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Summary of Thesils

Volume One
Chapter One
begins by defining the subject area of ‘the thesis, and terminology

of the title. A brief review of the study of folk drama reveals two
very significant gaps in our understanding, firstly thaid .the folk
play in Scotland has been conspicuoésly neglected, and secondly that
no detailed study has been under%ake% of the evolution of British
folk drema. The importance of the Scottish element in the British
and Irish conbtext suggests that this thesis, in satisfying the first
demand, would contribute in 2 major way to the achievement of the

second.

Chapter Two

studies the mags of textusl and other evidence collected and
presented in Gazetteer form in Appgndix One, snd by careful textual
study discovers thet the basic literary form of the plays® final period
was created in the second half of the seventeenth century.

There follows a consideration of the relative importance of oral
transmission and the chapbook, and the chapter concludes with a sbudy
of the decline of the folk play. The imporbtant discovery here is that
the tradition began to die cngBO, and the reasons are suggestbed to bhe
‘the franchise and trades union legislation of the period which helped
to convert Britain from a near-feudal to a nsar-democratic society.

The importance of feudalism is developed throughout the thesis,

Chapter Three
naps the play, and uses the 6ié£riﬁufi@n pattemn asla,mesns of

digcovering the origih'of the custom, Taking %the resurrection motif




and the ™glish language as being two diagnostic features of the

custom, the ethnology of Scotland before 1300 is scarched for a phase
that corresponded ‘to the three factors of lanmuage, rite, and vplace. The
conclusion is reached that the folk play was a product of the
Northumbrisn Kingdom of ¢,700~¢,900, and the feudalisation of Scotland:
¢e1100~¢,1%00, The feudal society ig shown to be an important influence

in the making and shaping of the custom.

Chapter Tour

examines the many expressions of combat, death, and resurrection
drama in medieval Scotland, under the headings of enimal cults, cere—
monial dance, and Maying rites. The originality of this examination
produces a new framework in which to undershand many items of Scottish
literature and history, but in particulasr illuminates passages in tvo
inportant texts, the 'Plough Song', and the 'Jeu de Nobhin. et Marion!.
The central source of the folk =zction is considered to be the Swumer
and Tinter King drame, bubt the clarity of the evidence is showm to he
ohscured by the conflux of resurrection, dance snd Maxing custom ahond.
the figure of '"Robin', This conflux produced 'Robin Hood', an imvortamt

and, to some extent, disglocating figure in the developnent of the folk

plaryc

Chavpter Mve

is therefore devoted to on exenination of the relationshiv of
Robin Tood o the folk play, and reveals o substantial area of folklore
vertaining to Robin Hood, ignored or misunderstood by scholars since
the sixteenth cenbury. Fe is showvm, in ballal snd nlay, to have
attracted bird and horse resurrsction drama, and to have absorbed
Summer and Tinter King attributes. Wis dmportance in Scotland is both

measured and explained, and the Robin Hood of medievel play is Aisbine-




guished from the familiar Robin Hood of the ballads. Finally, he is
shovm to be the leading figure of an extremely popular version of the
folk play in sixteenth~century Scotland, prohibited by Act of

Parliament in 1555.

Chapber Six

completes the higtorical survey by covering the years between the
Reformation suppression of the folk play (1610), and the emergence of
the modern custom (1701)., The century is shown to be one in which %the
custon was transformed almost out of recognition. Certain threads of
continvity are shown, however, the chief of which is the trio of folk

play figures, Peter, Paul and Judas.

Chapter Seven

offers an interpretation of the modern play, using the historical
bages established by the foregoing chapbers, The hitherto-enigmatic
fgaloshan' ig explained, and the term "hogmanay' discussed in the
context of the folk play. In the enquiry into the season of the play,
the place of Hallowe'en in the Scoltish year is defined. There follows
a survey of the mammer of the play‘'s performence, and a systematic
exanination of the text and action of the Scottish play, explaining
most, but not all, of the custom's obscurities. The chapter concludes
with a detailed study of the disintegration of the custom, and the

marks it has left on conbemporary Scolttish traditions.

viii




Chapter One

Explanations

1. The Title

'Folk Drema in Scotland' is a title sufficiently novel to
require some explanation., The 'folk drama’ in cuestion, in its
latest and best-documented form, is largely a nineteenth-century
phenomenon, a brief dialogue and action performed by boys aged
between about ten and fourteen years of age, at Hallowe'en (31 Oect.)
and Hogmanay (31 Dec.). The custom was known almost everywhere in
Scotland by the name *Galoshans' (or some close variant), and

Hheifher thé {é%{ nor the action differed in any important way, even
when o hundred miles and a handred years came between their
performances. Almost invariably, the zction is that two combatants
challenge one another and fight wuntil one of them is killed . A
doctor is summoned to cure the dead warrior, who rises to protest
friendship and brotherhood with his former enemy. The players
then wish fortune on their spectators, and resuest money, food and
drink,

The notices of this Tolk drama are assembled in Appendix One in
the form of a gazetteer, and together they constitute virtually all
the primary source materizl for the modern custon, CGazetteer
entries are therefore freguently cited as sources and examples, and
the reader is directed by the appropriate label, This may be a

precise location (e.g. Abbotsford House) or an unlocated example,

identified by its collector (e.g. unloc. Chambers), its area




(e.g, unloc, Angus), or by both (e.z. unloc, Galloway: Arnott).

2, Folk

To describe such as drama as 'folk' is to employ a valuable
but troublesome word. Its value-lies in its three-fold
implication that
(1) the drama was for the most part performed by and for people
unconnected with the professional theatre,
(ii) the tradition versisted in localities for considerable periods
without encouragement from exbternal sources,
(1ii) the practice was orally-transnitted.
Although the notions of oral transmission and external sources come
in for critical examination later in this work, the epithet ‘'folk!
is still preferrel to the alternatives 'traditional® and ‘'rituall,
both of which have found, and still find, favour with critics and
v‘coﬁmenﬁaidrs;~ *Ppraiitionalt is put aside for the reason that it
implies a long-lasting and wnchanging custom; one of the theories
t0 be advanced in the course of this study is that the 'CGaloshan®
play is a late and distinct form, and thé residuun of some widely-
differing practices, 'Ritual' is discardel with regret, for it hasg
the merit of suggesting that the drama had, in ancient times, a
religious impulse, and in modern times an unchanging style and
occagsion. WNevertheless, it is an uneasy label For a practice
which, by the eighteeuth century if not long before, had lost any

profound significance for performer or spectator,

5 Drama
A custom that in its last stages took the form of a playlet,
with characters, eventful action and Aramatic dialogue, might

easily Jjustify the lahel ‘drama'. The usefulness of the word is




consolidated by its derivation (from Gk drzein = to do), for the
widely-held (but unproven) belief that the drama had a religious
origin suggesits that some act of cosmic empathy lay at the core of
the ritual, in which case it would be nmore important for the ‘act'
to be done, than to be seen to be done. In other words, the 'doing’,
or 'drama' was important; the 'seeing', or '"theatre', less so. In
this light, the alternatives of "ritual theatre' and 'folk theatre',
with their connotations that the custom made an interesting spectacle,
have to be rejected, though this not to deny that in modern times
an audience might gather for the performance (as at Stirling®),
or be amused by the entertaimment (as at unloc. Galloway: Dunlop).
Appropriate though *drama' is, it cammot entirely exclude the
alternative 'play'., Besides encompassing the 'drema' associations,
*play® also embraces the sense of 'game', and this ambiguity
preserves ‘the more diffuse form of the cugtom before the Reformation,
when it shaved its occasion with what the twentieth century would
tern athletic contests, sports and games. Indeed, one of the
earliest modern records (Bowden) knows the play as 'a game of

guigaris?,

4. In Scotland

The justification for regstricting the area of enquiry ‘o
Scotland cannot be nade withont first considering the history of
folk drama research up to the present tine,

Serious consideration of the British folk vlav was
inauvgurated about the year 1890 by T. Fairman Ordish's
collection of documents and play texts. The Ordish Collection%
now held by the Folklore Society, remains a treasury of source
material, From this beginning, the study of the subject has been

advanced by several full-length critical studies. The first of these




by Tiddy2 and published in 1923, printed texts he had collected,
and included an essay in which he supplied literary sources and
analogues for passages from the folk olay, from works dating from
the fifteenth to the eighteenth century. This book provided

3 in 1933, wvhen the writer

some of the material for Chambers
subjected the Bribish play texts to a misdirected and therefore
wnrewarding analysis, and so contributed less to our understanding
than had been given and promised by his monumental work on

4 thirty years earlier.

comparative folklore
A huge impetus was given to the study of British traditional
cugtoms by Cawbe, Helm and Peacock by their assembly of
geographical indexes of ceremonial dance and related practices
(of which drama is thought to be one)s One result of thisz lahour
was the publicationin 1967 of English Ritusl Drama,” which listed
a2ll the knovm records of the play in the British Isles and Worth
America, prefaced by some explanatory and interpretative comment.
The work became a handbook for all subsequent researchers, a fact
acknowledged by Gailey in his Ixish Folk Drama,6 by Brody in
Helm's untimely death in 1970 made it seem likely that his only

and by the present writer,

other contribution to the study of the folk play would be his
Collection,8 a most valuable store of documentary and photographic
material on folk drama. In 1981, however, his two former
colleagues brought about the publication of The Buolish Tuwmers!
g;§3,9 a volune based on his surviving lectures and notes. This
important publication stresses the Sword-Dance, Tooing, and
Hero-Combat ceremonies that Helm saw as underlying the English
play texts, and supports a close analysis of the custonm with a

comprehensive selection of texts.

Several shorter, or less specialised, works command attention.




In the first place, both Ordishlo and Helm11 contributed articles
to the pages of Folklore. Baskervill's essays 12, written in the
nid-twenties, never exercised their proper influence on British
scholars, perhaps because they were obscured by their appearance
in American philological jevcnals. Alford's interest in folk

13

dance ani drama helped greatly to recognise their kinshipj and

comparative folklore study was considerably stimulated by her

14

research in western Burope, = Dean~Smith's esszy '"The ILife~Cycle
or Folk Play'l5 argued from a position of authority that British
folk plays were fragments of an earlier 'life-cycle' drama, still
preserved into this century in the Balkans, a view repeated in her
survey of folk drama and its study eight years later%G

At the time of writing, the study of folk drema is being
carried forward in different directions, and for different ends,
Its relationship with the professional theatre in the later ¥iddle
-Ages has brought the folk play to the attention of Wickham17 and
Axton%B The former, with his Bristol students, has advanced our
knovledge of the nature of the folk play, in its wider sense, in
medieval England: the later has energetically traced the iufluence
of folk tradition on the style and content of medieval drama, with
8 special enrichment from his awareness of French plays of the early
¥iddle Ages%g.

A different approach to folklore studies has been made by those
universities that formally supvort the engquiry into cultural
tradition, particularly Leedseo and Sheffield%l At the latter,
the Centre for English Cultural Tradition and Language has encouraged
the use of the computer for the storing and analysis of folk drama
data., TFrom the same Centre has come the first-fruits of a study
of the chapbook, the printed source for the folk play in modern

timesgz
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This survey of folk drama research in the 1lzst hundred years
presents a very obvious justification for limiting the present study
to Scotland: of the political units of the British Isles, it is an
area of serious neglect. {(The other unwritten country, Wales,
seemingly has too little of the custom to warrant 2 full-length
study.) The lack of attention given to the custom in Scotland is,
to some extent, surprising, especially in view of the early and
pregtigious start it could have been granted by Sir Talter Scott
in the first decades of the nineteenth century. The poet referred
to the custom in his poetry (see Edinhurghab), exchanged notices
of it with correspondents (unloc. Abbotsford Coll.), and
encouraged performances of it at his home (see Abbotsford House).
Incidentally, Scott's recollection of playing Judas c.1780 (see
Edinburghab) might qualify him 1o be Britain's first identifiable
Tolk~play achor,

Although Scotht's lead was not followed, this area of Scottish
gtudy can boast one conspicuous contributor, Nill's retrieval and
elucidation of the primary resource material in her invaluable

Vedieval Drama in Scotland23 hag for ©ifty years provided students

with detailed and comprehensive information, and seems unlikely to
be superseded.,

In the narrower field of folklore, three minor conbtributors

. . . . - 2" 4 r 25
degerve attentions MacRitchie 190’;:,,1 Roth 1925§) and Spence
26 . . : ‘s
19457 have risen at twenty year intervals to comment on traditional

festivals (for example, Yuletide and VFay Day), and consecuently
their observations, though useful, fall oblincuely on the folk play.
Buchan has noted some newly-published references to the custom§7'
but the only serious field-work, apart from the careful enquires
made by the local historians like Brian Lambie of Biggar (see

Biggar), is being done by Fmily Iyle, of the University of Stirling




and the School of Scottish Studies?8 With some truth, Buchan could
write that 'considerable scope yet remdins for investigation of
Scottish folk drama and asgsociated customs'g9

The making good of this considerable neglect is reason enough
for the phrase 'in Scotland' in the title, but there is another
intention in this study. Although folk drama has been an area of
gcholarly encuiry for a century, it remains a confused and
contentious area. To give one example: it is an assumption, shared
by mogt writers on the subject, that the origins of the custom are,
4o use the antiquarian's phrase, 'lost in the mists of antiquity'.
On inspection, these concealing vapours are closer than one might
suppose. So close, in fact, that Wickheam (1974) gave a stern and
necessary reminder when he wrote that 'almost everything to do with
the Mummers?! Play prior to the eighbeenth century is speculative
and hypothetiéalfgao.

There iy -an urgent need for some understanding of the origin
and evolution of the British folk play before the eighbeenth
century, and it is the second aim of this thesis to abttempt a
sketch of the tradition from its earliest times, and yet, a2t the
same time, confine the enguiry to Scotland. There is advantage
and disadvantage in this narrowing of focus. To define the
benefits first, it should be observed that when the folk play
first came to public attention, in the nineteenth century, it
was obvious that the English and Scottish vractices had
superficial differences but broad and detailed similarities,

This fact has to be set beside the history of the political
relations between Englend snd Scotland which, almost from the time
of their creation as kingdoms, were hostile. This hostility was
at itg height c. 1300, with the Wars of Independence, and

continued intermittently for another three centuries. After the




——

union of the crowns in 1603, warfare in Britain followed religious,
rather than political, promptings. The union of the parliaments
in 1707 may have begun the slow processes of cultural integration,
but it cannot be denied that four centuries of separation and
hostility had cemented differences in popular culture, many of
which are clearly evident to the present day. The folk play is,
among other things, an expression of popular culture, and it
follows that the similarities the Scottish and English versions
exhibit must either have been laid down before 1300, or after 1707.
If this homogeneity belongs to the esrlier date, then it is the
result of migrationy if it is an eighteenth-century feature, one
could look for the staniardization brought about by the so-called
'mass media', in this case the printed word. In fact, among the
contentions of this thesis both the early and late dates are
significant, but at this stage it is enough to recognize that
-some aspects of the folk play are urged to have been present in
Scotland before 1300: four centuries of isolation within the
Englishwspeaking world of medieval Britain makes Scotland a
valuable model for a micro-study of the British folk play.

