phrase 'mlld Mary's child' at

this'point8o. That the chlldren make their refusal without

returning Chrlst S greetlng can certainly be interpreted as a

sign of their gross discourtgsy.
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At this point the ballads diverge. In The Bitter Withy,
Jesus announces His identity8l and His intention of revenge 2,
motifs common in the apocryphal gospels and the Middle English

poems:

'If you are lords' and ladies' sons
Born'd in bower or in hall,
Then at the very last I'll make it appear

That I am above you all.'
B.W. 30 sta. 5.

This'stanzé.was probably part of the sunbeam ballad, judging

by its balladlike use of repetition, and by Mary's remark to

Jesus in The Holy Well:

'Though you are but a maiden's child,
Born in an ox's stall, _
Thou art the Christ, the King of Heaven,
And the Saviour of them all.' :
H.W. II sta. 11.

Moreover, a Cornish text of The Holy Well contains the

latter stanza, revised so that it forms Jesus' own assertion
of identity:
'Well, if I am but Mild Mary's child
Born in an oxen stall,
I.am the God, the King over you,
I can reign above you all.' .
' H.W. 6 sta. 6.
This'Stanza might be the result of éontamination by The Bitter

Withy: if so, it suggests that the latter ballad was known in
witny

Cornwall, though no variant has been recovered from the region.

At the conclusion of The Holy Well, the assertion of  Christ's
identity is repeated by an angel:
0 then spoke the Angel Gabriel,
Upon one good Saint Stephen,
"'Altho' you're but a maiden's child,
You are the King of Heaven.'
H.W. III sta. 14.
The obscure present form of the second line is probably respons-

ible for this stanza's omission from many versions of The Holy

We1183. The line is probably corrupted from 'one good set steven'
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'steven' meaning 'voice', since the rhyme'steQen (voice):
heaven is commonplace in descriptions of angelic announcements in
Middle English literature84. Husk's conjepture that 'steven!'
heré'means 'appointed time' is less likelyss. Although 'steven'
meaﬁing 'Qoiqe' survived in Northern dialeét in the nineteenth
century86, its corruption to 'Saint Stephen' in these West .
Midland texts suggests that it was misunderstood and consequently.
that the stanza is old and probably formed part of the sunbeam
ballad.

If this is so, the sunbeam ballad certéinly could not ha?e

ended, like The Bitter Withy, with Christ's discomfiture: more

probably it concluded with Jesus' raising the dead boys at
Mary's request, as He does in the Middle English sunbeam legends.

A curious version of The Wife of Usher's Well (Child 79 C),

collected from a Shropshire fisherman, who learned it from his

gréndmother who apparently knew The Bitter Withy87, relates that

tsweet Jesus' raised a woman's three sons at her request:

(4) 'It's you go rise up my three sons,
Their names, Joe, Peter, and John, i
And put breath in their breast,
And clothing on their backs,
And immediately send them to far Scotland
That their mother may take some rest.

(5) Then he went and rose up her three sons,
‘ Their names, Joe, Peter and John, :
And did immediately send them to far Scotland,
That their mother may take some rest.
It is just'possible that these stanzas fepresent, in a coﬁrupt

form, the lost ending of the sunbeam ballad, in which Jesus -

raised three dead boys at His mother's requést.

Jesus' original announcement. in The Bitter Withy seems to

have been, At your latter end I shall make it appear, that

'88. The confu51on in several variants whereby

I am above you all

Jesus announces that He is an ‘'angel' above them all89 supports
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my thesie that the 'angel Gabriel' stanza formed part of the
sunbeam ballad. ~As Graves points out, Christ's motive for
punishing his playfellows is similar in the ballad and in the

sunbeam episode in the later Childhood of Jesus, in which He

explains to His best friena”®

Why wenys thou, Osepe, thay felle so sare?
ffor thay wende alle to be my pere.

Jesﬁs' revenge in The Bitter Withy is to build a bridge

of sunbeams:

So.Our Saviour built a bridge with the beams of the sun
And over the sea went he, went he,
And these three jolly jordans followed after him

And. they were drowned all three.
B.W. 37 sta. 7.

In thetMiddle English analogues, several lines, apparently

traditional, describe how the children who fall from the

sunbeam break their bonesgl. The drowning in The Bitter Withy

is thus'an-innovation, but Mary's advice to Jesus in The Holy
Well (broadsides, sta. 12.4) that He 'dip' the children in hell

suggests that the drowning formed part of the sunbeam ballad.

In The Holy Well, Jesus' reaction to the children's rebuff

is very different:

Sweet Jesus turned him away
And bitterly did cry,
And the tears came trickling from his eyes

lee water from the sky.
H.W. 9 sta. 6.

The perfeet_rhyme here suggests that this was the original form

of the stanza (cf. also VI sta. 6). In most versions the first

two lines are:

Sweet Jesus turned him around
And he neither laughed nor smiled.
H.W, I sta. 6.1-2.

A Mancheéter variant is Slightly different:

Sweet Jesus He turned Himself about,
Neither laughed, nor smiled, nor spoke,

But the tears trickled down His pretty little eyes

lee waters from the rock.
H.W. 2 sta. 6
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Manchester broadside XII adds two lines to stanza 10 so that
Jesus cries again as He recounts the children's unkindness:
Then the tears trickled down from his ihnnocent eyes,
As fast as they could fall. _
H.W. XII sta. 10.5-6.
The motif of Jesus' silence may be derived from the account

of His silence at the‘Passion92. Whilst the Christ Child's tears

were probably not part of the sunbeam ballad, the stanza may be

original to the first version of The Holy Well, since it is an
‘adaptation of a traditional ballad commonplace

She's turned her right and round about,
The tear blinded her ee.

'Trickling' tears are not rare in traditional ballads either

In the seveﬁth stanza of The Holy Well, Jesus returns home

and tells His mother what has happened:

Sweet Jesus turned Him about,
_ To his Mother's dear home went he,
And said, I have been in yonder town, .

As after you may see.
‘ H.W. III sta. 7.

' The meaningless tag in the fourth line may originally have bcen
tas far as you can see', found in stanza 7 of texts I, VII and

12. Cornish texts 6 and 8 use another form of their separate

. : 95
'journey' stanza

- Up the street sweet Jesus went
And made no'stop nor stay
. Until he came to his own mother's gate

And called for his mild Mary.
o H.W. 8 sta. 6.

Jesus' return home may have been part of the sunbeam ballad
.since it 1is paralleled by lines in Cursor Mundi, after a

schoolmaster has struck Christ‘and fallen dead96:

‘ihesus that had tholed shame,
~til his moder went he hame.

In the later Childhood pcem in MS. Harl. 3954, after all but

Josep have imitated Christ's leap from hill to hill and fallen

dead, Jesus explains’
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...'hens wel I wende

And to my moder wyl I gon

And letyn hem lygyn in the ende,
For now thei arn dede Ichon.'

Yet there are indications in some texts that Mary seeks

her Son. In most Bitter Withy versions we are told that Mary

tcalled home' her Child (e.g. 30 sta. 8.1), probably the idea

behind Mary's remark in Bloomer's revised,vefsion of The Holy Well

'For why, for why,' his mother cried,
'You have been out of call, :
Tell me,' she said, 'where thou hast been

As thou hast not played at all.'
H.W. VI sta. 9.

Similarly, in a Cornish variant of The Holy Well, Mary asks

Jesus:
'Where hast thou been, my only Son,
Where has thou been so long?'
H.W. 6 sta. 8.

We have seen, however, that both these Holy Well versions

betray knowledge of The Bitter Withy; the motﬁer’s search and

concern with her son being away so long may consequently be

borrowed from the 'School Group' texts of Sir Hugh, though

it 1is true that in some episodes in the Middle English poems

Mary Seeks Qut\Jesus to demand an explanation after His playfellow:

have been killed98. Graves argues from this feature of the
Middle English poems that the Christ Child's repetition of
events in The Holy Well was likewise part of a medieval balladgg.

Whilst it is likely that Jesus explained His actions to His
mother in the sunbeam ballad, as He does in B.W.. 18 stanza 6,

the unnecessary length and exactness of Jesus' recapitulation

are probably the contribution of the author of The Holy Well.
Even if a stanza describing Jesus' return home was part
of the'sunbeam ballad, it would have been precedéd by the

mother's complaint to Mary, which survives in The Bitter Withy.
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The third line of this stanza, 'Mary mild, call home your child',

was probably traditionalloo, and is an example of the sporadic

use of internal rhyme in this ballad and in’ The Holy We11101.

In stanza 7 of Bitter Withy texts 21 and 28 (and cf. B.W. 26

sta. 6.3), the boys' mothers suggest to Mary that she chastise

Jesus:

'Mary mild, call back your child
. For mine are drowned all three,
And with a handful of withy twigs
Give it lashes three.' '
B.W. 28 sta. 7.

I consider that it was a stanza such as thisfwhich changed the

plot of the sunbeam ballad so that in The Bitter Withy Mary

actually does beat Jesus. Though Jesus is often beaten or

molested in the apocryphal gospels, by schoolmasters and even

by St. Josephlo2 Mary's part is meekly to beseech Jesus to

’

raise the dead, which He then immediately dbes (see below).
One motive of these stories was to encourage the cult of the
Virgin by showing the power of her intercession.

There is likewise little evidence to suggést that Mary
ever physically chastised Jesus in medieval legend. A wall-

fresco in a church at Lucca was said to portray such .a scene

but has never been identifiedlos. Gerould cites medieval French

plays in which devils suggest that the Christ Child dare not act

for fear of His mother's beatingle4

, but this may be mere
diabqlical blasphemy.

There are parallels in Middle English, however, to the

mothersf,suggestion that Jesus be whipped. 1In the Life of St.

Anne, the father of the dead child Judas Iscariot goes with other

.men to Joseph's houselOS:

Thai sayd, yowr son the cheldyr ha shent;
Chasty hym & better als ye hym tent
Or sare yt sall yow rew.
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Joseph refers them to Mary. ~In an earlier éﬁisode iﬁﬁihe sameg
poem, bystanders'rejbice‘to see Joseph také Jesﬁs by the ears,'
for they wish to see Him'corrected,Abut Mar& tells them that

Jesus’_upbriﬁging is none of their affairlosz |

Gode wote wele that I hym bar;
‘Als oures we sall hym drysse.

‘Gilchrist argues for the authenticity of the curse in

The Bitter Withy,‘and therefore indirectly er the beating, by

suggesting that it may be derived from the ancient legend of the

‘ASpoilt pools, first found in the Infancy Gospel of Thomale7:

Jesus is playing by a river when the son of Annas, the high priest
who later condemns Jesus, breaks the pools that He has made

with a willow branch. In revenge, Jesus curses himlosz
vLo, thou shalt become like a dry tree which hath
neither roots nor leaf nor fruit. And straightway

he was dried up and fell to the earth and died.
‘Laterj-however, the boy is raised. The story is found also

in Péeudo—Matthew XXVI, though without the elaborate curse:

‘here, the parents of the unnamed dead boy complain to Mary and

Joseph, and Jesus raises him at Mary's request;og. Adaptations

of this story; some including the curse, are‘féund in the Middle-

English poémsllo.

Jésus curses a fig tree in Mark's gospel (X1.12-23), whilst
cﬁrsing of inanimaﬁe objects. is a feature of secular traditional

balladslll. Yet the curse in The Bitter Withy is not necessarily

a mediéval feature: folk improvisation of apoc¢ryphal stories

of Jesus to explain natural phenomena or Jjustify old customs
is well attested throughout the British Isles''?, whilst ritual

cursing appears to have played a special part in the life of the
Welsh bordersll3. My theory that the sunbeam-ballad_ended
originally with the angel Gabriel's annoUncemént leads me to

: . : , - . 114 -
agree with Gerould that the curse is apiece of "folk aetlo}ogy" .
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In The Holy Well, it is Mary who suggests revehge, a
115,

clear sign of post-medieval revision

'Sweet Jesus, go down to yonder town,
As far as the Holy Well,
And take away those sinful souls,
And dip them deep in Hell.'
H.W. III sta. 12.

Jesus, however, rejects her suggestion:

'0 no, 0 no,' sweet Jesus said,
'0 no, that never can be;
For there are many of those infant souls

Crying out for help of me.
: H.W. XITIa sta. 12.
It is just possible that this stanza is adapted from one in
the sunbeam ballad in which Mary objected to-Jesus' drowning of
the children. The first line of stanza 13 in most versions is,
' "Nay, nay,“ sweet Jesus mildly said' and the third line

usually mentionS"too many sinful souls'llG.__The stanza has

117

been adapted from a traditional ballad commonplace

'0 no! O no!' cried Henry Martyn,
'0 no! that never can be,
Since I have turnd robber all on the salt seas,

To malntaln my two brothers and me.
‘ Child 250 B sta. 5.

In view of the use of internal rhyme at places in The Holy Well,
the first line of the stanza was probablygl‘ "0 nay, O nay,"

sweet Jesus did say'. ;

After the Christ Child's announcement that His mission is
to save sinful souls, the angel's proclamatlon that He is indeed
'Klng of Heaven' comes as triumphant Vlndlcatlon of His mercy.

Yet a sense of dissatisfaction remains that after S0 prom1s1ng

ah opening to The Holy Well, so very little happens; .for,

.whetever the merits of 'the sunbeam ballad' may have been, both

The Bitter Withy and The Holy Well have grave shortcomings,

whether as poems or as traditional ballads.. The Bitter Withy

is hopelessly corrupt and testifies to the degeneration of the

The Holy Well

Engiish pallad tradition in the nineteenth century.
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repetitious and somewhat 'precious' in tone, illustrates the

debilitating effects of the broadside press upon the traditional

ballad.

Neveftheless,~The Bitter Withy is liVelj.and dramatic, and
its story'rémains fascinating. The hearer sympathises with the
Christ Child’s'vulnerability and with the human qualities of
Mary, a mother who does not shirk the dutieSTOf correcting her
child. .The‘fate of the 'jolly Jjordans' is not feit asAtragic:

their pride has been justly punished.
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NOTES TO CHAPTER SIX

By Frank Sidgwick, Notes and Queries, 10th Series, IV (1905), p.84
(see below, Appendix C, B.W. 30); the first and last stanzas, with a
prose summary of the plot, had, however, been printed by "C.F.S." in
Notes and Queries, 4th Series, I (1868), p.53 (see B.W. 23).

Gummere, Popular Ballad, pp.227-229; Gerould,'P.M.L.A., XXIII,
pp.141-168. :

'Withy' meaning 'willow' or 'a flexible branch of willow' is in general
dialect use throughout Britain: see 0.E.D., X Pt.II, p.228 and E.D.D., "
VI, p.525.. :

‘Gerould, P.M.L.A., XXIII, p.l164.

Phillips Barry, 'The Bridge of Sunbeams' in J.A.F., XXVII (1914),
pp.79-89, p.82, citing the Vita Sanctae Brigidae, Pt.II.iii.l2,

dated 652-7 A.D., and the Acta Sancti Nicolai Peregrini, i, 5,

both from the Bollandists' Acta Sanctorum, i. Feb., 161 and i. Iun., 238.

Tischendorf, Evangelia Apocrypha, p.l106 note 1, and see p.xxvi for the
dates of the MSS. Gerould, P.M.L.A., XXIII, p.151, implies that the
interpolation was written soon after the Vatican Codex, a fourteenth
century MS. which he misdates as eleventh century.

Gerould, P;M.L.A., XXIII1,pp.151-152 and p.151 note 3. Two fourteenth

century MSS. containing this work, MS. Harl. 3185 -and MS. Harl. 3199, are

in the British Museum.

Schade, Narrationes, p.21, lines 5-6, chapter XLIII; Vagtlin,
Vita’Rhythmica{'p;QS, lines 2780-2783. See also above, Chapter Four,
note 27. ' B

Gerould, P.M.L.A., XXIII, pp.153-154 and see alsb James, Apoc. N. T., p.82.

‘Gerould, P.M;L.A., XXIII, pp.l155-156.

AHorstmann Altenglische Legenden, 1875, pp.22-24, 11nes 613-678;

see also above, Chapter Four, note 18.

Horstmann, Archiv, LXXIV, pp.331-332, lines 327-363; Horstmann,
Sammlung Altengllsche; Legenden, p.116, lines 325-360 and p.106,
lines 345-380; see also above, Chapter Four, note 32.

Hérstmann, Archiv, LXXIV, p.332, line 356.

Ibid., pp.333-334, lines 472-520; Horstmann, Samm1ung4§lte nglischer
Legenden, p.118, lines 453-496 (the incident does not occur in MS. Harl.

3954)3 Horstmann, Altenglische Legenden, 1875, pp.36-38, lines 1051-1129
(MS. Laud. 108). o

Life of St. Anne (Minnesota MS.), p.61, lines 2336-2367 and pp.62-64,

lines 2395- 2454 see also above, Chapter Four, note 39.

S.A. Newman, 'The Story of Tom Thumb from Folktale to Fielding'
(Birmingham Univ. M.A. thesis, 1973), pp.9-10; the sunbeam story occurs
ibid., p.129 in the facsimile of the prose chapbook. On the romance
writer Richard Johnson (1573-16597), see D.N. B., XXX, pp.24-25."
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17.

18.

19.
20.
21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

31.

32.

33.

Newman, Story of Tom Thumb, p.153; quoted also by Gerould, P.M.L.A.,
XXIII, p.160, from W.C. Hazlitt, Remains of the Early Popular Poetry of
England, 4 vols., London 1864-1866, II, p.180.

Newman, Story of Tom Thumb, pp.19-20, 32-34.

Cursor Mundi, II, p.704, lines 12275-12276 (Cotton MS.): the lines form
the prelude to another story, of the Christ Child and Zeno.

Horstmann, Sammlung Altenglischer Legenden (MS. Harl. 3954), p.103,
lines 129-132 (the story of Jesus and the spoilt pools).

Child 81 A sta. 1; for other examples, see below, Appendix H,

narrative feature (2)(d). ‘ %

e.g. Child 261 sta.l.1l; 293 A sta. 1.1; Greene no.323, burden;
Penguin Book of Folk Songs, p.30, 'Death and the Lady', sta. 1.1;
'Eger and Grime', line 919, 'King Edward and the Shepherd', line 15,
in French and Hale, M.E. Metrical Romances, pp.700, 951.

e.g. Horstmann, Altenglische Legenden, 1875 (MS. Laud. 108) line 412,
p.16; Horstmann, Sammlung Altenglischer Legenden (MS. Harl. 3954),
line 422, p.106.

'Sweet Jesus' is, however, used in B.W. 23 -sta. 1.3 and 'Qur Saviour'
in H.W. 1 sta. 1.1. :

In B.W. 23 sta. 1.2, snow is falling and in B.W. 31 sta. 1.2, hail:
these details are probably the invention of individual singers, since
rainfall is much more common.

For a description of this group of Sir Hugh texts, see below, Appendix G,
list of features to groups II.i and II.ii. . :

Child 155 J sta. 10.1; see also below, Appendix G, S.H. 10.

A.G. Gilchrist and L.E. Broadwood, 'Notes on the "Bitter Withy" Texts'
in J.F.S5.S. IV no.14 (1910), pp.37-47, on p.43; D.C. Fowler, '

A Literary History of the Popular Ballad, Durham, N.C., 1968, pp.268-270

discusses the relationship cursorily and concludes that B.W. thas
influenced S.H. through its melody.

R.B. VIII, Pt.III, p.586, printed c.1609; 'brume brume on hil' is
mentioned as a song in The Complaynt of Scotland, p.51, line 15;

‘cf. Child 217 G and L sta. 1 and the burden of M; Child 281 A sta. 17.

See below, Appendix H, narrative feature (21), (b), (c¢), (d).

E.D.D., V, p.207, 'sally', sb.2: recorded in Ireland and throughout
England.

See below, Appendix H, narrative feature (8), (c), (d). The child
St. Cuthbert also played ball, according to S§.E.L., I, pp.118-119,

lines 1-24.

Life of St. Anne (Minnesota MS), pp.70-71, lines 2718-2720. Gerould,
P.M.L.A., XXIII, p.162, noted the presence of this motif in the later
Childhood poem, in which, apparently, the children call Jesus

" Horstmann, Archiv, LXXIV, p.336, lines 666-667, 672-673 and S ammlung

Altenglischer Legenden, p.l120, lines.593-594, 599-600.
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34.

35.
36.
- 37.
38.

39.

40.

41.

42.

43.

44.

45.
46.

47.

48.

49,

50.

51.

52.

‘B3,

For a plan of the development of Sir Hugh, see below, Appendix J.
Gilchrist, J.F.S.S., IV, pp.42-43.
See sta. 2.3 of H.W. I-XIV, 1-9, 12-15 and of B.W. 17, 22, 27 and 37.

Life of St. Anne (Minnesota MS.), p.63, lines 2416-2418. -

Horstmann, Archiv, LXXIV, p.329, lines 161-164.

_Cursor Mundi, II, p.692, lines 12065-12066 (Fairfax MS). The source of

this incident is the Infancy Gospel of Thomas, Greek A and B IV, Latin V:
see James, Apoc. N.T., pp.50, 55, 60. The episode is recounted also in
Pseudo-Matthew XXIX, Tischendorf, Evangelia Apocrypha, pp.96-97. Only
in Greek Thomas B is the child left unraised.

See sta. 2.3 of B.W. 18; 20a, b; 26, 28, 32, and 33. 31 sta. 2.3 has
simply "doings".

Greek A and B, and the Latin version: James, Apoc. N.T., pp.50, 57 and 60.
This incident does not occur in Pseudo-Matthew but is found in the Life of

St, Anne (Minnesota MS.), p.48, line 1856.

Tischendorf, Evangelia Apocrypha, p.107; Cowper, Apoc. Gospels, p.79;
see also Cursor Mundi, II, pp.714-715, lines 12433-12448.

Horstmann, Altenglische Legenden, 1875, p.39, lineé 1133-1155.

Life of St. Anne (Minnesota MS.), p.62, lines 2380-2385 (first sunbeam
incident).

Horstmann, Archiv, LXXIV, p.334, lines 505-511.

Life of St. Anne (Minnesota MS.), p.49, line 1879.

See sta. 2.1-2 of H.W./B.W. 15 and B.W. 17, 18, 20a and b, 22, 27, 30,
33, 37.

e.g. Horstmann, Altenglische Legenden, 1875, p.33, line 956 and Archiv,
LXXIV, p.330, line 258; Greene nos. 152 A sta. 4.1; 153 sta. 2.1;

. 154 sta. 2.3; cf. Appendix D, S.V. II sta. 8.3.

Towneley Plays, XXIII, line 320, p.268.

See The Oxford Dictionary of Nursery Rhymes, ed. I. and P. Oﬁie, rev. ed.
oxford, 1952, pp.99-100 (line 5): the rhyme is first attested in the
early eighteenth century, but may go back to the mid seventeenth century.

See sta. 3 of B.W. 18, 20a and b, 31, 33, 37 and also 26 sta. 6 and
31 sta. 8. : .

"Jordan" in H.W./B.W. 15 sta. 12.2; 1l6a sta. 8;2; "water" in B.W. 29
(prose summary) and 31 sta. 72.; ‘'sea" in B.W. 20a sta. 6.2; 22 sta. 5.2;
27 sta. 6.2; 37 sta. 7.2; 40 line 9.

0.E.D., X, Pt.II, p.278, 'well', sb., sense 1l(a); the usual medieval
phrase, however, is '"flum Jordan": see M.E.D., III, p.662, 'flum’,
sense 1(b).
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61,
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69.

70.

71.

72.

W. Titland, ' "The Bitter Withy" and its relationship to '"The Holy Well" ',
in J.A.F., LXXX (1967), pp.49-70, on pp.54-55.

See 0.E.D., V, p.603, 'jordan' sense 3, which quotes Piers Plowman:
the B Version, XIII, line 84, p.489, "I shal Iangle to this Iurdan with
his Iust wombe [and appose hym| what penance is'"; M.E.D., V, p.4ll,
'jordan', sense {c), however, interprets this reference as a '"punning

“allusion to William Jordan, a Dominican Friar".

O.E,D., VvV, p.603, 'jordan', sense 1l; Gilchrist, J.F.S.S., IV, pp.39-42.

Ibid., p.45; J.M. Graves, ' "The Holy Well": a Medieval Religious Ballad'
in Western Folklore XXVI (1967), pp.13-26, on p.l7.

e.g. Child 47 B sta. 26.1; 96 C sta. 1.1; 146 sta. 13.1.

0.E.D., V, p.60l, 'jolly', senses II.6 and IV.9.

Horstmann, Altenglische Legenden, 1875, p.22, lines 613-614.

Horstmann, Archiv, LXXIV, p.331, line 330 and c¢f. Horstmann, Sammlung
Altenglischer Legenden, p.116, line 327.

Ibid., p.106, line 359.

See M.E.D., I, pp.l007-1008, 'bodi', sb., sense 7a; 0.E.D., I, p.964, 'body
senses 12, 13; cf. Child 110 A sta. 14.2, 140 B sta. 7.3.

'And Christ their bodies see': IV, 3a sta. 9. 'May Christ your portion
be': I, IV, VII, X, XI sta. 4 and cf. sta. 4 of 8, 9, 12. 'And sweet

‘ may your sleep be': gfgtas. 4, 8; 'And your bodies to silent sleep':

XIIa and b, stas. 4, 9. 'Christ save their souls from sin':. VI stas.
4, 11. 'And Christ their bodies hear and see': 12 sta. 9. ''Your
bodies and souls pray keep': 15 stas. 4, 9. All quotations occur

in the second line of the stanzas cited.

Texts 4-7, 10, 11, 14, 17, 22, 26, 27, 29, 30.

See sta. 4.1-2 of B.W. 18, 31, 34 and 37 and also B.W. 21 sta. 3.1;
28 sta. 3.4; 32 sta. 3.1-2; 33 sta. 6.1-2. :

e.g. Child 59 A sta. 15.2; 63 A sta. 2.2; 109 B sta. 42.2;

- 110 A sta. 11.2; 119 sta. 54.4.

See Child 110 I sta. 4.2

e.g. see the first and second lines of Child 88B sta. 15; 91 A sta. 17;'
112 stas. 2, 3; 140 B sta. 19; 157 A sta. 3.

Tischendorf, Evangelia Apocrypha, pp.202-203; Hennecke and
Schneemelcher, N.T. Apoc., I, p.409; see also above, Chapter. Four,
note 93. : A

Horstmann, Altenglische Legenden, 1875, pp.34-36, lines 997-1050;
Horstmann, Archiv, LXXIV, p.332, lines 364-399 and Sammlung Altenglischer

Legenden, pp.116-117, lines 361-396 and pp.l07-108, lines 487-530.

Horstmann, Altengiische Legenden, 1875, p.35, lines 1019-1022.
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74.

75.

76.

77.

78.

79.

80.

‘81.

82.

83.

84.

85.

86.

87.

Horstmann, Sammlung Altenglischer Legenden, p.l106, lines 381~384
(MS. Harl. 3954). Gerould, P.M.L.A., XXIII, p.152, traces the origin
of this story to the De Infantia Salvatoris.

Life of St. Anne (Minnesota MS.), p.62, line 2404 (second sunbeam
episode).

Horstmann, Archiv, LXXIV, p.333, lines 472-474,

'Born in an ox's stall': see above, Chapter Four, note 129. 'Bower
and hall': Horstmann, Sammlung Altenglischer.Legenden, p.l107,

line 471 and p.108, line 519; Wright, Songs and Carols, no.XLI,
sta. 10.2, p.57; see also Child 66 D sta. 3.2 and 91 C sta. 9.3.

B.W. 20a sta. 4.4: ‘'vore of hall"; B.W. 21 sta. 4.2: "ivory hall";

22 sta. 3.2: ‘'bowers all"; 26 sta. 3.4: 'bowery hall'"; 27 sta. 4.2,

EE sta. 5.2: "power all in all"; 32 sta. 4.2: "born in all in all",
37 sta. 5.2: "a bower all in all".

.
%

See H.W. V, VIII, IX and XIII, sta. 5. <

H.w. XII, XIII énd 2 sta. 5.3. See 0.E.D., IX, Pt.I, p.5l,

'silly', sense 3b, 'of humble rank or state', obsolete, last
recorded use 1647, or possibly sense 3a, 'unlearned, unsophisticated,
simple, rustic, ignorant', obsolete or archaic, last recorded use 1795.

H.W. 4 sta. 4.3; 5 sta. 4.3, sta. 5.3; 6 sta. 5.3, sta. 6.1; 13

(corrupt, no line numbers); 14 sta. 6.3, sta. 7.1; B.W. 26 sta . 3.5,

sta. 4.1. Cf. York Plays, XII, p.98, line 153 and XXV, p.217, line 523.

e.g. Latin Infancy Gospel of Thomas VI.2, James, Apoc. N.T., p.61.
According to the Arabic Gospel of the Infancy, XLI (Tischendorf,
Evangelia Apocrypha, p.203) and Végtlin, Vita Rhythmica, p.91,

-lines 2564-6, Jesus' playmates crown Him as their king. In the Middle

English poems it is Osepe, Jesus' best friend, who confesses His
identity: see above, note 13.

e.g. Pseudo-Matthew XXVI, XXVIII, XXIX, Cowper, Apoc. Gospels, pp.65,
67, 68; Cursor Mundi, II, pp.684-685, lines 11945-11948 and pp.690-691,
lines 12035-12037; Horstmann, Archiv, LXXIV, p.329, lines 157-158, p. 331,

lines 336-340.

The stanza occurs only in H.W. I-III, V, VII—X 3a and b sta. 14
and 12 sta. 13.

e.g. The Lay of Havelok the Dane, p.46, lines 1275-6; Horstmann,
Altenglische Legenden, 1881, no.23, p.1l18, lines 479-480 and p.49,
fragment from MS. Auchinleck, fol.37b.; Towneley Plays, XII, p.ll1l3,

lines 409-410.

Husk, Nativity, p.94, note 1; 0.E.D. IX, Pt.I, p.934, 'steven',
sb.2, sense 2.

0.E.D. IX, Pt.I, p.934, 'steven', sb.l, sense 1: "in modern dialect
use chiefly". .

E.S. P B., III, pp.513-514, taken down by Hubert Smith, 24 March 1883,
from an elderly fisherman at Bridgnorth who learned it forty years
previously from his grandmother in Corve Dale and first printed in
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87.

88.

89.
90f
91.
92.
93.
94.

95.

- 96.

97.

98.

99.
100.

101.

102.

103.

104.

cont'd

Burne, Shropshire Folklore, Pt.II, p.541. Sidgwick, Folklore, XIX,
p.192, refers to a variant of B.W. collected by Hubert Smith from a
fisherman who learned it from his grandmother of Corve Dale, Shropshire,
who '"probably learned the carol in Herefordshire".

"Latter end" occurs in B.W. 20 and 27, sta. 5.3; 22 and 26, sta. 4.3;
31, 33 and 37, sta. 6.3. ‘"Appear" occurs in B.W. 17 and 26, sta. 4.3,
and 30, sta. 5.3. "I am above you all" occurs in B.W. 17 and 22,

sta. 4.4; 27 and 30, sta. 5.4; 33 and 37, sta. 6.4.

See B.W. 20b, sta. 5.2; 21, 28 and 32, sta. 5.4; 31, sta. 6.4 and
cf. 29 (prose summary).

Graves, Western Folklore, XXVI, p.20; Horstmann, Archiv, LXXIV, p.331,
lines 288-289.

Ibid., p.333, lines 480-483; Horstmann, Sammlung Altenglischer Legenden,
p.118, lines 461-464; Life of St. Anne (Minnesota MS.), p.6l, lines
2347-2349 and p.63, lines 2407-2412.

. Matt. XXVII. 12, 14; Mk. XIV.61; Lk. XXITI.9; Jn. XIX.9.

e.g. Child 100 G sta; 10.1-2; cf. Child 59 B sta. 17; 182 A sta. 13;
243 F sta.3.

e.g. Child 75 D sta.7.4; 109 A sta. 20.2, 26.4 (Percy MS.)& 222 C
sta. 5.4. )

'Qg. H.W. 6 sta. 7; a similar line to line 4 of the Cornish stanzas

occurs in the anonymous broadside XIII (probably from Manchester),

sta. 7.2.

~ Cursor Mundi, iI, p.714, lines 12431-12432 (Fairfax MS.); cf.

Life of St. Anne (Minnesota MS.), p.55, lines 2099-2100.

Horstmann, Sammlung Altenglischer Legénden, p.l06, lines 401-404.

Ibid., p.103, lines 157-160, p.107, lines 453-454 and p.l14, lines
177-180; Cursor Mundi, II, pp.686-687, lines 11965-11970.

Graves, Western Folklore, XXVI, p.20.
9{. Child 173 M sta. 1.3; Greene no.l70 sta.3.1.

é.g. " "To play, to play, dear child," she did say' in H.W. 5 and 14,
sta. 2.1; ‘'cursed shall be the withy withy tree' in B.W. 23, last
stanza, line 1. .

On the wringing of the Christ Child's ear by St. Joseph, see above,
note 41. Schoolmasters strike Jesus and usually fall dead (but are
later revived) in the Infancy Gospel of Thomas, Greek A XIV.2 and
Latin XIT.2 (James, Apoc. N.T., pp.53, 64) and in Pseudo-Matthew XXXI
and XXXVIII (Tischendorf, Evangelia Apocrypha, pp.l00, 107).

‘Gerould, P.M.L.A., XXIII, p.165.

Ibid., pp.165-166.
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105.

106.

107.

108.

109.

110.

111.
112.
113.

114,

115.

ll6.

117.

Life of St. Anne (Minnesota MS.), p.63, lines 2419-2421.

Ibid., p.49, lines 1868-1869 (and see p.48, lines 1856-1860).
Mary is urged to chastise Jesus also in Horstmann, Altenglische
Legenden, 1875, p.l6, lines 429-432.

Gilchrist, J.F.S.S., IV, pp.42-43. There are slight differences in
accounts of the episode in the Infancy Gospelef Thomas: in Greek A III,
Jesus plays with a brook and in Greek B II and Latin IV, with water
running after a shower of rain - see James, Apoc. N.T., pp.50, 55,

59-60.

Ibid.,; p.60. (Latin Infancy Gospel of Thomas IV.3).

Tischendorf, Evangelia Apocrypha, pp.93-95 (Jesus plays by the banks
of the Jordan). :

a4,

Horstmann, Altenglische Legenden, 1875, pp.l2-14, lines 301-364;
Cursor Mundi, II, pp.684-687, lines 11929-11982 and pp.686-693,

lines 12015-12078 (the latter account includes the curse); Horstmann,

Archiv, LXXIV, p.329, lines 149-192; Life of St. Anne (Minnesota MS.),

lines 1729-1752, 1777-1836, pp.45-48 (with curse).
e.g. Child 118 sta. 16 (Percy MS.); 119 sta. 28 (MS. of c.1450).

Gilchrist, J.F.s.S., IV, p.43; Simpson, Folklore of the Welsh Border,
pp.104, 143; D. Gray, 'Notes on Some Middle English Charms' in
Rowland ed., Chaucer and M.E. Studies, pp.56-71.

K. Thomas, Religion and the Decline of Magic, London, 1971, pp.507-510.

Gerould, P.M.L.A., XXIII, p.166.

A late Newcastle version, H.W. XIV sta. 12.3-4 emends Mary's suggestion
to "there chastise those sinful souls lest they fall into Hell".
Graves, Western Folklore, XXVI, pp.18-19 argues unconvincingly that
Mary's vengefulness in The Holy Well is a development of her dismay

in the Childhood of Jesus (e.g. Horstmann, Archiv, LXXIV, p.329, lines
185-192) that Christ at her bidding has raised children who will help

to crucify Him..

See sta. 13 of H.W. I, II, IV, X, XI and c¢f. 7 sta. 5 and 12 sta. 12;

H.w. III, M—lﬁ, XTIV omiz—"mildly” in sta. 13.1 (cf. also H.W. 8 sta. 8,
9 sta. ll.)A H.W. XIII sta. 12.2 has the unique line "Forgive and silent

be'.

Cf. Child 177 sta. 79 and 271 A sta. 59 (Percy MS.); also Child 123
sta. 23 and 145 B sta. 42 (broadsides of c¢.1663); 163 A stas. 8, 13, 14.
The stanza may begin either '"Oh no" or "O nay".
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CHAPTER SEVEN

'THE SEVEN VIRGINS' OR 'UNDER THE LEAVES OF LIFE'

The theme bf this beautiful béllad is the Compassion of
Mary: St. Thomas meets Christ's mother, who-is one of seven
virgins, and directs her to the cross, where she holds a
dialogue with her Son. The ballad concludes, after Christ's
death, with two stanzas exhorting the hearers of the song to
prayef.

All texts of this ballad listed in Appendix D have been
recovered from the West Midlands or the North West of England.
No version, apparently, pre-dates the early nineteenth century.

Broadsides I - V, printed at Manchester, Birmingham‘aﬁd Dudley,

are very close in language and structure, but none is quite
completé: I and II preserve two complete stanzas where III -V
have one stanza of six lines; however, the latter group
contains one stanza not present in broadsides I and II. Several
gypsy‘singers from Shropshire and Herefordshire, most of them
reiafed by bloodl, preserve a slightly different version which,
though both fragmentary and corrupt, may retain some features
of_the ur-ballad. Another version, also corrupt and incomplete
bﬁt»containing important yariant readings, was found in a

: manuscript 'carval' (i.e. 'carol') book of about 1830 from the
Isle of Man. This text probably representsba contemporary
mainland versidn, since the native Manx trédition; which
survived till about 1870, involved the singing of long Manx-

language 'carvals' in the parish church after the ordinary

Christmas Eve church serv1ce2

\
The Seven Virgins was certainly composed before the

=
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Reformation,.since it contains ideas and even phrases drawn
from English religious lyrics dating from the thirteenth to the
early sixteenth centuries. The tone of the piece is consequently
untypically lyrical for a balladB: dialogue and reflection
account for ten out of a possible twelve stanzas. Like fhe
medieval réligious lyric, the ballad was composed for a
devotional purpose but in addition, it imitates the sqyle of
traditional 'greenwood' ballads which were most popula; during
the fifteenth and sixteenth centuries4. Since deliberate parody
of secuiar songs for a religious purpose was common in England
in .the late fifteenth and early sixteenth centuriess, it seems

most probable that The Seven Virgins was composed at about this

date by a cleric who used earlier lyrics.

However, the ballad's theme, the Virgin Mary's search for
her 1osf Son which ends at'the.foot of the cross, is well-known
in European balladryG. The source of the story was probably
the finding of the boy Jesus in the temple in-éggg II.42-51.

By the fifteenth century, the latter Story‘had also undergohe
elaﬁoration in England, for in Nicholas Love's franslation of

the Meditationes Vitae Christi attributed to St. Bonaventura,

the Virgin inquires weeping from house to house, "Saw ye ought
of my Son?”7. A second biblical source for Mary's quest was
the search of the Shulamite maiden (a type of the Virgin) in

‘the Song of Solomon8

In the European balladsg, Mary wanders through the

countryside searching for Jesuslo, who has sometimes gone

11 She meets an apostle, usually John

13

missing while she slept

or Peteflg, and asks him if he hagz seen her Son He replies
that he has indeed seen Jesus and describes him variously as

1 . . 16
wearing a crown of thornsl4, scourged 5, with a pierced body
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or as hangihg'upon the crossl7. Mary goes to the foot*of.the
cross and lamentsl8, sometimes failing to recognize her Sonlg.
The ballads end in several different ways. Whilst The Seven.
Virgins is clearly in the same tradition as the continental
ballads, it does not appear to be directly related to any of
them and any one of its features could have been independently
derived from Middle English lyrics or from the bible and the
New Testament apocrypﬁa.

After John XIX.25-30, the most important ultimate source

of the English ballad is chapter X of Recension B of the Greek

Acta Pilatizo. The tradition embodied in this chapter clearly

influenced the York crucifixion plays, and through these, the
TowneleyZ;, despite the absence of this material from the

Middle English metrical Gospel of Nicodemus22 (the combined

Acta Pilati and Descensus Christi ad Infefés), on which the

)
York plays are partly based‘3.

According to Recension B of the Acta Pilati, St. John

runs to tell the Virgin that Jesus is being led to Calvary2

When his mother heard this, she cried with a loud voice,.
saying, My son, my son, what evil hast thou done, that
they lead thee away to crucify thee? ©She arose, as one
benighted, and went weeping along the road. The women
also followed her, Martha, and Mary Magdalene, and Salome,
and the other virgins. And John also was with her. When
_therefore they overtook the multitude, the mother of God
said to John, Where is my son? John.saith, Seest thou
him who beareth the crown of thorns, and hath his hands’
bound? When the mother of God heard this, and saw him,
she fainted and fell backwards to the earth, and lay a
considerable time. And the women who followed her stood

around her and wept.

Later, as Jesus hangs upon the cross, He sees His mother and

entrusts her to John's care, as in the gospel. Mary, however,

continues to 1amént25:
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Without thee, my son, what will become of me? How
shall I live without thee? What 1life shall I lead?
Where are thy disciples who boasted they would die
with thee? ... And looking at the cross, she said,
Bow down, O cross, that I may embrace my son, and
kiss my son, whom at the breast strangely I nourlshed
as one who knew not man.

The Seven Virgins contains several features from this

account, probably through the medium of the Middle English

Planctus Mariae26, an influential genre: an apostle (in the

extant versions, Thomas) takes the news to Mary, who travels
along the road, weeping, to find her Son, accompanied by
éeveral other womén; after Jesus has entrusted her to John's
care, she asks rhetorically how she can bear her grief and

recalls nursing her.Son27. When, in the Acta Pilati, the

Virgin refers to disciples who boasted they would die with
Jesus, she must mean either Thomas28 or Petergg. The former
appears in the English ballad, the latter in some continental

analogues.

In the Acta Pilati and in Irish and Provengal ballads,

Mary asks what Christ has done to deserve such a deathBo. The

question appears in one gypsy text of The Seven Virgins:

'0 my dear son, what hast thou done?’

S.V. 1 sta. 3.1
The use of internal rhyme here, as elsewhere in The Seven
Virgins, suggests that the line may be part of a lost 'stanza

of the ur-ballad.

As both the canonical gospels31 and the Acta Pilati make
clear, the Vifgin'was accompanied by a number.of women at the
Crucifiﬁion. In the.Irish ballad, stanza 15, she appears to
be acéompanied by her two sisters, also named Mary according

“to medieval traditionsg. In fhe apocryphal infancy gospels
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Our Lady is attended on her marriage to St. steph by seven,
or five, -of the temple virginsss. This detail may be'éerivéd
from Esther I1.9, in which King Ahasuerus givés his bride seven
maidens to attend her. Esther was a medieval type of the
Virgin34

Although the seven virgins of the English ballad would
have suggested to most hearers the women of the Crucifixion

narrative, the detail occurs also in traditional secular balladry.

That The Seven Virgins parodies popular balladry has been

obscured by the corruption to 'leaves of life' in all but one
of its variants of a recurrent phrase which originally, as

Gilchrist suggestedSS, musf have been 'leaves of lyne': the:
Manx version, however, has '"leaves of 1ime”36. 'Leaves of 1life'
is. an attractive emendation probably inspired by the mention

of Adam and Eve later in the baliad37: there is no evidenée in
the poem of any allegory concerning the tree'of life. 'Lyne',

on the other hand, would restore the rhyme in the second and

third stanzas. Broadsides III - V have an awkward second stanza
of six lines:

'O what are you seeking; you seven pretty maids,
All under the leaves of life;

We're seeking for no leaves, Thomas,
But for a friend of thine,

We're seeking for sweet Jesus Christ

"To be our heavenly guide.'

‘Broadsides I and II employ identical rhymes in stanzas 2 and 3:

'0 what are you seeking, you seven fair maids,
All under the leaves of life,
Come tell, come tell, what seek you,
All under the leaves of 1life?!

'We're seeking for no leaves, Thomas,
‘But for a friend of thine, ’
We're seeking for sweet Jesus Christ
To be our guide and thine.'

Gypsy versions 4, 7 and 9a have a second stanza which rhymes
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'life! with 'guide'. It seems likely, therefore, that the
ur-ballad had two stanzas of incremental repetition at this
. point:

'0 what are you seeking you seven pretty maids,
All under the leaves of lyne?!

'"We're seeking for no leaves, (Thomas),
But for a friend of thine.'

'O whom are you seeking, you seven pretty maids,
All under the leaves of lyne?!

'We are seeking for sweet Jesus Christ
To be our guide and thine.'

Tag phrases such as 'under the greenwood lynde' occur in
early greenwood ballads38 and in medieval romancesg. Robin

Hood and Guy of Gisborne, a ballad from the Percy manuscript4o,

uses the very phrase which occurs in The Seven Virgins, in

the same manner:

How these two yeomen together they mett,
Vnder the leaues of lyne,

To see what marchandise they made

Euen .at that same time

'Tell me thy name, good ffellow,' quoth Guy,
'Vnder the leaues of lyne:'
'Nay, by my faith,' guoth good Robin,
'"Till thou haue told me thine.'
Child 118 stas. 22, 33.

The use of the phrase in the opening stanza of The Seven
Virgins imitates popular outlaw ballads of the fifteenth and
sixteenth centuries which begin by referring to 'leaves'41
Parallels to our ballad are also provided by two fifteenth
century religious lyrics which appear to parody the greenwood
convention, fhey open with the narrator overhearing the Virgin
Mary:

Vnder a tre

‘In sportyng me,

Alone by a wod syd,

I hard a mayd

That swetly sayd,

'T am wyth chyld this tyd.'
" Green no.26l1 sta. 1.
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"~ As I walkyd vndir the grene wode bowe
I sawe a maide fayre I-now; I
a child she happid, she song, she lough -
“that .child wepid .alone. S

Lyrics XV no. 2 sta. 2.

By the 51xteenth century, however, the 'gréenWood' had become
a metaphor for a wanton life in popular songs4? and probably
also in traditional ballads dealing with seduction or marriage,

The Seven Virgins apparently parodies ballads of this type

'examples are drawn from Scottlsh traditional ballads employing
this early convention, though the ballads themselves may not

'always be of late medieval origin.

Several ballads begin, like The Seven Virgins, by referring

to seven ma1dens43; several relate that the her01ne goes to
the wood with other maidens as a prelude to elopement or even

rape44,‘ According to Motherwell the ballad of Gil Brenton

(Chlld 5) was sometimes ‘called 'The Seven Sisters, or the

' Leaves of Lind', perhaps because the misunderstood phrase
”leas o Lyne'" occurs in the version he collected45 In this

.ballad;‘the her01ne explains to her mother-in-law how she lost

her virginity: “
fb we were sisters,,sisters seven,
We 'was the fairest under heaven.'!
' Child 5 A sta. 43.

' This is'reminiscent of the opening stanza of~The Seven Virgins:

'All under the leaves, and the leaves of life,
I.met with Virgins seven, o
“And one of them was Mary mild
Our Lord's mother in heaven.
S.V. I sta. 1.

'In Gil‘Brenton the'heroine goes on' to relate that it was her

:Afate to go to the greenwood "to pu the nut but an the slae"46.

As in other traditional ballads, the picking of nuts or plants

by the her01ne is a prelude to her seduction . One version of
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Babxlen, indeed, contains a stanza on this theme which resembles

an idea in The Seven Virgins:

There were three sisters, they lived in a bower,
The ‘youngest.o them was the fairest flower:

The oldest of them she's to the wood gane,
To seek a braw leaf and to bring it hame.
Child 14 D stas. 1 and 2.

In the light of the oldest sister's task here, the Virgin's
answer to Thomas in our ballad, 'We are seeking for no leaves',
appears to be delicate irony dependent on the hearers' recognition
of the conventional opening of the 'greenwood seduction' ballad:
Our Lady and her maidens have come to the greenwood not to lead.

a wanton 1ife, but to seek sweet Jesus Christ. By analogy with

the stanzas quoted from Gil Brenton and Babylon, the third line

in the opening stanza of The Seven Virgins was probably originally
'The fairest of them was Mary mild', since according to medieval

tradition, the Virgin Mary was 'flower and fairest'of alle

women that euyr God wrowt in erth”48.

The Seven Virgins differs from its continental analoguesl

in that Mary does‘not ask where her Son is. Thomas' question,
'What are you seeking', may be a reminiscence of drama derived
from the tfope based on the angels' words to the women at the
Resurrection49, which was originally prefixed to the introit of

the Easter MassSO:

Interrogatio: Quem queritis in sepulchro, Christicolae?

Responsio: Iesum Nazarenum crucifixum, o caelicolae

The messenger of the Crucifixion was traditionally John,

as in the Acta Pilatil and the York and Towneley playssl. That

this was probably so in the ur-ballad is indicated by the
Virgin's description of Jesus (S.V. I sta. 3.2) as a 'friend’

of the apostle: ‘'Amicus Christi' was a popular title for
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St. John the Evangelist, based on the gospel description of him
as the disciple "whom Jesus loved”52. The change to the apostle
Thomas may have been prompted by gospel stories of his desire to
accompany Jesus even to death and of his doubts of the
ResurrectionSB. If this change was made early, it may also

have been influenced by the traditional interview of Thomas
with the Virgin at her Assumption, which occurs in the York
play854

In the later versions of a popular English lyr1055 beginning,

Mary moder cum and se:
" Thy Sone is nayled on a tre,

St. John brings news of the Crucifixion to Mary. (In the
earliest version, found in the preaching book of the Franciscan

Johﬁ of Grimestone of c;1372, the opening words are wrongly

attributed to Jesu556.) In addition to John's similar direction
to the Virgin, this lyric resembles the ballad in other ways:
Christ is said to die '"for Adam”57; there is a narrative stanza
in which Mary travels to Calvary5

‘Whan Johan this tale began to tell

Mary wolde no lenger dwell,

But went amonge the Jewes fell,

Where she myght her Sone se.
Mary recalls carrying Jesus in the womb59; finally, two
versions end with the commonplace found also in our ballad,
"Amen, amen for charyte”GO. Version A, printéd by Richard Kele
Ain about 1550, also indicates that traditional carols on the

- Passion and Compassion remained popular after the Reformation.

Medleval Passion carols were sung at Chrlstmas6l and the practice

ev1dently continued, since The Seven Vlrglns was printed as a
Christmas carol. It is possible, however, that later unfamili-

arity with the custom accounts for the scarcity of ballad

variants.
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Variations in the ballad stanza in which Thomas directs
Mary to the cross are mostly the result of cbrruption.
Broadsides I and II (sta. 4) have:
'Go down, go down, to yonder town,
And sit in the gallery
And there you'll see sweet Jesus Christ
Nailed to a big yew tree.'
The belief that yew was the wood of the cross can be traced
back to 01d Engliéh tradition62; the tree is also emblematic
of grief63 and is the wood of which bows are made in the outlaw
ballads®®. Broadsides III - V (sta. 3.4) omit the word 'big!'
before 'yew'. Pickering, the singer of the fragment 5.V. 6,
insisted that the second line of this stanza should be "and
seek sweet Galilee". The Manx text, though confused, also =
mentions 'Galilee' at this point:
And down came forth one Sethomas (St. Thomas)
And thus he did reply :
'Go you and seek those virgins seven
Beneath the leaves of lime.
'If you would find sweet Jesus Christ
~As you and I should do '
We must return to yonder town
" That stand in gallilee.'
S.V. 3 stas. 2 and 3.
Gypsy text 2 (sta. 1) is even more confused:
'Then it's I'll go down, it's I'll go down
To the town of Galilee, :
There you shall see a sweet Virgin

With Jesus on her KkKnee.'

The other gypsy texts have been contaminated by The Holy Well

at this point, since they include phfases from that ballad

such as "as far as the holy well”65 and "as far as you can see'
'Galilee!' is pfobably an emendation, based on Mark XVI.8,

, Qf 'gallery', which itself has been corrupted from 'Calvary'.

The.original directions may have been67:

'Go down, go down, beyond the town,
To the mount of Calvary.'




Chapter Seven: The Seven Virgins

The seven virgins obey Thomas' directions:

So down they went to yonder town
As fast as foot could fall,
And many a grievous bitter tear
From the Virgins' eyes did fall.
S.V. T and II, sta. 5.

Versions III - V (sta. 4.4) have "ladies' eyes": in the
ur-ballad, the line may have been 'from Our Lady's eyes did
.fall'. Thé Manx version contains two stanzas on the Virgin's
journey: the first is either later embroidery of the stanza
Jjust quoted or else a stanza from the ur-bdllad functioning as
'incremental repetition'; the second stanza {(which should come

first) may likewise have formed part of the ur-ballad, sinée
it is traditional in tone68:

Now there we did sweet Jesus behold
"With his body on the tree

And every eye that saw the same -
Did weep most bitterly.

The Virgin Marry she got up
As fast as she could hie
But manny a briny tear there did
Fall from the virgin's eye.
S.V. 3 stas. 4 and 5.

Other traditional versions omit the 'Jjourney' stanzas.
That the Virgin wept at the Crucifixion is not mentioned:

in the gospels, but according to a later medieval legend, she

wept tears of blood69. An earlier tradition, that Mary was

modest'and restrained in her grief, also persisted until the

late middle agés7o

In the ballad, Jesus begs His mother not to weep:

'0 peace, mother, O peace, mother,
Your weeping doth me grieve,
I must suffer this,' he said,
- 'For Adam and for Eve.'
S.V. II sta. 6.

Gypsy versions of this stanza are incomplete and. corrupt.

Christ says71:
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'Dear mother, dear mother, do not weeb-fdr'me,.
Your weeping does me harm' N
S.V. 4 sta. 3.1-2.
Christ{s{admonition is probably derived from His words in'
Luke'S'gOSpel;
Daughters of Jerusalem, weep not for me,; but weep for
~yourselves, and for your children ... For if they do these

things in a green tree, what shall be done in the-dry?
Lk. XXIII. 28, 31.

The famous reference to the 'green tree' may have inspired the
greenwood setting of the ballad. In the York and Towneley plays,
the 'danghters'bf Jernsalem' are the women‘who_accompany the
Virgin; i.e. her sisters (Mary Iacobe and Mary Salome) and
St. Mary Magdalene72

Christ. tells His mother not to weep in some European

_ballads73 and in Middle English lyrics and plays. A thirteenth

century lyrie dialogue between Christ and Mary, 'Stond wel,

' 74 . . .
~moder, ounder rode' , contains several ideas referred to in

The Seven Virgins, for example,‘that the Virgin's tears injure

her Sen75:

tModer, do wei thine teres
‘Thou wip awey the blodi teres,

Hy doth me worse thene mi deth.'
'Sone, hou mightte ich teres werne?
I se thine blodi woundes herne

From thln herte to thi fot

The:Virgin protests also, '"Sone, hou may ich blithe stonde?"

 and "Hit nis no wonder they me be won’®. Christ, however,
reminds‘her that His sacrifice is-for Adam77.

In The Seven Virgins, Mary protests:

'O how can I my weeping leave,
.Or my sorrows undergo,
Whllst I do see my own son d1e
When sons I have no more.
S.v. IIT -V, sta. 6.

The Manx version (S. V 3 sta. 7.1) has "O how- should I my

mourning cease'". Ex1gen01es of the rhyme show that the last
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word was originally 'mo', a form obsolete in England after the

seventeenth century, though it survives in some later Scottish

ballads78. The last two lines of the stanza are a commonplace

utterance of the Virgin in medieval lyric. - A carol extant both

in manuscript and in print of the sixteenth century has the

burden:

'O my harte is woo,' Mary, she sayd so,
'"For to se my dere Son dye, and sonnes haue I no mo.'
Greene no.l63.a.

Variants of the last line guoted, bmitting the word 'sons', are

found in two lyrics in John of Grimestone's preaching book79.

In a lullaby carol preserved in fifteenth and sixteenth century
manuscripts the Virgin protests, after Christ's prophecy of

the Crucifixion:_

"Pesse, dere Sone, tell me not soo.
Thou art my child, I haue no moo;
Shuld I se men myn own Son sloo?
Alas, my dere Son, what menys thig?!

Greene 152 A.a. sta. 4.

A version of this carol, preserving the commonplace phrase,

survives in Davies Gilbert's 'Carol Book A', written in Cornwall

in 176780. Similar phrases used in secular contexts are found

in traditional ballad texts up to the nineteenth century

In response to. the Virgin's grief, Jesus commends John to her:

'O mother, take you John Evangelist,
All for to be your son,
And he will comfort you sometimes,
"Mother, -as I have done.'
S.V. T and II sta. 7.

In a stanza adapted from an early ballad commonplacesz, the

" Virgin shows that she is not completely satisfied:

" '0 come, thou John Evangelist, .
A Thou'rt welcome unto me,
- "But more welcome my own dear Son,
Whom I nursed on my knee.'!
S.V. T and II sta. 8.
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Gypsy variants are corrupt at this point but may preserve some
lines from the ur-ballad, perhaps from a stanza of incremental
répetition83 E
'Dear mother, dear mother, you must 1ove John
For John is an angel so bright,
That he may be a comfort to you,
When I am dead and gone.'
'Oh no, dear Son, that never can be
That I should love John
As well as my own son Jesus
That I bore from my own body.'
'S.V. 9a stas. 5 and 6.
The second stanza here is a degenerate form of a typical 'ballad
protest! whilst "from my own body" is also a traditional ballad
phraseB4. Burne has emended the stanza collepted from é

Shropshife gypsy,'perhaps from a lost chapbook85

'0 my dear son, what hast thou done,

[That thou'rt nailed to a tree?']

'Dear mother, dear mother, take young John

[And love him 1nstead of me.']
‘ S.V. 1 sta. 3.
‘'Instead of me' is a natural phrase to use in the context, but
" may be traditional, as it occurs in the same context in Middle
~ English poetry86
. The Virgin recalls nursing the.Christ Child in the Irish

'Lament of the Three Maries' and in the French and Provengal
ballads is dissatisfied with changing her Son, Jesus, for her:

- nephew, John87. Both motifs appear in Middle English work588

The poignant account of Christ's-death in The Seven Virgins

appears to be based upon John XIX.30 and dn the attitude of
Christ's body upon the crucifix®

Then he laid his head on his right shoulder,
Seeing death it struck Him nigh, -

'The Holy Ghost be with your soul,
I die, mother, I die.!
' ' S.v. III -V, sta. 9.
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An acceunt (e;1436).by'Margery Kempe of one of her visions,
perhaps drawn from dramatic sources, illusfrates the traditional
nature of the stanzas describing Christ's death and His |
commendatlon of John, Jesus tells the Virgingo

'I schal leuyn her wyth yow Iohn, my cosyn, to
comfort yow in stede of me; I xal send myn holy
awngelys to comfort yow in erth; & I xal comfortyn
yow in yowr sowle myn owyn self, for, Modir, ye
wote wel I haue behyte ycw the blys of Heuyn & that
ye ar sekyr therof.

The ur-ballad probably concluded w1th a lyrlcal comparison
of the Virgih'to a rose and an exhortation to the hearer to
prepare by prayer for.the day of his deathé however, these .two
stanzas have'been spoilt by changes which must have been made
after the Reformation. The first of these stanzas shows most
.Variéfion: -

O the rose, the gentle rose,

- And the fennel that grows so green,

God give us grace, in every place,

- To pray for our king and queen.
' S.V. II sta. 10.

An old-Maﬁchester broadside must pre-date Christmas in 1830,
.the-year in Which George Iv died:

0 the rose, the gentle rose,
And the fennel that grows in sprlng,
And God give us grace in every place

To pray for George our King.
S.V. V sta., 10.

. Chapbook Versions ill and IV print the last line as "To pray
for‘Victorie ouf Qﬁeen”, though the second line ofAthe stanza
ends in 'Spring' |

vThe laet,stapza‘in the broadsides adds a prayer for
'!ehemiee': |

Furthermore for our enemies all,

Our prayers they should be strong.
Amen, good Lord; your charity

Is the ending of my song. '

: : 3.V. I sta. lO I sta. 11.
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Versiehs 111 -V (sfa. 11.4) have 'Our prayers they are so strong'.
Gjpsyv51ngers conflate the two stanzas but the prayer is

“for one's"ending days', a phrase probably original to the.

ballad: | |

Oh the rose, the rose, the gentle rose,
.The fern that grows so green, -
May the lord give us grace in every place

To pray till our endlng day.
S.V. 9a sta. 7.

May Bradley, a member of‘the Whatton famiiy who sang the above .

4

variant, has apparently emended this conflated stanza in the
direction of the ur-ballad:

There's‘a rose, and a rose and a genteel .rose,
The charm that grows so green,
. God will give us grace in every mortal place,

For to pray to our heavenlie Queen.
: S.V. 4 sta. 5.

" Since The Seven Virgins is concerned with Mary's SOrrow

and'refers'td Mary's status as 'Our Lord's mother in heaven!'
'inlthe first stanza, a prayer to the Virgiﬁ as Queen of Heaven
would certeinl& have been appropriate at this point. The rose,
a symbol of Christ's passiongl, may here be a'ﬁame for the
Virgin Mary, as it is in several Middle English carols™ . The
burden of Greene no. ;zg_g in a fifteenth century manuscript,
1n fact resembles the first line of the ballad 'rose' stanza:

» of a rose, a louely rose,
Of a'rose is al myn song.