A second and more particular benefit from this regional

approach centres on the fact that the northern frontier of the British

folk play runs abthwart Scotland, and it appears that a detailed study
of the cultural environments north and south of this boundary
reveals something of the determinants necessary foﬁ the custom's
existence,

To turn to the disadventages of confining the study to Scotland,
the greatest obstruction is the conspicuous deficiency of written
records from any time earlier than the seventeenth century. In
¥ill's words:

Any detailed comperison of the extent pre-Reformation

records of Scovland with those of Tngland leave us




hopelessly oubclassed.s The only burgh records which

date baclk to the fourteenth century are those of

Aberdeen; while even the fifteenth century is

sparingly represented. Farther, there is nothing in
Scotland ‘o set beside the English Churchwardens' Accounts,

from which so much information regarding medieval drama
in England has been derived.31
This absence of documentation absolutely precludes the possibility
of a Ytowmm by town' history of the folk play practice in medieval
and Reformation Scotland; in its place the researcher has to
supply an outline of the custom's development through this period
by the best use of all other sources, of poetry and song, drama
and folklore, art and sculpture.
The availability of Fnglish evidence, particularly that found
in medieval and seventeenth century play-texts, has given cause for
.sone heart~gearching, I have tried to eschew it wherever possible,
even though it might supply ready, and not enbtirely inadmissibdble,
support for theories about the folk play's development in Scotland.
There there are grounds for recognizing a cultural bond hebtween
a Scottish and a non~Scobtish source, the evidence is used without
apology: on some few occasgsions, however, extraneous iunsbancesn are

adduced where Scobttiszh evidence is believed to be unavailable.
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CHAPTER TWO

The *Modern® Period of the Follk Play

Pl

1« Modern History

(i) The Observed Practice

It is unususl to begin what is largely e history with the
presenty but such a course is compelled by a feature of the folk
play already noted, that its existence prior Yo the eighteenth
century is uncharted and unproven. This absence of record might
be explained in ‘three ways; (i) the folk play is an iuvention of
the eighteenth century, and therefore has no earlier history to
be discovered; (ii) it is ancient, but 211 proofs of its earlier
existence have been destroyed; (iii) it is ancient but its earlier
forms were so different from the modern versions that researchers
have failed to see a relationship. Although some truth will be
found in the first two explanations, it is the third that will
supply one of the basic hypotheses of this study, end accordingly
a beginning is made with the modern vlay in order to identify
some of ‘the characteristics of the custom, the bhetter to seck
+then among the relics of earler centuries,

The premise that the folk play is a descendant of
ancient folk »lay, or nlays, should not be presumed to carry with
it the implication that the modern custom is merely a pale
reflection of some former splendour, doggerel +that, in Sir
Valter Scott's words, bears *traces of ancient mystery® (REdinburgh®),

Without in any way denying the phenomenzl value of the modern
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custom in its omm right, it may nevertheless also be prover to
view the folk play as the remazins of other customs, and to repard
it with the some respect of an archaeologist for an ancient site,
not only for what it is, bubt also for what it can be shovm to have

been.

In the context of these considerations of 'archaeological
remains® it must be said that the folk play in Scotland is a living
tradition, if now only in one community. The anmial performance
of the *CGaloshan® play ot Bigger (g.v.) was linked with the tom's
Yule Fire, it being s tradition that the actors collected noney to
purchase coal for the community bonfire., This annual beacon in the
towre centre was discontinmued in 1939 and for the duration of the Second World
War, and the instrument for funding the fuel ceased with it. Vhen
the fire custom was recommenced in 1945, the folk play was not.
Within ten years, however, interested members of the community
gucceeded in reviving the cugtoms The circumstances of the
recomuencement are critical in the eves of scholars of the folk
vlay, vho distinguish carefully between the relatively few
Ysurvivals' of folklore, and the more numerous ‘revivals', some of
which feature extraneous and misleading matter, and are motivated

by non-traiitional forces., Guidance in naking this distinction is-

siven by the editors of Inglish Ritusl Drama an?, on the basis of
their scrupulous definitionz the Hagar play ocunlifies as a
gemine 'survival' on the grounds thrt it is ‘the Bigpar play,
performed by Biggar people, revived without outside interference,
and gnided by ex-performers from within the comrunity. The Biggar
tradition therefore, although it survives only precariously at the

time of writing, can be regarded as the last surviving folk play
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in Scotland, and one of the very few such in Britain. Its success

in exempting itself from the. decline of the tradition in Scotland

vill recell it for atbtention in subseruent pages.

Apart from Biggar, the survival of the folk play into the

twentieth century elsewhere is well-sitested: the custom seems to

have been widespread in Strathelyde in the first decade, and

somewhat later in Fife, in a2ll cases in industrisl tovms and

villages; rural survivals are noted in the Borders and Galloway,.

The Ningteenth Cenltury

Mogt of the records refer to this period, and there is no need
to insist on the play's presence after 1850, TFor the first half
of the century, however, ‘the recoris are less fremient. The
notice for Galloway is only that of unloc, Galloway: MacTaggart,
written in 1823. The Borders, on the other hand, are well
documented: the Peebles record of 1840 is very informative, as is
Scott's account of the guiging at Abhotsford in the 1820, For
1815, the Wilkie account for Powden is comprehensive, and the
game date is implied by the corresponient for Ancrunm and Hawick.
In 1805 a plain enough commentary was provided dy the poet of
Traquhair. TFurther north, there is evidence for Iiberton in 1830,
Falkirk in 1825, and north of the Forth, MDunfermline’in 1815 and
for Angus and the easbern counties (sec unloc. Ansus) in 1830,

Before roving into the elghteenth century, it is imnortant
to note how many of these early nineteenth century reporits repard

the folk play as venerable, traditional, and in a state of deecay,

5]
bt

. a - .
or examvle, the Jedburgh™ report, penned in 1814 but referring to

the vrevious century, believed that the custom dated from

Reformation or pre~Reformation times. The author of the Traquhair

report considersd the play to be traditional in 1805, and the owmer




of Spottiswoode, who was born in 1810, encouraged it as an 'old
custom?' in her old age. The correspondents for Liberton c, 1830
and unloc. Galloway 1823 both regord the play to be in a state of
mortal decay., The writer of Abbotsford Jouse (i) speaks of nhis
host's wish to 'keep up these old ceremonies's The burden of these
comnents is that the folk play custbom, a2t the beginning of the
nineteenth century, was thought by its observers to be a custom

decrepit with age, but worthy of preservation.

Zhe Eighbeenth Century

The supply of folk play records nolticeably diminishes in this
its firgt century of modern existence. The Stirling report, dated
1835, containg a note after the text exvlaining that 'Inky pinky!
had been a name for small beer *seventy or eighby years since!,
The implication of this night be thot the writer believed the
text to date from the same period, i.e. co 1760C.

It is certain that the young 7alter Scott was playing Judas
in the Edinburgh version some bime in the esrly 17808 , and much
the same kind of date may be suﬁpOﬁed for the reminiscence for
Jedturgh. The only location with any known connaction with the
folk play prior to these dates is Falkirk, The Falkirkh account
was written in 1825, but in the descrivtion of the event reports
that troupes could be refused admission by households who kept
the '01d Style's By this is meant 2n adherence to the caolendar
of 1751 (a subject to which this study will reburn) and the
implication that there was a tradition in the Walkirk area of
vigiting with the folk play before 1752, The Palkirk® account
is of great importance and interest. The revort to the Kirk Session
was that seven young men or boys {(they are all described as 'son!

or 'servant') went about 'in disguise acting things unseenly' on
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the last night of 1701. The occasion, the disguise, the mmber in
the troupe, the sex of the actors, the itinerant performance, and
the Session's atbtitude to the content, are all consonant with the
belief that the lads were performing the folk play. The Seszsion's
warning against their doing "the like in time coming' suggests that
it was a troditional event. If this Palkirk™ account ig, as T
believe, of the folk play, then it is the earliest modern rvecord
in Scotland,

In this way, the record of folk play performance can be traced
from the present day, through a steadily diminishing selb of
references, to the year 1701, There is a gecound way, lowever,
in which the existence of the folk play can be skelched, and
the resulis of the second, which now follows, meakes an interesting

comparison with the firat.

(11) Inbernal Dating

The oral transmission of the foll olay dext is the produet of
two opposite impulses, on the one hand the stubborn adherence to
tradition ani the solemn repetition of the rhymes, even ~hen they are
aprarent nonsense, and on the other hand the vitality of invention,
and ‘the welcomed opporbtunity to make topical reference. The result
of ‘these two impulses is that words and phrases impelled into the
text by their topicality are preserved there long after their
significance has waned,

To give a modern example: the recent Biﬂgara reports refer to
the interpolation of 'liguorice all-sorts', and the adoption of
the then popular Chuck Berey 'My-ding-a-ling' melody, If the
Biggar performance were to contirnme another forty vears in this
form, a researcher of the twenty-first century could, with a little

research into popular music and confectionery, date the musical




interpolation very exactly, though the sweets would deny enything

more than s very general ascripbion,.

By the same process, the corpus of the écottish folk play can
be examined for similar bopical references which, with the passing
of time, have formed sedimentary layers that can be showm to
evidence almost three centuries of *continuous occupation'. Although
these topicalities exist throughout the period of the modern folk
play, for the purpose of strengthening the record at its weakesb
voint the technique will only be applied for the first quarter of
the nineteenth century and before, the period when the historical
notices begin to falbter., A collection of them is given here,
with the date of their topicality and the location and date of
their recording.
1820~30  +the Regency of Prince George (Falkirk 1840)

c.1815 the eminence of Wapoleon (Talkirk 1825, unloc. Fast
Lothian 1850)

c,.1805 the naval war with France night have contributed the
"Blue Sailor' (Symingtoa ¢,1900), or the offer to
figﬁt Yany Frenchman' (Cumnock 1883%),

1759 the battle of 'Quinback! {Cuebec) (Stirling 1835).
Wolfe, the hero of Quebec, was a much~travelled
soldier, ani was granted the freedom of Banff in
17492, in part, at least, for his services at fulloden.

1745 the vigour of the anbti~Gael sentiment in 'toke dom a

Highlander's breeks etc' (Stirling 1835) may have been

pronpted by the clan avmy of the '45, althoush i+
should be added that Voatrose's Highlanders of 1644
were similarly distrusted, The reference may not have

a specific stimulus; c.1725 Highlanders were knowm to
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injulge in systematic plunier of the Lowlands?-
The Spanish Wars were fousht ‘around the Spanish shores'
(unloc. Angus 1888). The phrase might more easily
refer to Yelson's sea war (see ¢,1805 above).

The clearing of the room for the play, demanded by

*Haud away rocks, and haud away reels,/ Haul away stocks
and spinning wheels' (Peebles 1841, but see also Talkirk
1825, and unloc. Abbotsford) is from this time. Rocks
and reels began to go oub of fashion in the lowlands

in 1730 and had virtually disavpeared by 17405 they
were replaced by spinning wheels?

the "tirling-pin' (Falkirk 1825) was an early eighteenth-
century door-knocker.

In this year died Benbow, *the admiral.... who fought
the battle on the deck' (unloc. Angus 1888), 'Fol Rendo!
(bold Benbow) (Tiberton c.183%0), anl the sailor who
'fought upon his stumps® (unloc. Robb), (The heroics of
Admirel Benhow are reloted in folk soanz: 'Brave Benbow
lost his legs, / But still on his stumps he begs, / Fight
oneee? Tt is noteworthy that this fezt is mimicked

by a combabtant iun wnloc, Robb, and also recorded in a
Eorder battle over a century earlier. The headstone

for the 'Haid of Ancrum® in St Boswells churchyard
recorded that, in the battle of Ancrum Hoor in 1%45,
*Upon the English loons she laid many thumps, / And
when her legs were cubttit off, / She fought upon

her stumps'S).

Stirling 1835 demands 'groats'. Two coing were knomn
by this name: from 183%6--56 silver fourpenny pieces

were mnofficially known as 'groats', but these come
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Yoo late for this reference, and seem too valuable

to be solicited, It seems more likely that the groat,
in circulation from 1662 to ¢.1750,is the currency
intended.

1655 The doctor's 'hocus-pocus' (Peebles 1840) is assumed to
be sham Latin,

*a corruption of "hoc est corpus", by way of

ridiculous imitation of the priests of the Church of
Rome in their trick of Transubstantiation, first noted
in 1655, when it accompanied a trickster's every device'f
Although *hocus-pocus® has become the standard form

for the phrase, the Scottish texts have versions closer
to the Latin original, and therefore at least as
venerable, for example, the *hockey-pockey'! of
Balmaghies (See also Chapter Six, pp.239-40)

1644-48  +thé years of the last visitation of plague to Scotland,
when it devestated many parts of the countryz might
have prompted the inélusion of 'plague® in the list of
cures at Spottiswocde.

¢ .1600 The combatants speak of carrying 'a sword and buckler?
or, more frequently, 'a sword and pistol'. The former
was the infantry equivment in general use in the Tirst
half of the sixteenth century, and survived in a
reduced form until ¢.1600. 'Sword and pistol' was a
cavalry armament for the Feavy Cavalry in the second
half of the sixteenth century, and for the ILight Cavalry

thereafter?

At this point in time textual references associated with
particular moments in history fade (though in later chapters

other textual elements will be associzted with earlier periods
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of Scottish history at appropriate points). As far as the writer
is aware, the foregoing is the first attempt to investigate folk
play texts for their internal evidence of origin, and the findings
are highly significant. In the first place it will be noted that
there is good evidence for *continuous occupation' of the folk
drama custom as far back as the first years of the eighteenth
century (1702), a date remarkably consonant with +the firs®t notice
of the custom (1701)s Before that, the topicalities are rarer and
less convincing, but an exception to this must be made for the
weaponry of the combatants, which can be dated to have come into
use at the time of the Reformation in Scotland, and to have become
obsolete during the religious wars that preceded the Restoration
of the Stuart monarchy in Britain,

¥y conclusion is therefore thot the records and texts
combine to vpersuade that the text of the Folk play in its modern
form was first devised in the second half of the seventeenth century,
when the weaponry carried by the combatants had become suitably
old~fashioned for what was, as this thesis will argue, already
an old~fashioned pastime, As far as I az aware, this is a novel
theory, and arrived at in a wanner, if not original, at least

'y

novel in its sysbematic application. It will be observed also that
the evilence for the folk play in Scodland in 1701 allows it to
pre~date the Union of Parliaments, and *herefore formally ovens
up the possibility of an origin for the custom before the
divigions between the Kingdoms c¢,1300,

It is sufficient at this stage to establish by the evidence
of record and text that the modern rperiod of the folk vnlay
bhegan in the second half of the seventeenth century, and o note

that this notion has been arrived at only by a restrospective

approach, Later chapters will approach the late seventeenth




century from the other direction, and thus complete what will
seen to he the two phases of the folk play's development. 3efore
that, however, this chapter will continue with further consideration

of the modern folk play texts.

2. Oral Transmission and the Chapbaok

Oral Trangmission

So far in thisz Section the assumption has been made that the
text of the Scotitish play is traditional and generated in Scotland.
This assumption now has to be cuestioned in an enquiry into the
regpective importance within the tradition of 'folk', or oral,
tranémission and that by printed forms, in particular the type of
book known as the 'chapbook',

The evidence fromr the collechtors and performers of the custonm
is resoundingly on behalf of oral transnission, at all points. in
its modern history. In Tact, only one source acknowledges the
inspiration of the chapbook; in a report belonging to the early
years of this cenbiry the boys of Glagguwe purchased penny coplies
of the play in a bookshop callel '"The Poet's Dox', UHo other
notice of a published source is wmedey on the conbrary, the
Infornants are often at péins to insist on the traditional
nature of the material, aand occasionally volunteer ignorance of
printed forms (see for exemple Rlautyre, of the same period as
Glasgowe). The notices collected by Carpenter in the 1930s,
often of performances c, 1870, are fremently explicit on the
absence of printed formsg, presumably bec use the collector made

Eal

a point of enquiring on the menner of transmission.
The evidence from the firgt half of the nineteenth century is
. L .
gimilar. The corresvondent for Falkirk™ in 182% writes out the

text for what he believes is the first time, =2lmost at the sene




time as Scott and his contemporaries are golag to the trouble of
naking copies of the text for their om interest (see Abbotsford
House, =nd unloc. Abbotsford Coll.). The poet of Traruhair stated
in 1805 that the tradition was passed down 'from father to son'
and, as with Scott, the fact that a man of letters was unaware

of printed sources must have significance. MNaidment, the recorder
of Stirling®, wrote out the folk play text for fear it would be
lost to knowledge: he too was a literary man. To return to the
youthful Scott and Edinburgha of the 1780s, he writes that the
verses were 'repeated, but by rote, and uncommectedly's; the
implication of 'by rote' is that the lines lived only in the
memory'of the performers, and the addition of Yunconnectedly!
tends to confirm the notion that ‘the secuence of wverses lacked
the co~ordination of = chapbook version, thoush perhaps one
gshould not discount entirely possible gaps in Scott's omm
recollection.