However, the fennel is used in Middle Engllsh verse as a herald

of. Summer93
Hytt be~fell in June, Y wene,
~Whan ffenell hangeth al grene
_Abowte in semely saale.
Hence it‘isepossible that the first two lines of the 'rose’

stanza in The Seven Virgins are taken from a lyrical refrain
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in a secular song; this'would not, of course, preclude a
spiritual meaning for the rose in the context of the ballad.
The penultimafe line of the ballad, 'Ameng good Lord,
your'chafity', is a corruption of a medieval commonplace
whereby .a narrator concluded his prayer for mercy after death
with an appeal to the audience to 'say émen, for charity'

Thus, the early Childhood of Jesus endsg4:

. And that we mouwen at ore endeday
In to heuene comen an heighh
And with him thare euere beo
AmeN seggez par charite!
The fader that sit in ftrinite
Hit us graunti that it so beo!

Some Middle English romances also conclude with the words
'amen, for charity'95

The ingenious emendation in one Manchester broadside

shows that the phrase was no longer understbod in the ballad:

‘Amen, good lord, your Christmas gift
Is the ending of my song.
- S.V. Vb sta. 11.3-4.

Prayerful endings, common in all medieval works, are a feature

of early ballads probably composed by minstrelsg6

Thus endys the talkyng of the munke
And Robyn Hode i-wysse
God, that is euer a crowned kyng,
Bryng vs all to his blisse!l!
Child 119 sta. 90.
The change from prayer to the King or Queen of Heaven to prayers
~ for the-King'of England is a fashion of sixteenth and seventeenth

century ballads97. Thus Durham Field, from the Percy manuscript,

concludes:

But God that made the grasse to growe
- And leaves on greenwoode tree,
Now save and keepe our noble king,

And maintaine good yeomanry.
Child 159 sta. 66.
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A black letterAcarol broadside printed in the second half of
the seventeenth century, 'Joseph an agea man truly', closes
" Thou king of'peéce in Bethlehem born,
That wore for our sakes a crown of thorn
Preserve King Charles evening and morn
Whom. England loves so dear, so dear.

Post—Réformation emendation of the prayer stanzas has
'addéd én earﬁest naiyeté to a ballad which.is'not naive,
.thoﬁgh it is simple and iyrical; qualitiés'enhanced by the
recurrent use of internal rhyme and repetition

Go down, go down, to yonder town

0 beacé, mother, O peace, mother ...

0 the rose, the gentle rose

God give us grace, in every place

Parody of the greenwood convention adds interest and irony to

vthe.ballad story. - The meeting of St. Thomas wifh the seven
Qirginé'ihmediafely involvés the heafer in fhe‘scene. A climax
of mysterious questions.leads up to Thomas' blunt and shocking
.revelation thaf the Virgin's Son 1is inailéd-fb-a yew tree}.'
Mary andijésus are human, even homely figufeé:' Jesus bids

His mother be quiet, the Virgin remonstrates'ﬁith Him and later
is not chpleteiy satisfied with St. John the Evangelist. The
diél@gué is'poignant, but too spare to be senﬁimenfal.‘vjeSus”
diés benéfiéeﬁtly; blessing His mother, 'the gentlé.fose'.,

The Seven Virgins achieves its success by combining the devotion

and-pathos of the religious lyric with the hérrative and

dfamatiC strength.of the traditional ballad.
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S.V. texts 1, 2, ﬂ, 7, 8 and 9. "See also below, Appendlx L.

S.V. 3f see Kllllp, Folklore of the Isle of Man pp.181-184,

But cf. Child 26, 27, 78, 181 and 201.
See above, Chapter Three, notes 21 and 22.

See R. Woolf, The English Religious Lyric in the Middle Ages,
Oxford,; 1968, p.193 (discussion of 'The Nutbrowne Maid' and

'Come over the borne, Besse'). Greene nos. 170 and 171, of the
early s1xteenth century, appear to be parodles of popular secular
songs

Pointed out by E.C. Batho, 'The Life of Christ in the Ballads' in
Essays and Studies by Members of the English Association, IX (1924),

'pp 70- 97, on p.91.

Love, Mirror of the Blessed Life, Part I1I, chapter XII, p.7l.

Batho, Essays and Studies, IX, p.90; e.g. Sooggof Solomon III.1-3.

European ballads consulted in the making of this:chapter will be
referred to by language, as follows: Asturian (in English translation)
in Batho, Essays and Studies, IX, pp.90-91 (8 stas.); Danish A and B
in D.g.F., II, p.528f, nos.97A (13 stas.) and 97B (12 stas.), translated
by Prior, Anc. Danish Ballads, II, pp.18-21; French A in Daymard,

Vieux Chants, p.343 (22 lines); French B in Millien, Littérature

Orale, I, pp.3-4 (10 stas.); German, printed with translation as

" Oxford Carols no. 93 (7 stas.); Hungarlan, translated by N.A.M. Leader,

Hungarian Classical Ballads and their Folklore, Cambridge, 1967, p. 328
(11 stas.); Irish (i.e. Erse), printed with translation by Hyde,

Relig. Songs of Connacht, I, pp.131-137 (16 stas.); Provengal in
Arbaud, Chants Populaires, I, pp.40-43 (24 stas.) and p.44 ivariant

. readings). Some of the above references I owe to the kindness of

Angela Partridge of University College, Dublin, who has made the
Irish ballad, 'The Lament of the Three Maries' the subject of her

Ph.D. thesis.

- Asturian, stas. 1 and 6 (the sea, mountains); Danish A sta. 5 (Israel);

Danish B sta. 2 (Jerusalem); French B sta. 3.2 (fields); German
sta. 1.2 (all lands); Hungarian sta. 5 (Bethlehem); Irish sta. 1
(mountains);"Provengal sta. 2.1 (fields). , ‘

Danish A sta. 3, B sta. 4; French B sta. 1.

- John in Asturian sta. 3; French A line 3; French B sta. 4.1;

Provengal sta. 2.2; Peter in French B sta. 6.1; German sta. 2.2;
Irish sta. 2. The Virgin meets a Jewish maid and a man of Bethlehem

in Hungarian stas. 2 and 6, her spouse St. Joseph in Danish A sta. 6,

'"Hallelugah" in Danlsh B, sta. 7 and the executioner in French B
-sta. 8.1. .

. Danish A sta. 7, B sta.'8; French B sta. 4.2; Hungarian stas. 4 and 7;
" -Irish sta. 1. ' .
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14.
15.
16.
17.

18.

19.

20.

21.

22.

23.

24,
5.

26.

27.

28.

29."

30.

31.

30,

Daﬁish.BSsta. lO;‘ Gerﬁan sta. 5.2; Hungariaﬁ sta. 10.1.
Dahisﬁvﬁlsta. 11; Provengal sta. 6.

Fréncﬁ.B sfa. 9; ﬂﬁgggrigg»sta. 11.

French A iine 16,

Asturian sta. 6; French A lines 13-22; in Irish sta. 15,
the 'three Maries' lament. :

Irish sfa. 12; . Provengal stas. 7 and 8.

Tischendorf, Evangelia Apocrypha, pp.302-309; in this thesis,
the translation by Cowper, Apoc. Gospels, pp.281-285 is used.

. Recension B of the Acta Pilati must post-date the Council of Ephesus,

(A.D. 43l1), since it refers to the Virgin as 'Theotokos', but other-
wise 1ts date of origin is uncertain, since no MS. containing it '
pre-dates the fifteenth century see above, Chapter Three, note 54.

York Plays XXXIV and XXXVI (Christ led up to Calvary; Mortificacio
Christi); Towneley Plays XXII and XXIII (Scourging; Crucifixion).

The Middle English Harrowing of Hell and Gospel of Nicodemus, ed.
W. H. Hulme (E.E.T.S., E.S. 100), London, 1907;  see Severs and

" Hartung, Manual, II, pp.448-449.

See W.A. Craigie, 'The Gospel of Nicodemus and the York Mystery Plays'
in An English Miscellany presented to Dr. Furnivall, pp.52-61.

Cowper, Apoc. Gospels, pp.282-283.

' Ibid., p.284.

See G.C.'Taylor, 'The English "Planctus Mariae" ' in Modern Philology,
IV (1906-1907), pp.605-637 for a list of lyrical and dramatic examples
of the genre (I - XXV) in Engllsh and a classification (1 - 33) of

- recurrent motlfs

For the distribution of these stanzas in the extant S.V. texts,-
see - below, Appendix D, description of texts.

Jn. XI.16.
Matt. XXVI.35; Mk. XIV.31; Lk. XXII.33; Jn. XIII.37.

Provencal, variant reading 2; Irish stas. 3 and 4: see above,
note 9. Christ's innocence is motif 6 of Taylor, 'English "Planctus

' Marlae" ', Modern Philology, IV.

Matt. XXVIII.55-56; Mk. XVI.40-41; Lk. XXIII.49; Jn. XIX.25.

The idehtificaéion of"the 'three Maries' in the Irish-ballad was
made by Angela Partridge in a letter to me dated 2 August 1978.

"For an account of St. Anne's three daughters all named Mary, the

result of three marriages, see S.E.L., I, Life of St. James the Less,
pp.165-166, lines 35 - 39
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33.

34.

35,

36.
37.

38,

39.

40.

41.

42,

43.
",
45.
6.
47.

48.

49,

50. .

51.

52,

- 53.

Protevangelium X (seven virgins) -in James, Apoc. N.T., p.43;
Pseudo-Matthew VIII (five virgins, named) in Cowper, Apoc. Gospels,
p-43. ' '

See James Ryman's carols, Greene nos. 203; 209 sta. 2; 217 sta. 4.

A.G. Gilchrist, 'The Manx Version of '"The Leavés of Life" ' in
g .

.F.S.S. VII no.30 (1926), pp.283-5.

S.V. 3 stas. 1.2 and 2.4.

S.V. I, II and 3, sta. 6.4; S.V. III - V, sta. 5.4.

Child 116 sta. 101.2; 119 stas. 10.4, 23.2 and 78.3. 3
Athélston, ed. A. McI. Trounce (E.E.T.S., 0.S. 224), London, 1951,
line 17, p.67; 'Gamelyn', line 676b in French and Hale,

M.E. Metrical Romances, p.229. The 'lynde' is usually referred to, in
both-ballad and romance, as a meeting place as in S.V. sta. 1.

Written ¢.1650, probably in Lancashire: see below, Chapter Ten,

note 4.

' Sée sta. 1.2 of Child 116, 118 and 119; also Child 121 sta. 1l.1l.

J.ZStevens, Music. and Poetry in the Early Tudor Court, London, 1961,
pp.222-223, 249-250; see ibid., pp.33 and 408 for disguised erotic
songs apparently about the forester's life; see also Greene nos.462,
464, 466 and 466.1.

See 'sta. 1 of Child 91 A - D, 229 A, and 232 E.

Child 8 A stas. 2, 8, 9; 97 B stas. 13 - 15; 110 G sta. 1.

E.S.P.B., I, p.63; Child 5 F stas. 9.1, 17.2, 38.1.

Child 5 A sta. 49.2.
E.g} Child 39 A 'stas.'5, 6; 41 A stas. 3, 4; 52 A stas. 1-4.

The Book of Margery Kempe, ed. S.B. Leech and H.E. Allen (E.E.T.S.,:
0.S. 212), London, 1940, p.252, lines 28 - 29.

Matt. XXVIII.5-10; Mk. XVI.5-8; Lk. XXIV.4-6; cf. Jn. XX.15.

K. Young, The Drama of the Medieval Church, 2 vois., Oxford, 1933, I,
p.201 (from a tenth century MS. from the monastery of St. Gall); for
a discussion of this trope and other plays based on it, see ibid., I,

chapter VII, pp.201-222 and II, chapter XVII, pp.3-28.

York -Plays XXXIV, p.341, lines 127-142; Townéley Plays XXII, pp.252-

263, lines 260-315.

“Jn. XIII.23; see Greene nos.103 and 104, the burdens of which
"employ the words "Amice Christi Johannes'.

Jn. XI.14-16, XIV.5 and XX.24-29.
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70.

71,
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York Plazs, XLVI, pp.480-420. The source of the legend is a late
apocryphal work, 'The Assumptlon Narrative of Joseph of Arimathaea':

see James, Apoc. N.T., pp.217-218.

Greene no.157 A (printed c¢.1550), and B and C, from fifteenth century
MSS. i .

Greene no.l57 D .and John of Grimestone, Descriptive Index, ed. Wilson

-nq.l85; see also Woolf, English Relig. Lyrics, p.251.

Greene no.157 A sta. 2.1.
Greene no. 157 A sta. 5 and cf. B sta. 3.

Qreehe no. 157 C sta. 5.1 and D line 11l.

Greene no. 157 A sta. 12.4 and B sta. 8.4

Greene, Early English Carols, p,389, note to no. 152 A.b.

The Dream of the Rood, ed. M. Swanton, Manchester, 1970, p.46
(introduction). '

Shakespeare, Twelfth Night, II.iv.50~65 (Feste's song).

'Child 118 sta. 15.1; 141 sta. 7.4; 153 sta. 9.1.

S.V. 1 sta. 2.2'and S.V. 7 and 9b sta. 3.2; Igﬁ; Appendix C, H.W. I

sta. 3.2.
S.V. 4 and 9a, sta. 3.2; cf. H.W. I sta. 7.4.

Cf. fmowﬁt of .Caluary' in Greene no.163 sta. 4.1.

'Aé fast as he cold hie' occurs in Child 30 sta. 60.2, from the
Percy MS.

. See Greene nos.l59 sta. 4.3; 160 sta. 4.1; 162 sta. 2.3; also

Lyrics XITI no.49, lines 13-14.

Woolf, English Relig. Lyrics, pp.240-241; Book of Margery Kempe,

p.69, lines 29-30 and p.l164, line 1l2.

Cf. 8.V. 7 stas. 4.1-2 and 5.1-2; 9a, b sta. 4.1-2.

. York Plays, XXXIV lines 161-163, p.342; Towneley Piays, XXI1T,
'p.255, line 338. o ,

‘;Asturian sta. 7; Pfovéngal, variant reading 3 {(see above, note 9).

Lxrlcs XIII no. 49 pp.87-8 (from MS. Digby 86)Aand pp.203-204,

(from St. John's College, Cambridge MS.111).

'Lxrics XIIT no.49 (p.88), lines 13-18.

Ibid., lines 4 and 24.

" Ibid., lines 31- 33; in the York Plazs, XXXVI lines 144-152,

pp. 363—364 Jesus bids Mary stop weeping since He dies for manklnd,

but Mary protests.that her weeping is only natural.
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78. 0.E.D. VI, Pt.I, p.557, 'mo' and VI, Pt.II, p.187, 'no mo';
cf. Child 99 G sta. 20.3 and 185 sta. 35.4. '

79. John of Grimestone, Descriptive Index, ed. Wilson, no.l83, lines 1-2
(p.38) and no.187 (not quoted); for the latter lyric, see Robbins,
Modern Language Notes, LIII, p.244 (sta.l.4).

80. See Greene 152 B sta. 3.2; for a description of the Gilbert carol
books, see below, Appendix A, note on C.T.C. la.

- 81. Child 87 C sta. 6.4; 128 sta. 23.4; 167 B.h. sta. 46.2.

82. Cf. Child 107 A sta. 13 and 109 A sta. 42 (Percy MS.); Child 188 A
sta. 24. '

83. "John is an angel" is probably a mere corruption of 'John Evangelist'.
Cf. also §.V. 1 stas. 3.3 and 4 and S5.V. 4 sta. 4.3-4.

84. On the ballad protest, see above, Chapter Six, note 117; Fair Annie
speaks of the sons she has borne 'out of my fair bodie' in Child
62 I sta. 7.3-4.

85. Burne, Shropshire Folklore, II, p.567 assigns her first emendation
within square brackets, 'To pray for our youthful Queen' (s.v. 1
sta. 1.4) to a 'chap-book copy', presumably from the early Victorian
period; the source of the two subsequent emendations is not
specified, but may be the same.

86. York Plays, XXXVI, p.364, line 153; Robbins, Modern Language Notes,
LIII, p.244, second line of burden (see above, note 79).

87. Irish sta. 14;. French A lines 34-35; Provengal sta. 14; (see
above, note 9). '

88. Mary is dissatisfied with John in Robbins, Modern Language Notes,
LITI, p.244, sta. 1; she recalls carrying Jesus in her uomb in

York Plays, XXXVI, p.363, lines 133-134.

89. Representation of the dead Christ on the cross with His head leaning
to the (right hand) side appears to have become fashionable in about
the tenth century: see Dream of the Rood, p.54 (1ntroductlon) and
G. Schiller, The Iconography of Christian Art, transd. J. Seligman,
2 vols., London, 1971, II, plates 340, 341, 360 and 388. This style
of representation has remained popular to the present day.

i

90. - Book of Margery Kempe, p.188, lines 14-19 and see note on p.333.

9l. Schiller, Iconography, II, p.135.

92. See Greene nos. 1728 - 176.

93. Lybeaus'Descdnus (Lambeth MS.), lines 1275-1277, p.151; cf. Lyrics XIII
n058l, 'Lenten Is Come with Love to Town', line 18 (p.145).

94. Horstmann, Altenglisché‘Legenden, 1875, p.61, lines 1849-1854.

95, . E.g. 'The Erle of Tolous', line 1224 and 'The Squyr of Lowe Degre',
line 1131 in French and Hale, M.E. Metrical Romances, pp.419 and 755.
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Sée Child 161 A sta. 70; 162 A sta. 68; 179 sta. 37.

See Child 149 stas. 54, 55; 162 B stas. 1, 64; 166 sta. 32.

R.B. VII, Pt. II, p.782, sta. 18 and see above, Chapter One,

note 41.

"g,.,V. I stas. 4.1 and 6.1; S.V. II sta. 10.1, 3.
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CHAPTER EIGHT

/ . DIVES AND LAZARUS (CHILD 56)

Dives and Lazarus, a ballad concernlng the parable in:

Luke XVI 19 31, appears to have been composed in the mid
.sixteenth century or earlier and contlnually reprlnted.s1nce
that datel Evidence for its continual reprinting will be
'presehted after'the‘survey of surviving tektsAand will be
followedfby a detailed analysis of the balladls style and
narrative content, which clearly derive'fromfpreQReformation
religious traditionsl The ballad has no close Continental |
analogues. | |

More than half the versions of Dlves and Lazarus llsted

~in Appendlx E are broad51des and analys1s both of these and of
the tradltlonal texts suggests that all versions derive from a
common orlglnal which perhaps was printed in London from the
‘s1xteenth to the elghteenth centuries and dlssemlnated to
_.country dlstrlcts during the same period. By the end of the
-elghteenth century reglonal varlants had evolved but most
’textual variations suggest minor emendation by prlnters rather
| than wholesale recreatlon in oral tradltlon Nevertheless,:
_the varlatlons make 1t p0351ble to dec1de which texts are
related to each other they occur mostly 1n the stanzas on’ the
-summonlng of- Lazarus and Dlves to heaven and ‘hell -and will be_
| quoted in detail later in the chapter. | | 5
The oldest broad51de, II, from Worcester,-dates'from the

’ elghteenth century and is closely related to broad51de XV,
V&frOm Monmouth; the latter may also represent a WOrcestershlre.

'ver51on, since the Monmouth_prlnter, Charles ‘Heath, grew up near

'leddermlnster 1n that county




193

Chapter Eight: Dives and Lazarus

The London broadsides (zl, XII and Elll) form another
textual group. They have all been shortened'by the oﬂisslon of
the stanzas in which Lazarus pleads and Diyes'answers at Dives'
Wall 'and in Which Dives later speaks in hell.i Sone modernisatior
of language has occurred in all London coples, though less so

in XIIa, a Catnach broad51de It is likely that the broad51de

entltled 'D1ves and Lazarus' was printed in London in the
51xteenth and seventeenth centuries, when prlntlng out51de'
London, Oxford and Cambridge was not allowed2 Since extant
‘pr0V1n01al texts are more complete than the surv1v1ng London
vcoples, it seems probable that London prlnters of the early
nlneteenth century have shortened and emended an earlier complete

London text, as ‘they adapted The Cherry Tree Carol3 to f£it it

on to a sheet contalnlng several other carols In addltlon,
tradltlonal Chrlstmas carols had become less popular in the ]
.capltal at that date, since the market was flooded with more
fashlmmmle carols written by and for the evangellcal tract
5001et1es4} ‘As Shepard-suggests, London prlnters of the early
_nlneteenth century may have had access to much older ‘stock
Catnach for example, purchased wood cuts of the 51xteenth

entury

In the nineteenth century Dives .and Lazarus was prlnted on

| broads1des or in chapbooks at Birmingham,. Dudley and Manchester

'and accordlng to lebault7 in Halifax and Warwick. A chap-
book prlnted by S. Martln of Blrmlnghams, in'whichA'Alnew

: Carol for St. John s day is dlreCted to be sung to the tune

'Dlvas (SlC) and Lazarus' 1ndlcates that the ballad was well—

| known in: Blrmlngham before 1800.
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Broadsides LV, VLI, VILI, IX and X, from Birmingham

'and Dudley, are a closely related group,'though X has been

,'1mproved' slightly, like other carols in the Dudley chapbook

A Good Chrlstmas Box. III and V differ only slightly from this
group, in s1m11ar ways. Broadside VI, prlnted by Thomas
Wood of Birmingham preserves older features missing from the

main Birmingham group and, since 1t shares some phrases w1th

London broadsidesvgl;‘XII and XIII, it may be closer to the
' n'posited older London'version. |

Broadside XI! and the incomplete variant lg, both from
Manohester, reSemble.each other and also Woodis broadside, VI.

Since all traditional texts of Dives and Lazarus are

| 1ncomplete, their precise relatlonshlp to the different‘
'vbroads1de groups cannot be determined. Tradltional texts: lH
and 2 most closely resemble the Wood broads1de, VI, whilst
traditional text 13, the source of Wthh ‘is unknown has
much in common w1th the London broads1des. Since, however,
text 13 preserves a fragment of the"wall' stanzas m1551ng
from the nineteenth century London texts, it-is perhaps a
SoUthern English text from oral tradition derived from the
‘oIderTLondon broadside version. B

Tradltional texts 4 and 11, printed only in part, show

»that Dives and Lazarus changed slightly in West Midland oral

tradition by the acquisition of additional stanzas, mostly
carol commonplaces.' 'Oral' texts 1, -2, 4, 6, 7, 13 .and L4chmx§
athe-name 'Dives' found in the broad51des, to "Diverus' or
"'Divvfﬁéﬁ, but in other respects dlffer little from the

: broad81des. In seems probable that traditlonal variants were

pcontinually subJect to 'correction' by fresh broadside and

: ohapbook copies.
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Child 56 has been collected in Americavqnly twice9 and
both of these texts may have been learned from books printed
in the twentieth century. Since one of theae American texts
has been adapted, it is, however, includedAamong the traditional
texts. Frequehtly collected in America, ﬁowever, has beén a
lsecondary ballad'1O written in a later, mdre artificial style,
whiqh tells the story of Lazarus and the rich man ('Dives' ié
not used), buf follows the bible narrative much more closely
than Child 56. ‘Traditional ballads were often rewritten in
a more fashionable style for the broadsidé pressll, but there

is no.textual evidence to prove that the American 'secondary

'ballad' is a rewritten version of Child 56 aﬁd it has therefore

beéh’excluded from this study.
| A ballad 'Of the Ryche Man and Poore Lazarus' was

A licehéed to John Wally and Mrs. Toy betweea 19 July 1557 and
9 July 155812. Between 22 July 1570 and 22 July 1571, a
ballad entitled 'Dyves and Lazerus' was licensed to William
Pekering 3; The title of the Pekering ballad suggests that
it may have been a forerunner of Child 56, and the Toy and
Pekering ballads were pfobably the same, sinée Pekering
printslseveral ballads from Mrs. Toy's stock}4. The parable
Ainsplred.other ballads: 'The ryche Gluttoun and pure Lazapus'
appearé amohgnthé_Scottlsh 'Gude and Godlie Ballatis',
parhaps translated from the Germanls. A ballad called 'Dévill
and Divas' was licensed in December 1624 toAThomas Pavier,
John Wrigﬁt, Cuthbert erght John Grismond, Henry Gosson and
Edward:Wrightl6 and 'A godly newe ballad taken out of ye .16.

chapter of Saincte Lukes gospell of ye Riche man yat Demanded

‘a Reckoning of his Steward. and also of ye Riche Dives and
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, poore“LazaruS' was licensed to Henry Carr}?-on 3 September 1580.
The popularity of the theme with the'poor‘is lllustrated by
the licensing of 'A message of Newes sent from the highe courte
’of:heaven sent latelie by Lazalus (sic) prince of povertie vnto
all his loving freindes the poore distressed people here on
earth &c' to Richard Jones18 on 9 August;1583. The subject
also 1nsp1red a tract probably in prose, entltled 'The life
and Deathe of the riche man and LAZARUS by way of medit(at)ion,

with the riche mans funerall sermon'lg, licensed to Edward

White on 22 January 1600.

AJ

‘The'sixteenth century ballad of Dives}and Lazarus, like
‘theJOne‘we have, must have been religiously neutral to have
been llcensed in the’ relgns of Mary Tudor and Elizabeth I.
Information on its printing does not establlsh whether the
ballad is Catholic or Protestant in origin,‘but this question
ishlargely irrelevant (except as regards dating): the social

message of Dlves and - Lazarus would have been-: popular with the

poor of both faiths.

'.Mrs. Toy was the widow of Robert Toy; who died in February
1555;1556. Toy prlnted a number of Protestant works in the
'reigndof.Edward VI, but played safe -in Mary Tudor's reign by
reprintinngorks by Skelton and Chaucer. Mrs.'Toy's son, |
Humphrey,‘also printed Protestant works and in 1594 was fined
_for.keeping his shop open on St. Luke's dayzo. ‘Mrs. Toy
'herself however, was apparently trusted by the Cathollc
government for in 1558 she received a sole llcence to print
‘jthe Latln catechlsm21

'John Walley is mentioned'as a member of the Stationers'

uCompanygg in the Charter of 1557-1558, granted by Philip and
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Mary at thé'request of the Stationers but'in the express hope
that'it wouid prevent'the publication of 'certain seditious and
heretical books, rhymes and treatises"23.. None of the thirty-
one ballads he printed'with Mrs. Toy in the first year of the
charter24 .could, then, have been overtly Protestant: most
of them appéar to be popular songs of the day; with two which
may be traditional ballads, 'A ballett Qf'Thomalyn' énd 'A
baliétt of Wakefylde and a grene'es. Religious songs such as
'A ballett of admonyssion to leave éweryiné'=were probably of
a neﬁtral cast26;

Pekering was probébly the 'William Pykering' mentioned
as a member of the Stationers' Company in the Charter of

Philip and Mary27.

He was active as a ballad printer through-
out the 1560% and 15705. In 1570-71 he printed an anti-
Catholic ballad, 'The begynnyngé and endynge of alllpopery'28
,His ﬁhpolémical religious ballads were, like many others in
Elizabeﬁh's reign; on biblical subjects,-ofﬁen from the
01d Testaﬁentzg. They are likely to have been Protestant in
origin bf in tone, since they were printed during a tiﬁé of
careful Pfivy Council activity3o. In any case, only Elizabethan
printers éf Protestant sympathies could have made.money by
printing reiigious ballads in London; a city of pronounced
Puritan enthusiasm. Both Henry Cafr and Richard Jones were
prolific:printers-of ballads who included énti—CatholiC
pallads in their stock><.

The title 'Dives and Lazarus' appears in'a catalogue of
"smélljbboks, Baliads'and Histories" printeq by William
Thaﬁkéfay of "the Angel in Duck-Lane, London; where any

32

Qhapmen may be furnished with them" 7, dated by scholars as

1685 or_l68933. 'Dives and Lazarus' appears in a list of
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rdouble books' with the title of a much 1onger traditional
ballad, 'Adam Bell' (Child 116). The 'double book' of 'Divés
and Lazafus' may have contained other songs, or have been a
'padded Version'or prose redaction of our ballad. A 'Dream of
Devil and Dives', recalling the title of the 1624 ballad men-
tioned above, appears in the list of 'Histories' in the same

catalogue.

Other evidence supports the idea that Dives and Lazarus
(i.e. Child 56) continued to be well-known in London in the
seventeenth century. In Act III, scene iii of John Fletcher's

Monsiéur Thomas, written in 1619 and printed in 163934, a

fiddler announces his repertoire35
Under your mastership's correction, I can sing
The Duke of Norfolk, or The Merry Ballad
of Diverus and Lazarus, the Rose of England,
In Creet when Dedimus first began,
Jonas his crying out against Coventry.
Thomas ironically announces these to be "excellent, rare
matters all'". The pair sing a scurrilous duet and the rest
of the scene contains snatches of contemporary songs or parodies

36

of them 'The Merry Ballad of Diverus énd Lazarus' 1is

mentioned with other ballads of the previous century37 and the
context makes it clear that by 1619 these ballads were
considered as ahtiquated and ridiculous.

In Nice Valour, written by Fletcher probably with

Thomas Middleton and printed in 1647, the 'First gentleman'
is trying to collect a party of cowardly retainers
So.if I fail of my full number now,

- I shall be sure to find 'em at church corners,
Where 'Dives' and the suff'ring Ballads hang.

This appears to mean that Dives and Lazarus and other ballads
designed to appeal to human compassion were sung or sold at

church corners by vagrants and ne'er-do-wells.,
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Fletcher may well have known a version of Child 56, for
its laborious parallelism, reliancevon miracle, and use of
serpent-messengers might indeed have seemed ludicrous by the
early seventeenth century; moreover, the form 'Diverus' 1is
found in severai traditionai variants of our ballad.

.Two religious broadsides of the later seventeenth century
may also indicate familiarity with a ballad like Child 56.
A poém called 'St. Bernard's Vision', printed in 1656 and
167539, is "a briefe discourse ... betweene the soule and
the Body of a damned man newly deceased ... with a speech of

the Divel's in Hell"4o. The soul's accusations preserve the

!

tradition of the middle ages™!

Gone is thy traine, thy mirth to mourning turn'd
Thou in a coffin in thy shrine art urn'd;

For thy rich clothes, thou hast a.winding-sheet,
Thy high-built roofe now with thy nose doth meete.

In the Second Part of the poem, the soul admonishes42

Fond flesh! remember Dives was denay'd,
When for one drop of water so he pray'd.

In 'A Letter for a Christian Family', printed in 1675 and

possibly written by John Vicars (d.l652)43, the following

44
stanzas occur

Also we read of Dives' pomp and state,
And of poor Lazarus that lay at his gate;
In Abraham's bosome, he was nourished,
" And with sweet comforts he was daily fed.

While Dives for one drop did call and cry,
To cool his tongue, he did in torments lye,

But any comfort could he not receive,
Because poor Lazarus he would not relieve.