A tradition that cen be handed dovm by oral bransmission
can be disgeminated by the same process, and the Scottish corpus
furnishes suitable evidence on this points The correspondent for
Hawi.ck® implies that the version used in the Yown was imported
by the "urnbull family who mowved thers from Ancrum c. 18153 to
draw a lonz bow at a venture, the Ysecond' play collected at
Tconb (Gloucestershire)?. first ascribed to a Scottish source
by Chamberslo could well have been carried there %Wy “he boy

. coms 8 .
who played Alexander in Stirling . There are sound textual

reasons concerning the name "Galoshan' (4o be consilered later)
for believing that the play in Yoniaive, and in Scremerston,

1 . .
Northumberland 4 was imported from central or eastern Scotland.

Despite the evidence of this nature, there are similarities
L n 0 r1LGY

in folk nlay texts of such a nmarked nature that it seems inpogsible
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that oral transmission end migration of people could have brought
thern into bein~. For exanvle, Peelzebud describes his c¢ludb and
pan in identical lines not only in Inkerman, lelrose and

Galloway, bub also in Sussex, Cornwall and Pelfast, and in very
many places in hebween. OSuch precise similarity, in such
separation of Sime and space, raises the guestion of the influence

of printed forms of the play.

The Chapbook

It is now generally recomiised that the printed form of the
folk play was clrculatel in chapbooks, the cheap, pocket-sized,
porular literature on sale in Britain from the seventeenth
century to the twentieth, Thoir influence on the modern folk
play is supposed Lo be great, but relatively few have survived
for scholarly inspection. The reason for this may be easily
guessed at: chapbooks were not the treasured possessions of
bibliophiles, but rather the 'prompt copies' for the guiser
bands, wo doubt passed from hend bto hand in the urgency of
rehearsal, and kept in the pocket of the guiser's coate

Their scarcity is only ona source of difficulty. Folk
play editions were freaquently undated and if their printing was
ever recorded, ‘these recoris are almost everywhere lost or
degtroyed. Attanvbs to discover the provenance of vlay
editions by textual analysis are confounled by the ease with
which they could be transported hundreds of milesl2 to
locations where they coull become mixed with indigenous
material, or writh other chapboolts, the resulting blend perhaps
taken up by enorvher printer, vhose oubtpvut would recommence the

cvele,

Tith this sketch of the vproblems in mind, the area of the

2
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Scottish chapbook is best approached via Helm, who first investigated
the subject in a sbudy that confined itself to the north-west of
EngiandlB. Among his findings were the facts that the folk play
appeared in chapbooks from c41770 until ¢,1914, and that
publishing wes concentrated in industrial towms. Helm linked the
second point with the growth of these centres, partly the result
of the immigration of agricultural workers from different areas,
with the consequent lack of a common popular cultural tradition,
for which the chapbook play was a remedy.

Helm's theory is tenable, and relevant to Scotland where,
for example, the industrial revolution brought multiplying
populations to Falkirk and the manufacturing towms on the Clyde
in the first two decades of the nineteenth cen‘buryj4 and it is
therefore in the light of his remark that the chapbooks are
investigated,

Three of these present themselves for exartination. The first

of these is the earliest chapbook yeb identified as a source for

the convenbional folk vnlay, titled 'Alexanier and the Xing of
Egypts A Mock play as it is ncted by the Mummers every Christmas',
which was printed in Vewcagtle in 1771 and 1778, and, slightly
modified, in Whitehaven in 182615
The opening lines of the Hewcnstle text,

Silence, brave genblemeny 1€ you will give an eye

Alexander is my Name, I'11 sinz the Traredy;

A Ramble here I took, the Tounbtry for to see,

Three Actors here I've brought so far from Italy...
are closely related to the corresconiing passa~es in three of +the
sarliest Scobtish texts (Hamick”, Stirlins”, ualoc. Abhotsford
Collectionb), all of which were noted in or ascribed to the wvears

1815-~1835,
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Another connection is made by the postscript to the unloc,
Galloway Mactaggart (1823) text, '"Thus is a fellow struck out of
five senses into fifteen', 2nd the line,'A man Arivenout of seven
senses into fifteen!, from the Wewcastle/Thitehaven chapbook.

Apart from other, later-recorded resemblances (as at Glasgowa,
Hawickb, Helensburgh, and Inkerman) which are omitted from this
consideration, the cited text seems to he the tohal commection
between the first British chapbook and the Scottish texts noted
within thirty or forty years of its publication.

The conclusion has to be that this chapbook, thoush evidently
popular east and west in northern England, was not brought north,.
In fact, in the light of the sdmittedly slender evidence, it is
probable that the link between the chapbook and the Scottish
locations is created by the migration of Scottish workers to the
industrial north-east of Inglend, carrying these four linss of the
play text with them. Support for this is given by the name of
YAlexandert, of Scottish associabtion, and most common in Scottish
texts. from the earliest record.

The second of these three chapbooks to be considered is a
compilation made in 1842 by Henry Slight, called *Christmas:
his pageant play, or lMysterie, of 'St George', as played by the
itinerant Actors and Mummers in the Courts of the Wobility, and
Gentry, the Colleges, in the halls of the ancient Corvorations
and Guild Merchants, and the Public IHostelries and Taverns'j6
A footnote adds that the lengthy text was 'compiled and collated
with several curious Ancient black-letter editions', Iis particeular
inberast here is that it contains text recognisably Scotiish in
provenance and, as black-letter was a type face in common use,
broadly speaking, from the mid-seventeenth to the mid-eichteenth

centuries, the suggestion is that Slight's sources included at
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least one Scottish chapbook, of unmisually early date.

Upon exsmination, however, it becomes obvious that Slight's
obscuranticm over his originsls was designed to conceal the fach
that he had commingled the Yewcastle/thitehaven chapbook, the
Palkirk? text (published by Hone in 1827), and a third, non-
Scottish source from which he hag talen the doctor's vaunt and
Snapdrag0n17

The last of these three chapbooks has already been the subject
of a study by Preston, Smith, and Smithtg‘ Their findings are that

a chapbook called The Peace Bae: or St Georme's Annual Plav for the

Amugsenent of Youth, of which two copies are known to have survived,
was published by Gage and Gray of NHorth Portland Street in
Glasgow c.1864., A third chapbook survives, printed from the sane
standing type, but bearing the name of James Koy & Sons, Enoch
Tynd, Glesgow, and published in 1873, or slightly earlier. The
implication of the type~face and dates is that both the standing
type and the vublished play text were markebtable commodities,
Furthermore, a similarity between the text of the Glasgow
chapbooks and the texts of nearwcontenmorary chapbooks printed in
Preston and Manchester is convincingly demonstrated to bhe the
ragsult of the former being 'Scottished’ from the Lancashire
originals,

Further proof of this last point is supplied by the chavbook
title, for the label 'Peace Bgg' i3, in modern btimez, a phrase
little known outside Lancashire. &s Ffar as T anm awvare, its lagt
use in Scotland was to name the Robin Hood play at Iinton in 1610
ag & 'Pash! play19

The search through the Scottish corpus for the influence of

this 'Peace Fzg' chapbook reveals one location heavily indebted
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40 it. The Inkerman version has approxinmately 80 lines that
correspond closely with this chapbook, about 607 of +the total
text, The remaining 40% includes the doctor's cure%o and the
incursion of Bruce, Tallace and Menteith (which heroes also occur
in the esst of industrialised Strathclyde, at Wishaw 1910).

The circumstances provide exemplary evidence to support Helm's
theory that chapbooks served immigrant urban povulations, for
Inkerman, as the details in the Gazetteer relete, was a nineteenth-
century 'new town', founded in 1858 to exploit the ironstone
discovered there., The children of families so abruptly brought
together would have no traditional play to perform, and for them
& chapbook would be an authoritative arbiter among the babel of
different dialogues. An orthodox armument would be that the
Glasmow chapbook, imported to meel the ssme need it had satisfied
in industrial Lancashire, arrived in newly-built Inkerman Ffresh
from the presses, c, 1864-73, and founded an oral tradition,
Perhaps as a reaction to its 'Englishness', a t¥io of Scottish
heroes was graited on, btogether with a more favoured cure, As
the custom was confined 4o boys who seldom spent nore than two
vears in the %roupe§1 in the thirty vears hefore the text was
collected the tradition would have pngsad throush ten or fifteen
generations of Inkerman children, and *folk transmission' nreserved
60% T the original text,

This is a very credible interpretation of the facts, and may
well be the truth. UHevertheless, theorising about the provenance
and movement of the play texts has alweys to be ventured in the
shade cast by the chapbook, the instrument of nediation whose
influence is as 1little understood as 1%t is much suswected., In the
case of the Inkerman, for example, it cannot be knowm for certain

that the text collected in 1900 had not been in chapbook form only




a few years before, Admittedly, this is unlikely; much more orobable,
for exemple, is thal a new (and maybe 'English') chopbook was
responsible for the Falkirkc text collected in 1841, which

differed so mach from the Falkirkb of 1827. On= conclusion,

2t least must be drawn from the circumstances of Falkirk and
Inkerman: extreme caubion needs to be observed in determining

the 'Scotiishness' of the "Galoshan' play texts, at least from

the middle of the ninebeenth century.

In full awareness, therefore, of the shadow of the chapbook,
the following observations are offered on the recurring elements
of the first Scottish texts. Tn the matter of characters ,
Alexander aund Galatian are prominent, and Judaes only appears in
the drama befTore 1841, Conversely, Dr. Brown and Beelzebub,
almost inescapable in the post-1841 plays, make no appearance
in the early records, except in the late-written Hewri ek,

In terms of Yaction', the all-important cure is made twice by a
Yvodt, and once by the 'club, but never thus in the post-1841
texts. Finally, in the matbter of text, conspicucus in the
early plays are the passages demsnding the clearing of the roon
(noted in the lnternal dating' to derive from before 1740),
and the descriptions of the 'Land of Varvels and Plenty', The
foregoing, and some few other, sspects of the early Scottish
rlays are taken to be intimations of an eighteenth-century
Scotbish chapbook, very influential on the tex’s in performance
rrior %o 1840, Though this putative chapbook is almost certainly
heyond recovery, the textual elements will serve, ab a later stage
in this study, o help construct the bridge thot connects the
modern phase of the folk play with the age imrediately
preceding ite

In conclusion, this chapter has so far tracel the heginning
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of the modern folk play to the late seventeenth century; the next

stage in the enmiiry is to discover when the modern neriod ended.

3. The Necline of the Tolk Play

A%t the begimming of this chapter, the continuity of the custom
at Biggar was cited as proof that the folk play tralition in
Scotland was not yet extinguished. It is 2lso pogsidle to view
the Biggar play, not as the last of the modern’ period, but
rather as an example of a new phase in the evolution of the folk
playe. The novelbty of the play at Biggar, ant at other locations
in Britain, is that it is in the hands of adults vho are aware of
its history and'importance, and who believe that they have a
responsibility to preserve a local tradition, and with it the
distinetion that the custom confers on the comnunity.

This concept of the folk play as a concern for caring civie
leaders is a world away from the custonm noted in ‘bthe nineteenth
century. There is no reason to believe thet the routhful performers
had any nobion of the anticuity of their postine, For ther 14
was a week or a night of excitement anl enjoyment (see, for
exanple, Glasgowb), but the evidence of the texts, the performers,
the audience, and the Collectors is that the main stimalus of the
cugtom was the collection made at the close of the performance,
For the purposes of this study, thereTorve, the modern wveriod
of the folk play ig deemed to have come to an end when the
children and the roung veople ceased from performing the play
for naterial gaine.

In seeking this point of time, the most obvious and
voluminous source of information, the ovinions of the Collectors,
has to be Aisregarded. Although some Collectors revorteil the

play to be vigorous at the time of their writing (for example,




Abbotsford House, and unloc. Roxburghs. lacRitchie), the majority
fearel the imminent demise of the custom, or mourned its vassing..
This is as true of “he early reports as of the late. TFor example,
the ?alkirkb 1825 sccount concludes with this foreboding:

YThe above practice, like nmany custons of the olden time,

ig now quickly falling into disuse, and the revolution of

a Ffew years may witness the total exbinction of +this

seasonable doing',

. a8 . . . . s .
an'l the Stirling 1835 correspondent® begins with this justification:

fAs the Schoolmaster is so busy in effacing any vestiges
of ancient customs and habits, the preservation of this
relic of the olden time will afford gratification to those
who take »leasure in their early recollechions of what
hapoy Britain once was',
The cughon lamented in these two exbtracis lived on in each towm.
for at least another seventy or eighty vears.
Although these and other commentators exaggerated the reports
of the folk play's death, it is nevertheless trne to say that they

aw the vatient wane in several measurahle respects. hat is atb

N

he same bime both a couse anl a register of the play's decline
is the loss of status of the performery, Ian the Tivst notice of
the modern tradition, in Palkirk’ " 1701, the Kirk Sessions noved
against a half dozen youths, labelled 'servonts' and 'sous®. 1%
ig very likely that this description vas Tavoured because
gnonsible adults (as masters and parenhs) were vhus innls cated
in the shane, and therefore enlisted on the side of the
Sesgion, but it serves to reveal to us that the plarers were old
enoush Lo leave home for worlk, and thus orobably in their nid-

teens, ‘*Servants! also labels the players in the Bowden 1815

account, and the account from unloc. Teviotdale 1835 calls thenm
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'voune ment, Py the end of the century, the susbom was in the
hinds of 'children' (at Crieffb 1884) and 'bairns' (in Glnsmowb
c.1875). The decline’ . is ohserved by the correspondient for
Crieffa; writines in 1881 of events in the first half of the century,
he notes that ‘guizors have deteriorated from full-grown men

and women to children'?z. There was another dovmward step from
tradition with the admission to the cus’om of pmirls, as at
Prestonpans 1914,

The conclusion to he dravm from these datrs ani apes is that
by the third cuarter of the nineteenth century the custom had,
virtually throughout Scotland, passed to children, This is the
broad interprefa$ion of the picture, though it must be noted that,

ry

in sonme places {for example, Abbotsford House 1825), children were
knowm earlier, and that throughout the nodern recori, from
Edinburg_a ¢, 1780 to the late Barrhead snd Leith 1898, wvounger
children assisted as nen-spsaking suvernumeraries to the older
boys.
The foregoing is the register of decline; as a couse:
of decline,.the effect of the play in performance by children
needs next to be considered, ¥ithout wantin~ at this stage
to discuss in any debtail the purpose of the custom, it would
be sufficient for the arcument o note the comment by Tilkie
(Bowden 1815) +that
tiradition says that it is very unlurky to let the
gysarts go out of “the houze, where they have verformed
that tragedy eeees... without giving them some money to
drink, to the success of the family'.
Wilkie seens here to be alluding to a traditional belief that

the 'gysarts' bring fertility and vroésverity, or at lecast an

absence of misfortune,to the houses in which they perform, and

N

N
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that this 'luck' would somehow be forfeited it the players were
allowed to leave unrewarded.

The 'fertility-bringer' needs to be one with vitality, gtrength
of body and voice, and expressive personality. Once the custom
fell to the children, this traditional purpose was beyond recall,
for in the land of post-pubertal vitality, the younger boys and
girls were innocents abroad. The play as performed by children
lost its essential avpeal, and diminished in importance,

As the players diminished, so did the recepiion of their
andience, for the lower the status of the performer, the lower
its regard in the eyes of the community, and as these two
agpects of the custom declined, so each hastened the other,

It is possible to discern different threads in the audience's
decreasing interest. There is the scorn of the educated man,
as at Liberton 1864:

YOf anything I have heard of the theatrical literature
of our Scobttish guisards, there is 1little but sheer
common c¢ity vulgarity, and little worth noting ewven
for its grotesqueness®.

There was the contempt of the adult for the affairs of the voung:
*The boys would be invited into the kitchen. Mother
would certainly remain as audience and any growvm-ups
o could be bothered with the plovs of children?
(Criefi® 1884).

Iater still, the house-proud bourgeoisie of ualoc, Vale of

Leven could intimidate the performers:

'Had the CGoloshans selected a season other than round
about the close of the year, they might have evoked
more enthusiasm. The truth is that the Vale house-

wives tried to have their homes spotlessly clean -
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especially at that periol - 2ni they simply —ere not
going to allow a vheen launlies wi' glaury feet to come
in 2nl meke a mess of their kitchense..!

In tandem with this declawe s\ in verfomer =nd audience is a
detectanle chanse in the nobtion of the reward asked for and offered
at the close of the performance, The first mention of reward is
by Scott in the Edinbu?gha account, where he collected plum-cake,

A tradition of bread or cake as reward extends to unloc, Galloway
¥acTaggart 1823 and Abbotsford House 1824-5, but in these places,
25 in Falkirkb 1825 and Peeblesa 1840, bvoth food and money are
solicited., The reward of money becomes stanlard during the
nineteenth century; it is first mentioned ot Traguhair in 1805
and not until Hurlet of ¢.1900 is the addition pade of nuﬁs, and
elsevhere of fruit and cake. Falkirkf, of 1905-10, best represents
the transformed reward, with its varied assortment of foodstufis,
and no mention of money., Ten years later, the Johnsbone 1920
account epitomises the folk play reward o money, when a
performance is suggested as a fund-reising event.

The audience response to the request for money changed
“markedly in the course of the century. At the beginning of the
period, the Bowden 1815 account vepeated the traldition that it
vag considered 'unlucky' not to give the guilsers money: Sir
Talter Scott (Abbotsford House 1824.-5) was careful to give the
nlayers the correct sun of money, ani +the unloc. Berwickshirea
¢ o 1860 account recallel that *knowa' olavers were given extra
penca.  The change in fhe patrons' attitude is expressed by
the unloc. Wi.fe corresponient, who wrote that ¢.1850 the boys
vere welcomed by the householders anil given copvers, but thet at
Hhe time of his writing (1903) they had come to behave a2ni be

rerarded as besmars. A more eract pointince of the moment of




change comes in the Crieffb 1884 account:
' performances were mostly to growm-ups at hone,
or to friends of the fanily, as anything like begging
was frowmed upon by his mother'.

As the gathering of money was the chief incentive for the con-

tinuation of +the custom, this stigma of 'begging', which had

grova so vnowerful by 1884 as to linmit *the performance of the play,

would ultimately prove fatale.

So far the decline in the folk play has been shotm, by a
reading of the accounts, to be brought aboul by a growing disiain
by the andience, noted c.1864-1900, the increasing vouthfulness
of the performer, noted almost everywhere by the 18708, ani
nore importantly, the animadversion towarls bessing, noted in
1884, One more angle on the decline of the folk play may be
taken, by a calculation of the years of the last performances of
the traditions,

Pefore this important sssessment is taken, 1t must be
adnitted that the evidence in this ares is not as accurate as
one would wigh, It ig difficult to secure a Aate for the last
performance of a folk play; most endel with a whimper, withered
and unregarded, and even if all the households of a community
were inberrogated, it would be difficult for people to recall,
raybe at a distance of some dscades, the precise Hallowe'esn
or Hogmanay in question. Weverthless, an anproach to the
problem is made, with sufficient caution to renier the findtings
useful,

In fact, two angles on the demise of the tradition have
be=n taken. For both of them, the assumption is made that each

of ‘the recorded traditions was in existence in 1840 {unless
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there is pgood evidence to believe otherwise, as ah Inkerman), Three
tipes of recorl are recosnised on the basis of their usefulness

in calculating their demise: about fifty of then are deemed to be
too vasue to warrant consideration; in thirty-one instances, the
information is enough to orovide the grounds for a reasonable
guess for the year of the play's demise; in thirteen other cases
the correspondent (and/or other negative evidence) suggests a more
pracise year for the tradition's last performance., (The thirteen
reports in ouestion are Edinburghb, Crieffb, Ballater, Peeblesb,
Linton, Stirlingc, Jeiburghd, unloc. Roxburghshire, Falkirkf,
Prestonpans, Hewborm St Poswells, and Leven).

The thirty-one plays for whose demise can be made a reasonable
guesy’ are represented on Graph One; the thirteen more precise
deaths are showm on Greph Two. It will be noted thet their
intimations are broadly similar; there was a slowr decline in
nid~century, anl a sudden acceleration which began about 1880,
keeving ity momentvm for about thirty years, in which time +the
destruction of the folk play custom wes virtually complehted, OFf
the three aspecis of decline already noted, that of begging seems
the moet relevant to this palttern, for the opprobrium attached
to begging seems to have grovm up after 1850, and have become a
moral imperative by 1884,

The re~sons for this ravid decline nced %o be eshallished, 1In
the first place, it must be accepted that the imvorted Fnglish
chapbooks, with their alien characters and dialosue, were not
harmmfl acents, There is no comment to be found to suopest that
they weakened the Scottish custom, and the evidence of the
povularity of the Glrggow 'Peace~-Eggt, both with the printers angd
wvith the boys of Inkerman, is that they were rather a source of

strength,

36



The Decline of tha Folk Play

a7

30t
250
Aot
s
io (
5‘.
08;0 l 18;0 = |8§o lﬂ;o " x;E:h-T-»hT;;o

s i

of the last performance can he estimated.

o b

i L } 1

1830 1géo it%o

Graph Twos: Thirteen traditions

{300 1920 1440

for which the year

of the last performance is given or implied.




Another, in this case, recommended,vegsenneeds to be dismissed,
The Falkirkb 1825 account relates how the folke~aclors viait
farmhouses 'unless denied entrance by being told that the OLD SUYLE
is keyﬁ'?3 -The calendar chenge of 1752 may indeed have had a
damagzing effect on the extent of the reception for the folk play,
but it is not the instrument for the decline ¢,1880,

The reasons for the swift declines -, of the folk play in the
gecond half of the nineteenth cenbtury have to be sought in the
changes in the social, political and economic climate of those
decades, and in particular those that would affect the lives of
those whose families would make up ‘the performers and the bulk of
the audience for the folk vlay.

The chanres are plainly evident, for the years 1867--1884
saw the legislative processes that brought about modern Britain,
end the exchange of the almost feuda.lg4 society of the nmid-century
for the almost democrati025 government of the century's end,
Although the political vowers of the 'feudal' establishment vere
slightly eroded by the Reform Act of 1832 (which was nerked in
Scottish cities with the parade of a folk ﬁotemzﬁ), the real impact
cane with the Reform Bills of 1867 and 1834 which, broadly spealking,
enfranchised the urban and rural working-class resrectively, The
effect of these two Bills was consoliisted by lesislation in 1872
introducing secret ballot, and in 1883 prohibitins the use of
wealth to influence the voter corvruptly., In the zame years, the
effect of industrialisation on the traditional attituies of
employer ani employee was adknowledged by a sefies of Mrades
Union Acts, in the years 187176, which lifted ‘the restrictions
hitherto laid on workmen who wished to negotiate the terms of

their employment,
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One of the results of this democratisation of British society
was a fumdamental change in the attitude towards charity . The new
pride of the working class, their feeling that *Jack was as good
as his master', their new~found dignity that ceme with the
responsibility of negotiating their wages ani working conditions,
all came to he expressed in a refusal to accept charity' , hitherto
the badge of the helpless, Asa the prime impulse for the folk play
tradition was the collecting of money, so it came under the ban of
begging,. The reaction of the democratised householder to the
tradition was now markedly different: in the Hawrd ck™ 1875 account

*the first of the five had to be a "ferritsome" lad,

a3 he had the doors to open and begin the play., He

often got a reception as rude as his owm entrance

had been {i.e. unamounced), an? had many a time to

rush out more eagerly than he hal darel to enter in'

to repeat the Crieffb 1884 comment, ‘'performances were mostly

to growm-~ups at home, or to Friends of the femily, as anything
like begging was frovmed upon by hisg mother',

Begring wos more easily pardoned in the very youns, especially
T A r P ¥

if the reward was inconsiderable nuts and avples. The Furlet account

is representative of the final indignitiés of the Galoshan play.
There, vrobably about the turn of the cenbtury, it was performed
by sixeyear olds, in thelr omm houses, with the help of Ytwo
big pirls® to dress them and coach ther in their parts, The two
hunired vear tradition was on the brink of collanse, for its

wilclipants were now too voung to mainizin it -ithout the.
. (%

g

o

ssistance of their seniors. Then this was not forthcoming, the
custom dlsintegrated, and althoupgh some names end rhymes for a

time remained, each of the trouve now gave solo recitations or
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songs, For the reward of the muts and apples. In this form is the
Hellowe'en guising carried on at the present fine, and it is
fortunate that the Vew Stevenston account captures the moment in vhich
the 'Galoshens' evolved into the "Cuisers', Grasually, over the
next twenty or thirty years, the new form of guising replaced the
old, and the folk play was finished%T

Bfggar alone exempted itself from this extinction, san exemvle of
the excention proving the rule. The Ffolk play died because it hed
come o he scen as an ingbrument for begsing; by tradition, the
Bisgar nlay w28 performed in order to collect noney to buy coal
Ffor the tovm's Tule Wire, and thus to gather *the common wealth Ffor
the common good. This was not begging, hut a fit pastime For young

men and boys, and therefore Bigrar survived the passage from the

tfoudalt to the 'democratic! society.

This chapber on the modern folk play has *tended to certain
conclusions. The more imvortant of these are that the period of
the modern play is approximately the tmo centuries fron 1680 to
1880, and thet the corpus preserved a recognisably Scottish flavour
throughout this period, and particularly before ¢.1840. FBaglish
chapbooks were influential in the new industrial areas in the
second half of the nineteenth century, but elsevhere snd at other
tines the custom seems to have survived in oral tradition, though
apparently eolways in decay. Of sipnificence was the growing
money-making motive of the players, instrumental in bringing about
a rapid demise of the custom when Britain moved from "feudalismt' to
*democracy' by Acts of Parlisment extending the franchise and the
rights of the working men to negotiaste his wages and conditions of work.

The central purpose in begimiug this higtory of the Scottish

folk »play with *+he present was to discover some determining



characteristics of the custom that oould bhe recormised in the

very different conditions of medieval Scotland. Two other aivantages
have accrued: ‘the next chapiers of this sbudy will advence the folk
play throush centuries Tor which the evidence is often leas firm

and unambiguouss the modern phese, as Jdefined an? desceribed in

+the fore-poing pages, can new remain as 2 firm landfall for the
voyage. The second advantage is thot the twentieth ceantury
transformation of the custom, with She totsal loss of text and
characters, =2nd only the date, the reward, anl the disguise
remaining, will prepare the reader for other, earlier trensformetions,
hardly less exftreme than the one so clearly documented and in living

nenory,
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Hotaes to Chantnr Two

PP
1 Cawte, Felm and Peacoclk, Inglish Ritnal Drama,$}5-16. It
might be thousht thet the motivation to perform the play should

2lso feature among these criteria,

2 e Arpals of Soaff, ed. 7. Cramond (Aberdeen: Wew Spalding

Club, 1891-3), I, p.129,

5 T.C. Smout, A Higtorv of the Scotbtish Peonle (Tondon:

Collins/Foutana, 1972), pp.207-8.

4 Henry Grey Graham, Spcinl Iife in the Wishteenth Ceninry

(London: Black, 1950}, I, 186 (quotine Henderson, Annals of

Thnfermline).

g The Nevw. Shell Gulde to. Scobland, ede Yoray liclaren, 2nd

Edne, (London: Fbury Press, 1977), p.90.

Oxford Znslish Mctionary.

T Snout, ppe.1H2-53,

George Gush, Renadssanes Avaies 1480=1050 (Camdridge:

S’tevens, 1975), PDe 91 10, 13"1‘19 3(’, 380

J The onening lines of this frament are,
Silence, merrvy gentlemen,
Unto my conscience sayv,

For my neme is Alexander



And I'11 show you thrice to tie;
e are six of us all,

Six merrvy boys are we,

“Te come to take a ramble

In your houses “or to see,

And =zome ‘treasures for to give,
For what you freely give to us
Te freely shall receive,

The next young man that I call in

He glowren of me now, (He is Gala*tian of renowm)
And he shall slay the Admiral
And then he'll teke the Crown.
Ho Aate is given for the custom, but most of the examples Tiddy
collected were taken down about the turn of the century. The

Tecombh text iz given in Tiddy, The Mmers' Play, p.178.

e

0 . : n .
Edmund Chambers, The Easliah otk Play (Oxford: University

Press, 1949), pe.60.

1"

The Scremerston play is given in Melm, The Enslish Mummers!

12 . ; . , .
The furthest-travelled on record is the Tiverion (Davon)

e S|

version of TAlemanler znd the ¥ine of Zryob', o zovy of which was

recovered in Philadelphia: Alex telm, The Chavhaonlk Murmers'! Plays

(Tbsbock: Guizer, 1969), pe25.

1 . )
5 The_OChapbook Iummers! Plays (see above)

% Smout, op.242-43.




15 The in‘formation and quotations uzed here are from Helm,

Do 3945,

16 Henry Slight, The Archaeolorist and Journal of Antiauarian

Scisnce, 1 (“eptember 1841 - February 1842), = - 176-83,
LY - . . . P
Ws fraud ig only too apvarent in the difference bebween
the vitality and rhythm of the ordiginal, and Slight's flaccid
translation, For exsmnle, the widespread begming-rhyme makes up
the Firgt four lines of the Falkirk play:
Rise up gudewife and shake yvour featherst
Dinna think that we are begpars,
We are hairms com'd to play
And for to seek our hogmanny,
appears in Slight's version thus:
Rise vwo, good wives, shake yourfeathers;
Don't you think that we arc begsars!
We are gentles, come to plsr,

And seek your Mnglish good money.

18

-1

Mede Pregton, V.Ge Smith, onl F.0. Smith, 'The Peace Egg
chovhooks in Scotlends an analybic apovroach to the gtudy of

chapbooks®, The Bibliotheck, el, Touslas 5, l'ack, 8, lo.3 (1976),

71904
191411, pp.257-50,

20 . .
The 'doctor and cure' episodie from the chapbook, which
belonrs in Inkerman, is found inz’ead and at the same Aate, at

Qld Filpatrick, about seven mileg north, across the River Clvde,
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It is temptingly easy to suggest that the 'doctor' moved home, and
allowed an incomer to take his place.

el Prohably local pracvice varied, but the time served in the
custom was povernad by competition for the placas. A boy mirsht vell
be ten years old before he could be entrusited with the role; soon
after he would consider himself too old to 2lly himself with the
yvounger boys. The practice in mid-nineteenth century Lancashire
was for boys to Join the custom when they were ten, and leave on

reaching the age of twelve: Helm, ChapbooX Mummers! Plavs, .30, .

2 . . . .
C Adthough the style of guising referred to at this point hes
no obvious connection with the folk o»lay, its kinship is sufficiently

close to offer a useful parallel,

25 In 1752, Britain adjusted to the CGregorian Calendar by
omithing September 3rd -~ 13th, the accumulated deficiency of the
Julian Caleniar being then eleven doys. At the sane time, Fngland
and Tales made the change that Scotland had made in 1600, of moving
the begimiing of the Wew Year from March 2%th to Janmusry 1st, '01d
Stylet and 'New Style' were the labels consequently abtbached to the
dates before and after 3lgt NDecember 1751,

24 . . . . "

It mizht be said that the soclety of the first half of
the nineteenth cenfury was "feudsl' in the sense that, in the main,
the employers owmed the land, and the means of production,
determined the terms and conditions of work for their emmlovees,
and ook a paternalist attitude (with whatever thet might imply)
towards their workmen snil their families. Likewise, in the wider

political svhere, power was in the hands of the monarchy and



aristocracy, or purchased.