' 45 .
Although in Child 56 Dives calls for 'one drop of water' , in
Luke's gospel (XVI.24) he begs Abraham that Lazarus may dip his
finger in water and cool his tongue. The writers of the lines

quoted, therefore, appear to have followed the ballad

' tradition in this detail, and in the use of 'Dives' as the
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rioh'man!s'name, As in the parable, Dives; request is refused;
it is possible that Lazarus' refusal of Dives was part of the
_ballad at thls stage |
~A handb111 of Queen Anne s reign advertlses a "little
,Opera,_call'd The Old Creation of the World Newly Reviv'd",
whlch 1ncludes the follow1ng scenes4 ‘

.lO,_,Rloh Dives invites his Friends, and orders his
. Porter to keep the Beggars from his Gate.

” 1i.j-Poor LaZarus comes a begging at Rich Dives's
‘Gate,‘the Dogs lick his Sores. , , |

12. The good Angel and Death contend for Lazarus's
o Life.

.13. Rich Dives is taken s1ck and dleth he is buried
.. in great solemnity.

. 14. -Rich Dives in Hell, and Lazarus in. Abraham's
Bosom

- The performance, given by Matthew Heatly at Crawly s. Booth

near the Crown Tavern in Smlthfleld durlng the time of

;Bartholomew Fair, may have been a puppet show47. Some scenes
'(e g. number 12) appear to draw on medleval plays, but the
uphrases ”rlch Dlves” "invites his frlends” and ”poor Lazarus"
occur. 1n the flrst stanza of Chlld 56 and the details of the
porter keeplng beggars away, Lazarus act1vely "a-begging" at
'“Dlves"gate and Dlves' be1ng taken "31ck" mlght have been

suggested by the~ba11ad s1nce they'do not,occur in the gospel.

l'The handblll seems to show, therefore, that D1ves and Lazarus
’.(Chlld 56) was known rlLondon at the beglnnlng of the elghteenth
Jcentury
| - The ‘ballad story, as the use of ”D1ves“ ('a rich man' ) as
:a:proper name - suggests, appears to be derlved mainly from
s_rthe Vulgate and from popular representatlons of the parable48.a

“This need not mean that the ballad pre- dates the Reformatlon,:
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since such traditions remained familiar throughout the
sixteenth century. The Edwardian and Elizabethan Homilists
relied on the Vulgate49, and the Shakespearean character
Fal.staff twice apparently refers to paintings of the parable.
He tellsABardolphso: |
I never see thy face but I think upon héll—fire, and -
Dives that lived in purple; for there he is in his
robes, burning, burning.

Latér‘he,describes his poor company of recruits51

slaves as ragged as Lazarus in the painted cloth,
where the Glutton's dogs licked his sores.

The first stanza'of Dives and Lazarus varies little:

As it fell out upon a day,
Rich Dives made a feast,
And he invited all his friends
And gentry of the best.
D.L. III sta. 1.
'Féast' rhymes on short 13" with 'best', a pronunciation which
was‘pOSSible until the early seventeenth century52. Traditional
Versions.l, 4, 6 and 7 have 'upon one day'. Text 2, influenced

by The Bitter Withy, begins, "As it fell out on a light dully

dayﬁ (i.e. a 'light holiday'). Broadsides II and XV substitute
"guests" for 'friends'. The London broadsides (XI - XIII)

omiﬁ 'rich3 before 'Dives' both here and throughout the ballad,
as do traditional texts 2, 9 and 13 and broadside XV. The .
London broadsides, however, also omit 'poor' before‘Lazards‘

in Stahza 8.2. .The description of Dives és ;rich' is traditional

judging by Carr's entry in the Stationers' Register, but its

"omission is the sort of correction that any semi-educated printer
Qould make at aﬁy time.

Thelopening line, "As it fell out upon;alday", also
begins the stanzas of the deaths of Lazérus and Dives (broad-

éides, stas. 10.1, 12.1). Similar lines are used for transitions
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in medieval romance53 and throughout the traditional ballad854.'

The line reflects the casual tone of the gospel narrative at
these very points. The Vulgate ha555

Homo quidem erat dives ... Factum est autem ut moreretur
mendicus ... mortuus est autem et dives ...

Sixteenth century bible translations use bhrases such as
"... 1t fortuned”56 and "... it came to_pass"57
The opening stanza omits the gospel detail that the rich
man dressed in purple and seems rather to have been inspired by
another saYing of Jesus in Luke's gospel (XIV.12-14).:
Dicebat autem et ei, qui se invitaverat: Cum facis
prandium, aut coenam, noli vocare amicos tuos, neque
fratres tuos, neque cognatos, neque vicinos divites:
- ne forte te et ipsi reinvitent, et fiat tibi retributio.

Sed cum facis ConV1v1um, voca pauperes, debiles, claudos,
et caecos:

Et beatus erls, guia non habent retribuére tibi:
retrlbuetur enim tibi in resurrectione iustorum.

Vulgate.

Then sayde he also to him that bade him to diner:

When thou makest a diner, or a supper: call not thy
frendes, nor thy brethren, nether thy kinsmen nor yet
riche neghbours: lest they bidde the agayne and make the
recompence. Butt when thou makest a feast, call the poore,
the maymed, the lame and the blinde, and thou shalt be
happy: for they cannot recompence the. Butt thou shalt

‘be recompensed at the resurreccion of the iuste men.
Tyndale, N. T., 1526.

Desplte Tyndale s use of the ballad phrase "made a feast'58

it is not clear that the opening stanza of Chlld 56 relies on
a Protestant bible translatlon 31nce its thlrd line uses
'invite', found only in the Vulgate and in the Catholic 'Douay—
Rheims'.translation of this passage.

| Version 2 alone of. the ballad texts éontains.a second
vstanza,which ﬁerely introduces Lézarus:

| And it fell out upon one day,

Poor Lazarus he was gso poor,

He came and laid him down and down,
Evn down at Diverus' door.
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This redundant stanza has probably been created in oral

tradition under the influence of the pervasive parallelism?of

the ballad's structure.

In most texts, the second stanza relates that Lazarus-

pleads for food at Dives' door59

Then Lazarus laid him down and down

And down at Dives's door,
tSome meat, some drink, brother Dives
Bestow upon the poor.'
D.L. IT sta. 2.

Some versions omit this stanza. Text 6 (sta. 3) has conflated

Lazarus' lying at Dives' door with Dives' answer. Text 13

(stas. 2 and 4) conflates the stanza with Lazarus' similar

requests ét Dives' wall and gate.

The correct (because climactic) order of the begging

stanzas is that Lazarus begs first at Dives' door, then at his

wall, and lastly at his gate:

Then Lazarus laid him down and down,

And down at Dives's wall,
'Some meat, some drink, brother Dives,

" Or with hunger starve I shall.

Then Lazarus laid him down and down,

And down at Dives' gate,
'Some meat, some drink, brother Dives,
For Jesus Christ His sake.'
D. L. IT stas. 4, 6.

'Wall' would have rhymed with the strong form of 'shall' from

1400 until at least 170060. The London broadsides omit the

twall' stanza and its reply, as do some traditional versions.
tJesus Christ His sake' in the last line df the 'gate'! stanza
has been modernised to 'Jesus Christ's sake! in broadsides VII,
XI, XIITI and XIV. A . feature of the Birmingham, Dudley and

Manchester broadsides (IV, VI, VII - X and XIV) and of text 1
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is that the word 'e'en' is substituted for 'and' in the
second line of the begging stanzas.

A Climactic series of demands, promiéés or requests is
common in the traditional balladsGl. Dives' reply to Lazarus
each time uses almost the same words as the beggar's demand,

2 ‘ :
again, a frequent pattern in balladry6‘. Dives always begins
by denying that Lazarus is his brother:
'Thou art none of my brother, Lazarus,
That lies begging at my wall, :
No meat nor drink will I give thee,
But with hunger starve you shall.'
D.L. II sta. 5.
There is slightly more variation in these stanzas. 'None

of my brother' was evidently not always felt to be correct and

is emended variously to "Thou art none of mine, brother

Lazarus”63,.”Thou wert none of my brethren as I tell thee_"64

aﬁd_”Thou art no brother of mine, Lazarus”65. The original
Aphrase.is paralieled in a traditional text of Lamkin:

'She's noﬁe of my comrades,

She's none of my kin ...! :
Child 93 D sta. 24.1-2.
The most common form of the third line of thé reply étanzas
is ' No meat nor drink will I give thee', but.”no meat, no
drink“ is a feature of the London Version66Aand "neither meat
nor drink" of some'Birmingham text567.
| Lazérus' requests and Dives' replies appear to be derived

1fpom'thé Vulgate‘or bible versions derivea from it: |

iEt erat quidem mendicus, nomine Lazarus, qui iacebat

ad ianuam eius, ulceribus plenus, Cupiens saturari
de micis, quae cadebant de mensa divitis, et nemo.

i11i dabat.

Vulgate, Lk. XVI.20, 21.
The underlined clause appears in the Great Bible as '"and no
‘manne gave unto him" but is omitted from other sixteenth centufy

Protestant translations and from the Authorised Version. In
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the,Vulgate'Version; then, ‘Dives seems actively harsh, rather‘
than mere;y indifferent, and this may have suggested the
.ballad dislogde.

| The ballad ampllfles the gospel narratlve so that
Lazarus lles at Dives' door and wall as well as his gate. The
appeal'"forlJesus Christ His sake'", which is then denied,
emphasises Dives' cruelty and is perhaps'deiiberately
remihiscent'Ofbother gospel pasSages68 |

A’Dives' crueity is not confined to words:

Then Dives sent out his merfy men
To whip poor Lazarus away

But they had no power to strike a stroke

And flung their whips away. ,
D.L. II sta. 8;

The London broadsides have "merry men all", whilst in the
Manebester brosdside, X1V, Dives sends out his'”servants";
in gersion z} he sehds'OUt "savage men". 'Merry men' is’
1ikely to be original, since it is a conventiénal term for:a
man's retainers in traditional ballads®®.

. 'There are no men with whips in the gospel parable and
}the detail may have been suggested by the ssvége treatment
meted.odt‘to beggars and vagrants in the.sixteenth century:

' Henry VIII's poor law of 1531 ordered beggars able to work to

be whlpped and further harsh acts were passed in subsequent

ubre1gns70; It is Just possible that Dives and Lazarus was -
vcomposed partly 1nAprotest agalnst these 1aws.
| eIn-Luke's gospel (XVI.21), the dogs come out and lick
'-1 Lazarus' sores; a'graphic detail which emphasises the beggar's
»plight - In the ballad, the dogs act charltably after they,
llke the men with whlps, have been mlraculously deprived of

"the power to harm:
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Then Dives sent out his hungry dogs
To bite him as he lay,
t-they had no power to bite at all
So licked his sores away.
D.L. II sta. 9.
Variations in this étanza help to establish the relationship
between the texts. '"To worry poor Lazarus away' is found,
instead of the second line quoted, in versions XI - XIII
(from London), XV (Monmouth), and 2 (Herefordshire); similar
terms are found in Worcestershire text 1 and in American l§7l.
The th;rd line of the stanza sometimes parallels that of the
previous'stanza:. "they had not power to bite one bite" is
found in texts VI, XV, 1, 2, 7 and 13 and "bite one bit" in

the London broadsides72. "Worry poor Lazarus away' and "bite

one bite“ were probably, therefore, in the posited ‘'older

London version'.

"Abraham's bosom' (Luke XVI.22) does not appear in the
ballad. According to Catholic opinion, 'Abraham's bosom' was
either the limbo for those who died before Christ, or an
intermediate state for blessed souls between death and judgment7
By the sixteenth century, however, the term was often used
as a Synonym for 'heaven', perhaps because of the popularity
of paintings of the story as an illustration of rewards and
punishments in the after—life74. In the ballad, Lazarus is
taken to heaven by angels:

As it fell out upon a day,'

Poor Lazarus sickened and died,

There came two angels out of heaven,

His soul therein to guide.

D.L. IITI sta. 10.
-Texts 1I, X1 and 14 have only one angel, but this is probably

a later correction based on the angels' speech in the next

stanza, 'Come along with me': in Luke's gospel, Lazarus'

soul is borne by more than one angei, and two angels are
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frequently depicted bearing the souls of the dead in early’
and late medieval art75.

The ballad diverges from the gospel in providing other-
world messengers for Dives as well:

As it fell out upon a day,

Rich Dives sickened and died,
There -came two serpents out of hell
His soul therein to guide.
D.L. ITT sta. 12.
Broadside II has only one serpent. Manchester broadside XIVD
erronecusly replaces 'serpents' with 'servants'.

Medie?ai exempla often describe devils carrying off the
souls of sinners76. The serpent, following the story of
"Adam's fa1177, has long been regarded as a symbol of the
devil78 and in addition is associated with the corruption of

the grave79. The tradition of the hell-messenger is preserved

in another traditional ballad, Sweet William's Ghost:

'What three things are these, sweet William, she says,
'That stands here at your feet?'
!'It is three hell-hounds, Marjorie,' he says,
'"That's waiting my soul to keep.'
Child 77 C sta. 13.

This particular ballad preserves other medieval traditions about

death. Motherwell remembered a stanza he had heard sung

concerning the narrowness of the grave8o:

'My meikle tae is my gavil-post,
My nose is my roof-tree,

My ribs are kebars to my house,
And there is nae room for thee.'

These stanzas suggest that Wimberly's famous study of the

ballad revenant takes insufficient account of the strength of

medieval Christian ideas on death8l.

Hailing Lazarus as their brother, the angels tell him:
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'Rise up, rise up, brother Lazarus,
And come along with me,
For there's a place in heaven provided
To sit on an Angel's knee.'
D.L. II sta. 11.

This stanza is one form of a ballad commonplacesg. The serpents
make Dives a different promise:
'Rise up, rise up, brother Dives,
And come along with me,
For there's a place in hell prov1ded
To sit on a serpent's knee.
D.L. II sta. 13.
The 'serpent's knee' is preserved, often with the word 'provided'
in the oldest broadsidesS3. It seems probable that the final

lines of the tsummoning' stanzas were originally 'To sit at

Our Saviour's knee' and 'To sit at Satan's knee', since these

were common Middle English idioms. Margery Kempe is assured
by the Virgin Mary in one of her visions®?

'A, dowter, blyssid may thow be, thi sete is mad
in Heuyn be-for my Sonys kne !

In Sweet William' S Ghost, Margaret is told that women suicides

go to hell, "Just by the devil's knee", whilst unbaptised
. children go to heaven, "Just by Our Saviour's knee”_85
Variations in the 'summoning' stanzas of Dives and
Lazarus.have peen prompted by the ludicrous nature of the angel's
or serpent's knee and by the discrepancy of two messengers

saying, 'Come along with me'. The oldest Birmingham and
86

Lbndon broadsides substitute 'we' for 'me' . The Manchester
versions substitute entire néw second lines: "For in heaven
thou soon shalt be", "Thine heavenly guildes are we" and "Thy

evil guides are We”87
 For the "angel's knee"S®, several Birmingham broadsides

substitute the line, '"in angels' company”89, whilst the London

. . , 90
~versions have, "For poor men such as thee'" ™ ~.
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The summons to hell has been rewritten in some Birmingham

textsgl:

'Rise up, rise up, brother Dives,

And go with us to see,
A dismal place prepared in hell,
From which thou canst not flee.'
D.L. IITI sta. 13.

In the London broadsides (XI - XIII), the summons to hell is

. the final stanza and has been emended:

'Rise up, rise up, brother Dives,
And come along with us,
. There is a place prepar'd in hell,
To thy eternal curse.'
D.L. XTI sta. 11.

Traditional text 2 adds to a stanza which contains the 'serpent's
knee' these two lines from a remodelled stanza:

There is a place provided in Hell

" For wicked men like thee.

D.L. 2 sta. 11.1-2.

Version 13 (sta. 8.3-4) contains similar lines.

From his place in hell, Dives requests water:

Then Dives looked up with his eyes,

And saw poor Lazarus blest,
1Give me one drop of water, brother Lazarus,

To quench my flaming thirst.'
D.L. III sta. 14.
The rhyme would be improved if 'thirst' was pronounced with

metathesis of 'r! as it often was in the fifteenth and sixteenth

.92 . ' .
centuries ~. In some texts Dives' eyes are described as

'”streaming”, "burning" or ”heavy"gg. The ballad has deliberately

adapted the gospel story so that Dives pleads for 'one drop'

of‘water. Dives' new-found humility is terrible, for it
emphasises his pain. It also reminds us that Lazarus earlier
asked in vain fof 'meat and drink' and that Dives has of his
own free will forgone the reward offered by Christ to those who

give his followers even soO much as a cup of cold water .
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.The ballad maker drives homeé the message of the ballad
by a skilful use of the word 'brother'. Eaflier, Lazarus
had called Dives 'brother', but Dives had cruelly dlsowned
him; Now Dives claims Lazarus as his brother in vain: it is -
not Lazarus, but the serpents, who call Dives fheir'brother,
just as the angels claim Lazarus as their brother. . This
pattern; with the lack of a satisfactbry ending to the present

ballad, suggests that the ur-ballad of Dives and Lazarus may

have contained a stanza in which Lazarus refused Dives'
request with the Qords, 'Thou are none of my brother, Dives.'
The parable in Luke's gospel ends Qith a conversation
between the rich man and Abraham concerning the salvation of
the damned man's five brothers and the gulf separatlng the
righteous from the unrlghteous. In the 51xteenth century,‘
Protestants séw in this dialogue a denial of the doctrines
of purgatory and prayers for the deadgs, whilst Catholics
argued’that, if.a damned man still cared for his brothers,
much more would'the.éaints intercede for the living faithfulgG.

Dives and Lazarus, deparﬁing from the gospel account, ends

uncohtroversially with Dives' reflections on the eternity of
punlshment he has earned by his hardness of heart
'0h had I as many years to ablde
‘As there are blades of grass,
Then there would be an ending day
But in hell I must ever last.
D.L. IT sta. 15.
In the modernised Birmingham broadsides the last two lines

of thé stanza areg7

'Then there would be an end, but now
Hell's pains will ne'er be past.'

~Versions VII and 3 emend the last line to obtain a perfect

- rhyme: '"Hell's pains wili.never'pass”j XIVa has "But now
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I for ever am fast" and XIVb, '"But here I forever am cast”gs.
Traditional text 11 has a stanza of incremental repetition,
possibly quite old:
'If I had as many years to abide
- As there are stars in the skies
. Then I should have unending day (an ending day)
But in hell for ever must lie.' )
D.L. 11 sta. 2.
Text 2, corrupt at this point, has a moral:
'Who had they as many years to live
As there is blades of grass,
I would be good unto the poor
As long as life would last.'
D.L. 2 sta. 12.
The precise moral of the present ballad is uncertain:

Dives wishes himself alive for half an hour so that by his

actions, he may avoid hell. The stanza was probably inspired

by the .gospel account, in which the rich man tells Abraham
that if someone returned from the dead, his five brothers
would repent. The meaning of this verse (Luke XVI.30) differs
in_Catholic and Protestént sources. The'vulgéte has:

At ille dixit, Non, pater Abraham; sed si quis
ex mortuis ierit ad eos, poenitentiam agent.

The Catholic 'Douay-Rheims' version likewise has "they will

doe penance'; Protestant translations have "they will repent”99

or "they will amend their 1ives”loo.

In the last stanza of the oldest broadsides, II and XV,

a practical solution is proposélel:

'Oh! was I now but alive again,
For the space of one half hour,
I would make my will and then secure

That the devil should have no power.'
D.L. II sta. 16+

Contrary to‘Husk's opinion, however, it has never been Christian
doctrine that 'the devotion of worldly goods to pious or

102
charitable uses sufficed to avert future punishment" O , though




Ny
[N
ny

Chapter Eight: Dives and Lazarus

medieval testators did thus bequeath money and goods in the
hope of shortening the pains of purgatorylos. To escape hell,
however, a man must repent while in life. Lazarus of Bethany

in the waneley Plays, warnle4:

: if all the goode that euer thou gate
~were delt for the after thi day,
In heuen it wolde not mende thi state,
fforthi amende the whils thou may.

The original meaning of the last two lines of the ballad

"may be preserved in Wood's broadsidelo5:

'I'd make my peace and so secure
That the devil shou'd have no pow'r.'
D.L. VI sta. 16.3-4.

Some sllght emendation may have been made here since 'secure'!

is not recorded as a verb before the early seventeenth century O?

However, 'make one's peace' is used in a fourteenth century

poem on penance by William of Shoreham107:

The bydde ich, brother, be naught loth
To do penaunce here
For yet ther hys here som reles

Make thy pes wyth alle thre
Sorwe, schryfte, and edbote.

It would certainly be possible for Dives to reconcile himsel?f
’ withGOd in nélf an hour through contrition, confession and
penance. If this was indeed the original ending of the ballad
then it was composed either by a Catholic (perhapo before the
:Reformatlon) or by someone 1mbued with the old ways of thought.
Th;s theory of comp051tlon is consistent w1th the ballad's

use of miracie. |

Dives' last thought was not understood by the nineteenth
’century and the modernised broadsides turn Dlves' proposal
llnto an expre551on of regret, such as, ""Oh! that I'd made my
08

- peace secure”i . The vagueness of the laut two lines, even

. in Wood's version 1s somewhat anti-climatic. This quality
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has prompted two oral versions of Dives and Lazarus to borrow .°
commonplace stanzas from other carols. The relevance of one of
these stanzas is obvious:

“10h hell is dark, oh hell is deep,
~ Oh hell is full of mice, :
"It is a pity that any poor sinful soul
Should depart from Our Saviour Christ.
D.L. 4 sta. 3.

The correct form of.this stanza is not known. It is found in
severél'cérols from oral tradition, including a gypsy version

of The Holy wel19%.

The other attached commonplace stanzasAindicate the. use
110,

of Dives and Lazarus as a Christmas carol

And now my carol's ended
No longer can I stay;
God bless you all both great and small;
And God send you a happy New Year.
D.L. 4 sta. 4.

This commonplace, with the addition of thé'word 'here' to

thé Secbnd iine, is found in a gypsy versiOnAOf The Bitter Withy,

whilst a May carol from oral tradition 1ncludes the same-

stanza with the last line: "I wish you a joyful May" 111

Desplte the "ludicrous effect”112 of'+he serpent's knee,

_the heavy parallellsm of the ballad's structure adds a flttlng

air of solemnity to‘Dlves and Lazarus, whllst the use of
s&riptﬁrai.allusion and ifony, and the lyric horror'of Dives'
réflections on heli.emphasise successfully the stark message
Qf the ballad: fhe eternal punishment which awaits the

uncharitable soul.
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Harmondsworth, 1965, pp.l69 and 45.

E.g. 'The Erle of Toloﬁs', lines 22, 181 and 'Eger and Grime', line.
467 -in French and Hale, M.E. Metrical Romances, pp.384, 389,_939..

1
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54. E.g. Child 61 sta. 4.1 (Percy MS.); 39 A stas. 22.3, 23.1;
53 C sta. 14.1; 103 A sta. 17.1.

55. Biblia Sacra Vulgatae editionis Sixti V et Clementis VIII,
(ed. C. Vercellone), Rome, 1861, Lk. XVI.1l6, 22.

56. . The New Testament, transd. William Tyndale, Worms, 1526, facsimile
reproduction, London, 1976; The Bible in Englyshe of the Largest
and Greatest Volume, London, 1541 (Fourth "Great Bible'", third
with Cranmer's Preface). (Lk. XVI.22). :

57. The New Testament of Jesus Christ, faithfully translated into English
... by the English College, then resident at Rheims, set forth the
second time by the same college, now returned to Doway, Antwerp,
1600; The Holy Bible, Authorised King James Version (1611),

London, n.d. (Lk. XVI.22).

- 58. 'Makest a feast', found in all other sixteenth century bible
translations consulted, and in the Authorised Version, is, after
all, an idiomatic translation of the Vulgate 'facis convivium';
'made a feste' might in any case be a tag phrase, since it occurs
in Lybeaus Desconus (Lambeth MS.), line 1020, p.137.

59. For the distribution and position of particular stanzas in the
D.L. texts, see below, Appendix E, description of texts. Only
significant variations are noted in Chapter Eight.

60. On M.E. au and later [tx]: see Dobson, English Pronunciation
1500 - 1700, I1, para.4, p.456 and para.60, p.553.

.61.' E.g. Child 32 stas. 7, 9, 11, 13, 15, 17; 35 stas. 3, 5, 6;
93 A stas. 2, 3. .

62. E.g.'Child 72 A stas. 7, 8; 77 A stas. 2,’3; 100 A stas. 2, 3.
63. D.L. 1 stas. 4.1, 6.1, 8.1.

64. D.L. 2 sta. 3.1.

65. D.L. Xia. sta. 5.1; XIb, ¢ and d stas. 3.1 and 5.1.

66. See sta. 3.3 of London texts XI, XII, XIII and:also of Manchester
broadside XIV and of text 13 (source unknown).

67. See sta. 5.3 of D.L.IV and VI - X and also of Manchester boradside
X1V, ' : : .
68. E.g. Matt. XXV.31-46 (parable of the sheep and’ the goats);
Matt. X{40.
69. 'E.g. Child 58 A sta. 6.1; 100 A sta. 8.1; 102 A sta. 11.1;
110 B sta. 18.1. ‘

70.. See P.J. Helm, England under the Yorkists and Tudors, 1471-1603
(Bell Modern Histories), London, 1968, pp.307-310.

71. See D.L. XI - XIII sta. 7.2, XV sta. 9.2, 2 sta. 6.2; D.L. 1
' sta. 10.2 has 'bite' and D.L. 14 sta. 4.2 'drive poor Lazarus away'.
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74.

75.

76.

77.
78.
79.

80.

81.

82.
83.
84.

85.

86.
87.

88.

89.

90.

Sée D.L. VI and XV sta. 9.3; 1 sta. 10.3; 2 sta. 4.3; 7 sta. 7.3;
13 sta. 6.3; and D.L. XI - XIII sta. 7.3.

See note at Lk. XVI.22-23 in the Douay-Rheims N.T. (written 1582)
and also Boase, Death in the Middle Ages, p.28.

Ibid., pp.39—42, 53; c¢f. Shakespeare, Richard II, IV.iv.103-104.
and Richard III, IV.iii.38.

‘See Boase, Death in the Middle Ages; illustrations no.30 and 31

(twelfth and fifteenth centuries); N.C.E., VI, p.1004, (tenth century
MS. illumination, under 'hell').

E.g. F.C. Tubach, Index Exemplorum: A Handbook of Medieval Religious
Tales (Folklore Fellows Communications, LXXXVI no.204), Helsinki,
1969, nos.4536 and 4548; An Alphabet of Tales, ed. M. Macleod Banks,
(E.E.T.S., 0.S. 126 and 127}, London, 1904-1905, pp.183-184, no.264.

Genesis II1I.1-5, 13-15; cf. Revelation X11.7-9.

G. Ferguson, Signs and Symbols in Christian Art, New York, 1966,
pp.16-17; the devil appears as a serpent in Tubach, Index
Exemplorum,  nos. 1143 and 1557.

Ibid., nos. 4252 and 4260; see also illustration 90 of Boase,
Death in the Middle Ages.

E.S.P.B., II, p.226; see above, note 4l.

L.C. Wimberly, Folklore in the English and Scottish Ballads,

New York, 1928, reprinted with new bibliography 1959, on pp.228-229
derives ballad ideas on death from a primitive culture and (p.236)

dismisses references to hell in Child 77 as 'nothing more ... than

the intrusion of Christian thought into an otherwise pagan story".

. See Child 173 B stas. 4, 6, 8 and cf. Child 7 B stas. 1, 2 and

107 A sta. 11.

See sté. 13.3-4 of D.L. II, VI, XIV, XV; also I sta. 2, 3-4;
1 sta. 14.4; 2 sta. 10.3-4; 10 sta. 4.3-4.

Book of Margery Kempe, p.20, lines 20-21; with very little
emendation, this could be made into a ballad stanza.

Child 77 D stas. 6.2 and 8.2.

D.L. VI stas. 11.2, 13.2; XIIa sta. 9.2; also D.L. 2 stas. 8.2,
10.2; cf. Child 158 B sta. 15.4. :

D.L. XIV sta. 11.2; D.L. 10 sta. 2.2; D.L. XIV sta. 13.2 and
cf. 10 sta. 4.2.

Found in sta. 11.4 of D.L. II, III, VI, XIV, XV and 3; also
D.L. 1 sta. 12.4; 2 sta. 8.4; 6 sta. 7.4 7 sta. 10.4;

10 sta. 2.4.

'D.L. IV, V, VII and IX sta. 11.4 and X sta. 10.4.

D.L. XI - XIII sta. 9.4.
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- 93.
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95,

96.
97.
98.
99,

100.

101.
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103.

104.

.105.
' 106.
107.
108.

109.

110.

111.

112,

See D.L. III - V and VII - IX sta. 13 and X sta. 12.

See Dobson, English Pronunciation, 1500-1700, I, p.45; the

"spelling 'threste' occurs in the fifteenth century Alphabet of

Tales, p.200, line 26.
D.L. X sta. 13.1; 3 sta. 14.1; 7 sta. 13.1.
Matt. X.42; cf. Mk. IX.4l.

Homilies, p.336, 'The Third Part of the sermon concerning Prayer'
(1560) .

See note at Lk. XVI.27-31 of Douay-Rheims N.T.

Sta. 15.3-4 of texts III - V, VIII and IX; X sta. 14.3-4.

D.L. VII sta. 13.4; sta. 15.4 of 3 and XIVa, b.

Fourth Great Bible; Authorised Version; cf. Tyndale, N.T., 1526.

The Geneva Bible (a facsimile of the 1560 edition), Madison,
U.S.A., 1969.

D.L. II, XV sta. 16.3-4; cf. 4 sta. 3.3-4.

Husk, Nativity, p.94 (introduction to D.L.)

R.W. Southern, Western Society and the Church in the Middle Ages,
Harmondsworth, 1970, pp.290-291.

Towneley. Plays, XXXI, p.392, lines 186-189.

See also sta. 16.3-4 of D.L. XIV and 3; cf. the corrupt D.L. 7
sta. 15.3.

0.E.D., VIII, Pt. II, p.368, 'secure', vb.
The Poems of William of Shoreham, AB. 1320 Vicar of Chart-Sutton,

ed. M. Konrath (E.E.T.S., E.S. 86), London, 1902, 'The Seven
Sacraments' I.4: 'Penance', pp.38-39, lines 1065-1067, 1077-1078.

See sta. 16.3 of D.L. III - V, VIII, IX; also VII sta. 14.3 and
X sta. 15.3.

H.W. 4 sta. 8; Burne, Shropshire Folklore, II, p.565, 'Christ made
a trance', sta. 7; Brice, Folk Carol, p.127, 'There is six good

days all in a week', sta. 5.

See also the note by the contributor of D.L. 1, on carol singing in
Worcs., in Notes and Queries, 4th Series, III (1869), p.75.