This surviving feudalism hz2s been well notel, Peter Wichols,
the playwrisht, believes (1ike Yatthew Arnold fl., ¢,1860-1880) in
the democracy of travel, and approvingly quotes the poetts welcome
1o the railwey for the reason that it would bring about the end of
feudalism (Peter Wichols, The Freeway (1974), Foreword). Arnold's
hope was, however, vain: 'The close of Queen Victoria's reigm and the
end of the century saw the so-called 'feudal' sociebty of the country—

side still in being': George Macaulay Trevelyan, Enclish Sosial

History (London: Longmans, 1978), p.51l.

25

For exanule, women had not yet been given the vote,

26 King, originally Saint, Crispin, the head of ‘the Cordwaioers’

Guild, occasionally paraded the streets, as a sirn of popular
rejoicing. In Aberdeen *an altempt to abolish the custom in the
year LT85 occasioned much rioting, and several versons were
incarcerated + + o o On the 8th of Aunsush, 1832, il wes revived
to celebrate the passing of the Refome Act'; F. Iarian MeNeill,

The Silver Bough, (CGlasgow: Maclellan, 1961) ITII, 111 (quoting

Joseph Robertson, Tha Pook of Ton Accord). In Glasgow, 'the

last King Crispin pagesnt occurred at the passing of the Reform
211, and atirected great attention, King Crispin being splendidly

arrayedl in roval robes', (Andrew I'acGeorge, 0ld Glasgow: The Place

and its Pednle (Glasgow: Blackie, 1888}, p.210.

21

In some places, the folk play term has been preserved as
the name Ffor the modern custom., At the present time, the children
of Port Glospow (NS3274) know Hallowe'en pguising as 'doin ver

CGloshens', and the same term is knowm in Greenock and Rarrhead,
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I am told by the actor Robert Mrotter that ¢.1935 the guisers in
Dambarbton (M34075) were known 2s '(loshins's An informant in
Gartocharn (W54286) reports that 'Galoshans' was the title of the
boys in all kinds of old clothing, who went guising with cabbage
stalkss this village is in the area of unloc. Strathendrick (a.v..)
Also:s
'"The work "Galoshan" itself means nothing to most Scots
people, Here and there it is preserved, as in the village
of TLaw, in Lanarkshire (an1 not in neighbouring towms or
villages) in the form of a Hallowe'en greeting, "7ill
vou help the Galoshans?", or, "It's the Goloshens,.

Please for wir Hellowe'en". '(A.L. Taylor: 'Galatians,

Goloshan, and the Inkerman Pace-~Eggers', Saltire Review,

5, Wo.16 (Aubwan 1958), 42,
Braidwood, recalling his experience as a sulser in the 1920s,
referre! o himself as & 'Galoshie', anl remerbers the hoys asking,
) g 2y

'Please heln the Galoshies' (source ns for furlet).



CHAPTER THREE

The Origins of the Folk Play in Scotland

1. e M

In the first chapter the point wes made that the political
and social history of Britain dictated that the folk play in
Scotland must be either a post-1T707 importation, or the modern
version of a practice knomin much of Britain by +the end of
the thirteenth century. In the second chapter, textual evidence
was adduced to show that the modern folk play text was in existence
by the end of the seventeenth century, and the record of Falkirk®
in 1701 was interpreted as the first notice of‘the folk play in
performance., On %hese grounds it follows that the search for the
origin of the play musﬁ'be made in the years befope‘1707, and
therefore also before 1296, the yvear that sar the beginning of
.two hundred or more yvears of separation and hostility between
- Scotland and England,. -

To that end, this chapter begins with a survey of the history
of Scotland, or at least that part of it that belongs to the folk
play. The matter of the geography of the play is of the greatest
inportance, but before studying fhe map of Scotland, it is useful
to begin by viewing the Scottish folk drama in the context of the
British Isles, In this task, Maps One and Two (reprinted from

Briglish Ritual Drama1) are invaluable. They reveal two important

facts: firstly that the custorn exists only in English-speaking

areas, in England, Iowland Scotland, Ulstef.(planﬁed with
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MAR ONE

Folk Play Locations in Rritain

English Ritual Drama, ed. Cawte, Helm &

(reprinted from

Peacock (1967), p.32)
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Fnglish and Fnglish-speaking Scots in the seventeenth century),
in the Pales of Dublin and the south-east of Ireland, and in
anglicised South Wales; sécondly, that ‘the custom is by no means
uniform, even in BEngland, for south-east Englani, Fast Anplia and
north~west ¥ngland have little or no record of the plav. It should
be added that the custom is also riven with differences of style
and season, and that these differences are generally thought to
be derived from early medieval patterns of settlement? Trom
thig larger context, therefore, it will be presumed that the
distribution of the play in Scotland will be influenced by (i)
the introiuction of the English language, and (ii) early medieval
nopulation shifts,

The preparation of a 'folk-play' map of Scotland first
required the gathering of, as far as was possible, a comprehensive
list of the records of Scottish folk play, and a substantial period
of‘research was devoted to this end. The starting-point was the
list given by Cawte et al., the first and only such index, which
listed for Scotland 27 locations and 8 unlocated plays? A
lengthy search in printed records and personal memories, and
access to private and archive collections, have made possible the
enlargement of the Scottish corpus. Although examination showed
that two of the originally-listed locations were erroneous? it
was still possible to increase the locations fron 25 to
aporoximately 70, and for the unlocated plays to be augmented
from 8 to 26. The play locations are shorm on Maps Three and
Pour,

The locations and the unlocated nlays are obviously the
best information on the extent of the custom, bub two lesser
sources of knownledge should not be ignored. The first of these,

the places where the word 'galoshans' hes apparently survived the
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Aernise of the Arame, mostly found in the valley end estuary of the
Clyde, have alrveady been listed? The second comes from ‘the opinions
given by collectors of the folk play on the extent of the practice.
To begin in the south of Scotland, the custom was 'in full force'
in Roxburghshire (unloc. MacRitchie) and 'most vopular! in
Teviotdale (unloc. Teviotdale). The countryside surrounding
Abbotsford House, ¢.1825, could provide seventy performers, and

an estimate of three or four hundred in the neighbourhood. The
Bowden account of 1815 rererded the custom as widespread in 'the
Southern Counties of Scotland', oreferring this vhrase to the
'Towlands' of the menuscrivh's title. Robert Chambers (sce

unloc. Chambers) stated that +the drama, wholly or in part, 'exists
in every part of Towland Scotland'. The unloc. Fast Lothian
account includes the comment thaf the play wes ‘universally in
fashion among the peasantry of East Iothian in the writer's

early days' (c,1860), and was 'still very common' at the time

of writing (1896).

Only two such comments apply to the west of Scotland: the
Clarebrand account, presumably speaking of the Kirkcudbright,
Galloway region at the beginning of this centuwry, stetes that
"Hallowe'en's drematic performance wes almost muiversaltsy the
Glasgowb (1878) account says that the nlay 'was acted throushout
s sseeltlosmorrt,

Marther north, *the author of the unloc. Stirlingshire account,
riting with some care about the Stirlingshire of 1880, clained
the vlay 'in the villages at least of the county'. Ualoc, Angus
(1888), referving to 1830, describes the play as being ‘'said, sung,
and acted ... in Torfarshire and the eastern counties of Scotland'.

The marming of the Scotish folk olay has been & most revealing
nrocess in this research, and the distribution mepn is o bear +the

weilght of some crucial interpretation, It is therefore important



that this map is accepted as a reliable and meaningful chart, and not
merely the record of some: random relics: of a tradition.

On three points, the map can command respect. The number of
locations are, a3 has already been said, the vroduct of lengthy
ani extensive research. Moreover, the 'nepgative'! areas: of the map
are no less compelling than the 'positive', for the blank spaces
have been assailed through scores of regional histories, local
reminiscences ani works of folklore. These awthorities have
declared against the folk play with such conviction that the
researcher can have confidence in excluding such areas from
consideration?

The third point concerns the continuity of research. The
skeleton of a distribution pattern observed in the Ffirst mapwing1
was gystematically fleshed out during the period of research,
implying that it was indeed the real pattern, and would he revealed
iﬁ nore or lé;é detail according to the amount of available data.
In fact the new locabtions produced ny current research7 conbinue
to sugment the distribution pattern already recogmised, and I would
predict this state of affairs to continue.

No use is made in this argument of the collectors® general
ascripbions, most of which enthusiastically apportion the custom
to areas large and small, It is clear that the writers shored a
conviction that the practice was widesnread ani vigorous, but
their opinions on its Aistribution are never justified by
accentable evidence, It is very natural to magaify the imvorbance
of ome's recollection by extending its territory (and its anbiquity),
or by exaggerating the imminence of its demise. This is not to deny
the good faith of any one of the correspondents, whose oninions are,

as it happens, for the most part, borne out by the map. 1ove

serious consideration, however, is given to those who confined
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themselves to their ovmn immediate neishbourhoods (e.g. Abbotsford
Touse, unloc., Teviotdale, and Glnsgowb). Such comments on the
popularity of the custom offer confirmation for what is readily
susnected, that the locations map shadows forth an earlier and
greater density of observances;wihnﬁﬁs instance the fdikloriét,
like an archaeologist, can see a larger picture of the past in
the shadows thrown by relics at the sunsel of a tradition.

To asgist the interpretation of the play's distribution,
cervain geographical features have bheen added to Map Five. The
play locations in the adjoining areas of northern England and
Northern Ireland have been added as reminders of the larger context
o the custom, The 600' contour usefully excludes the sparsely-
inhabited uplands from further consideration. Mwo other internal
boundaries require some comment, The Highland Line8 is the
frontier petﬁggn the Tnglish and Geelic-aspeaking areass of
Scotlani, and in view of the assumption that the folk olay is
related to the English-spesking areas of the 3ritish Isles, it
mieght have been expected thatb this boundary would have served
for both language and play. Thisg is clearly not the case.
Curiously, it is in fact rather the Fighland Zoundary Yoult
Line {which in geological terms demarcates “the ™iphlanis and
Towlands) that provides the frontier +hat its demographic brother
irnies,

The curiosity of this geological frontier, and the apnarently
raniom distribubtion of the folk »nlay in the south and south-east
of Scotland, are therefore the two problems posed by the mapving
of “he custom, The answers to these problems sre to be founl in

the history of pre-13%00 Scotland? parbicularly in the population

novenents before this date, At the same time, the opportunity is
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Yot the Welsh mythology dontains allusicns o the themey whloh: '
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taken to notice cult and ritual observance that relates to the

central action (of death and resurrection) in the modern folk play.

2. The Bthnology of Ilowland Scotland
The Celts'°

The Celts in Burope stretched in a band from Asia Minor
(Galatia) through “Gresce, Nbrthern.Italy, France ang Spain to the
British Isles, in fact, through most of the lands th%ﬁ in the
nineteenth century possessed the resurre9t§qn_drama. Unfortunately
for the clarity of this parﬁllél,‘tﬁefrelétiénsﬁiﬁsbetween the folk
play and Celtic influence in Britein is wtnbest ambignons.

Two waves of Celtic migration before the.faﬁrth century B.C.
brought the Goidelic Celt (he originators of Irish, Scottish and
Manx Gaelic), and the Brjthonic (speskers of the Gallic spdken in
Gaul before A.D. 600, and now only in Waleé~and Brittany). The
Celts in Britain were Brythonic, and as the later waves of Teutonic
immigrants pushed wesngrds, they were squeezed into_three western
extrémitiés, Corﬁwéil,'ﬁéieé, and mid-north-west Britain (ﬁieﬁéntv
day Cumbria and Strathclyde). TFurther pregsure cansed these
northern Britons to migréte to their southern refuge in Wales,

It is becoming increasingly evident that Celtic précﬁicés in
+the Teutonic areas were by no means  extinguished by the\Change
in political control, and that settlements reteined their iaenfity
thronghout the medieval period and beyondh': Neverbheless, it is

@iffipu;t to déterming, at least in the fi@l&iqf-fqlkndrama, vhat




presumably date from very early times. OCavenlish has recently
investisated the motifs of the Arthurian cycle, Arawing attention
to the veretation and climatic dramas of Welsh legend, TFor example,
the story of Culhwch and Olwen, in the IMabinogion (circulating

¢e. AJD. 1100, knowvmn in part A.ﬁ:VBOb), conceals the nature myth of
Olwen (the Earth or Spring l"aiden) and her father Ysbadadden, the
gbtone giant (of Winter), who must die vhen his daughter marrieslz
Much the same myth pervades the story of Creiddylad, the most
majestic maiden in the British Isles. She eloped with Gwythyr

son of Greidiawl (=Victor, son of Scorching - a sumrer king),

but while still a virgin was abductel to the north by Gwymn

son of Muid (the winter king)e By negotiation, it was agreed
that the two warriors would fight for her every succeeding May
Day13

The beheading goame, probably most familiar in the 'CGawain
and the Greéﬁ‘Knight' version, came from Celtic legend, In its
north~west England form it could have been a Prythonic relic,
though the oldest surviving version is an Irish story, "Bricriu's
Feast'!, in which Cuchulain beheads the giant, but is repaid with

14

a genitle axe-~blow, blunt side dovmwards. Trom whichever region,
this is a product of a Celtic combat, death and resurrection Arama,
Resurrection was also the gift of the Welsh god Rran, who reanimated
fallen warriors by placing them in his cauldront?

Clearly, at an early stage, the Brythonic Celts had anthrovo-
morphised the struggle of winter and summer for the earth, anl had
agreed on a ritual date, May Day, for the combat, At least one
technigue for resurrection was known to thems It is clear, too,
that by the early Widdle Ages these motifs were the stuff of
story-nmaking., I share Robertson-Smith's view that myth is a

6

literszy version of ritual actsl an? speculate that the ‘Telsh
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romances inply that Celtic vegetation drama once existed, but that
their society lacked the requirements for its preservation., Therefore
althoush there is a totally negative correlation between the folk
play end the Britons (in Wales and in the Strathclyde area of
Seotland), the possibility that the mythology of the Zrythonic

Celts influenced the culture of non-Yelsh Britain should not be
discounted,

The Romans

The boundary of the Roman Fmpire w=s, from A.D. 142 4o AJD. 200,
extended northwards from Hadrian's 7all to the Antonine Tall, drawa
across Pritain at its narrowest point, between the estunaries of the
rivers Forth and Clyde.

The high gtetus of Latin in the last two thousand years has
tended to magaify the cultural importance of the city of Rome, both
in the Middle Ages and in the modern period. TFor example, Bernheimer,
in his discussion of folk drama, writes:

the widespread distribution of these rituals - over
the Balkans, Greece, Asia Minor, Horth Africa, Gaul,
and Southern Germany -~ is a key to their oxdigin and
age, for it cannot be a matter of chence that thelir
geographic dispersion should coineide as it does with
ﬁhe limits of the Roman Fmpire17

It is in Scotland with the Romans as with the Celts: although
a connection seems apparent, there is in fect no useful correlation
in northern Britain between the Roman territory and +the folk nlay,
Knowing ‘the Roman use of auxiliaries to nman the imoerial frontiers,
the most that could be expected Trom the Romen presence would be
the mingling of continentel traiitions with the Brythonie, but
even this admixture could only survive in areas of dense

occupation in Poman times, with some continuity into the Viddle
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Ages, Weither of these conditions is satisfied by the Scotiish

situation.

The Goidelic Celts

The Celtic migratory wave, eastwarls from Ireland in the fifth
and sixth centuries, moved first into Galloway, and into Strathearn
ani lenteith in A.D. 768, These 'Irish ﬁaels';l8 or 'Seots?,
grew steadily in influence, allied with the Brythonic Celts of the
north c. 860, captured Edinburgh ce. 960, and the rest of Lothian
by 1018,

Gaelic hecame the dominant lansuese of Southern Scotland, and
by 1100 was probably in general use everywhere except the Iothian
(i.es between the Forth and. Tweed). The supremacy of Gaelic
was encouraged by the immigration of the Irish and Febridean
Norse, who colonised Galloway end Carricl,

The Goidelic Cells share of sessonal drama has already been
broached with the mention of Cuchulain., A much closer parallel
with the 'Galoshan' scenario 18 given by ocd-tlartin in this
description of an Irish wake~games

eoothe actors entered, wesring masks, and Fantastically

attired, carrvying long polez “or spears, vplaited straw
on the arms, to represemnt shiells, and —rent through

the form of building a fort...."hilst thus engaged,

a new set of actors, also masked and armedl, representing
their enemlies, appeared, an? 2 generel Firhteesess tO
save further bloodshed, it vos provosed that a single
combat should be arranged bebveen the leaders of the
hostile forces, After a well-sustained Tight one
combatant fell, as if mortally wounded, and was

immediately surrounded by women in cloaks.,,vho

keenel over the fallen warrior....It wes then supgested
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that the prostirate man was not dead, and an herh=d0ctor.s..
w28 led in, and went %hrcugh sundry strange incentabions,
The fallen man then came to 1ife, ond wag carried off by
his comrades with shouts of triumphig
The rare and crucial resurrection motif is most plain in this
combat drama, observed in the Ireland of the ninetéénth cenmtury,
So unlike is it to the 'Galoshan' folk drama of the same countiy,
it might well be construed to be an unrelated Goldelic antecedent,
Any further speculation is ohstructed by the absence of =ny such
rformance in +he Goidelic parbs of Scotland. Indeed, the only
+o come to my notice is the dramatic jig tEailleach an Didain®
(*The old oman of the Mill=dust') in which the two dancers,
disguised as an old man and an old, hag—like woman, mims a combatb
ag they dance, The woman is killed by a thrust, and the men
laments over her body. He discovers that he can resurrect her by
touching parts of her body, and he does so, laughing uwproariously,
until the two are happily reunited, The man is said to have a
Tamidie! or *magic' wend in his rigﬁt hand, and it is iﬁferesting
that the same instrument "%ills' and tYrevivest, This dance was
only recorded in the Outer Hebrides (W. and 3, Uigt, Benbeculs
and perhaps Wriskay), and despite its striling nature, not noted
mwntil 1900, although the accompanying fune'waa knowvn in the mide
eighteénfh century?o,
Although these two sightings 5ugge§t‘%haﬁ‘the conbat/

"‘lrbsurrection motif was knowm to the Scoﬂtiéh Gael,'the isolated

ig:iﬁ“i ot %he ‘f‘olk pla,y in Scm;zmi mmo-t 'be susstalued. ,

sover it is inconoelvable that the Teutﬁnib lowlends of

 -Sc6%1an&fcou1d host a Gaelic custom, for from the ¥iddle Ages

into modern times relations between the two peoples has veried



between hostility and indifference. John of Fordun, & chronicler
from Aberdeen, was the first to identify the cultural schism.
Writing in 1380, he noted that 'Teutonic...is the language of the
seaboard and the plains'?1, King James I and VI regarded the Gaels
as slightly éubhuman, and attempted, without success, to colonise
par%s of the Highlands with Lowlanderggg. The Scottish historian
and patriot Andrew Fletcher noted that even Yat the end of the
seventeenth century, the Highiandé of Scotland were foreign country,
not merely to Englischmen but to Lowland Scots as well'?s. The cult
of the romantic Highlands came in with Sir Walter Scott and Queen
Victoria, but an Aberdonian of %he same cenbtury éould reminisce on
the traditional attitude to the Hzghlanders in the following terms:

The city of Aberdeen and more than three-fourths of the

- counbry have been for some centuries devoid of Celtic

chafacter; Indeed there are few dlstracts in which

the feellng of antagonlsm of race has been kept up

_more strougly, or at least used to be some years ago,

‘than the Lowlands of_Aberdeen%¢ |
In i%s last phaSe,_the foikiplay was an_iﬁstrumeﬁtlof popular
Lowland culture, and as sdch‘occasioﬁélij included“remarks abusing
Highland menners2” . : -ﬁ. . |

The Norqeﬂeﬂ

Tn the Viklng onset on Britain, *the Danes are knownko have
set*led in the Dumfries area, and to have raided in Lothman%“.
rI‘hel‘r 1ncursi0n.int0 north~east Scotland is not precisely understood,
though the current belief is that theré was some settlement on the
”coastal’plain, and in the fiver valleys%Y-

Evidence.of medieval Danish culf'has been gathered by Davidson.

There was a horse cult in connection with Freyr, and she quotes



Saxo CGrammasicus to show that some form of ritual drama was

vrachise The Balder myth is generally recopmised to be a

28
w d ’
. 29 : . .
nature regeneration story (which may have had sntecedent Arema),
and she also notes the incidence of brother-kings who fousht one
y PR : 50
another for the kingdoms
The tradition of sword-dancing is believed by some to be an
ancestor of the folk play. The two types of sword dancing knom

in Vorthumbria, the 'long sword' of Yorkshire and the ‘rapper' of

the Tees-Tweed aresa, have been thoughtto be Danish and Scendinavian

s
respectively, introduced by medieval immigration{1 Alford is one
of many writers to refute this notion by pointing out that the

practice is unknown in modern Demmark and Scaniinavia, though

32

recorded elsewhare in Burope

The Norse ruled Shebland until the fifbteenth century, alt which

time the islends came to the Scobtish crowm aad were settled hy
people mostly from Angus and F&féés Shetland. guising is markedly

different from mainlaond forme, bub it is hardly possible 1o
distinguish the Morse from ‘the medieval Lowland influences?4

The Worlthumbrians

The story of "orthumbria, and the introduelion on a major
scale of Teubtonic language (a determinant “or the folk play)
into Scotland, deserves a brief summary.

The kingdom of Northumbria enlarged its northern territory
in the seventh century, teking in the Lothian, until halted at
Dunnichen {Anpus) in 711?5 Thereafter the boundary between the
Northumbrians and the Piets wss either the Forth, the Tarron
(north of ™2lkirk), or the Pentlsnd Hi11826. There was a
perceptible NVorthumbrian influence on the southern ghores of

¥ife, and a wmovement westwards through Clydesdale, culminating

in the amexatioa of ¥Kyle in 752?7 In the south-west, the

64




northern shores of the Solway meay have come under Anglian influence
in the mid-seventh century?a The noxrthern, 'Scottish' half of
Yorthumbria was taken by bthe Scots betwmeen 960 anil 1018,

The intensity of Northumbrian sebttlement is hard to.assess,
bub may have been strong only in Fast Lothian en?l the Tweed valley.
Of the placenames recoxded in the other lothians in the Middle
Ages, in the est Lothian 70%, in the ¥Vid-lothizn 359, are British,
indicating 2 weakening of MNorthumbriasn influence to the westward§9

The Worthumbrien influence did not end with *he collapse of
the southern kingdom: in 1068 members of the Northumbrian
aristocracy fled into the Scot s~controlled Lothian in the face
of T1llian's advence, though the records give no indication of the

. . 0 .
strength of their follow1ﬂg€ Pdgar's royal writs, however,

continued to be adiressed to his subjects 'Scots and Znglish',
and one of theze, ¢, 1100, is attested by the names of witnasses,
These men all have Anglisn, Northumbrian or Cumbrien names,
indicating a comwbinuing line of Anglian overlordship in the Iothian,
and the possibility is that EBdgar allowed Anglian immigration into
this area to contin.ue%1
The salient features of the Anglian invasions, with hatching

to indicate areas of dense and continunous settlement, are shown
on ¥ap Six., "he map tests the theory that the play d4s 4o be
asgociated with the peoples of Worthumbria: it will be seen that
the correléﬁion between the two is excellent for Lothian and

Xyle, dubious for Fife, and tobtally negative for Galloway,
trathelyde, and the regions novth of the Forth, The conclusion
must be that the evidence zoes a very long way in supporting a
theory that the custom was introduced into Scotl~ni by the

Horthumbrians. Particularly favourable is the intensity of vlay

1ocatiqn in the Borders and Lothian, and the connsction with Kyle
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and the southern shores of Mife. There remaih, nevertheless, isolated
locations and groups of plays which camnot he related to the
Northumbrian Xinglom, in parbticulsr the group in Galloway, and it
is clear that there are other factors bearing on the distribution
of the folk play that remain to be revealed.
3 E@ydalisatiqggz
This sesrch for a pre~thirteenth century origin for the folk
play has so far moved forward throush fifteen hundred years without
success, from the Celts of the Fourth century BC to the con-
solidation of the ILothian by the Scottish King throughout the
eleventh century., Only two hundred rears remain as a proving—
grdund for this thesis, two centuries that witnessed the last major
cultural change to take place in Scotland. The event in question
was the Feudalising of lowland Scotlend, and if this process
altered the face of Scotland with its flurry of mobtte and castle
building (sea below), very much more wmrofound were the changes it
brovught in language, culture, and the framework of society.
Peudalism ig at first sight an exbremely promising area of

enguiry, for three reasons. In the first place, it fits into the
11001300 period with renarkable accuracy:

feudalisation may be said to have lasted for almost

exactly two hundred years, from 1094 or 1097 .o .

to 1296 vhen + o o 'a general war beiween England

and Scotland' broke out, one of whose consequences

was ‘to make Tnglish settlement in Scotland . o &
almost impossible for over three hundred yearsAZ3
Foreover, as the quotation states, feulalisation was only ended by

the severing of sympathetic links between the two kingdorms, and the




beginnine of the cultural rift on which this thesis of medieval

origin is hasged,

Secondly, 'Anglo-Morman setbtlement greatly reinforced the Middle
Bnglish elements in Scots speech and cul‘bure',d4 anl this extension
of English is clearly of importance in the investigation of a
cusiom already noted to resuire the lanzuage as a determinent.

The third reason is that the preceding chapter recognised
thet the modern version of the foll ple:r declined at the same
time ag the '"feudalism' of nineteenth—century Britain., It would
be of congiderable interest to discover that the society that
hoad given the custom life-support had 2lso nourished its birth,

The story of feudalisation.is, as might be expected, not
fully knowas in Professox Barrow's words, “he 'evideunce is
variable in muality aad will never seen sufficient in quantity'?s
That will be found here is only a selection fron that evidence,
and one ias therefore well aware of the risk of distorbion,
Nevertheleas, the following argument is pursued in the belief that
the evidence is sound enough to warrant the conclusions,

The pursose of the exercise was to nedernise Scotland on
the Furonean model, introduced inbto Enclend and “ales by the
Normmns. The Scottish Kings therefore breusht in younger sons
fron landed families in England, 3rittany, and north-west “ronce,
nem reared in feudal soclety with 1ittle hove of inheritance at
home%S To operate their fiefs, these new feudatories brourht with
them tenantry to work on the estates, servents for their strong-
holds, and tradesmen and artificers Sor the needs nnd skille
of the castles and burghs., Tittle is known of the identity
or strength of these underlings, but the assumption is that

they came in strength, for the new society demanded new skills,

and the new rulers, planted in an alien 1aad, needed veople they
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understood and trusted to supnort and defend them. A large
household, for one of high rank, could number half a hundredz;l7
fam=-servants and tradesmen, and the families of all these,
might bring the total into three figures. The size of this working
vopulation is important, for a populer custom, in this case the
folk play, required a substantial population for its support.
The cultural heritage that these people brought is also

important, and therefore their geographical and ethnic roots are
of interest. The feudatories are Anglo-Norman, French, Tlemish
and Breton (vith some later Scots); where the greater immigrant
ponulation is concerned, it might be presumed that the larger
number travelled overland from England, and the Mnglish estetes
of these feudatories (whatever their 'nationality') were mostly
in Cumbria, Yorkshire, Shropshire and Somerset. Greabter than
these, however, was the Honour of Huntingdon, which had come to
the Scottish crown by merriage in 1114, and remained under its
sway until 12862

It is of course a commonplace of Scottish history that

‘the Honour of Huntingdon, with estates scattered across

ten or eleven counties, though concentrated chiefly in

the shires of Muntingdon, Cambridge, Bedford and Northampton,

formed the main catchment area from which the stream of
feudal entrepreneurs flowed into Scotlandqa
Huntingdon is importent here, and its significance in another aspect
will recall it to attention in the following chapter,

For a summary of the colonization of Scotland in this period,

it is essiest to turn agein to Professor Berrow:

Surviving record shows incomers from the south in

almost every varish of southern Scotland excent in
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Galloway and Carrick, while north of the Forth there was
fairly intensive settlement in Fife, Gowrie, Angus, and
Mearns, the Aberdeenshire districts of Garioch and
FPormartine and across most of the lowland country between
the Spey and the Besuly r:iverAS9
This summary is a fair commentary on a map which I arrived
at by noting those feudal centres of seeming importance, established
before 1265, a year which marks the high water mark of the tide of
immigration, and a time when the most desirable land had been
granted (these fiefs are listed in Appendix Two). These feudal
centres (and the locations of the modern folk play) are given
in Map Seven, and it will be perceived that for the second time
there is correlation between an historical event and the pattern
of the custom. This correspondence, moreover, is consolidated by
a more detailed examination of the fief and play relationship, and
this is now undergone, looking at the separate regions of Scotland,
beginning in the south.
The Borders
'The Borders® is the modern name for an area that might be
more properly described here as Tweedale, Teviotdale and the
Merse, The distinction of this region is that it is dense in
folk play, intensive in Anglo-Norman settlement, and strongly
Northumbrian in character. The latter two are probably related,
for Barrow infers that 'feudal settlers in that (south~cast)
corner of Scotland could more easily be fitted into existing
settlements'?o and Duncan suggesits that the king was able to
translate the Anglian landholdings into the new style of temre
without having to introduce a new feudatory§1 Another indication

of the security of the social order comes with the presence of
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religious houses, wealthy and relatively unprotected institutions:
in & twénty mile trianglé of the Tweed and lower Teviot, on the
southern boundary of the kingdom, were four monasteries and two .
nunneries, all founded before 1165,

The evidence of this area indicates that the folk play in
Seotland has survived most strongly where post-Nbrthumbrian
society has been overlaid by feudalisation,
mQ 1 gg_'h] and, (Galloway, Carrick, Aﬂng,ndglg and Withsdale)

Map Dlght shows three dlfferlng areas. The~wesﬁern area is
the simplest to describe, for west Gallowav and Carrick ‘had 11ttle
or no feudalism and furnish no evidence of the folk play. The
contral area shows both fief and play, and 50 aligns itself on
the side of the theory that relates the play b0 & feudal society.
The eastern area, where there is fief but no play, offers more
resistances

An interesting solution o the apparent disparity iz offered
by & small excursion into $he history of the eres. Tn 1174, a
rehelllon led by Uhtred and Gilbert, the Lords of Gallowayg brought
about the destruction of the king's castles, and the death of all
the English and French in the area, in other words, an abiupt
reversal of thée feudalising processs Such, at least, was ‘the
iﬁeboriymaﬁé by-Rogér Hbﬁden, Henry II's aﬁbasgadox,;aithough
;modern historians have accused him. of exagg@*&tlng the seriousness

"}of the revolb. The fzrst independent verifiaation 0f Howden's

'qvén%éiinEGalldway *nay most plausibly be swplained by Henry II's
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‘In?th later discussion on the" “*5ans0n’ .Ff%ﬁé“bléi,'it"wiii

T4
agreement that those expelled in 1174 would not be restored‘?z

As for the knot of plays and fiefs in central Galloway, their
presence is explained by the fact that these fiefs were all
established in the decade following the rebellion by the restorétion
of Henry II's power in the area, and his precarious agreements with
later lords of Galloway, one of whom (Roland) brought in fendatories
from English Cumbria in the 1180d;.