B.W. 20 sta. 10; Oxford Carols no.47 sta. 5.

‘Hone, Ané. Mysteries Described, p.95.
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CHAPTER NINE

.BROWN ROBYN'S CONFESSION (CHILD 57)

Brown Robyn ] Confess1on is a ballad exemglum which -

._1llustrates both the efficacy for salvatlon of a good confe551on
and the power and clemency of the Blessed Vlrgln Mary. The

" unique  -text was printed by the Peterhead collector Peter Buchan
bin 1828% ard occurs also in the manuscripts“of‘Buchan's friend
the'colleCtorAWilliam'Motherwell.. Buchan's_manuscripts~are now
in the Houghton'Library at Harvard University{ examination of
the ballad in manuscript3 reveals that only one minor alteration
was made for print: the form 'meen' was changed to the

standard 'moon' in stanza 1{3 and confirmstthat the ballad was
indeeo from the North East of Scotland4

The ballad relates that a sinner's shipiis plunged into
darkness. | Lots are cast and the captain of the ship found
guilty. He confesses terrlble sins of 1ncest and at his own
'suggestlon is cast overboard After three hours, the Blessed
~ Virgin appears w1th the Christ Child in her arms and, for his’
good confess1on, Brown Robyn is received 1nto heaven.

More clearly than any other traditional'religioos ballad,
this 1s the work of a skilled ballad maker: its use of rhyme
.and rhythm is masterly.v Almost every.line can be paralleled .
in.other traditionai ballads, yet the piece'is‘fresh_and vigorous
hin effect. Using the characteristic terse‘understatement of the
.Scots vernacular, the poem achieves wry humour and subtle
oortraiture, combined with delicate and completely orthodox
Catholic- rellglous feeling, all in nine stanzas. Some scholars

have distrUSted humour in ballads .as a late, untraditional trait,
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but in doing so have underestimated the range and complexity of
effects possible in the old ballad traditionG. Consciously
humorous lines are found not only in eighteenth century border:
ballads7 but also in early English outlaw béllads8 whilst, as
we -have seen, irony is a feature of the earliest religious
ballads.

Buchan does not usually specify the sources of his songs,
and of those published in 1828 merely remarksg

... the greater part of them was taken down by myself

during the last ten or twelve years, from the singing

.and recitation of old men and women in various parts of

Scotland, but chiefly in Aberdeenshire; others were

. seént me by ladies and gentlemen of the highest

respectability ... but as it would be too tedious to

name them all ... I shall only particularise Hugh

Irvine, Esq., Drum; Malvina, a young lady in Aberdeen;

and Mr. James Nichol, Strichen. 1 must also mention

that I was much indebted to the recitation of James

Rankin, an old man, blind from his birth, with a most

retentive memory, and who is at this moment gathering

~for me what can be gleaned within the circle of a large
. and extensive acquaintance.

Child~distrusted Buchan's texts after he discovered that
Bucﬁaﬁ had been deceived into thinking a fraudulent imitation,
'Chil.fthérf,‘genuinelo and he considered, wrongly, that either
Buchan or James Rankin habitually composed or added to the.
textsll, which certainly contain ludicrous and untraditional
detailslg. However, whilst Buchan's historical notes are
fanciful and inaccuratels, and he is unable to distinguish
traditional ballads from recent broadsidesl4, he was plainly
‘no ballad composer. This was recognized by Sir Walter Scott,
as the following remark from one of his letters to C.K. Sharpe
.iﬁdicatesls

His‘colleétion is very curious, and, two or three

pieces excepted, in general genuine. Indeed, the man
does not seem capable of supplying their want of genius.
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James Rankin must likewise be beneath suspicion.
Accordibg to Greig‘s contributor, Bell Robertsonl6, he was of
"low intelligence", memorised ballads easily, but often
. juﬁbled them, for "he neither knew it was wrong, nor could he
have made if better " In any case, Rankin probably contributed
fvery little to Buchan s collection of 1898 7 |

The authentlclty of Buchan's work has been vindicated by
several reputable scholars. Gavin Greig, collecting in the
eaﬁerarea eighty years later, disco?ered‘many fexts corroborating
versions hitherto found only in Buchan's collection, with other
unique'teth proving that the North East of Scotland was an
especially rich field for traditional balladslB. His editor,
" Keith, showe that others besides Buchan were imposed upon'by
'Chil_Ether'lg. More recently Dr. David Buchan demonstrates
‘ that texts with an artificial flavour in Buchan's collection
authentically.reflect folk tradition in North East Scotland
in tbevearly nineteenth century, since the area had been
affected by large~-scale dissemination of broadsides and chapbooks
between 1775 ahd'18252o. ‘Peter Buchan was both a broadside |

printer himself and collected stall copies aseiduously

Brown Robyn's Confession resembles one of Mrs. Brown's

-.te'xts22 in.its bombination of traditional content and expression
with high polish; One may conjecture that it was communicated
ﬁo Buchan.by one of bis educated contributors. That it is ho
fergery, a comparison with Motherwell's melodramatic imitation
'The;Master of Weemyss'23 readily suggeets; |
The'preservation of an overtly Catholic ballad cheek by
jowl witb:ballads suspicious of lPopery'24 is remarkable, but

not inexplicable:- the North East Lowlands of Scotland accepted
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the Reformation late and became Episcopalian only in the first

half of the seventeenth century. After the Jacobite rebellions,

the region adopted a moderate Presbyterianism25 but pockets of
6 :

Catholics remained in the inland valleys2 Texts of The

Cherry Tree Carol and The Maid and the Palmer have been

recovered from the North East27 and Catholic commonplaces occur

fréquently in the ballads of Peter Buchan28 and Mrs. Browh29,

with.most of the few miracles préserved in the balladsao.
Another characteristic of North Eastern balladry supporting
the authentiéity of Buchan's work31 is its distinct affinity with

32 The root cause of this was probably

the Scandinavian ballads
the'floufishing trade between Eastern Scotland and Western

Norway. which is well-attested from the sixteenth century and

eaflier33

Brown Robyn's Confession, Sir Patrick Spens (Child 58)

and Young Allan (Child 245) are all related to two Scandinavian

" ballads concerning a man's shrift and death at Sea. The
Danish ballad 'Jon Remorson's Death at Sea'34 is most like

Sir Patrick Spens: the hero (a historical personage, of the

thirteenth'century35) sets out at the king's behest despite

his own forebodings, or the warnings of his ship's captain 7,
and fhe ship founders in a storm. The earliest texts of this
‘ballad are found in a manuscript written in about 1590°7.

tJon Remérson's Death at Sea', especially in its later variants,

has incorporated tﬁe casting of lots and the confession of the
hero from another ballad, 'Sir Peter's Shriff at Sea'38, which
was‘extremély populér in Denmark39 and throughout Scandinavia.
v”The earliest version of 'Sir Peter's Shrift at Sea' also dates
from about 159079 and a Danish play of about 1600 testifies

‘that it was already well-known at that date4l, In this ballad,
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“Sir Peter is warned by his foster-mother that he will die at

sea; onbe at sea, his ship refuses to move; dice are cast and
indicate Sir Peter's guilt;  he éonfesses that he has seduced
widows'and maidens and burned churches; he instructs his mén
what to tell his mother and his betrothed and then jumps over-
board; moét vefsions end here, but in the oldest he is allowed
fo reach land because of his faith42. The wafning of Sir Peter's
foStef—mothef; however, suggests that in the ur-ballad he must
Have drowned.

The exact relétionship of Brown Robyn's Confession to its

Scandinavian analogues is not clear: the confession of incest,

the intervention of the Virgin, the hero's salvation and the
specifically religious moral are unique to the Scottish ballad;
the casting of lots to find the guilty man is similarly

expressed in both Brown Robyn's Confession and its Scandinavian

analogues, but is paralleled also in Britiéh bfoadside ballads.
A plapsible hypothesis is that a version of one of the Scandina-
Viah béiiads, poSsibly one in which the hero was saved, was
known in Scotland before the Reformatlon and was adapted,
probably by a clerlc, to make expllclt the‘rellglous moral,
which is obscured somewhat ip the Scandinavian ballads

As it stands, Brown Robyn's Confession is reminiscent of

those medieval exemg}a which recount the Virgin's saving power
at 56544,~but its‘moral is the value of a good confession
‘rather-thaﬁ the importance of Marian devotions. Exempla in
which the Virgin encourages her devotees to go to confession
are, ﬁowever, found in manuscripts of the fiffeenth century
and the late middle ages saw a recrudescence of manuals for

confessors and penitents4 , such as the treatise '0f Penance
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and Confession' written by John Ireland in the reign of
James V of Scotland (1513—1542)47. The precise date of

composition or adaptation of Brown Robyn's Confession cannot,

‘however, be ascertained on present evidernce.

AbThe baiiad story is derived ultimately from the 0ld
Testament narrative of Jonah's attempt to escape God's command,
perhéps with some details of the account of St. Paul's shipwreck
in §g§§48; A similar story was known in England as early as
the twelfth century, for Henry of Huntingdon writes of a ship
iﬁmobilised and a captain of fobt cast'adfift, with his wife
and ill-gotten gains, after lots cast three times had found
him guilty49

A cluster of British broadside ballads have the same theme.

The éarliest; The Downfall of William Grismondso, was composed

soén after an actual murdef committed in Herefordshire in

1650. Accordihg té the ballad, Grismond murdered his pregnant

| sweetheart ahd attempted to escape to Ireland by sea. Stanzas

13 and 14 briefly recount that the ship was troubled and that

the seémen-realized that a wicked man was preventing her progress.
The brevity of the description at this pdint suggests that the
theme at least, and quite possibly a ballad on the subject,

was familiar in the seventeenth century. Aubrey records a
éimilar superstition, that séilors of the day would throw

( N .
overboard a whore, or a dead body, in a storm, 'as it were a

sacrifige to Neptune”51

Scottish traditional descendants of the broadside of
Grismond's downfall, '"William Guiseman'52 and 'Willie Grahame' ,

are even closer to Brown Robyn's Confession.  They introduce
)

j'gavils' (small pieces of wood used in the casting of lots5

thrown three'time555 to ascertain the guilty man:
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0 we cuist cavels us amang,
The cavel fell on me:
And it's for mine offence I must die.
Bronson 57 no.l sta. 8.5-7.

In later broadsides probably inspired'by The Downfall of

William Grismond56 - 'Captain Glen'57, 'William Gower'58 and

'The New York Trader'59 - a captain who has cbmmitted murder
from jealousy is topmented by the ghost of his victim or of the
mén wfongfully hanged for his crime; he confides in the
boatswain, who then denounces the captain when the ship is
imperilled by a storm; the enraged crew pitch their captain
overboard and the storm abates. These broadsides coﬂtain an
element of confession, but are modern in phrasing and omit any
referenée to ldts; The oldest copy of 'Captain Glen' is dated
about 17700, |

ther broadside relatives of the Grismond'ballad, 'The
Gésport Tragedy'6l and 'Thé Sailor's Tragedy{sz, were known
and probably>made in the eighteenth century. In these ballads
a young man murders his pregnant sweetheart énd puté to sea,
like Grismond, but is pursued to his deathvby the woman's ghost.
The introduction of revenge by the ghost is, paradoxically, a
'1a£er ‘rationalisation', for it shows that the older belief in
God's direct retribution has been forgotten.

Bonnie Annie (Child 24) is more traditional in tone and

contenf than these bfoadsides, but may have been influenced by
the Grismond béllad63: the pregnant heroine steals her parent'é
money and tries to escape to Ireland with her lover, a wealthy
squire64 or a sea—captain65; however, the ship refuses to

“sail and Annie, with her newborn baby, is put overboard to
drown‘ét her 6wn request. In some versions66 Annie is found

guilty by. the casting of bullets used as lots..
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None of the British ballads discussed can definitely be

connected with Brown Robyn's Confession or its Scandinavian

analogues. It is certéin that The Downfall of William Grismond
was very influential, and its Scottish descendants, and perhaps

also Bonnie Annie, may have drawn on a traditional ballad like

Brown Robyn's Confession (or its Scandinavian analogues) which

included the casting of cavils. However, the latter motif is
found in several Scottish traditional ballads, including a

version of another sea ballad, Henry Martyn67. The lines

déscribing the casting of cavils in these ballads are similar

to those quoted from 'William Guiseman' and to Brown Robyn's

Confession.

Child 57 begins:

It fell upon a Wodensday, 4
Brown Robyn's men went to sea,
But they saw neither moon nor sun,
Nor starlight wi their ee.

The opening line is found in A Gest of Robyn Hode68, printed

in the sixteenth century. Buchan's version of The Lass of

Roch Royal (Child 76 G) opens similarly. Reference to the

day of the week is a common feature of sea balladng and is
probably an old ballad characteristic7o.

- Wednesday may have been considered unlucky71 as the day
on which Judas betrayed Christ; for this reason, it was a day
ofipenitence and'in the reign of Elizabeth I was_established as
a Compulsory fast day72. Both Sir John Remorson and Sir Patrick

Spens are urged not to set out on a particularAday73 and in

Young Allan the violent contest is caused by'men drinking and

arguing in an 'unhappy' or 'unseally' (i.e. unlucky)74 time.
Consequently, Brown Robyn's setting out on a Wednesday may be

significant despite its being a ballad commonplace.
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The detail of the darkness unpierced by moon, sun or
star may be derived from the story of St. Paul's shipwreck in

Acts XXVII.20. It is found also in a version of Sir Patrick

Spens (stanza 16) in the Glenbuchat manuscript75 where a sailor

tells the skiﬁper:

'For I see neither moon nor star
Nor token o' the day

But thro' an thro' your bonny ship
I see the green salt sea.'

In other versions of Sir Patrick Spens and Young Allan darkness76

and difficult visibility77 are mentioned without this detail;

its presence in a remote analogue of Brown Robyn's Confession

which also comes from Aberdeenshire in the early nineteenth
century may indicate that the detail was iﬁ the ballad from
which Child 57 has been adapted. On the other hand, the
detail occurs in an unrelated ballad, Mrs. Brown's North-

Eastern version of Thomas Rymer78, simply as a stock way of

describing darkness:

For forty days and forty nights
He wade thro red blude to the knee,
And he saw neither sun nor moon,
But heard the roaring of the sea.
Child 37 A sta. 7.

In Sir Patrick Spens and Young Allan the darkness
'accompanies a storm; a storm occurs also in- 'Jon Remorson's
Death at Sea' and the 'Captain Glen' family79. In Bonnie Annie,

the Grismond ballads ‘and 'Sir Peter's Shrift . at Sea'80 the

problem is the ship's immobility. It is not clear whether,

:in Brbwn Robyn's Confession, the problem itself is a supernétural
,darkneés, or whether, as seems more probable, this was the
prelude to a stanza describing a storm, which has dropped out.

In the Séandinavian ballads, the hero is one of the king's

retainers who is higher in'rank'than the skipper of the vessel.
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Brown Robyn, however, is himself the 'master‘man' (i.e. skipper)
of the ship: the term was known in and probably before the
sixteenth century and survives in modern Scottish and Northern
English dialectsBl. The name 'Brown Robyn' (i.e. brown-skinned
Robyn82) is fdund in other traditional balladsss, each time
connécted with a love affair in the greenwood; the name 'Brown
Adam', again with connotations of wantonness, occurs in another
North Eastern Scottish béllad, Child 98. Brown Robyn's name,
therefore, and his social position, accord with the fact that
the Scottish ballad is not tragic in tone, like its analogues:
rather, it is a Christian comedy.

Brown Robyn's Confession continues:

'We'll cast kevels us amang,
See wha the unhappy man may be;'
The kevel fell on Brown Robyn,
The master-man was he.
'Unhappy' (i.e. unlucky) has been used as a euphemism for
'wicked', a less pejorative term than the 'fey folk' of

Bonnie Annie84 or the 'sinful men' of 'William Guiseman'

The usé of 'unhappy' at this point in our bailad may have been
suggested by the Scots proverb, '"happie man, happie cavil”;
knbwn in the sixteenth century

| The suggestion to cast cavils is probabiy another seaman's,
for Brown Robyn is introduced properly only in the last line
of stanza 2. Moreovér, in the analogues it is never the main
chéracterlwho announces the presence of the guilty man, but
'.usually‘the skipper or another seaman87, though in the oldest
vérsion of 'Sir Peter's Shrift at Sea' a sea-troll makes this

observétion88

" "In some versions of 'Jon Remorson's Death at Sea' it is

the hero who then suggests that lots be cast89; but again, it
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is usually the skippergo. The skipper's words in some versions
of 'Sir Peter's Shrift at Sea' slightly resemble those in our
balladglz

'Come, let us cast a golden die here on board
To see who has committed the worst sin.'

The seamen suggest casting lots also in Jonah I.7.

In Bonnie Annie and the Scottish Grismond ballads, the

casting of lofs is not suggested by anyone, but is narrated in-

a separate stanza:

They've casten black bullets twice six and forty,
And ae the black bullet fell on bonnie Annie.
Child 24 A sta. 7.

'Three times she kest her cable, and three times it fell on me;
Three times she kest her cable, but my tongue it would not lee;
Three times she kest her cable, and third time fell on me;

- So it's for my own offence now I must die.

Greig B sta. 6.

Though the feature of lots cast thrice is found only in 'Willie

Grahame' and some versions of 'Sir Peter's Shrift at Sea'92, it

is somewhat unsafe to use this detail to prove textual
rélationship, since triéds are so common in fqlk tradition.

In the Scandinavian ballads as well, -the casting of lots
is narrated in a stanza or stanzas separate from that in which
the skipper declares that there is a guilty man on board. In

stanza 2 of Brown Rdbyn's Confession, therefore, the ballad maker

cr_subsequent singers have probably conflated two or more
stanZas. _A more importanf difference is that Brown Robyn acts
more spontaneously than Sir Peter or John Remorson: he alone,
like Jonah (I.12), freely suggests to his men that they throw
him overboard. (In some Danish ballads it is recognized
simultaneously that thereiis a_guilty man on the ship and that

he must go overboardgs.) Brown Robyn's greater freedom of action

is part of the moral message of the ballad,{that sincere
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repentance accompanied by confession have power to win

salvation.

Catholic doctrine concerning the Sacrament of Penance is
based ultimately on scriptural textsg4. Private'annual
confession to one's own priest was made obligatory by the Fourth

95

Latéran'Council in 1215 and a Catholic was (and is) also

obliged to confess when in danger of death, for example, from
the sea96

Normally the Sacrament of Penance comprises the three acts
of the penitent, which are contrition, confession and satisfaction
(the 'proximate matter'), and the absolution of the priest (tﬁe
Pform')97. In theory, however, the true contrition of the peniF
tent is sufficient tQ secure God's forgiveness even outside the
confessiona198 and some medieval fheorists_held that confession
to 'a layman was mandatory if the penitent wés in danger of death
9

and a priest were not available9 True contrition might also

obviate the temporal punishment in purgatory due for the guilt

100

of;mQrtal sin even after absolution Forgiveness of the

" grossest sins is assured by the merits of Christ's Passion10 ,
but the willingness of the penitent to use the confessional

“is usually considered a part of true contrition 02.

In Brown ﬁobyn's Confession one must assﬁme that Brown
Robyn's contrition ié such that, without a priest or the
apparatus of the confessional, he has obtainedlboth forgiveness
"and the remission of punishment in purgatory despite the
magnitﬁde of his sin. In the Scandinavian analogues; thé
absence of a priest is made explicitlos,and some such stanza
may ha&e dropped out of the Scottish ballad at this point.

Brown Robyn's brief confession is a masterpiece of ballad

technique:
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'It is nae wonder,' said Brown Robyn,
'Altho I dinna thrive; '
For wi my mither I had twa bairns,
And wi my sister five.'
B.R.C. sta. 3.
The ironic understatement "It is nae wonder" is typical both

of medieval romance and of secular ballad104 and wryly emphasises
the enormity of Brown Robyn's sin, as does the heavy stress
falling on "five" in the last line. Yet, outrageods as it is,

the confession implicitly manifests the three -aspects of

genuine contrition, which the Scottish priest John Ireland

describes a5105:

... a wilfull displesans of ye syn That a man has
committit causit of grace and cherite ... luf of god

purposs to make confession and satisfactioun
efter ye ordinans of haly kirk ...

BroWn Robyn recognizes his conduct as displeasing to God in

the spontaneity of his confession (a feature also of the

Scandinavian ballads); his love of God is implicit in his

acknowledgment of God's justice in stanza 3.1-2; his willingness

to make satisfaction is shown by his full confession in _a public

place, since public shame as late as the fifteenth century was

considered "a great part of penance”106. He also complies

briefly with the obligation to confess the number and kind of

mortal.sinle7Ain his specifying the number of his incestuous

offspring. (It was acknowledged as necessary to disclose the
identity of accomplices in sin in cases of incest, though
10

8.)

normally this was forbidden

Mother-son incest is found nowhere else in British balladry
~and the grossness of this sin underlines the point of the béllad:
that God will forgive even.the most heinous crimes if the

. ' . 109
sinner is repentant .
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’ Browh Robyn shows his willingness to make satisfaction
also in his prescription of his own penance:
'But tie me to a plank o' wude
And throw me in the sea;
And if I sink, ye may bid me sink,

But if I swim, just lat me bee.
B.R.C. sta. 4.

A commoﬁ metaphor for confession, initiated by St. Jeromello,
is_that of 'a second plank after shipwreck' ('secunda tabula
post naufragium'): this is twice quoted in John Ireland's
treatise on cqnfessionlll and means that penance is the second
remedy?Aafter baptism, for man's sin. Since the detail of the

plank of wood is not -found in any of the analogues of Brown

Robyn's Confession, it appears to have been deliberately adopted

to make the ballad not just an edifying exemplum on confession,

but also a quasi—allegoryllz.

'Sink or swim' is the language of the witch ordeallls,
appropriate because Brown Robyn is indeed putting himself on

trial before Divine Justice. The last two lines of stanza 4

are, however, paralleled in The White Fisher, another of

Buchan's ballads‘which gsince Child's death has been. twice

recovered by Greigll4

'Gin he sink, ye'll let him sink,
Gin he swim, ye'll let him swim
' Child 264 sta. 10.1-2.

The lines may be a ballad cdmmonplace since they occur also,

115. "LLat me bee",

in slightly altered form, in Mary Hamilton
or variations of the phrase, is also common-in the traditional
ballads'l®,

| In.stanza 5, Brown Robyn's men obey to the letter their

master's instructions, a type of repetition often found in

the balladsll7. The Scottish ballad here characteristically
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employs brief narrative where the Scandinavian analogues dwell
sentimentally on the hero's fatells.

. The last lines of stanzas 4 and 5 have an extra foot, but
occasional metrical variation of this kind is found in the
earliest ballads119 and is an effective mode of emphasis.
Hypermetrical lines occur also in stanza 9:

'Tt's .for nae honour ye did to me, Brown.Robyn,
It's for nae guid ye did to me

But a' is for your fair confession
You've made upon the sea.'

This is more awkward, but the omission of the name 'Brown Robyn'
would regularise the stanza to the stress pattern 4.4,4.3.,

the last short line forming én emphatic conclusion to the
precéding longer lines. .Agreement in matters of prosody is
notoriously difficult of achievement, but only stanza 3 in

‘the ballad is indisputably in 'ballad measure', i.e. of

- stress pattern'4.3.4.3. Three second lines and five fourth
lines120 could perhaps be read as having four stresses instead
of the more usual three, but the extra foot would disappear in
éong.' Aithough the ballad as it stands appears to be in
tballad measure' with several striking and effective variations,
it is possible that an older ballad .of Brown Robyn was in long
metre, with four stresses to each 1ine. |

The sixth stanza of Brown Robyn's Confession transforms

a commonplace of sea ballads121 in an original way:

. He hadna been into the sea
An hour but barely three,
Till by it came Our Blessed Lady,
Her dear young son her wi.
'Wi; used as a line-ending is common, particularly in North

"Eastern Scottish ballads 22.
Mary's title here, 'Our Blessed Lady', may indicate that

' the ballad has been preserved in Catholic circles. She carries
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the source of her power, the Christ Child,.anq the tenderness
of the relationship between mother and son is evoked by the
heavy:streéses on the words '"dear young son" and the repetition
of "dear son”'in the last lines of stanzas 7 and 8. The
Virgin's appearance here accords with her traditional roles as

the 'refuge of sinners'l23 and 'star of the sea'124

. Her carrying
of the Christ Child may be a reference to the Marian prayer,

the 'Salve Regina', particularly associated with medieval
miracle}stories of shipwrecklgs, which concludes, '‘And after

this our exile; show unto us the blessed fruit of thy womb,

’Jesus"126. Medieval exempla tell of the Virgin's appearance to
sinners at the hour of death127 and of her power to save even

those already in the power of the devillgs.

The Scottish ballad does not sentimentalise the Virgin's
intervention. She gives Brown Robyn a straightforward choice:

'Will ye gang to your men again,
Or will ye gang wi me?
Will ye gang to the high heavens,
Wi my dear son and me?'
B.R.C. sta. 7.

The triple question is characteristic of the ballads and usually"

it gets a reply in kindl29, as here:

'I winna gang to my men again,
For they would be feared at mee;

But I woud gang to the high heavens,

Wi thy dear son and thee.'
Thié eighth stanza has the function, in this brief ballad, of
shdwing that Brown Robyn, despite his sins, is attractive in
his concern for his men; it emphasises his contrition and his
‘ wofthiness of being saved, for he has finished with the things
of earth.

The ending of Brown Robyn's Confession with a moral (that

the hero is saved for his good confession) is typical of

religious balladry, but reflective or exblanatory endings are
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not lacking in secular balladrylso. The pafticular structure

of the ninth stanza of the ballad, quoted above, is found in

other traditional ballads, often at their endinglal. A point

¢
I

is emphasised by first being negated:

It wasna in the ha, the ha,
Nor in the painted bower,
But it was in the gude green wood,
Amang the lily-flower.
Child 102 A sta. 18.

- In Brown Robyn's Confession we see the art of traditional

ballédry at its best: stock expressions and commonplace stanzas

are transmuted and the result is, in its own way, original.
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P. Buchan, Ancient Ballads and Songs of the North of Scotland,
2 vols., Aberdeen, 1828, reprinted Edinburgh, 1875, I, p.108.

‘See Buchan's remarks in Anc. Ballads, I, pp.294, 314, II, p.331.

Other Buchan ballads found in Motherwell's MSS. are Child 47 B.a.,
64 F, 197, 216 C, 249, 270 and 300.

'Ancient Unpublished National Ballads of Scotland, 1827', one volume.
I have been able to see a photocopy of Brown Robyn's Confession in
this MS. (pp.179-180), through the kindness of Miss J.S. Owaroff

of the Houghton Reading Room, Harvard University.

Buchan habitually changed Northern Scottish to Southern Scottish
forms: see W. Walker, Peter Buchan and Other Papers, Aberdeen, 1915,

p.57.

Gummere, Popular Ballad, pp.341-342; G. Greig, Folk Song in Buchan
and Folk Song of the North East, first printed separately in Buchan,

1906-1914, reprinted Hatboro, Pa., 1963, p.2l1; Bronson, Trad. Tunes,
I, pp.x-xi.

See also R.G.Kendall, 'The English and Scottish Border Ballads: A
Critical Study' (Durham Univ. Ph.D. thesis, 1973), pp.72-74.

Child 37 C stas. 18, 19; 187 B sta. 25 (and cf. A sta. 35, from
the Percy MS.); Child 185, Dick o the Cow, is a burlesque reiver
ballad which.appears to have been popular before the end of the

. sixteenth century: E.S.P.B., III, p.46l.

E.g. Child 117 stas. 73, 182, 197; 119 sta. 45; 123 A sta. 7 and
sta. 13.3-4.

vBuchan, Anc. Ballads, pp.xvi-xvii.

See Child's letters to S. Grundtvig, 1 July 1873 and 8 May 1874,
printed in Appendix A of S.B. Hustvedt, Ballad Books and Ballad Men,

Cambridge, Mass., 1930, pp.257 and 264.

See the intrdductions to Child 69, 71, 263, and 270 in E.S.P.B., II,
pp.156, 170; IV, p.434; V, p.39.

'E.g. Child 263 sta. 1; 303 sta. 10.3-4; 255 sta. 14.3-4.

E.g. Buchan's note on B.R.C., Anc. Ballads, I, p.294: "This ballad
has probably been written by one of the Benedictine monks, who
settled in England in the year 596, in the dark ages of Roman
Catholic superstition, to enforce upon his silly-minded hearers the
real, or pretended advantages arising from auricular confession."
See also ibid., I, pp.308, 311-312 and II, p.297.

E.g.'Buchan's notes, ibid., I, p.300 and II, pp.293, 308, 321, 329,
332 and 333.

Dated 23 August 1927; quoted by Walker, Peter Buchan, p.49.
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16.

17.
18.
19.

20.

21.

22.

23.

24.

25.

26.

27.

28.
29.
30.

31.

32.

. 33.

. 34.

Bell Robertson (1841-1922) learned most of her songs (though she
herself could not sing) from her mother, Jean Gall of Strichen, who
knew James Rankin: see G. Greig (colld.) and A. Keith (ed.),

Last Leaves of Traditional Ballads and Ballad Airs, Aberdeen, 1925,
Appendix A, p.280 (on Rankin) and Appendix B, p.289 (on Bell).

Walker, Peter Buchan, pp.58-61.
Greig and Keith, Last Leaves, p.xxxi.
Ibid., p.xxi (both David Laing and C.K. Sharpe were deceived).

D. Buchan, The Ballad and the Folk, London and Boston, 1972, pp.214-222;
see also Crawford, Studies in Scottish Literature, I, pp.49-63.

D. Buchan, The Ballad and the Folk, p.308, note 36; see also
E.S.P.B., IV, p.126. Bell Robertson said that her mother had a
number of Peter Buchan's chapbooks: Walker, Peter Buchan, p.60.

E.g. Child 6 A, 37 A, 42 A, 53 A, 63 B etc.; sée.also above,
Chapter One, note 28, o

W. Motherwell, Minstrelsy Ancient and Modern, Glasgow, 1827,
reprinted Paisley 1873, pp.27-29 (27 stas.): this piece, a pastiche
of B.R.C. and Sir Patrick Spens, was ignored by Child. Motherwell
disingenuously says merely that it is '"never before published”.

'E.g. ballad versions collected by Peter Buchan, Child 264 (sta. 4);

303; 156 C.

D. Buchan, The Ballad and the Folk, pp.15-16; G.D. Henderson,
Religious Life in Seventeenth Century Scotland,  Cambridge, 1937,
pp.43-44, 236, 238. . .

J.R; Allan, The North-East Lowlands of Scotland, 2nd edn., London,
1974, p.28.

Appendix A, C.T.C. 24 and 25; Appendix F, M.P. C.