This explanation of the Galloway problem is broad and simple,
but leaves some unreéolve@lpfobléms;' The chief of these is the
position of the fiefs in the 'ba;léé'; Tt is well<known that the
Annandale fiefs continued after the rebellion, and the same may

be true for Vithsdale and the o‘bhers53

, and the ques%ioﬁ repains
why one set of fiefs could produceyﬁhe folk play:anﬁ not another,
Horeover, Galloway remained Gaeliongéaking into:the fourteenth
century, and ithes been established that the English language

is a determinant for the playe Tt is likely that the answer to

these problems lies 1n the quanﬁity of English speakers in the

k reglon, I the Tords of- Galloway were suﬁa@ssful in expe]11ng

+he majority of the Angio—Nbrmans, without imperilling the
existence of the Dales' fiefs, th@n,they mey have removed the

necessary population base for thé éﬁstoma The Cumbrian English

_immigratlon into central Galloway, however9 alert to ‘the dangers

‘of insurectlon, may have been accompanied *n strength. Some

proof of this might be seen in the number @f mattes in the area 54}

be noted that only in 'old! Galloway was the play perfbrmed at



the Celtic festival of Hallowe'en.

Finally, in this discussion of Galloway, it should be noted
that Yoniaive is an isolate between the *play' and 'non-play' areas,
It ig aleo an isolate in another sense, for its text includes the
word 'Galoshans', which a later passage will show not to be a
Galloway term. The possibility that this tradition is a late
importation should therefore be entertained, |
Strathclyde

Three distinet areas require comment, The most valuable, for
the theory now being advanced, is the group of play and fiefs
around Biggar, in Upper Clydesdale, where there is the closest
congruence between a cluster of five Flemish fiefs and Scotland's
mogt enduring tradition. To the west lie the Ayrshire districts
of Xyle and Cunningham, and to the north, the Glasgow conurbation.
Kyle was, as has been sald, a part of the Northumbrian kingdom,
and ‘the evidence of the Porders is that this, with the extensive
feudalisation of the area, should produce folk play in some
quantity. The coasgtal folk play of Kyle might well be so aseribed,
for there was infeftment of a kind similar to that of the Biggar
variety. The folk play customs in the Kyle uplands, however,
are in the coal-mining villages, and introduce the problem of
eighteenth and nineteenth century population shifts of Lowland
workers, and their ability to transfer local culbures over large
distances. The poet Robert Burns, an early folklorist, who spent
his youth only a few miles from the northern trio of folk play
locations, failed to include the custom in his catalogue of
'Hallowe'en' folk customs in his poem of that titles” .

Further north, in the Glasgdw region, the problem is more
acute, with the vast sprawl of urbaﬁisatiOﬁ and influx of

vopulation swamping the character of the medieval fiefs. The



76

custon ss recorded at Helensburgh has sbme of the farchaic' features
of the Scottish play, but the new town was laid out as recently as
1776, and it grew as a dornitory suburb for Glasgow in the nineteenth
centurye The story of Inkerman, as told in the last chapter, must
serve here asan.example of the rapidity of chenge in the
industrialized society. A

The Iothian g

In Mid~ and West-Lothian there is a fair correlétion between
fief and play, although here too the urbanisation of the modern
period forbids too ¢lear-cut a conclusion, The situation in East
Lothian is more interesting, for here is an *Anglian® district,
with some record of infeftment, yet in its eastern coastal area
remarkably barren of the folk play.

The explanation here requires the introduction of a new factor,
the distinction between the jurisdiction of the king and the earls
of Scotland., In the words of Professor Barrow:

It was at the highest levels of society and in certain
aspects of royal goverrment that preservetion and
continuity were most sharply contrasted with the
English experience, The earldoms survived intact,
Five of them, admittedly, were by 1286 in ‘the hands
of families of continentsl origin .~ « « But the
remainder, Caithness, Ross, Mar, Atholl, Strathearn,

Lemnox, Fife, and Dunbar, were still possessed by
native comital dynasties?sp

It is hot possible to,ﬁe.preciéerOn-%ae facet of societal
organisation that differentiated the monsvohic and comital systems
and, presumebly with other effects; permitted or forbade the
folk play custom, but with remarkeble consisbency it will be.

noted that the earldom was inhospitable ground for the tradition.




At its simplest, the reason may be that the earls carried out
their own brand of feudalisation, and in doing so merely changed
the ground rules for their client landlords, who had less need
to import foreigners for support and defence, and no cause to disrupt
the local culture., Yor whatever reason, the East Lothian con-
trivution is to posit that the earldom is an inhibiﬁion'for the
folk play, even vhen the Northumbrian and feudal féctors are
present, as they are in Dunbar (see Map Nine), |
Pife

Map Seven shows folk play on the south shore and in the
iﬂdustrial areas north of the Forth estuary, and fiefs in the east,
The pregence of the plays on the south shore could be the result
of the Anglian influence at the time of the kingdom of Northumbrias,
augmented, as in the Borders, by later infeftment. The absence of the
play elsewhere in Fife, even where there were fiefs, must be
explained by the fact that Fife was an earldom, that feudalisation
there was carried out by the earls, and that the political flavour
of the old 'kingdom® was unchanged in these two centuries,
Lennox, Menteith, Strathearn snd Atholl

Apart from Menteith, which was in the hands of the Stewarts,
these earldoms remained intact, and so fall into the pattern
predicted by Dunbaer in Bast Lothian., The lLemnox, north of GFlasgow
and the Clyde estuary, *remained free of Anglo-Norman incomers'?7
and it may be presumed that the plays in the industrialised Vale

of Leven, and in Helensburgh, are nineteenth-century importations.

| Iﬁﬁéftmqnt in Menteith waSnlimited”fo a few places in the soubh-mrest

of ‘the aree, and in the absenée of precisa information, theée-might
be associated with reports of the tradition in the villages of

Stirlingshire (unloc, Stirlings.). Strathearn wes moderately
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affected by immigration. I have been abie to note two feudatories,
and trace two of the fiefs: both are within seven miles of Crieff, the
only location for the folk play between Stirling (20 miles) and
Arbroath (50 miles)., Atholl has no folk play and was not feudalised
(the charters of the BEarls of Atholl were attested by Atholimen
of Celtic name and origin). While it is therefore poésible to make
i
out a case for Crieff’as a feudal centre, it must be %ecalled that
the towvn was completely destroyed in 1716 by the Jacoﬁites, and
not restored until after 1731l. The town was an industrial centre
in the eighteenth century, and a spa in the nineteenth: +the break
in contbinmuity and the immigration this history reveals combine to
persuade me that Crieff is not a feudal survivor,
Dee Valley
The dominant factor in the discussion of this large ares is

the increasing Celtic or Geelic influence, and the corresponding
decrease in Anglo-Norman presence, even where the English langusage
is spreading. To begin in the north of the Highlands, the fiefs
were in the main granted to Scots, albeit firpb-generation immigrants.
There was some resistance to the incomers: the Berwickshire feudatory
south of Loch Ness was killed and ﬁis castle vazed in 1228, The
renaissance of Gaelic power in %he fourteenth century reversed the
direction of the feudal society, both to the nmorth and the east of
the mountains. In the words of the social historian, T.C. Smout,
‘Many a family in the east with a Norman pedigree likewise trang=
formed themselves into Highlend chiefs, either to preserve their
”ipower 1n @ new environment or: o further Thelr banditfy‘53

- In short, then, although there was feudniisation north of the
Tay, afcombination of "Celticness’ in the inhsbitants, and a period

of relative weakness of the Edinburgh monarchy, and strength of




‘the Gaelic earls, united to oblige the {new“ society to recede %o
+the 'old’.

To explain the phenomenon of the folk play in this region it
need only be said that Ballater is not to be derived from the ancient
fief of Aboyne, ten miles down the valley, but from the fact that it
%s a new town, growing up after 1760 when one with an eye for
5usinessAdiscovered thealing waters' there, and cresbed a spa. The
cither location, Arbroath, survives on the extreme south of this
area, on the coast, away from the Gaelic mountains. It is difficult
4o judge whether this is a genuine survivor from the <+hivrteenth
century, or a late transplant from Central Scotland, Tater in this
work it will be showm that the influence of Glasgow in the nine-
teenth century spread the Hallowe'en season in eastern Scotland,
and the suspicion remains that Arbroath (and Leven) may be affected
by immigration from Strathclyde.

The Mounth

At the élose of this geographical and historical excursion, 1t
ig convenient to refer again to the Highland Boundary Fault which,
it will be remembered, was earlier suggested o be an obvious
though inexplicable boundary to the folk play. In the light of
the inspection of feudalised Scotland, it is clear that the folk
play depended for its existence on a combination of fief and Anglo-
Norman population, either imported (as in Galloway) or resident
(as in the Scotland south of the Forth-Clyde line)s In this
pbnnectipn, 1t would be useful to discover some evidence that
the grantiﬁg‘éflfiefé by %hé Kinéﬁébméhow %@ﬁk¥£p§fﬂighland
Boundary Fault into consideration,

Such a document has been preserved. In 1213, King Willian

stated in a grant that the recipient was to receive twenty marks
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tuntil I or my heirs give him 20 merks' worth of land on the south
side of the Scottish Sea [the Mirth of Porth] or between the lounth
[%he mountainé] and the Scottish Seaﬁ.sq

The implication of the terms of this grant is that the king hed
exhansted the supply of suitable land for fief-making south of the
méuntains, or the Highland Boundary TFault. The reasons for not
oéfering land north of thisg line may be two-folds It has already
b;en suggested that the land to the north lay largely in the power
of the earls, and thet infeftment there was largely their
re5ponsibility.

There is, however, another factor, Kapelle has pointed out
that the sebttlement of Norman barons often depended on whether
the land they were offered could grow wheat for bread: in his
words, *despite their wealth, bread was the primary item in their
daily diet, and second the cuality of one's bread was a symbol of

personal status%?o

If, as he suggests, the osis/wheat=growing
line determined the advance of Norman settlement, then this would
be relevant to Scotland also, and to the gualification of the fiefs
that the king could offer to incoming feudatories. One of the
Bruces i1s alleged to have complained of Annsndale +that it could
not provide wheaten bread§1 this apparent inconseguentiality
returns with some importance in a later discussion, at this point
it is sufficient to observe that the quality of the soil and
climate were significant criteria to incoming Anglé-ﬂbrmans.

- Somelusion. |
':v3 ?éﬁﬁéféisﬁﬁfbutioh'of'the folk play can now be explaineds
‘- 'Ignoriﬁg those'districts into whioh the cusbom might have spread
asvaiggSult_of the eighteenth and nineteenth century industrial~

isation, the pre-thirteenth century origin depended on a community
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willing 4o support the prosperity of Anélo—Norman, French or

Tlemish fiefs., The boundary between the 'Anglian'® and the Celtic
parts of Scotland is drasm by Professor Basrrow between the Forth

and the Clyde estuaries:  "in the thirteenth century the whole of
Scotland north of Forth and Clyde was gtill Celtdic in low country

and highlands alike'fz, The earlier examination of the Northuibrian %

kingdom claimed some southern influence on the north shores of the
Forthés, and this is borne out by the folk play map: this addition !
ig therefore made to the 'Anglian' area. To be subtracted from
this area are Galloway and Carrick, in the south-west, where
Gaelic remained in use for another hundred years.

Within this broad outline there are certain exceptions. Dunbar,
a8 an earldom within thé 'Anglian' area, resisted the custom.
Within the Celtic area, feudalisation succeeded in creating the
necesgary conditions in south=central Galloway. This conclusion
is summarised on Map Wine,
Feudal Traces in the Modern Tolk Pley

The conclusion of the foregoing exemination of the modern
history and pre—=thirteenth century origin of the folk play is that
in pert it owed its exigtence to the feudal society created on the
Anglo~Norman model in the thirteenth century and came to its demise
through the destruction of that society by the reforming legis~
lation of the nineteenth century. In short ?feudalism' is the
‘frame‘and setting for the folk play, andit would be strange if

the play custom did not reflect this in its text and action, and

‘;iﬁﬁihe;circumétaﬁéeS'that attend, aﬂdfhave'é£tendéd, its performance.

To investigate the attendant circumstances first, it should be
recognised that f@udalism was a powerful influence in ‘the creation

of the class system .in Britain, and the notion of divisions on the
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basis of a hierarchy of 'worth'. Barrow contends that the gulf
that opened up in England between the powerful and the defenceless,
thoge that bore arms and those that were expressly forbidden to so
do, was less wide in Scotland:

Of course, the king and ‘the great magnates dominated the

land and its people, as they were to do until the

eighteenth century, but the majority of baronies were

i small, knighthood remained comparatively rare, and
there seems to have been much less intensive villan-
igzation of the peasantry§4‘

Vevertheless,there was a new hierarchy in Scottish society
which led from the King himself to the humbliest members of the
fiefss

Among lords, knights and lairds the appearance of a
meaningful "feudal" relationship was maintained over
many years by, for example, the giving and taking of
homage, by wardship and mafriage of the person as well
a8 wardship of the land, all of which reinforced the
social relationships among these men, the clienbage

of one and ‘the protection of another. This appearance,
however, was surely selective: it ignored the much
greatér legion of homages and fealities and tenures
which led to no such relationship, which were devoid
of any content except the payment of feu duty and
relief ‘and the giving of sasine§$~

My view of the fblk play cuatom 1s %ha% it served to make good

v'the deficienoy that Duncan notes here, anﬂ $o0 'reinfbrce the sooial
Alrelationships' in the 'greater legion of homsges® that existed
‘fuxther down the social scale. Proof at such a distance in time

is necessarnly difficult, but not impossibie. Duncan goes on to




indicate ways in which the feudal relationship could be symbolically
expresseds
Lven better if it weré renewed each year by a symbolic
transaction, the handing over of gloves or spurs, to
remind the parties and outsiders thet a title and
guarantes of title still existedd .
At the close of the Bowden play, the boys sing a song whose
significance is obscure:
As we came by yon well we drank
We laid our gloves upon yon bank
By came Willie's piper to play
Took up our gloves and ran away
We followed him from town to towm
We bad him lay our bommy gloves down
He laid them down upon yon stone
Sing ye s cardl, ours is done.
The Bowden text is one of the earliest, possibly dating from the
close of the eighteenth century, and it may he that this song
contains a relic of the forgotten feudal duty of bringing a pair
of gloves to the landlord hogt.
If the gloveé were s 'legal' reminder, there was aslso a need
to remind employers of their obligations. The *Plough Song'

(discussed in detail in the following chapter) seems %o be a

‘$raditional 'death and resurrection® ceremony, functioning as a
. means by which the ploughmen and herdsmen present themselves to

’ ?heA'Lord' for service, or hires

Almost as impoftant as the legal and indmstrial rélations
would be the purely social inﬁeradtions,'Wh@f@ﬁylﬁhe;ldﬁer tiers

of society could assure their leaders of their loyalty and obedience,

84
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and the upper tiers could re-state theirAbenevolence. Relics of
this interaction may be discermed in modern times in the Spottiswoode
account. There we read that the Lady of the House 'encouraged the
observance of the old custom', one of these being the performance
of the folk play ‘*at Spottiswoode House in presence of her ladyship
and her guests®, The reporter's choice of 'observance' and %in
presence', and the place of performance, all have class (and
ritual) overtones. The sense of hierarchy is also apparent in

the Polwarth account, where the visits are first to the Manse

and second to the "latrd’s big house', though the rank order

here has perhaps been altered by the Reformation (see Chapters

Four and Five). One further example illustrates both the attitudes
prevalent during the Reférmation and the coﬁ%inuity of +thisg
*feudalt practices the Selkirk® account notes the custom of the
folk plasy visiting the 'shirra's home' {*shirra’ = sheriff);

in Elgin in 1604 two gitrls were accused by the Kirk elders of
dancing before the Sheriffts gate§6, The remembrance here isg

close to the core of feudalism, for the Sheriff was the Kings
Officer,

The tradition of the folk play would be, to some measure,
protected by its patrons, the upper class, because as +the inheritors
of the feuars® privilege, they would incline towards a conservatism
ﬁhat prote¢ted their position, and reject new, more democratic
forms of government and feformed religious practice. In Jenuary