Child 39 G sta. 25.4; 110 E sta. 22.5; 245 C sta. 26.3; 257 B’
sta. 22.3-4; 302 sta. 6.2-4.

Child 11 A sta. 27.4; 34 B sta. 18.4; 53 A sta. 18.2; 89 A
stas. 17.3, 32.2; 97 A sta. 14.2; 113 sta. 13.6.

Child 15 A stas. 44-47; 155 A sta. 17; 301 stas. 15, 18.

The affinity of Buchan's ballads with Scandinavian texts convinced
Grundtvig that his work was genuine: see Hustvedt, Ballad Books and
Ballad Men, Appendix A, p.244, letter to Child dated 17 February 1872.

E.S.P.B., II, p.170 (note); Greig and Keith, Last Leaves, pp.xxiii-xxv;
D. Buchan, The Ballad and the Folk, pp.7 and 209. .

K. Liest¢l, 'Scottish and Norwegian Ballads' in Studia Norvegica, I,
Pt.l (Oslo, 1946), pp.l-16, especially p.7.

D.g.F. no.375, 'Jon Remorsgns Dgd paa Havet', VI, pp.373-387 and

" X, pp.811-813; a translation of 375 F is given by Prior, Anc. Danish
" Ballads, II, pp.228-233. :
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35.

36.

37.

38.

39.

40.

41.

42.

43.

44,

45,

46.

47,

48.

49,

50.

51.

52.

See the note in D.g.F., VI, p.385, 375 F.

In D.g.F. 375 A stas. 2-5, Sir Jon is unwilling to sail and is admonished
by Niels Morssing; in 375 F stas. 3-9, Sir Jon wishes to sail that

day, but his skipper, Hogen, after surveying the sky (sta. 7.2) urges
his master in vain to wait until the following day.

Variants A, C, D and E from Svaning's MS.; variant F, an eclectic text,
from Vedel's collection.

D.g.F. no.376, 'Hr. Peders Skriftemaal paa Havet' (VI, pp.388-409,

X, pp.813-409); see ibid., VI, p.388 for the view that 'Jon Remorson's
Death at Sea' has borrowed details from 'Sir Peter's Shrift at Sea'.

A translation of a Swedish version of D.g.F. no.376 is given by

W. and M. Howitt, The Literature and Romance of Northern Europe,

2 vols., London, 1852, I, pp.276-278.

E.g. D.g.F. 376 C is composed of sixty-three Danish variants and was

printed as a broadside in the second half of the eighteenth century:
see D.g.F., VI, p.389.

D.g.F. 376 A, from Anna Munk's MS.

D.g.F., VI, pp.388-389.

See D.g.F. 376 A stas. 18 - 20.

But see the stanza in which the hero thanks God that he has not died

unshriven, D.g.F. 375 F sta. 27.

E.g. the early medieval tale of the establishment of the Feast of
the Immaculate Conception in England, given by Van Dijk, Dublin
Review no.465, pp.257-260; Caxton's Golden Legend, II, pp.126-128;
see also Tubach, Index Exemplorum, nos. 4334 and 4649.

Tubach, Index Exemplorum, nos. 851, 1188 b. 1, 5106; Alghabef of

Tales, no.331.

T.N. Tentler, Sin and Confession on the Eve of the Reformation,

Princeton, 1977, pp.42, 48-9.

The Asloan Manuscript: A Miscellany in Prose and Verse written by
John Asloan in the reign of James the Fifth, ed. W.A. Craigie,
vol.I (S.T.S., new series, 14), Edinburgh and London, 1923, pp.1-80.

Jonah I; Acts XXVII. 18-20, 43 and 44.

E.S;P.B., IV, p.463; Henry of Huntingdon, The History of the English
(Henrici Archdiaconi Huntendunensis Historia Anglorum), ed. T. Arnold
('Rolls Series' no.74), London, 1879, p.278; the last edition of

"Henry's work was produced not long after 1154 (see p.xvi) and the

incident is related under the year 1144.

R.B., VIII, Pt.I, pp.70-71.

John Aubrey, Remaines of Gentilisme and Judaisme, 1686-1687,
ed. J. Britten (Folklore Society Publications), London, 1881, p.67.

Bronson, Trad. Tunes, II, Appendix to Child 57, nos. 1 and 2;
no.l was collected by George Kinloch prior to 1827.
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53. I have been able to obtain xerox copies of the four variants of

54.

55.

56.

57.

58.
59.
60.
61.

‘62,
63.
64.
65.

66.

" 67.
68.
69.
70.

71.

'Willie Graham' in the Greig MSS. through the kindness of

Dr. E.B. Lyle of the School of Scottish Studies. They comprise:
A, 'T led my love', 6 stas., with tune, from Miss Annie Robb and
Alexander Robb (Greig, Words, LIX, 13 and Tunes, II, 109¢c);

B, 'Willie Grahame', 10 stas., from James Ewen (Words, LXII, 29);
C, 'Wullie Gray', 4 stas., from Mrs. Duncan (Words, XXXVII, 44);
D, 2 stas., from F.R. Brown (Words, LXIII, 76).

D.0.S.T., I, p.467, 'cavill, cavell’.

In Bronson 57 no.l sta. 8, the lines,"O we cuist cavels us amang,
The cavel fell on me'", are repeated three times; Greig versions
A sta. 5.3, B sta. 6 and D sta. 2.1-2 are explicit that the cavils
were cast three times.

For a useful discussion of the later broadsides, with examples,
see W. Roy MacKenzie, Ballads and Sea Songs from Nova Scotia,
Cambridge, Mass., 1928, reprinted Hatboro, Pa., 1963, pp.238-244.

Ibid., pp.238-240; R.B., VIII, Pt. I, pp.l41-143; Bronson 57 nos.
3 - 7.

Bronson 57 nos.8 and 9.

Bronson 57 no.10; MacKenzie, Ballads and Sea Songs, pp.241-2.

See Ebsworth's remarks in R.B., VIII, Pt.I, p.1l43.

R.B., VIII, Pt. I, pp.143-4, dated by Ebsworth (p.l174) as ¢.1750.

MacKenzie, Ballads and Sea Songs, pp.243-244: the poet George Crabbe

may have known this broadside in boyhood.

Bronson, Trad. Tunes, I, p.298, does not think the ballad old; . he
bases this conclusion on the insufficient grounds that versions
recovered since E.S.P.B. exhibit the broadside style.

Child 24 B sta. 2.1.

Most versions: e.g. Child 24 A sta. 2.2 and the opening lines of
Bronson 24 nos. 1, 4, 7, 9, 11, 14 and 15.

Child 24 A sta. 7 (Scottish); Bronson 24 mo.7 sta. 5.1-2 (English).

Child 250 C sta. 1.3 (learned by the singer from his Irish mother);

see also Child 5 A stas.. 46.1, 48.1; 89 C sta. 1.3.

Child 117 sta. 155.1.

E.g. Child 58 E sta. 6.3; 245 C sta. 10.1-3; 158 C sta. 3.1-2;
253 stas. 8-10 (first lines); 289 B sta. 1.l.

See sta. 1.1 of the medieval precursor of Child 38 in E.S.P.B., I,

p.333; also Child 162 A stas. 4.1. 7.2, 66.2; 163 A sta. 23.1-3;
198 B sta. 1.2.

See Child 161 A sta. 18.4 (but the Battle of Otterburn actually did
take place on a Wednesday: E.S.P.B., III, p.292); also Child 215 E
sta. 7.1.
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72..

73.
74.

75.

76.

77.

78.

79.

80.

81.

82.

83.

84.

85.

86.

87.

8s.
89.

90.

D.g.F., 376 A sta. 7.3-4.

G.R. Elton, England Under the Tudors, London,‘1955, reprinted with new
bibliography, 1962, p.289; see also above, Chapter Two, note 61.

D.g.F., 375 C sta. 6, F sta. 7; Child 58 A stas. 6, 7.

Child 245 A, B, C sta. 1.4; see also 0.E.D., X, Pt. I, p.332, 'unseely'.

Aberdeen University Library MS. 2181/3 no.l0, p.24, quoted by permission
of Colin A. Mclaren, Archivist and Keeper of MSS.; on the history of

- this MS., see below, Appendix F, note on M.P. text C.

Child 58 H sta. 14.3; 245 C sta. 11.1.

Child 58.J sta. 15.4, M sta. 2; 245 B sta. 9.1-2, C sta. 17.1-2;

cf. D.g.F., 375 F sta. 11.3-4.

Cf. Scott's composite version, Child 37 C sta. 15.3-4; in the romance
'Thomas off Ersseldoune' from which the ballad is probably derived,
'sun and moon' and darkness are mentioned separately, at stas. 27.1
and 30.3: see E.S.P.B., I, p.327.

E.g. D.g.F., 375 A stas. 7-10, F stas. 11 - 14; Bronson 57 nos. 3
sta. 6, 5 sta. 4.5-8; 9 sta. 8; 10 sta. 11; a storm occurs also
in Jonah I.4.

E.g. Child 24 A sta. 6; Bronson 24 no.7 sta. 4.3-4; Bronson 57 no.l

sta. 6.5-6;. Greig B sta. 4.2; C sta. 4.2 (see above, note 53);
- D.g.F., 376 A sta. 6 and cf. 375 B stas. 4 and 5.

D.0.S.T., IV, p.33, 'maister, master-man', sense l.
Cf. Child 98 C sta. 41.1-2.
Child 90 B sta. 9.3, C sta. 7.3; 97 A sta. 2.3; 103 sta. 16.4.

Child 24 A sta. 6.1-2; D.0.S.T., II, p.465, !fey', adj., sense 2,
'Presaging, involving, or bringing death or evil fortune'.

Bronson 57 no.l sta. 7.3.

D.O.S.T., 111, p.47, 'happy', sense 1, quoting David Ferguson,
Scottish Proverbs, 8b (c.1598, printed 1641). The meaning of the
proverb seems to be: 'A fortunate man will always have good fortune.'

Bonnie Annie, Child 24 A sta. 6: the words are unassigned but it is

probably the captain speaking. Downfall of William Grismond (R.B.,
VI1I, Pt.I, p.71) sta. 14: the shipmen. 'William Guiseman', Bronson

57 no.l sta. 7: the skipper boy. 'Willie Grahame', Greig A sta. 4,
B sta. 5, D sta. 1: the captain. D.g.F., 375 B sta. 5.3-4, C sta.l1.3-4:
the captain. The announcement that a guilty man is on board is usually

missing from D.g.F. no.376.

Ibid., 375 C sta. 12, F sta. 18.

Ibid., 375 D sta. 4.
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92.
93.

94.
95.

96.
97.

98.
99.
100.

101.
102.
103.

104.
105.
106.

107.
108.

109.

110.
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Ibid., 376 D.b. sta. 5.3-4:

'Kom lad os kaste en Guldtaerning her om Bord,
for at se, hvem den stgrste Synd har gjort.'

E.g. D.g.F., 376 D stas. 6-8, and see above, note 55.

E.g. ibid., 375 B sta. 7, C sta. 11, D sta. 4; 376 A sta. 7.

Tentler, Sin and Confession, pp.57-58: the principal texts used in
the middle ages were Matt. XVI.1l9, Jn. XX.22-23, Lk. XVII.14,
James V.16 and Jn. XI.44.

On the history of confession see N.C.E., IV, pp.131-132, 'Confession,
Auricular', and XI, pp.73-83, 'Penance, Sacrament of'; also Tentler,

Sin and Confession, pp.l-16.

Asloan MS., 'Of Penance and Confession', p.1l9.

N.C.E., XI, p.73.

Ibid.,'p.80;' Tentler, Sin and Confession, pp.l18-19, 26, 257 and 267;
S.E.L., I, pp.131-132, lines 90-100.

Tentler, Sin and Confession, p.66; William of Shoreham, Poems,
'The Seven Sacraments', I1.4.ii, lines 916 - 917, p.33.
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'THE MAID AND THE PALMER' (CHILD 21)

The Maid and the Palmer is the most fascinating example

in ballad history of the power of survival of medieval songs.
The ballad combines the story of how Jesus converts the woman
at the well of Samaria by‘His prophecyl with the legend of
| the péniteqce of St. Mary Magdalene, who was identified in
the West from the sixth century2 with Mary of Bethany and
"the woman ... which was a sinner”3 who washed Jesus' feet
and anointed Him.
The oldest extant version of the British Magdalen ballad,
'Lillumwham' (A, described in Appendix F) is found in Bishop
Percy's folio manuscript which, in Wheatley's judgement4, was
written not earlier than 1643, and probably about 1650, in
the dialect of Lancashire. 'Lillumwham' may, however; date
from about 1600 or earlier (see below). It has a unique refrain:
The maid shee went to the well to washes,
Lillumwham, lillumwham! )

The mayd shee went to the well to washe
Whatt then? what then?

The maid shee went to the well to washe,

Dew ffell of her lily white fleshe.
Grandam boy, grandam boy, heye!
Leg a derry, leg a merry, mett, mer, whoope, whir!
Driuance, larumben, grandam boy, heye!
A sta. 1.

This song pattern6 was known in the sixteenth century7.
Similar patterns with nonsense refrains of the same type are

_asséciated mainly with comic ballads8 such as Dick o the Cow -

and The Friar in the Wellg, both known in the sixteenth century,

or The Wife Wrapped in Wether's Skin and The Farmer's Curst

Wifelo. The pattern occurs also in modern chorus songs such

as 'Mademoiselle from Armentiéres'll; The phrases, "What then?",
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"grandam, boy, heye" and "whoop" in 'Lillumwham' suggest that
the Magdalen ballad had been recast as a rollicking chorus
song, having been wrongly interpreted as comic and slightly

obscene. The ease with which such an interpretation could be

made 1s illustrated by the side-notes of F.J. Furnivalllg,

who considered the song a burlesque recipe for the recovering
of lost virginity:

A maid went to the well to wash, and as she washed
her clothes, a palmer asked her for a cup to drink
out of. ©She said she hadn't one.

'If your lover came, you'd soon find some.'
'I never had a lover.'

'That's a story! You've had nine children,
and murdered them all!!

'Well, I hope you're Christ, and will set me penance.'

'I will: Dbe seven years a stepping stone, seven a
~ clapper in a bell, for seven lead an ape in hell.
And when your penance is done, you'll come home

a maid.'

The compiler of the Percy folio placed 'Lillumwham' amongst

several erotic songs:

p.459: 'Lovers hea(r)ke alarum'13

p.459: ' A ffreinde of mine'>?

p.460: '0 nay? 0 nay: not: yet't'l5 A

p@460: 'I cannott bee contented'™® -

p.46l:A 'Lillumwham'

p.462: 'The'Sea Crabb'.
‘The,last-named, a fabli%u—type song on the activities of a
crab in aAchamber—pot since recovered by Cecil Sharpl7, has

a nonsense refrain similar in tone to version A of the Magdalen

ballad:

with a ging, boyes, ginge! ginge, boyes, ginge!
tarradidle, ffaradidle, ging, boyes, ging!
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Version B of our ballad, a fragment presumably from the
Scottish borders, was recollected by Sir Wélter Scott and
sent to his friend, C.K. Sharpe. Scott, too, misunderstood
thg theme of the song, commenting that, ”said maiden is,

I think, courted by the devil in human shape."l8
| Another Scottish version of the early nineteenth century,

C, was recovered from the Aberdeenshire village of Glenbuchat

before 1818 by the minister, the Rev. Robert Scott, or his

' daughterlg. Both Scottish versions are relafed to A, and this’

suggésts that the ballad had survived in folk tradition in

the North of Britain from the early seventeenth to the early

nineteenth centuries.

B and C are also related to each other, as their refrains
show. The Glenbuchat ballad has an interlaced refrain at the
second and fourth lines: |

The primrose o' the wood wants a name

I am the fair maid of Coldingham

The first half of Scott's internal refrain has been forgotten,

but the second, And I the fair maiden of Gowden-gane, is plainly -

a corruption of the Glenbuchat final refrainzo. (Coldingham

is a town oﬁ:the East coast of Scotland bétween Dunbar and
Berwick.) The second refrain of both B and C changes its
persénal pronoun in accordance with the speaker in each stanza.
This sfyle of refrain is found also in the'dld ballad, The Fair

FloWer of Northumberland, first printed before 1633 by Thomas

Delon_ey21

'Why .shouldst thou come heere for love of me,'
Follow, my love, come over the strand,
'Having wife and children in thy countrie?!
And I the faire flower of Northumberland.
Child 9 A sta. 9.
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Recently>another version22 of the Magdalen ballad, known

as The Well below the Valley, has been recovered from the

singing of Irish itinerants. These variants (D - G), whilst
related to the Glenbuchat version, C, are more closely related

in words and refrain to those versions of The Cruel Mother

(Child 20) which end with seven-year penances. Textual study
makes it plain that the Irish songs are variants of the same
ballad version; moreover, the tunes of variants E - G are
very similar. The singer of D, John Reilly, employed a rare
style of singing described thus by Tom Munnelly23
the basic melody line is improvised from stanza
to stanza so that in some cases an almost entirely
different melody line can be observed by comparing

different stanzas.

In the Irish version incest, as well as infanticide, is

the Magdalen's sin; because of this, The Well below the

Valley is a secret song which Irish travellers are reluctant
to reveal to oﬁtsider524. Nevertheless, the éinger of D,
John Reilly, knew that the heroine of the song was St. Mary
Magdalenézs, although her identity is not revealed in any
Iextant British version. Hence it is pdssible'that the woman's
‘identity is a medieval tradition handed down with the irish
balléd, altﬁough{ since Irish travellers are predominantly
Catholic, it may be a case of later refidentification.
Incest is found also in the Scandinavién ballads of
St. Mary Magdalene26, which, as will be shown below, are
extremely close to the British ballads. Transmission from
Brifain to'Scandinavia, or vice versa, had clearly taken place
by the late middle ages, though fresh contact at a later date
between the two regions must not be rﬁled out. Danish,

‘Norwegian, Swedish and Fardese versions have been recovered,
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the oldest a Danish broadside of about 170027; a Swedish

broadside of 1798 is also known28. An Icelandic version of

the béllad, probably copied in the first half of the seventeenth
century, was appended with other ballads to a manuscript of
Catholic pqetry completed in 1549. The scholar-collector

.Arni MagnGsson had the balladé copied, and then destroyed the
originals; unfortunately, the copies were lost in the great
fife of Copenhagen (1728), but the first line, 'Do not swear,

do not swear, vile woman'29 is known from Magnﬁsson's descrip-
tion of the Bailad. This line, Christ's reply to the Magdalen's
perjury, usually occurs in stanza 4 or 5 of the extant
Scandinavian Versions, suggesting that, unless the line is

part of an opening refrain, the Icelandic version was frag-
méﬁtary and therefore may already have been old in the first

half of the seventeenth century.

The British and Scandinavian ballads seem also to be
indirectly related to Slavic and Moravian balladsso which,
howéver, omit. any reference to the Magdalen or to penance:
Almighty God, disguised as an old man, is refused a drink by
a maid at a well and comments that she is uncleah; as proof,
-He bids her go to church iﬁ hgr maiden wreath; when she
doeé 50, éhe is destroyed, by the direct vengeanée of the
~children she has murdered, by sinking through the church floor
or by béiﬁg chahged into a pillar of salt.

. Southern European ballad331, like the Nofthern ballads,
tell of the Magdalen's confession and penance in the woods
~and of the Lordfs receiving her in heaven when her penance

is‘éompleted, but they also include biblical traditions

concerning Mary of Bethany and the woman who washed Jesus' feet.
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It may be possible in the future (though it would be a
Herculean task) for scholars to analyse the relationship between
thé European Magdalen ballads.

The ending of the British Magdalen ballad, in which the
Lord Jesus assigns seven-year penances to the repentant
infanticide, has become transferred to anofher traditional

ballad, The Cruel Mother (Child 20). This song describes how

an unmarried mother murders her twin sons at birth for fear

of shame, thén seven yearé later sees naked children playing

at ball; she offers to clothe them and treat them kindly, but
they reply that she did not.do so when she had the chance; the
children recount how they were murdered and prophesy their
mother's eternal punishment in hell. A broadside version of

The Cruel Mother entitled 'The Duke's Daughter's Cruelty' was

printed in about 168632. ‘Similar stories are found in
European ballads33 which, however, do not appear to be closely
.related to the Bfitish ballad and may be independent.

In Appendix F are listed thirty—tWo versions of The Cruel
Mother which incorporaté seven-year penanceé as preliminary
punishments to the mother's damnation. This ending, hardly
consistent with Christian doctrine, must have been borrowed from
the Magdalen ballad, of which penanée is an integral theme .

I do not agree, however, with Professor Child and Dr. David

Buchan34 that the Magdalen ballad has borrowed the detail of

the infanticides from The Cruel Mother or its European

analogues: infanticide is implicit in the oldest Danish

- - 35
‘Magdalen ballad

and several medieval exempla tell of the
efficacious confession and penance of women who have incestuous .

felationshipx,'ucually with Lheir fathers, and then kill theire
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illicit offspringSG. Indeed, a secondary moral of these

tales might be that illicit and incestuous relationships lead

to murder, as in the Middle English play fragment 'Dux Moraud'37,
in which an incestuous daughter kills her mother, her child and
her_father for fear of discovery. The woman who washéd Jesus!
feet was forgiven much because she loved much38:‘ infanticide
was probably added to incest in the Magdalen ballad to make

it plain that Christ forgives the most'grievous sin§ if the

sinner is truly contrite.

The oldest and most coherent of the Cruel Mother versions

which include seven-year penances (C.M. 1-5 and 8) are Scottish,
from the late eighteenth and early nineteenth centuries. Three
veréions from Nova Scotia (C.M. 27, 29 and 30) may also have
originated in'Scotland. There are no English versibns of this
type. It seems likely, then,that the contamination originated
in Scotland énd'was complete by 1800, implying that a Magdalen
ballad which, in its ending at least, resembled the modern
Irish version (D - G) was known in Scotland in the eighteenth
century. It is probable, therefore, that the Ifish version,
.recévered from the counties of Roscommon,.Monaghan and Sligo,
crossed from Scotland by way of Ulster. John Reilly's family
vtravelled extensiyely in Ulster in hisAchildhoodsg.

| Contamination of The Cruel Mother by the Magdalen ballad

ﬁay have been prompted by several stimuli: both ballads tell
of a woman infénticide who hopes to be thought a maiden4o,

but whose murder is revealed, and who 1is assigned punishment
in hell. The cruel mother's inquiry about her fate (see below)

méy have been brought over from the Magdalen ballad, but more

probably arose independently in some Cruel Mother versions, and
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hence helped to prompt the borrowed ending: the inquiry is

commonly found only in versions of The Cruel Mother which

incorporate seven-year penances

Similarity of refrain, and doubtless, therefore, of tune,

~

have also played a part. The Irish variants E - G have an

interlacedbrefrain at the second and fourth lines of each

stanza42:

Green grows the 1ily-0 ...
In the well below the valley-0.
(E)

Irish variant D has a similar end-refrain:

At the well below the valley O.
Green grows the lily O,
Right among the bushes 0.

Most versions of The Cruel Mother, regardless of ending,

have similar refrains:

Hey wi the rose and the lindie, O .43
Alone by the green burn sidie, O.

44

Hey and a lo and a 1illy O
Down by the greenwood sidy O.

A1l alone and aloney-0 ...+°
Down by the greenwood sidey-0.

Similar internal refrains, mentioning the lily and the rose

(or the primrose, as in 'The Maid of Coldingham') are, however,

found also in the ballad of The Cruel Brother46. Beyond

-suggesting that similar tunes were used for each ballad, these
refrains may have little significance. The 1lily, an emblem
of chastity47,vhas a certain irony, probably unconscious, as
" the refrain of the Irish Magdalen ballad.

The British and Scandinavian ballads begin with the
Aheroine at a we1148, a setting borrowed frbm the stofy of the

Samaritan woman. In the British ballads, the woman is washing:
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White49 shee washte and white shee ronge,

White shee hangd o the hazle wand.
A sta. 2.

The may's to the well to wash and wring,
The primrose o' the wood wants a name,
An' ay so sweetly did she sing,
I am the fair maid of Coldingham.
C sta. 1.

In Irish variants D - F, this opening had. dropped out; it
survives in G, stanza 1:

There's been a maid by a washing well,

" Green grows the lilies O;

There's been a maid by a washing stone,
In the well below the valleys O.

The phrase 'wash and wring'SO, present in versions A and

C, survives,misplaced, as one of the penances in a Cruel Mother

variant from Pennsylvania:
'Seven years to wash and wring,
Seven more to card and spin.'
C.M. 17 sta. 14.
Ih'the Glenbuchat version, the Magdalen vaunts that she is
. the fair maid of Coldingham, and in A (sta. 1.2), we are told
tdew ffell of her 1illy white fleshe'. The beauty of the
Magdalen'was a traditional part of her medieval legend 1,
for to stress her physical beauty was, of course, to point an
ironic contrast with the ugliness of her soul. In some Danish
ballads; Christ addresses the Magdalen as 'fair and fine'52,
whilst the Magdalen's lament for the lost beauty of her hands
in the French and Catalan ballads is a proof that she has
hot yet totally mortified her pride’.
In no British version is Christ identified. Irish versions
: . ' 54
call him a 'gentleman' ™ ':
" A gentleman he was passing by
He axed a drink as he got dry.

D.b. sta. 1.

The'oldest version, A, has Christ disguised as a palmer, a

55,

feature of medieval legends
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There came-an old palmer by the way,
Sais, 'God speed thee well, thou faire maid!’
: A sta. 3.
'May' for "maid" would amend the rhyme here56. Christ's ironic
‘ 57
The Scott fragment, B, probably featured Christ disguised

as a palmer, for among the penances is:

'Seven years ye shall be a stone,

For many a poor palmer to rest him upon.'
And you the fair maiden of Gowden-gane.
B sta. 1.

In the Glenbuchat version, Christ is not a ﬁalmer, but his old
age, a feature of A, is remembered:

O by there cam' an eldren man _

'0 gie me a drink o' your cauld stream.'

C sta. 2.

The rhyme here would be improved by the substitution of 'strand'5
for "stream'". In stanzas 4 and 5 of C, the old man reiterates
His plea.and-the Magdalen her refusal. In some Scandinavian
versions also, Jesus is described as an old mansg; in others,
it is God the Father who meets the Magdaleneo, which may be the
case.in 'lillumwham' since the Magdalen describes the pélmer
in.stanza‘ll as "the good o0ld man that ail the world beleeues
vpon'". In view of the ballad's ultimate derivation from
gospel stories, however, this change would seem to be a
latérv-rationalisation. Two motives for pértraying Chriét as
an old man here would be to heighten the pathos of His plea
for a drink61 and to remove any hint of impropriety from His
meeting with a beautiful woman washing62

Christ's.direct request .to the woman to give Him drink

stems from the gospel account of the Samaritan woman63. In the

Scandinavian ballads, the Magdalen's excuse for her pefusal is
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that she has no silver cup64. The same excuse probably featured
in the,lafe medieval British Magdalen ballad, for reference to
a cup, sometimes garbled, occurs in five out of the seven

extant versions:

Sayes, 'I have neither cupp nor cann,
To giue an old palmer drinke therein.!

A sta. b.

'My golden cup is down the strand,
Of my cold water ye sall drink nane.'
C sta. 3.

'"My cup it is an overflow
And if I do stoop I may fall in.'
D.b. sta. 2 and cf. F sta. 2.

'For if my cup was flow an' flow,
I would give him a drink if he was dry.'
E sta. 2.

The conditional form of the last quoted stanza has been
misunderstood in G, where the woman repliés (sta. 4.1),
"Come in, Sir, and drink your fill."

The detail of the cup may have been suggested by other

gospel passages. Christ promises65

whosoever shall give you a cup of water to
drink in my name, because ye belong to Christ,
verily I say unto you, he shall not lose his

reward. :
Mk.IX.41.

The Magdalen's concern with externals is a sign of her
'hypocrisy and inner uncleanness, since Christ warns66:

Now do ye Pharisees make clean the outside of the
cup and the platter; but your inward part is full

of ravening and wickedness.
Lk.XI.39.

In the ballad, Christ's reply, perhaps derived froﬁ His
answer to thé Samaritan woman67, is that if the Magdaien's
lover had returned from a pilgrimage and asked for a drink,
she would have given him one68:

'But an thy lemman came from Roome

Cupps and canns thou wold ffind soone.?!
B ' A sta. 6.
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Curiously, the reference to Rome (pronounced as. spelled above
in the sixteenth and seventeenth centurieng) survives

misplaced and garbled in C, stanza 5:

O she sware by the sun and the moon
That all his cups were flown to Rome.

The rhyme moon : Rome here perhaps indicatés that the Glenbuchat
version originated further South and up-to a. century earlier,
since in Aberdeenshire 'moon' is normally pronounced 'meen'

The Magdalen's answer to Christ's observation is to
swear that she has no lover7l:

Shee sware by God and good St. John,

Lemman had shee neuer none.

A sta. 7.

The Magdalen's perjury is more sinful in that she blasphemously
(and ironically)'swears by God, as she doesbin a Swedish
version72. Vehement religious oaths used with ironic point
are an early feature of ballad style73 and the particular
form of the oath in A was a commonplace of late medieval

popular poetry. For example, in the seventeenth century play

of Robin Hood and the Potter, the Potter remarks74

Thou callest mé cuckolde by my name,

And I swere by God and Saynt John

Wyfe had I never none.
Christ's reply to the Magdalen's false oath, as to the
Samaritan woman75, is devastating in its accurate revelation

of number:

Saies, 'Peace, ffaire mayd! you are fforsworne!
Nine children you haue borne.'
' A sta. 8.
The BritishAversions characteristically make the Magdalen's
pretence of being a maid more outrageous in that she has borne

a large number of children: in A, nine, in C, seven, in D,

five, and in F (a confused version), a number varying from
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five to nine. Scandinavian versions usually have only three
children76.
The irony of Christ's calling such an unchaste woman

'fair maid' is found also in the Scottish and Irish versions77

The rhyme forsworn : borne in A may have influenced the form of

-this stanza in the later variants:
" '0 seven bairns hae ye born
An' as many lives hae ye forlorn.'
C sta. 6.

She swore by grass and swore by corn

That her true love was never born.

'l say, fair maiden, you've swore in wrong.'

D.b. sta. 4.
Versions C and D have substituted common ballad oaths by the
moon78 and by grass and corn79 for the religious oath.

Although version D alone contains Christ's revelation of
the'Magdalen’s incestuous unions, the older versions, like
Irish variants E - G, may have suppressed the incest stanzas. A
slight verbal link between version D (b., sta. 2.1), "My cup it is
an overflow' and the older version C (sta. 5.4), "all his
cups were flown to Rome'" makes it less probable that the Irish
version has been re-influenced at a later date by a Scandinavian

ballad.

In the Irish variants, the Magdalen asks Christ to
prove His identity by revealing the paternity of the childrenSO:
.'If you're a man of noble fame,

.You'll tell me who's the father of them.'
D.a. sta. 6.

" 'Man of fame' is a stock phrase of romance and balladsl.

-The incést section in D has degenerated into three single-
line stanzas (not including thé end-refrain):

(7) There was two of them by your Uncle Dan

(8) Another two by your brother John

(9) Another by your father dear

(D.a.) .
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The 'Uncle Dan' and 'brother John' stanzas were probably

originally one. 'Brother John' as a line-ending is found

in The Cruel Brother82. The less serious sin of incest with

an uncle may well have been substituted for the spiritual
incest with the parish priest of the Scandinavian balladéss.
Since Protestant clergy are not required to be celibate, the
motif is'a mark of pre-Reformation origins and is likely enough
to have.been in the medieval_Britiéﬁ version: St. Mary of .
Egypt, the harlot who after conversion became a penitent in
the desért, wasvsaid té have sinned with priest584, and her
legend influenced the medieval story of St. Mary Magdélene8
"The stanza.would'readily pe-suppressed in Ireland for, since
':the:Reformatiéﬁ, Catholic priests have been held in great
respect there and,‘unlike priests 5f the middle ages, noted
.for their strictness'of life86.

The murder of the children is revealed obliquely but
shockingly in the British Magdalen ballad by reference to

the different places where their graves are hidden. Revelation

of several burial places is a feature of a Germqq Cruel Mother

-

analogue87 but not of the British Cruel Méther ballad or
88

(generally) of the European Magdalen ballads The

revelation is preceded in the .Irish version by the Magdalen's
demand that Christ reveal His knowledge of their fateSg,
perhaps a later amplification.

A list of burial places shows that the British texts are
indeed versions of the same ballad: the Percy version (A
staé. 9-10) has three children buried under the bed head,

three under a brewing lead or cauldrongo and three on a

play green; 1in the Glenbuchat version (C stas. 7 - 9), three
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children are buried beneath the bower floor; one in a 'well
stripe' or small streamgl, two in a garden dyke or wall92 and
one at the bed's foot (cf. A); John Reilly's version (D.a.
stas. 11 - 13) has two buried by the stable door, two beneath.
the kitchen £l99£93 (cf. C) and one by a well (¢f. C). The
burial'places in Martin Reilly's version (F sta. 8) are by the
kitchen door and the stable door: this has led to the
confusibn in F, stanza 6; whereby the fathers of the children
' are the kitchen boy and the stable boy.

In the Glenbuchat version, Christ penetrates the
murderess' state of mind:

'There's three o' them in your bower floor,
It gars ye fear when ye wouldna fear.'
C sta. 7 and cf. sta. 9.
This is probably a North-Eastern Scottish contribution to the
ballad, since 'floor' would be pronounced 'fleer' in that

region and so rhyme perfectly with 'fear'. Curiously, a

Scottish Cruel Mother version of the same date has the same

psychélogical insight. The two babes accuse their mother:

'Ye happit the hole wi mossy stanes,
And there ye left our wee bit banes.

'But ye ken weel, O mithér dear,

" Ye never cam that gate for fear.'
C.M. 4 stas. 8 and 9.

From the medieval legend of the Maédalen94 the ballad
borrows only the sudden repentance and the peﬁance in the
wilderness. The Magdalen was the patrbness of penitent
sinnersgS, the seven devils driven out of her in Luke VIII.Z2
being widely interpreted as the seven deadly sins” . The.
Carthuéian Nicholas Love in the early fifteenth century strove

to explain how Christ's pardon of the woman.who anointed his

feet approximated to sacramental confession: the Magdalen did
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not confess her sins aloud because God was Himself present in
Christ and knéw her thoughts, just as He read the mind of
Simon the Pharisee (in Luke VII.39-40); He at once forgave
her, and did not.assign penance, because her contrition was

SO great97

The ballad is not merely an entertaining saint's legend
but an exemplum on the efficacy of true repentance: as such,
it is perhaps not likely to pre-date the late thirteenth
century, when the people were first officially allowed to
confess to wandering clergy, the friars, rather than their
own parish priestsgB. As in the gospel stofy'of the woman
who was a sinner, the Magdalen does not actually confess her
sins - indeed, she tries to hide them - but Christ knows all.
The Magdalen's penitence is shown in her acknowledgement of
Christ's Divinity and'her request that He assign her penance:

'But I hope99 you are the good old man
That all the world beleeues vpon.

'0l1d palmer, I pray thee,
Pennaunce that thou wilt giue to me.
A stas. 11 and 12.
In the Scandinavian ballads, the Magdalen falls to her knees
with the same acknowledgement and request%oo. This section of
the ballad is omitted from Scottish versions B and C:. in

Irish version E, which is, however, a confused version

reluctantly given, Christ Himself discloses His‘true identity:

'Oh, for I am the Lord that rules on highj;' ,
Green grows the 1ily-0;
¢  10h, I am the Lord that rules on high;'
In the well below the valley-0.
E sta. 5.

‘In the other Irish variants, the Magdalen does not actually
acknowledge Christ's identity, but this is probably implicit

in her description of Him as a 'man of fame'; instead of
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asking for penance, she asks what punishment she will receive:
'Well, if you're a man of the noble fame,

You'll tell to me what will happen mysel'.'
D.b. sta. 13.

'What happens to me when I am gone?'
'You'll be seven years a porter in hell.'
F sta. 9.

The same re-interpretation of the penances as'punishments in
hell and the same request to know the punishment is made in

The Cruel Mother:

'0 bonny babies, can ye tell me,
What sort of death for you I must die?!

'Yes, cruel mother, we'll tell to thee,
What sort of death for us you must die.'
C.M. 1 stas. 12 and 13.

It is Clear, however, that in the British ur-ballad of the
Magdalen, penances were allotted, after which, as in thé

Scandinavian vérsion5101 and the medieval legend of the

Magdalenlog, Jesus received her into heaven:

'When thou hast thy penance done103,

Then thoust come a mayden home.'
A sta. 15.

'Seven years ye'll be porter of hell,
And then I'11 take you to mysell.'

B sta. 2.
'In~é'it is suggested that the Magdalen's penance will restore
‘her lost virginity; the concept that God rastores the penitent
‘soul's maidénhead is found also in the early thirteenth century

work, the Ancrene Riwle104:

" ne beo neauer his leof forhored with se monie deadliche
sunnes . sone se ho cumes aghain to him . he ma-kes hire
neowe maiden . for as Seint Austin seis . Swa muchel is
bitwe-ne godes neohleachinge & mon-nes to wummon . that
monnes nehlea-chinge makes of meiden wif. & Godd makes of
wif meiden. Restituit inguid Iob genus integrum.

The penances assigned to the Magdalen in the British
ballads are without exact parallel. In the Scandinavian

versions, based on the penitential life of SS. Mary Magdalene
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and Mary of Egypt in the desert105

of St. Martha in the wood106, the Magdalene is condemned to

fast for seven years or more107, eating nothing but poor food,

such as grass, dry apple, earth or leaveleS, and drinking

109

or, as Child believed,

nothing but dew In most British versions of the Magdalen

ballad and The Cruel Mother, penances are allotted for seven

years each, the normal period assigned each mortalAsin in
the éarly church: as late as the fourteenth century this
tradition, of seven years fasting and abstinence for crimes
such as adultery, perjury, fornication or homicide, was the
official one, though it was not widely practisedllo.

The British penances alone involve metamorphosis: the
oldest and most widespread penanceslll are that the Magdalen
must be a stone, then a clapper in a bell, and finally serve

seven years in hell:

'Penance I can giue thee none,
But 7 yeere to be a stepping-stone. '

'Other seaven a clapper in a bell,
Other 7 to lead an ape in hell.'
' ‘ A stas. 13 and 14.
Often these penances are described slightly differently: the

Magdalen is to be a "stone for many a poor palmer to rest him

upon”llg, "a stane in a cairn”113 or "a stone in the street"ll4,
or she is "to roll a stone”llS; she is '"to be a church bell”llG,
or "a tongue to the bell”ll7, "a tinglin bell"ll8, "a sairan
bell"119 or "a'wgrnin bell"l2o. However, the bell metamorphosis

is“usually misunderstood and changed to 'ringing a bell' for

121

seven years even in the Irish Magdalen ballad The change

Was complete by the early nineteenth century in some Scottish

versions of The Cruel Mother122 and yet the metamorphosis is

retained in other more recent versions of this ballad, and of
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course the rationalisation to ringing a bell might occur
independently at any time. |

Version A of the Magdalen ballad is the only one to have
'leading apes in hell'; in the Glenbuchat version (C sta. 12.3),
-the penalty is to be "cook in hell', but more usually the benance

o 1
is to be 'porter in hell!' for seven years‘23

This medieval
‘tradition, diScussed below, is best preserved in early nineteenth

century Scottish variants of The Cruel Mother and in the Irish

Magdalén ballad, again suggesting that the latter is derived from
a version known in Scotland by about 1800. In other variants of

The Cruel Mother the penance has been changed, to spending seven

1
years in he11124, spending the rest of one's life there‘25,

127

suffering hell's painslz6 or burning in hell

By about 1800, because the significance of the stoneAand
bell transformations was not understood, extra punishments were
added of metamorphoses into a bird, fish or animal. This is
found in the Glenbuchat Magdalen ballad:

'Ye'll be seven year a cocky to craw
An' seven year a catty to maiw.

'Ye'll be seven lang years a stane in a cairn

An' seven years ¥e'll go wi' bairn.!
C stas. 10 and 11.

These folk punishments appear to have little penitential signifi-
cance, though the protracted pregnancy128 is a suitably ironic
penalty for an infanticide.

.In the Cruel Mother variants, the usual punishments of this

kind are to be a fowl in the woods129 or é bird in the treelso

‘(once an owl and once a hawklgl) and to be a fish in the flood132

134). Other penances, some mere
35, to be

or in the sea133 (once a whale

corruptions of the above, are to be an eel in the pooll

"digging a ditch”136, to be old horse—bonesl37, to "walk unwell"

139

or "walk alone”138 and to be '"covered with blood"
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There is some evidence that English country people had
a superstitious belief that the souls of the dead could take
thé form of animalsl4o. Nevertheless, Wimberly's view141‘that
the original ingspiration of the penances -in Child 20 and 21
was a primitive belief in reincarnation or the transmigration
of souls seems somewhat simplistic. Transformation in the
ballads is usually linked rather with superstitions concerning

142

witchcraft and magic It seems most probable that the

metamorphosis punishments in the British ballads are the
result of misunderstanding and folk embroidéry of more
ofdinary penances in the ur-ballad, such as standing in cold
water143 or in the church paths for all to sée144, living in
the wilderness among rocksl45, eating or moving stonesl46.
Misﬁnderstaﬁding of the penances would be easier once they
had been reinterpreted as purgatorial punishménts taking place
after death.

An alternative hypothesis is that a symbolic assertion
of humility by the Magdalen has been misunderstocod as literal
metamorphosis: for example, the Finnish 'Mataleena' expresses
to Christ her willingness to undergo any penance, whether as
a bridge over the sea, a brand in'the fire or a coal in the
furnacel47. Similarly, the essential punishment of seven-year
sentences toibe a stone or the clapper in a bell lies in
being reduced to a lowly position and having one's pride
mortified.

Punishment by transformation is fbund in Catholic legend
but, whether or nof a remnant of pagan thought, does not imply
~any coherent belief in the transmigration of souls. A biblical

precedent is the punishment of Lot's wife, whom God turned




. proverb "old"

264

Chapter Ten: The Maid and the Palmer

into a pillar of salt: this is found in a Moravian analogue of

the Magdalen ballad148. Petrification is a feature of some

49

saints' legends1 A curious English folk tale alluded to in

0

Hamlet15 relates that Christ, disguised'as a beggar, turned

a bakeéer's daughter into an owl as a punishment for her niggard-

liness. The Christian soul is often visualised as a bird in

Catholic legend and in folklorelSl. Medieval conceptions of

the punishments of purgatory were often fanciful: St. Thebaud

released by a trental of Masses a soul trapped in a lump of

152
e .

)

ic according to a recently recovered Irish folk tale,

an inhospitable woman underwent punishment after death in

the shape of an ee1153.

‘Textual evidence suggests that the function of the

penances in the British Magdalen ballad had been misunderstood

and hence treated only half-seriously by about 1600. The

precise meaning of the phrase 'lead an ape in hell' is still
in doubt154. It is first recorded in a popular fortune-teller's

manual of about 1560, as a punishmeht suffefed after death by

women who spurn their lover5155:

A mickle truth it is I tell

Hereafter thou'st lead Apes in Hell:

For she that will not when she may,

When she will, she shall have nay.
The phrase is then used, but never clearly explained, by a host
of fashionable writers from the 15705 to about 1610156. Quite
possibly the saying was not understood, except as a proverbial

punishment for old maids. By 1602, Samuel Rowlands calls the
157,

- There's an old grave Proverbe tell's vs that
Such as die Maydes, doe lead Apes in hell.

Janson shows that a woodcut illustration of Venus or Folly

leading an ape was well-known in England in the sixteenth century,
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and that the ape wés thought of as an embodiment of male sexual
rapacity at that date; he quite plausibly.suggests that the use
of the phrase in the ballad implies that a woman who had been
conspicuously unchaste on earth has been abtly condemned to
expiate her sins "by continuing her career_bf venery in hell

158. Buchan's suggestion that

with a most unpleasant partner"
a punishment normally reserved for old maids is "a penitential
irony of Dantean appositeness"159 also seems péssible.

"If the phrase is, as Child thought, "a burlesque variatién”l&
of the portership in hell, this suggests a date of about 1600 or
before for the Percy version of the Magdalen ballad, when fhe
phrase seems to have been most fashionable. Certainly the

comic rdle of porter in hell, the infernal counterpart of

St. Peter, was popular much earlier. A 'janitor' of hell takes

part.in the Middle English Harrowing of He11161, whilst in the

Townéley play on the subject, the cheeky portér who bandies

162. Shakespeare's

163

allusions to the hell porter in Macbeth and Othello -show

that the character retained its associations with low, ribald

 comedy throughout the sixteenth century.

‘The seven-year portership of hell in The Maid and the

Palmer seems, therefore, to have béen a comic addition to the
origiﬁai penances when tﬁe serious religidus purpose of the
ballad was no longer uhderstood, probably in fhe sixteenth
_Centdry. This presupposés that an older version of the ballad

was known in English before the Reformation, when the leggnd

of St. Mary Magdalene would not have been treated flippahtly.

The extant Scandinavian versions are serious in tone.
However, once the memory of medieval drama had faded,

the portership of hell wau underztood not as comic, or as a
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fitting penance for a wanton, but as terrible punishment after
death. By about 1800 the Magdalen ballad, which had originally
ended with Christ's promise of ultimate redemption, acquired
an extra stanza in which the heroine accepted all her punish-
ments except the sojourn in hell:

'Weel may I be a' the other three,

But porter of hell I never will be.!

B sta. 3.

This is to be interpreted not as an ungracious rejection of

penance by the Magdalen, but rather as emphasis of the dreadful

nature of hell. The stanza, widespread also in The Cruel Mother,
even acquired an unconsciously ironic religious 0ath164:
'Welcome, welcome, warnin bell,

But the God o Heaven keep me out o hell,
C.M. 9 sta. 17

The Irish Magdalen ballad has lost the stanza in which Christ
promises forgiveness and instead ends with én exclamation which’
seems to .imply that the Magdalen does not know to whom she is
speakingl65:
" 'I'11 be seven long years a-ringin' the bell
- But the Lord above might save my soul
From portin in Hell.'
D.b. sta. 16.
However, the identity of the maid and the palmer was known in
Ireland and thus one version attempts to make sense of the stanza
as. a plea of the Magdalen before she is given penance:
'Oh for if you're the Lord that rules on high ...

Oh the Lord may save my soul from Hell.'
E sta. 6.

. Though all extant versions of the British Mag_da-len ballad_arg'
.corrupt, the song is very effective. The irony of the Magdalen's
réligious oath and futile attempt to deceive the'palmer would be
.fully appreciated.only ifAthe ballad audience élready knew the

1egend of the Magdalen, or the gospel story of the Samaritan
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woman. The enormity of the Magdalen's crimé, the relentless
revelation of the burial-places she had supposed secret, and

the horrified exclamation on the pains of héll remain mysterious
‘but powerful even when the medieval legend has been forgotten.
The originél British Magdalen ballad, like its Scandinavian
counterpart, tempered justice with mercy in the Sacrament of

Penance, and the medieval audience was thus both entertained

and instructed.
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NOTES TO CHAPTER TEN

Jn. IV.3-30.

Pope Gregory the Great was influential in establishing the triple
identification: see H.M. Garth, Saint Mary Magdalene in Medieval
Literature, Baltimore, 1950, p.19.

Lk. VII.37(-50); in Matt. XXVI.6-13 and Mk. XIV.3-9, the incident
takes place at Bethany, in the house of Simon the Leper; in Jn.

" XI1.1-8, it is Mary of Bethany who anoints Christ's feet.

Thomas Percy, Religues of Ancient English Poetry, ed. H.B. Wheatley,

3 vols., New York, 1966 (first printed 1886), I, p.lxxxv: the

folio contains one song referring to the capture of Banbury in 1642
and another, 'The King inioyes his rights againe', which includes

a statement that Charles I and his father have reigned for forty years.

The rhyme wash : flesh probably depends on 'wash' having a variant
in M.E. '8', originally a feature of West Midlands and Kentish
dialects, but later widespread: see Dobson, English Pronunciation
1500-1700, II, para. 59, note 2, p.550; the pronunciation 'wesh'
survives in Northern England and the West Midlands according to
E.D.D., VI, p.391, 'wash'.

1 1 1,2

A" - r (refrain) = A~ - r - AA” - r; a similar pattern which would

fit the same tune is Al - r - A2 -r B 32 -

Bronson, Ballad as Song, p.46: 'There was a mayde cam out of Kent'
a song fragment in William Wager's play, The Longer Thou Livest
the More Fool Thou Art (1568) has this pattern.

Bronson, Ballad as Song, pp.46-48, however, associates the pattern
with dance-tunes. The pattern is occasionally found in variants of
tragic ballads, e.g. Child 10 B, 20 F, 65 I and 286 A. Child 26 A,
The Three Ravens, a tragicsong of the early seventeenth century,

has the 'Lillumwham' pattern, but later variants which retain the
pattern have acquired a comic tone, e.g. Bronson 26 nos. 6, 15 and 18/

Child 185 and 276 A.

Bronson 277 nos. 37, 46, 49 and 55; cf. Bronson 278 nos. 43 and 44,
though the pattern in “these variants is ALl — r - AIAZ —r,

Bronson, Baliad as Song, p.46.

Bishop Percy's Folio Manuscript: Loose and Humorous Songs,
ed. F.J. Furnivall, London, 1868, reprinted by ? Jenkins, 196-,

pp.96-98.

Ibid., pp.87-88: & bold song urging young men to assail their girls
and heed no denial.

Ibid., pp;89—91: an obscene song about two lovers sporting in a wood.

Ibid., pp.92-93: a young man offers forty crowns to enjoy a maid.
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16.

17.

18.

19.

20.

21.

22.

23.

24.
25.

26.

27.

28.

29.

30.
3l.
32.
33.
34.

' 35.

36.

Ibid., pp.94-95: love-song of a young man whose lady's mill has
plenty of water.

Ibid., pp.99-100; Cecil Sharp's Collection of English Folk Songs,
ed. M., Karpeles, 2 vols., London, New York and Toronto, 1974, II,
no.316, 'The Crabfish'.

C.K. Sharpe, A Ballad Book, ed. D. Laing, Edinburgh and London,

1880, p.157.

See below, Appendix F, M.P. version C, note on source.

See D. Buchan, 'The Maid, The Palmer and The Cruel Mother' in the
Malahat Review, no.3 (1967), pp.98-107, on p.l0l.

Cf. also the refrains of Child 18 A and C, and 217 J stas. 2.3-4 and 3.1-¢

A fragment containing elements of Child 21 A and B in Niles, Ballad

Book, p.89 has been discounted as spurious: see above, Chapter Two,
18-19.

p-

T. Munnelly, 'The Man and his Music ... John Reilly' in Ceol:

A Journal of Irish Music, IV, no.l (1972), pp.2-8, on p.3; I am
indebted to Mr. Munnelly for his kindness in sending me tapes of
M.P. versions E and F, with details of collection of D.

A letter to me from Tom Munnelly dated 4 May 1978.
A letter to me from Tom Munnelly dated 12 April 1978.
See D.g.F., 98 A and B in vol.II, pp.530-536; C - F in vol.X,

pp.204-208. (Other Scandinavian versions dlscussed in D.g.F., III,
pp.889-892, have not been included in this study).

D.g.F., 98 A; translated by Prior, Anc. Danish Ballads, II,
pp.27-28.

D.g.F., II, p.533, 'Swedish A'; 'Swedish C', from fhe early
nineteenth century, is translated and bowdlerised by W. and M. Howitt,

Literature and Romance, I, pp.282-284.

"Sver ei, sver ei, sialig vif'": see J. Helgason, {zlensk Fornkvaé@i
IV (Bibliotheca Arnamagnae.ana, Series B., vol.13), Copenhagen, 1963,
p.15 and introduction, pp.xiii-xv; I am indebted to my supervisor,

"Mr. J.S. McKinnell, for this reference.

See E.S.P.B., I, pp.230-231.

Ibid., pp.231-232.

E.S.P.B., II, pp.500-501; Fowler, Literary History, p.44 and note 46.

E.S.P.B., I, pp.218-220.

Ibid., p.230; D. Buchan, Malahat Review no.3, p.1l03.

D.g.F., 98 A sta. 5.

Tubach, Index Exemplorum, nos. 2729, 2735, 2739, 4667 and 2730
(Alphabet of Tales. no.320). :
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37.

38.

39.

40.

41.
42.

43.

44,

45,

46.

47.

48.

49.

50.

51.

N. Davis, ed., Non-Cycle Plays and Fragments, (E.E.T.S., S.S. 1),
London, 1970, no.VIII, pp.c-cxi, 106-113: the play fragment was
written down in the second quarter of the fifteenth century. For

a close analogue also of the fifteenth century, see Horstmann,
Altenglische Legenden, 1881, pp.334-338; cf. also Tubach, Index
Exemplorum, no.2731 (Alphabet of Tales, no.209 and see also no.206).

Lk. VIL37.

For details of the tragic life of John Reilly see Munnelly, Ceol,
IV, pp.2-3 and below, Appendix F, note on source of M.P. text D.

E.g. the refrain, 'I am the fair maid of Coldingham' in M.P. text C
and Child 20 A sta. 3.3, "She's counted the leelest maid o' them a'.
Cf. also Child 20 C sta. 5, occurring also at C.M. 1 sta. 6; 9 sta. 7;
17 sta. 7. Note that to avoid confusion in this chapter line numbers
of M.P. and C.M. are given as they occur in a stanza which includes
the internal refrain, except in the case of M.P. text A, where the
line numbers are cited as they appear in E.S. P.B B., I, p.232.

C.M. 1 sta. 12; 5 sta. 7; 14 sta. 10 etc. But see also Child 20 H
sta. 15.

F occasionally has the second line refrain, ”Falthfully true and
only—O” see stas. 4 - 6 and 12.

C.M. 1 and cf. C.M. 2, 5, Q, 9, 10; Bronson 20 no.l12 (fragment). The
C.M. version in the Glenbuchat MS., which lacks a penance ending, has
the refrain "Hey a Rose Malindey ... Down by the green wide side 0":
see Buchan, Malahat Review, no.3, pp.106-107. As Bronson notes in
Trad. Tunes, I, p.276, this refrain is specifically Scottish.

C.M. 3 and cf. Bronson 20 nos. 14, 38, 39 and 43 where the second line
refrain includes the word lily!'.

C.M. 14. This pattern, in which the second line refrain uses the
words 'alone' or 'lonely', is much the most common, occurring in
c.M. 8, 13, 15 - 27, 29, 30 and 32 and in many versions without the
'penance ending', e.g. Child 20 D, E, G, H; Bronson 20 nos. 4, 6,
7, 9 etc.

See the refrains to Child 11 A, C, E, F, I, J, K; 11 B and G have

as second-line refrain, "Fine ine flowers in the valley", like some
C.M. versions, e.g. Child 20 B, L-(i.e. C.M. 4) and C.M. 28.

See Greene nos. 190 B sta. 8.1, 199 sta. 11.1 and the burden of
no. 196.

Cf. Child 157 F sta. 3, G sta. 18, H sta. 8 etc.

Child prints 'while' for 'white', since in the MS:. the word is not
clear: &see Percy, Loose and Humorous Songs, ed. Furnivall,. p.96,
note 1. Either word makes sense but 'white' seems preferable as a
continuation from 'white' in sta. 1.2.

Cf. Child 62 B sta. 10.1; 277 A sta. 2.1, B sta. 4.1.

Garth, St. Mary Magdalene, pp.60-61, quoting 'Hrabanus Maurus',
De Vita Beatae Mariae Magdalenae et Sororis ejus Sanctae Mariae
in P.L. CXII columns 1433-1434; see Caxton's Golden Legend, IV, p.74.
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52. "favr og fin": see D.g.F., 98 C and E sta. 2.1.
53. E.S.P.B., I, pp.231-232.

54. Cf. E sta. 1.1; M.P. texts F sta. 1.1 has "young man" (partially
prompted by Tom Munnelly); G sta. 2.1 has "man". Cf. also Child

11 B sta. 1.

55. Tubach, Index Exemplorum, nos. 987, 1018; Alphabet of Tales no.365.
Palmers or pilgrims are common in British traditional balladry,
either as bringers of news or as a suitable disguise for the hero:
Child 30 sta. 8; 66 E sta. 42; 129 sta. 27; 140 B sta. 8; 141
sta. 10; llf stas. 10, 11; 266 A sta. 11..

56. 0.E.D., VI, Pt.I, p.255, 'may', sb.l, 'a maiden virgin', used by
Spenser and Greene.in the late sixteenth century; it survives in
Scottish and Northern English usage according to E.D.D., IV, p.63,
'may', sb.Z2.

57.. E.g. C.C. III (Child 55.b.) sta. 19.1; cf. H.W. 1 sta. 4.1-2.

58. O.E.D.{ IX, Pt. I, 'strand', sb. 2, 'stream, brook, or rivulet':
.chiefly Scottish and Northern English. The word occurs later in
M.P. text C (sta. 3.1).

59. E.g. D.g.F., 98 E sta. 1.3.
60. E.g. D.g.F., II, p.533, 'Swedish D', sta. 1.

61. Cf. those exempla in which Christ appears in the form of a leper:
Alphabet of Tales, nos. 416, 439 and 440.

62. JIn Child 42 A stas. 4 - 6, Clerk Colvill's meeting with a maid washing
a sark at a well is a prelude to seduction; cf. 2 Samuel XI.2 where,
however, Bathsheba is washing herself, not her clothes.

13. Jn., IV.7.

64. E.g. D.g.F., 98 A sta. 3.2; 98 D sta. 2.1.

65. 'Cf. Matt. X.42. Reference to having no vessel (a bucket) occurs
also in the story of the Samaritan woman, Jn., IV.1l.

66. Cf. Mk. VII.8.
67. Jn. IV.10.

68. The phrase 'cups and cans' (A sta. 6.2) occurs in other traditional
ballads: see Child 53 B sta. 18.2, 91 B sta. 20.3. In the Irish
Magdalen ballad (Q, E, F sta. 3), Christ replies merely that the
woman would give her lover a drink if he were dry; the stanza has
dropped out of B, C and G.

69. Dobson, English Pronunciation, 1500-1700, II, para.l54, pp.679-680.
The pronunciation was probably acceptable, even if not normal, in
the eighteenth century or later: see Child 153 sta. 21.3, internal
rhyme of Rome : doom; 110 E sta. 12, rhyme of moon : Rome
(Aberdeenshire). S

70. Cf. Child §§ sta. 8.3, '"An she sware by the meen and the stars abeen."
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71.

72.

73.

74.

75.

76.
77.

78.

79.
80.

8l.

82.

83.

84,

85.

86.

87.

88.

89.

90.

Cf. Jn. IV.17.

D.g.FT, II, p.534, 'Swedish C', stanzas 5 - 7; cf. the false oath of
the Scots prisoner in Child 9 A sta. 10, C sta. 4.

E.g. Child 116 stas. 59, 60, 102, 155; Child 117, stas. 64, 66, 91 etc.

E.S.P.B., III, p.l115, lines 168-170; cf. 'The King and the Barker',
sta. 47, E.S.P.B., V, p.80; 'The Erle of Tolous', lines 599-600,
793-794 and 'Eger and Grime', lines 1263-1264, in French and Hale,
M.E. Metrical Romances, pp.40l1, 407 and 711.

Jn. IV.17-18: 'Jesus said unto her, Thou hast well said, I have
no husband: For thou hast had five husbands; and he whom thou
now hast is not thy husband." :

E.g. D.g.F., 98 A and D, sta. 5; B, C sta. 4.

M.P. texts B, C, refrain at fourth line; D.b. sta. 4.3.

Cf. Child 35 sta. 8.3-4; 68 A sta. 17; 110 E stas. 12, 13;
200 B sta. 9.

Cf. Child 68 D sta. 21, G sta. 7, J sta. 25.
Cf. D.b. sta. 5, d sta. 4; F sta. 5.

S.E.L. I, p.180, line 22b, p.248, line 47b; Child 100 A sta. 6.2;
Shields, Folk Life, X, 'John Barbour', stas. 4.2, 5.2.

Child 11 B, F, G sta. 6: the rhyme is sister Anne : brother John.

D.g.F., 98 A and D sta. 7; B, C sta. 6; the sin with the parish
priest is always described as the worst sin of all.

S;E.L., I; p.136, lines 9 - 10; the worst sin of which Guinevere
(falsely) accuses Craddock's lady in Child 29 sta. 34.1 is having
"Preists, clarkes, and wedded men'" in her bed.

Garth, St. Mary Magdalene, pp.24-25.

On the power of the strictly celibate Catholic priest in rural
Ireland, see K.H. Connell, Irish Peasant Society : Four Historical

Essays, Oxford, 1968? pp.113-161. .

E.S.P.B., I, p.219.

But cf. 'Swedish C', stas. 10 and 11 (D.g.F., II, p.534), in which
the Magdalen is accused of sinking one child in the sea and one in

a stream.

D.a. sta. 10, b. sta. 9; F sta. 7: the stanza is parallel to the
earlier one in which the Magdalen asks Christ who the fathers of
her children are.

0.E.D. VI, Pt.I, p.138, 'lead' sb., sense 5a: perhaps a popular
hiding place in the sixteenth century, judging by Diccon's question,
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9l.

Q2.

93.

94.

95.

96.
97.

98.

99.
100.
101
102.
103.
104.

105.

cont'd

'Have you not about your house, behind your furnace or lead,
A hole where a crafty knave may creep in for need'

in Gammer Gurton's Needle (c.1566, printed 1575), IV.iii,
in Anonymous Plays, 1550-1565 (Early English Drama Society, 3rd
series), London (privately printed), 1906, p.135.

0.E.D., IX, Pt.I, p.l1146, 'stripe', sb. 1, 'Scottish: a small
stream or rivulet.'

0.E.D., III, p.358, 'dike, dyke', sb., sense 6b.
M.P. text D.b. sta. 10.1, however, has ”kitchen fire'".
5.E.L., I, no.53, pp.302-313 and Caxton's Golden Legend, IV,

pp.72-89: the Magdalen sails to Marseilles with Martha and Lazarus
and converts the king of the country.

Garth, St. Mary Magdalene, pp.ll, 93.

Ibid., pp.31l and 93, citing St. Gregory the Great, XL Homiliarum in
Evangelia, Liber II, Homilia XXXIII in P.L., LXXVI, column 1239;
see also S.E.L., I, p.304, lines 39-40.

Love, Mirror of the Blessed Life, Pt.III, chapter 22, pp.114-120.

W.A. Hinnebusch, The Early English Friars Preachers, Rome, 1951, p.323.

'Hope'! here means 'believe, infer, or suppose', an obsolete usage
recorded first in the fourteenth century and last in the mid-
seventeenth century: see M.E,D., IV, p.933, 'hopen', sense 2a
and 0.E.D., V, p.380, 'hope', vb., sense 4. :

E.g. D.g.F., 98 A sta. 8, B sta. 7; also 'Swedish C' sta. 13

(D.g.F., II, p.534).

E.g. D.g.F., 98 A sta. 15; B stas. 14, 15.

Garth, St. Mary Magdalene, p.55, citing 'Hrabanus Mauras', De Vita

~Beatae Mariae Magdalenae, P.L., CXII, column 1502; in S.E.L., I,

p.351, lines 77-79, St. Martha sees angels bear her sister's soul to

"heaven.

The rhyme done : home was possible on [u:] from the fifteenth to the
seventeenth centuries and, like.the other evidence of end-rhymes,
generally supports a Northern provenance for version A: see Dobson,
English Pronunciation, 1500-1700, II, paras. 4 and 148, pp.452 and

674.

The English Text of the Ancrene Riwle edited from Cotton MS. Titus
D.XVIII by F.M. Mack (E.E.T.S., 0.S. 252), London, 1963, p.146,
lines 3-9; Job XII.Z23.

.S$.E.L., I, p.140, lines 105-120 and Caxton's Golden Legend, I1I, p.l1l08:

St. Mary of Egypt was sustained for seventeen years by three loaves
which became as hard as stone and thereafter she lived on herbs. S.E.L.,
I, pp.312-313, lines 279-290: St. Mary Magdalene was daily refreshed
by the songs of angels in- the desert and hence needed no bodily repast.
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106.

107.
108.

109.

110.
111.

112.
113.
114.
' 115.
116.
117.
118.

119.

120.
121.

122.

123.

124,
. 125.

126.

E.S.P.B., I, p.229, quoting Vincent de Beauvais, Speculum Historiale
Vincentii (Venetiis, 1494), IX, p.l00, which states that St. Martha
lived the first seven years on acorns, roots, herbage and wild apples ,
and rested on branches and on a stone. This penance is not mentioned
in the life of St. Martha in S.E.L., I, pp.348-355 or in Caxton's
Golden Legend, IV, pp.135-140.

D.g.F., 98 A sta. 9, C sta. 8 (seven years); B sta. 8 (fifteen years);

D sta. 9 (eight years).

D.g.F., 98 A sta. 10; B sta. 9; C sta. 9; 'Swedish C' sta. 15
(D}g.F., II, p.535).

D.g.F., 98 A sta. 11; B and C sta. 10; D sta. 12.

Tentler, Sin and Confession, pp.17-18, 322-327; William of Shoreham,
Poems, 'The Seven Sacraments', I1.4.iii, p.37, lines 1037-1043.

On the precise distribution of the penance stanzas in M.P. and C.M.
texts, see below, Appendix F, description of texts.

M.P. text B sta. 1.3. (allowing for the forgotfen refrain at line 2).
M.P. text C sta. 11.1.
C.M. 32 sta. 7.1.

C.M. 28 sta. 7.1 and 30 sta. 12.1.

C.M. 1 sta. 15.1.

C.M. 10 sta. 13.1.

C.M. 5 sta. 9.1.

M.P. text C sta. 12.1 (? a 'sair-rung' bell?); Buchan, Malahat
Review no.3, p.99, suggests 'sairing or alms bell' or that, as the
second 'a' could be a 'd' in the Glenbuchat MS., 'sairdn' might

‘be a mishearing of 'sair-dung' meaning ‘much used, much hit'.

C.M. 9 sta. 15.1.
M.P. texts D.a. sta. 15, b sta. 14, d sta. 8; E sta. 7.1l.

C.M. 3 sta. 7.1; 4 sta. 9.1. Twentieth century versions which keep
the 'bell metamorphosis' are C.M. 9 and 10 (see above, notes 117, 120).

M.P. texts B sta. 2.1; D.a. sta. 16, b sta. 15, d sta. 9 ('portin
in hell'}; F sta. 9.3; C.M. 1 sta. 15.3; 3 sta. 7.3; 7 sta. 5.3;
14 sta. 11.3 (Irish); possibly also C.M. 30 sta. 13.3, "Whether
§Shr portion is heaven or hell"; c¢f. C.M. 15 sta. 3.3, 'keeper of
hell's gates'" and C.M. 26 sta. 13.3, "a keeper in hell".

C.M. 2 sta. 10.3; 5 sta. 9.3 (seventeen years); 9 sta. 15.3;
1l sta. 7.3; 17 sta. 15.3; 28 sta. 8.3; 30 sta. 7.3

C.M. 10 sta. 13.3; 20 sta. 6.3; 2la sta. 5.3; b sta. 6.3; 24 sta. 5.3;
25 sta. 7.3; 27 sta. 15.

C.M. 6 sta. 1.3; 10 sta. 15.3.
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127.

128.

129,
130.

131.

132.

133.
134.
135.
136.
137.
138.
139.

140.
141.

142.

143.

144,

145.

146.

C.M. 13 sta. 10.3; 22 sta. 10.1; 31 sta. 8.3; cf. 32 sta. 6.1,
"born in hell",.

See Child's introduction to'Willie's Lady? (Child 6), E.S.P.B., I,
pp.82-85; c¢f. the story of the maligned clerk whom God vindicated
by allowing his accuser, the bishop's daughter to suffer a protracted
childbirth, Alphabet of Tales, no.380. '

C.M. 1 sta. 14.1; also 'bird' in the wood: - see C.M, 5 sta. 8.3;
9 sta. 14.3; 10 sta. 12.3; 1l sta. 6.1.

C.M. 2 sta. 9.1; 3 sta. 6.3; 14 sta. 10.3; cf. C.M. 13 sta. 9.3,
"burning a bush', probably originally "bird in a bush".

C.M. 27 sta. 14.1; C.M. 26 sta. 12.1.

C.M. 1 sta. 14.3; 5 sta. 8.1; 9 sta. 14.1; 10 sta. l2.1 ("fish
in the pond" but rhymes with "wood"); 26 sta. 12.3; 11 sta. 6.3;
cf. C.M. 8 sta. 23.1, "fish in the mud". "Fish in the flood" is
a traditional phrase: see Lyrics XIII no.8, line 2; Child 67 C
sta. 1.3; 97 B sta. 21.1-2; 110 D sta. 2.6.

C.M. 2 sta. 9.3; 3 sta. 6.1; 7 sta. 5.1; 29 sta. 16.3.

C.M. 27 sta. 14.3

C.M. 2 sta. 10.1.

C.M. 13 sta. 9.1 (probably originally 'fish in a ditch').

C.M. 7 sta. 5.2.

C.M. 8 sta. 24.1; C.M. 26 sta. 7.3.

C.M. 8 sta. 23.2: a fitting punishment for a murderess.

R. Scot, The Discoverie of Witchcraft (1584), introduced by

H.R. Williamson, Arundel, 1964, p.139; Deane and Shaw, Folklore
of Cornwall, pp.l08-109 and 134.

Wimberly, Folklore, pp.33-37.
See Child 31, 32, 34 - 36, 39, 44 and 270.

Caxton's Golden Legend, III, p.96; Alphabet of Tales, no.384;
cf. Child 86 A sta. 22 and a Norwegian Magdalen ballad in D.g.F.,

111, p.889f, 'Norwegian D' (not printed in full: see E.S.P.B., I,

p.229).

A punishment in Slavic and Moravian analogues summarised in
E.S.P.B., I, pp.230-231; according to 'The Parson's Tale' in

. Chaucer, Works, ed. Robinson, p.229, lines 106-108, infanticide

merits the solemn penance of being put out of church during Lent.
S.E.L., I, p.312, lines 279-281 (Life of St. Mary Magdalene).

Tubach, Index Exemplorum no.4629 and Alphabet of Tales no.569; on
'eating stones', see above, note 105.
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151.

152.
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154.

155,
156.
157.

158.

159.
160.
161,
162. .
163.

164.

165. "

E.S.P.B., I, p.230.

Genesis XIX.26; E.S.P.B., I, p.23l. ,

i
E.g. a recently recovered folk tale of St. Columba in S. 0'Sullivan,
The Folklore of Ireland (Batsford "Folklore of the British Isles" -
Series), London, 1974, p.93.

W. Shakespeare, Hamlet (A New Variorum Edition of Shakespeare) ed.
H.H. Furness, vol.I, London and Philadelphia, 1905, p.332, note on
IV.v.40-41; S. Thompson, Motif-Index of Folk Literature, 6 vols.,
revised and enlarged edn., Copenhagen 1955-1958, no. C.A1958.0.1.

Wimberly, Folklore, p.51l; Alphabet of Tales, no.497; Prior,
Anc. Danish Ballads, II, pp.64-65, stas. 28, 32; E.S.P.B., IV,
p.521.

S.E.L., II, pp.468-469, lines 131-172.
Béaloideas, XXI, tale no.93, pp.210-211 with English summary p.298!

See E. Kuhl, 'Shakespere's '"Lead Apes in Hell" and the Ballad of
The Maid and the Palmer' in S.P., XXII (1925), pp.453-466; Kuhl's
arguments are ably confuted by H.W. Janson, Apes and Ape Lore in
the Middle Ages and the Renaissance, London, 1952, pp.206-208.

Kuhl, S.P., XXII, p.463 ('The Book of Fortune').
Ibid., pp.454-455, footnote 8.

Ibid., p.457 ('Tis Merrie when Gossips meete, C4).

Janson, Apes and Ape Lore, p.208 and figure 10, p.205; in Tubach,
Index Exemplorum, nos. 1530-1532, the devil assumes the shape of

an ape.

D. Buchan, Malahat Review, no.3, p.104.

E.S.P.B., I, p.230.

The M.E. Harrowing of Hell, p.l13, lines 141-144 (Brit. Mus. Harl.
MS. 2253).

Towneley Plays, XXV, pp.296-300, stas. 21-40; see also Play XXX
(Iudicium), p.379, lines 370-376. 1

Macbeth II.iii.l1-20; Othello IV.ii.91-93.

Cf. also C.M. 1 sta. 17; 2 sta. 12; 10 sta. 15; 11 sta. 9;
26 sta. 15. With the exception of the last, these are Scottish

texts.

Cf. M.P. texts D.a. sta. 17, d sta. 10; G sta. 7.
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CHAPTER ELEVEN

THE SURVIVAL OF A SAINT'S LEGEND:

'STR HUGH, OR THE JEW'S DAUGHTER' (CHILD 155)

Sir Hugh will not be considered in as much detail as the
other ballads of this study, since in most versions it is not
recognizably religious, except insofar as it displays general
religious prejudice against Jews. The ballad has obviously
been preserved not for its religious message but for the
suspense and pathos of its story of child murderl. The
climactic structure'and striking dialogue of the earliest
Scottish versioﬁs compensate somewhat for the ballad's
distasteful, indeed horrificz, theme, the alleged ritual
murder of a Christian boy by Jews. For the last hundred years,
however, the ballad's chief use has been as a frightening or.
sentimental children's song3 and in this truncated and frequently
garbled form its artistic value is not high. Some modern
American variants are, indeed, merely grotesque

'O take those finger-rings off my fingers,
Smoke them with your breath.' .

The interest of Sir Hugh for this study lies in its illustration
| of how a popular and unedifying saint's legend has survived for
seven centuries, despite religious Reformation and migration

ﬁo another confinent.

The crucifixion of a Christian boy by Jews is first
recounted, by the ecclesiastical historian Socrates, as taking
place at Inmestar in Syria in the fifth century. The Jews
éhéré were in the habit of holding sports.ambng themselves and

on one occasion, prompted by drunkenness, they began to deride

Christianity5
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They derided the Cross and those who hoped in the
Crucified, and they hit upon this plan. They took
a Christian child and bound him to a cross and hung
him up; and to begin with they mocked and derided him
for some time: but after a short space they lost
control of themselves, and so ill-treated the child
that they killed him. Hereupon ensued a bitter
conflict between them and the Christians: this
became known to the authorities: orders were sent
to the provincial magistrates to seek out the guilty
persons and punish them: and so the Jews of that
place paid the penalty for the crime they had
committed in sport.

This anecdote of Socrates was available in Latin in the

middle ages through the Historia Tripartita of Cassiodorus6

Nevértheless, it seems to have had no repercussions until 1144,
when a boy named William was found dead in Thorpe Wood near
Norwich and it was alleged that the Jews of Norwich had |
crucified him in Holy Week in derision of Chfist. The boy
acquired the reputation of sanctity and was eventually (in
1154) buried in the Martyrs' Chapel in Norwich Cathedral. A
monk of Norwich, Thomas of Monmouth, wrote a Latin life of

'St. William' in 1172 or 1173 which is extant in a manuscript

which may predate 12007. In this work Thomas of Monmouth

asserts, on the authority of a converted Jew named Theobald, that

the Jews' motive in murdering William was a sacrifice to enable

them to return to their homelandg:

He verily told us that, in the ancient writings of

his fathers, it was written that the Jews, without
shedding of human blood, could neither obtain their
freedom, nor could they ever return to their father-
land. Hence it was laid down by them in ancient times
that every year they must sacrifice a Christian in some
part of the world to the Most High God in scorn and
contempt of Christ, that so they might avenge their
sufferings on Him; inasmuch as it was because of
Christ's death that they had been shut out from their
own country, and were in exile as slaves in a foreign
land. Wherefore the chief men and Rabbis of the Jews
who dwelt in Spain assemble together at Narbonne

and they cast lots for all the countries which the Jews
inhabit; and whatever country the lot falls upon, its
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metropolis has to carry out the same method with the

other towns and cities and the place whose lot is

drawn has to fulfil the duty imposed by authority. Now

in that year... it happened that the lot fell upon the

-Norwich Jews, and all the synagogues in England signified,

by letter or by message, their consent that the wickedness

should be carried out at Norwich. : '

It is possible that this charge of ritual crucifixion was
based on a Gentile misunderstanding of the mockery of Haman, in
effigy or through a human fepresentative,-at the Jewish
festival of Purim, which quite frequently coincides with Easterg;
alternatively, the charge may reflect a dietorted view of Jewish

Passover prayers and ceremonieslo. Needless to say, the Jewish

religion forbids both human sacrifice and the ritual use of

bloodll.

The murder of William of Norwich was very influentiallz:
within a few years eimilar charges were brought against Jews
both in England and on the continent. The most important
murder cases, in which the victims were venerated as saints,
were those of Harald of Gloucester in 1168, Richard of Pontoise
(at Parisj in 1179, Robert of Bury in 1181; Hugh of Lincoln in
1255, Andreas Oxner of Rinn, near Innsbruck; in 1462 and
Simon of Trent in 147513. Onlvaimon of Trent and Andreas of
Rinn were ever officially canonised by the Church14, in 1588
and 1753 respectively. Although.Popes from Iﬁnocent IV in 1247
-to Paul III in 1540 pepeatedly denied allegations that the

15, stories of this typeu

16

Jewish religion involved blood sacrifice
have remained popular almost up to the present day
Roth points out that the case of Willieﬁ.of Norwich and
subseqﬁent achsetions in-England did not involve the allegation
thateéhe Jews collect the blood of Cﬁrietiaﬁ“children‘for ritua}

~or medicinal purposesl7. Nevertheless the origin of the blood
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accusation.may have been the converted Jew Theobald's assertion
that Jews believed they could not regain their homeland ﬂsine
sanguinis humani effusione"lS. The first blbod accusation
seems to have occurred at Fulda in Germany in 1235: thirty-
four Jews of both sexes were put to death after allegations
that two Jews had killed the five sons of-a ﬁiller on
Christmas Day-and collected the blood, for curative purposes,
in bags smeared with wax. The Emperor Frederick II disbelieved
this charge and appointed an expert commission of inquiry which
concluded that the charge was groundlesslg; Henry III of
England, at Ffederick’s request, sent two Jewish converts to
testify to the commission, but reported that a case like that
of Fulda was unknown in Englandeo. By 1247, however, the

blood chérge méy have been well-known on the continent: Jews
arrested after the death of a two-year-old girl at Valréas in
France confessed under torture that they used Christian blood
as a kind of sacrifice in a yearly communion -service héld‘on
the Satﬁrday in Passion Weekgl. Anothef widespread rumour

at this‘time must have been that Jews make their communion at
Passover with the heart of a slain child, since Pope Innocent IV
refutes this ailegation in a letter sent, after the Valréas
case, to the Bishops of France and Germany, on 5 July 124722.

- Both rumours appear in a bull of Gregory X, dated 7 October
1272, which denies that Jews steal and kill children, sacrifice

their hearts or their blood, or eat their flesh and drink their

blood?3.

By the mid thirteenth century a legend had grown up on
the continent which explained the Jews' supposed habit of blood

,'sacrifice. Thomas Cantimpré, writing between 1256 and 1263,
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allegés on the testimony of a converted Jew that the Jews,

ever since tﬁeir proclamation in Matthew's gospel (XXVII.25)

have suffered from haemorrhoids and that a. Jewish prophet
foretold.that_ﬁhe disease could be cured only by the shedding

of Christian blood (by which he meant the sacrifice of the

Mass); since this prophecy, the Jews have cast lots in each
provincé tQ establish which community must produce the Christian
lblbod24. This legend is surely derived from Theobald's |

testimony in the Life of William of Norwich.

Continenfal traditions of the ritual murder charge, though
rare, ﬁggg known in medieval England: the éating of the heart
is found in tﬁe Anglo-French ballad of young Hﬁgh of Lincoln
and the extraction of a Cﬁristian boy's heart'by Jews occurs
in a'fifﬁeenth century miracle story. An eafly fifteenth
century panel_at Loddon churéh.in Norfolk depicts the crucified
, Williaﬁ of Nofwich being stabbed by a Jew whp holds a basin

to collect the blood25.

Neverthelsss, the iegend surrounding the death of the boy
Hugh.ét Lincoln is based on ritual crucifixioh, not the blood
charge: Hugh was alleged to have been crucified by Jews in
July or August 1255 and his body thrown inﬁo a well, where
it waé found by a woman. Miracles followed and Hugh's body
- was‘buried at the Cathedral after a solemn procession and with.the
full honoufs of a‘marfyr; Full accounts of thé suppésed murder;m
differing only in small details, are given in the chronicles of
Métthew Paris énd the monastic annals of Burton and Wavérley26.
| A detéiled account. of these is unnecessafy,_éiﬁce an excellent
summary is giveﬁ by Professér Child27. Appendix H, below, a

table of narrative féatureﬁ chared by Sir Hugh'with its medieval
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analogues, shows that Child 155 undoubfedly derives from
traditions surrounding the death of young Hugh of Lincoln. It
is therefore most likely that the ur—ballad‘éf St. Hugh in
English was composed in the late thirteenth century whilst
interést in the martyrdom was still high: by 1420 offerings
at the shrine of 'little St. Hugh' had dwindled28. An Anglo-
Frenéh ballad of St. Hugh, of 92 stanzas, must have been
written before 1272, since it twice referé tb King Henry 11T
(who investigated the.case) as still living. The maker of
this’ballad obviously had local knowledge of Lincoln and names
as murderers real Jewish suspects of the time29.

' Appendix H also illustrates that the present ballad of
Sir Hugh shares some features with a popular miracle story
(used by Chaucer in his 'Prioress' Tale') in which Jews murder
a boyAwho habitually sings a Marian anthem near their quarters.
Both tﬁis miracle story, which originated before 120030, and
the medieval accounts of Hugh's death seem to have been influenced
by the famous case of William of Norwich3l; which may be the
SOurcé of details such as the Council of Jews32, the testimony of
a converted Jew33 and the disposal of the corpse in the Jews'
privy or 'jakes'34. Brown divides the miracles of the singing

boy into three groups. In group A} comprising thirteen membersss,

the boy generally sings the Marian anthem 'Gaude Maria'; when,
after his death he continues to sing, his mother hears him, and
with a crowd forces an entrance into the Jews'.house; the boy

is dug up alive and well, thanks to the miraculous intervention
of the Virgin Mary, and in conseduence the Jewish murderer is
(usually) converted to Christianity. In the continental 'CGroup B'

'containing ten texts36, the mother drops out of the story: the
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‘singing boy is a chorister who sings the anthem in church and
it is the Jewish murderer who continues to hear the boy's
singing, ié driven to confess, and is baptized.

In 'Group C', containing ten text537 and associated with
Engiand38, the boy is often a school boy, the only son of a
poor widbw, wﬂo sings the antiphon 'Alma Redémptoris Mater!
while returning from schbol through a Jewry. After murdering
the boy, the Jews throw the corpse into a 'jakes'. When her
son does not return at the usual time, the anﬁious ﬁother,
either immediately or the next morning, goes out to search for
her son. The corpse is found because of its singing, and is
given a solemn_funeral. The boy revives briefly only. to
announce that his requiem Mass should be tﬁat of Our Lady,
'Salve Sancta Parens', or to explain his miraculous singing.

Since the 'C-group' texts are the most closely related
to}Sir Hugh, as well as to the '"Prioress' Tale', they alone

are analysed in Appendix H. The 'A-group' tradition, however,

39

may'also have influenced Chaucer's tale and at some points

has'é close affinity with our ballad; Brown suggests that in
'the.most primitive version of the miracle, ‘the 'ur-Caesarius'
tradition, the boy did not sing after his death but instead
answered his mother when she called4o. Allowances must be
made, however, for the possibility of narratiQe coincidence:

in one version of the unrelated 'B-group', tﬁe Jewish murderer
throws his victim into a well, as in Sir Hﬁgh4l. Other saints'
legends contain similar motifs: a fifteenth century English
legend of S5t. K&neburgh relates that she was murdered by her

adoptive stepmother and thrown into a well, from which she

answered. her adoptive father, who was searching for her4 .
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In Appendix G, below, approximately one hundred and
. thirty-five variants of Sir Hugh have been examined and

classified according to textual group. Neither this classifi-

" cation, nor deductions based on it regarding the ballad's

transmission (see Appendix J), should be regarded as final.
ééveral American versions were unavailable,vwhilst some texts
contain features from more than one group43 and may be either
foreruhners of these groups, or composite téxts based on
already existing groups. The largest sub-group (I11.4iv),

the American ballad beginning 'It rained a‘mist', could certainly
be subdivided further on the basis of trivial textual details,
but the subdivisions would havé neither relevance to this study
nor literary interest. The purpose of my classification and
description of texts is to provide a simplifiéd reconstruction
of how a saint's legend has been changed and secularised over
several centuries.

The4ear1iest texts of Sir Hugh are Scottish and date

from‘the second half of the eighteenth century; these also
| preSérve.the.medieval saint's legend in its mbsf coherent form.
-I have named this group (no.I), 'Mrs. Brown's Group',6 after
Child's A—text.“ The most coherent texts from group II, 'The
Schooi Group', come from Scotland and Ireland and date from the
first half of ‘the nineteenth century. A branch of this group
is also established in America, particularly in Kentucky. The
'Schoéi Group' is independent of 'Mrs. Brown's Group' since
.gome 'School Group' texts contain apparently archaic details
which have dropped out of Group I. 'School Group' texts are
closest to the traditions of the miracle of the singing boy:

this might be harrative coincidence, the influence of the miracle
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tradition at a later date, or, as I believe, the preservation of

motifs which were in the ur-ballad of Sir Hugh.

The most modern group, 'The Jew's Garden' (I1I), appears
to have been derived from a 'School Group' text. 'The Jew's
Garden' group is much the largest, containing ninety-seven texts,
and is particularly popular in America. The'earliest texts
in group III can be traced to the early nihéteenth century
>(see below). The split between groups I and II had evidently
occurred by 1763, the date of the earliest version of the ballad

in Percy's Reliques (S.H. 2), but may have taken place much

earlier (though certainly after the Reformation).

It is extremely likely that the ur-ballad of Sir Hugh
recounted the boy's crucifixion at the handsAof several Jews.
Yet not only is there no trace of crucifixion in any extant
text, but crucifixion could not in-any case be accomplished
by the single woman murderess of most versions44. Two broad
-traditions concerning the murder can be discerned in the ballad

téxts. 'Mrs. Brown's Group'4contains unmistakable hints of

cannibalism45:

She laid him on a dressing-board,
Where she did sometimes dine;
She put a penknife in his heart,
And dressed him like a swine.

Then out and cam the thick, thick blude,
Then out and cam the thin;

"Then out and cam the bonny heart's blude
Where a' the life lay in.

S.H. 3 stas. 8 and 9.
A form of the latter stanza is found in the ‘'seventeenth century

version of Robin Hood's Death46, where it has more place, since

the bailad relates the fatal bleeding of Robin Hood at the hands
- of his kinswoman, the Prioress of Kirklees,‘a tradition known

in the late middle ages47. An eighteenth century version of
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Robin Hood's Death includes another element of Sir Hugh, the
48

murderess leading her victim to a private room

‘The 'School Group' appears to be the source of the more
widespread ballad tradition of Hugh's death. Some 'School

Group' texts retain the bleeding stanza of 'Mrs. Brown's
Group':

She set him in a chair o gold

And she pricked him wi a pin, pin,

And the first that cam out was thick, thick blude
And the next that cam out was thin, thin

And the next that cam out was his hert's bluid

And there was nae mair within.
S.H. 13 sta. 3; cf. S.H. 11 sta. 8.

In other versions the boy's blood is collected:

She set him in a goolden chair,
And jagged him with a pin,
And called for a goolden cup
To houl his heart's blood in.
S.H. 9 sta. 5.

This may reflect a knowledge of the continental blood charge,
but seems to be a comparatively late feature derived from the
ballad of Lamkin (Child 93). Here Lamkin kills the baby slowly
so that the infant's screams may bring down the lady of the
house:
' So he pricked him and pricked
All over with a pin,
And the nurse held a basin
For the blcod to run in.

Child 93 F sta. 10.

. In Lamkin and Robin Hood's death the bleeding is a

neceséary part of the story, whilst in Sir Hugh it is unexplainéa
and mysterious. Bleeding may, however, have been a motif of the
ur-ballad of Sir Hugh and hence attracted stanzas from other
ballads: a stone statuette thought to héve béen placed on the

and:a wouna in-his side from which biood rowed49. |

'martyf's' tomb depicted a small boy with marks of crucifixion
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Certain sub-groups of 'The Jew's Garden' (III.ii, III.iv
and perhaps aléo IIT1.iii) have been further contaminated by
Lamkin. Texts from these groups often contain both a false
nurse who scours a basin to éatch tﬁe blood50 and a plea by

Hugh that the murderess (who is often the nurse in these texts)

save his life:

'Pray spare my life, my own dear nurse,
Pray spare my life or else never,
For if ever I live to be a man
We'll spend our remains together.'
S.H. 59 sta. 5.

The lady's plea in Lamkin is also occasionally addressed to

the falsé nurse:
'Oh spare my life, nursie,
Oh spare my life, spare,
Ye'll have as many gowd guineas
As there's birds in the air.'
Child 93 0 sta. 5.
The stimulus for this further contamination by Lamkin was
probably a stanza found in some versions of the earliest
sub-group of 'The Jew's Garden' (III.i):
She led him through the parlof,
She led him through the hall,
She 1led him to the kitchen,
Among the servants all.
S.H. 48 sta. 3.1-4,

When this stanza was only half-remembered, a ludicrous attempt
was made to restore the rhyme:
'She took me in the parlour
She took me in the kitchen,
And there I saw my own dear nurse
A picking of a chicken.'
S.H. 53 sta. 6.
Hippensteel's suggestion that these later texts of 'The Jew's
Garden'! aré_based on the Arnglo-French ballad, in which the

Jews' Christian nurse helps to dispose of Hugh's corpse in a

well, would .therefore seem to be ill—foundedSl.
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Nevertheless, the false nurse of the Anglo-French ballad
may explain the presence of a sole woman mﬁrderess, the Jew's
daughter. In my opinion, the ur-ballad of Sir Hugh related
that a boy was enticed from his playmates into a Jew's house,
crucified and stabbed, his heart then being eaten as in the
Anglo-French ballad52. Later - surely not before the sixteenth
century - the crucifixion was forgotten and dropped out,
leaving only the suggesﬁions of cannibalism and fitual bleeding.
In the ur-ballad it was probably a woman who threw Hugh's corpse
into a well, and influenced by tﬁis motif and perhaps by other

ballads such as Robin Hood's Death53, the ballad was remodelled

with a sole murderess, the Jew's daughter. Thé well, which
accérding to the Anglo-French ballad stood "derére le chastel
del cifé” (stanza 46.4), became the personal-well of Jews who
lived in a castle. The original location of the well in the
English ur-ballad is perhaps indicated by th¢ announcement of
Hugh's'corpse in Group I that he will meetAhis mother "at the

back o merry Lincoln"54.

The detail that Hugh kicks the ball through a window
(éee'groupé I and 1155) and the descfiption in stanza 1.2 in
many texts of the '"fall" of rain or dew (a convenient rhyme
with '"ball") are most probably later developments, once the
boys' game‘had becomeia_ball game, a ballad commonplace
A rainy day, after all, is hardly suitable for outdoor games.

In the later group, 'The Jew's Garden','the rain is kept,
“but fhe:ball's flight through a window, and the epilogue in
which Hugh's mother finds her son's corpse in a well have
dropped out. The place-name Lincoln is preserved in Group I

and occasionally in Group 1157, but the oldest sub-group of
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'"The Jew's Garden' (iii.i, from England), cémmonly begins

"It rains, it rains, in merry Scotland" (S.H. 40). This