1640, the Mbderator at Elgin.cauld put on rec@xd a question and
“answer on the ‘Juccess of the prohibitioa af (presumably) non-
»dramatic guising in the town, therehy rev&ﬁlimg tha£ the Session's
powera did not extend over ‘the door-step of Lady Murray®s house:

ssothere was publick guysing and grest disorders in the

towm of Elgine thir festival tymes past, he inquired
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of ‘the provost whether there was anie such thing or publick
going to masse as was reported, ansuered ther was no such
thing within the town except it had bene within Lady
Murrayes house'?7
These are signs that the folk play, and other traditional
custong, were used as gestures of obeisance in work and blay. As
the working class grew rebellious, however, the seme structures
served as vehicles for popular feeling in matters of morality,
and also for expressions of defiance against the upper classes,
Examples of this might be seen in the emergence of King Crispin
at the time of the nineteenth century ReformAAétga. and in the
depositing of a dead horse outside the door of a Glasgow ministerég
The lower classes thus displayed their loyalty (or disloyalty)s
the upper clagses demonstrated their bemevolence, and with this
point is rejoined the notion of begging, already noted to be the
mainstay of the folk play custom in modern times. No evidence
can be adduced to show that begging was an Important aspect of the
custom in the thirteenth century, though few would doubt that some
show of liberality by the feudatory would be expected by his
impoverished tenants. MNevertheless, it is wuseful to note that
it was in keeping with the nature of Norman society that wealth
could be redistribuﬁqd by this form of alms givings:
a marked peculiarity of Norman lords was their impulsive,
isomewhaﬁ spectacular charity to the poor, with the
consequent spread of the donor's fam 70
HIt is not unreasonable to suspect that thig Nbrman trait would
be exploited by the poor, and that the folk mlay, and other
traditional customs, would be their instrumenhs._
The best evidence that the rewards ta the folk players were

feudal in origin comes in two modern accounts. Sir Walter Scott,
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in the Abbotsford Houseb 1826 account, sgys that the reward for the
*sncient custom® was a silver penny and white bread for children
residing on the laird's land, and a copper venny and & farle of
oat-cake to each strangert. What Scott is describing here is a
differential reward for petty-feuars and tenants, and others,

He goes on in the account to say that this was 'regularly', that is,- ,

by regulation, the dole, which suggests that the formality of the

trangaction of social obeisance had become time-~honoured, Much

+the same conclusion can be dravm from the unloc. Berwickshire

- accoutt, dating from the middle of the nineteenth century, where

children who were known were given an extra reward. YChildren who
were knovwn' I interpret as a weskened form of 'children residing
on the laird's land*, a re-stating of 'tenants' families®,

To turn from the *attendant circumstances' to the text
and action of the play, it is possgible to present the evidence
under the same headings of obeisance and defiance. There is
only one ovért expression. of defianqe, but one is at a loss to
account even fﬁr that in the dialogue of a cusfom designed to show
deference and loyalty to the King's feuars. These people raised
mottesZﬂ and later castles, as their strongholds in the country
they had come to rule over. These cagtles are mentioned in two
plays from the earliest stratum of Scottish play texts (Peebles®
and Falkirkb), in a couplet implying them %o be hostile and
uncharitables

When I gaed 4o the castle yett, and tiried at the pin,

They keepit the keys‘a

it

the castle, and wadna let me iny

The basis of Nbrman power was, of oaurse, the mail-clad

’ knight. I‘believe that this- concept iS'vaorigin of a recurring

verse Cwith meny variations)s
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My head is made of iron.

¥y body's made of steol,

Also my hands and knuckle bones,

No man can make me feel.
These lines have been taken by other commentators to refer to the
fro's*b—i;)ound earth of winter, to the scaly hide of the dragon, and
to parft;s of the plough, but I take them to be a gestbure of
obeisa.liqce 10 the all-powerful Norman knight, in helmet and
hauberk, The Norme}':s themsgelves were well aware of their military
superiority:

Scottish spears are long, bub their shafbs are wood,

Our armg are steel and we are clad in ma:‘i.lzm2

The forego;i.ng quatrain often ocecurs in the vaunt before the
combat, in which the two champims fight to decide which of them
is to *wear the crown'. In effect, the combat is seen as a duel
to decide the moral or political right, and it is entirely
relevant to point out that duelling in Britain derxived from 'Trial
by B’a%‘?tle', brought to these shores by the Yormans, and first
recorded in Britain in 1096, My inference is that the strugsgle
between Summer end ¥Winter, for posgsession of the land (see Ghapter
Four), was in the context of Normsn society re-interpreted as the
Summer King proving his right by 'Trial of Battle®,
Tt is possible, too, that'Alexander®, the name for one of

the combatants .;I."n many of the Scottish texts, originated in

- Scotlend (though it is elso lmown in thlsnd)o There were

‘ fthree kingsjff'Seotland with his. name, theix reigns aocupging
‘hevyearq 1107-1124, and 1214—1286. If the folk play champion

“ were "l;hus lmmm as early as the thirteenth cemtury, it would

'preﬂgure 'bhe loyalty extended to the monarehs George and William

in the nineteenth century. A strong contender for the honour here,



89

however, is Alexander the CGreat, of Macedon, who is often specified
n Scottish texts, He, ‘oo, has Norman support, forHe was esteemed

- by them as the very flower of chivelry and military skillz4

Conclusion

Although the search for an origin for the modern folk play

has come to its goal in the two hundred years preceding 1296, some

P care has been taken to avoid implyiﬂ$:What form the custom may

‘have taken at this time, or 1ndeed in ﬁhe fbve hundred years that

followe&. The previous ohapters have consﬁructpd a beglnning and
an end fof the 'Galoshan® folk dramas thé next stage will be to
.gtudy the Middle Ages and the Renaisaahcélin Scotland for
indications of the nature of the popﬁlar.diamatic form at those
times, for one of the premises of the following chapters is that

inasmuch asg ‘the 'Goloshan® play is the chief dramatic cusiom to

survive into modern times, it ¢ayihav63iﬁhérited.the remnants of

sewﬁd"n-fso'mé Find of
dramablc ousbom 13 made, and a half dozen lmnes, a character's

| name,- and an attitude ho the-cembat cautiougly at%ributea to the




90

Notes 1o C T

1 Combe, Melm & Peacock, English Ritual Dreme, ppe32,34.
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CHAPTER FOUR

1. The Role of Chrigtianity

So far, the modern folk play has supplied all the evidences
its text hes measured its modern history, snd its locations its
time of origin. It has shown itself to have been in existence
in the thirteenth century, and to have emerged into the light
of day during the eighteenth century. The next challenge of
this enquiry is to write the history of the five hundred
intervening years.

Clearly, this history will not be that of the 'Galoshan!
play, for that hes been shown to have evolved c,1700. Instead,
the search must be mede for earlier forms of this drama., The
eighteenth~century 'folk play wes fleshed out with patriotic,
comic and *archaic! verse; when this is stripped away we are
left with the skeletal action of regeneration, of death and
resurrectigiy To discover the dramatic forms from which the
*Galoshant play evolved, the need is to discover other, eariier

skeleﬁons. The search will be not for the play, but for the

- action, end 1% will be mede in dremas, and fragments of dramas,

tk"fc_er_vion', as a dramatic theme, hay already been

introduced (in the previous chapter) in the uythologies and
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ritusls of +the earlier inhabitants of Scotland. To show how these
rituals continmed in medieval Scotland, when Christianity was the
dominant cultural influence, it is helpful to rehearse the fashion
in which Christianity made its way in Britain, in the face of pagan,

or pre=Christian, belief and practice.

In brief, the conversion of Scotland to Christianity was in

t+wo phases, the first gradual and relaxed, the second (the Reformation)
brief and violent. The gradualisf approach was taught in the well~
knovm letter from Pope Gregory to.Abbot Melitus in A.D.601, advising
on the conversion of the southern Britons by Augustine:

the temples of the idols in that country should on

no account be destroyéd. He is ‘to destrby the idols,

but the temples themselves are to be asversed with

holy water, altars set up, and relics enclosed in

them. For if these temples are well built, they are

to be purified from devil worship, and dedicated to the

service of ‘the true God. In this way, we hope that the

people, seeing that its temples are not desiroyed, may

abandon idolatry and resort to these places as before,

and may come to know and adore the true God. And since

they have the custom of sacrificing many oxen to devils,

let some other solémnify.be_subs%i%uted in its place,

such as a' day of Dedication on the Festivals of the

holy martyrs whose htined there, On .

zguph‘ggbgsiéﬁs9fhgy migh #]cﬁﬁéﬁrpqﬁ@53eltgrs of
'bqughs'for themsélﬁeg;a und the @hurohesfthét?wefe
once temples, and'celéﬁﬁﬁjéi%he solemnity with devout

féasfing!=
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In the fashion recommended in this letter, Christianity

' systematically invaded and absorbed the whole apparatus of pagenism,
occupying the sites (with the substitution of the 'relics' for the
tidols'), re-assigning the looél rites to the appropriste saints,
and preserving the sacrificial ox and the fshelters of boughs?
(later to be called 'May bowers') under new names. In the same
way, pagan festivals of calendar, solstice and equinox were over=-
stamped with Christian occasion, and the widespread 'caroles' of
Yule re-written as the carols of Christmas. In all of these

(and I suspect other) ways, Chrisﬁianity overlald paganism, with
such thoroughness that the student of folklore learns to read

the medieval church calendar as a commentary, at only one remove,
on ‘the presence of a pagan occasion and ceremony.

Such a 'reading' is obligatory, in the absence of any plain
description of the folk play either before or during the Reformation.
The reason for this absence of record is simply that the central
nystery of the old, as of the new, religion was regeneration and
resurrection., To the churchman, a resurrection dramé was first
paganism, and afterwards a parody of the Risen Christ, in sither
case a blasphemy to be abhored. In the early Middle Ages, the art
of writing was virtually the monopoly of the Church, so much so
that 'priest' and 'scribe* (Foieric'.and "clerk') were synonymous.
With this absolute control of the written word, the Church had the
power to make the record of pagan resurrectlan drama a blank. On

one occa51on, the involvement Nig ri t in 'a May Game allowed

AAA‘the veil to be lif%ed- elsewh' ader has to depend on the

pagan sub~text to the Chrlstian o honial, and on- bhe inferences
to be drawn from a miscellaneity :_medleval reference._

A secondary source of material is to bé Pfound in the Craft
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and Guild records. It is reasonable to believe that when the Church
specifically forbade pagan vrites, the customs were not immediately
abandoned by their adherents, It isg likely that these believers,
unwilling either to flout the religious anthorities or %o desert
rituals they had learmed to trust, would continue their practices
privately rather than publicly, and in the presence only'of those
concerned with the purpose of the rite, whose work or profit |
depended on the 'blesging' invoked, In this way, scraps of ritual
practice would pass easily from the general community to the workers
concerned, and thence to the Guild, the medieval organisation that
came to represent the interests of the labonrer, the tradesman,

and the merchant., This theory provides an accepbtable explanation
for the constancy (to be noted in this chapter and the next) with
which the Guilds and their members appéar as sponsors of surviving
paganism,

Nevertﬁéess, while Church and Guild records mey provide the.
mainstay of the information for this investigation, no source of
information is disregarded in a search that sweeps acposs the
broad face of medieval ceremony. This search is organised in
the following pages as a survey of those relics of medieval
ceremony that hint at death and resurrection actions for totems

from the plant and enimal kingdom,

2, Animal Cults

Birdg and Fish

The search begins w1th a‘“‘ “a% ; would\call the

'ﬁaunting of parts* There survives; in. poetzy and aong, verses
' that seem to share s common “theme, which I weomld explain as the

exaggeration of the size and uwbility of the- parts of the ﬁult

et



animal. To begin with Tfish, a good example of the type is the
traditional song Ny 0ld Herring', well-knowm on the eastern
aeaboard of Pritain, The song lishts the parts of the fish, and
specifies the uses to which they might be put; 'my old herring's
headt, for exemple, would 'make as fine an oven as ever bakel bread',
™sh feature in at least one midwinter custom: children are noted

+o have carried fish dregsed as dolls in their Wew Year's Tay
visiting custom in Brechin%. but fish rites hove no discernible
influence on Scobtiish folk drama, and retire from our zttention,

Of more imvortsnce are the birds, in particul=r thz robin and
the wren. For both, there exists a "vaunting of parts® set of
verses., That for the robin is czlled *Robin Redhreast*} oy
'Robin Redbreasi's Tesﬁamentﬁ4 anl is cast in the form of the
dying words of the robin, bequeathing the vports of his body (his
beak, feathers, right leg, loft leg, ebte) for specificd purposes,
In the Tinal verse, 'like a little kinz', he turas Lady ‘fren away,
calling her 2 'little cubty-quesn?s The parallel voem for the
wren is entitled "Tise WfllieﬂB in which the hunter of the wren
nakes confident but extravagant claing for the uses to vhich he
will put parts of the birdts corpse.

The link between the birds, hinted at in the c¢lose of 'Rohin
Relbraast' is of some importance. Trom the robin's tuming mrey
of the wren at the point of death, it —ould be corract o infer
an earlier "marrviage', for in the medleval veriod it wes believel
that the tro hirds were supemnatural kin, (*The robin and the
wren are God's cock and hen‘6). The crucial reference in this

connection was mede in The Comwleymt of Seaslond (1549), in the

remark that 'Robeen and the 1itil vran ver hamely in vyntir‘]

—hich suggests thot the two birds were winter wooers. "hig

102
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reference is the second in Scottish literature to name the robin, and
associate it with the wren. The first reference, ©.1450, preceded

notice in England by over 200 years:

Robyn redbrest nocht ran
But raid, as a hensman,
And the 1litill we wran

The wretchit dorche was.B

The nmame 'Robin' for the red-breasted bird is known
only in Britain, and in the Netherlands, where it is recorded in
Dutch and Frisian dialect.% In other languagses of Europe, the
distinguishing red front grants the name (e.g. Du. Roodbaorst ;
Ge. Rotkehlchen; Fr. Rougegurge), and it is of importance to this
study to obsserve that 'Robin' has been added to, and has come to
supplant, the descriptive name of the 'dying' bird, so chosen, I
presume, by virtue of the blood-stained breast it may be fancifully
said to display. The most familiar representation of the Robin as
a 'dying' bird is in the traditional song 'Whe Killed Cock Robin??',
- where the death of the 'cock' bird is mourned by 'all the birds
of the air', From this detail of the lament, it should be inferred
that the Robin is understood to be a favourite among birds,
and his death lamented by all his fellows, The reasocns why this
bird should come to be known as the 'Robin' will be sought in
the following chapter,

The naming of the wren is also of interest. The attachment
with "king' or 'ruler', which is arguable in its English form,g
is very obvious in Dutch (winterkening, winter king) and German
(zaunk#nig, hedge king). Moreover, the wren has been noted as
the centre of a midwinter custom in which it is trapped, decorated
with feathers and ribbons, and used as a totem in a visiting/
collegting custom, before being relcased.10 In sarlirr centuries,
the wrens were killed.11 Th custom wss noted in Galloway c.1825,
when boye caught a wren, and decorated its 1 gs and neck with

1

feathers before releasing it.



The contribution méde by this survey of +the robin and the wren
is three-fold, Mirstly, the ‘vaunting of.parts' for both birds
occurs when their respective deaths are imminent, and is voiced
as a death-bed speech by Robin Redbreast, and as a vaunt by the
slayer of fhe wren., Secondly, the setting of these vaunts implies
that the two birds were considered emblems of & 'midwinter marriage',
and that eminence (as chief, king, or queen) was ascribed to each.
Thirdly, this eminence was rewarded by a ritual and lamented
death; in the following chapter, it will be this feature that will

be related to the choice of the name 'Robint' for +the redbreast,

- The Ram
The version of 'vaunting of parts' most popularly known is

probably the song known as 'The Derby Ram'; which celebrates the
monstrous size of its subjecég features. This song is, however,
mefely a version of the lyric that accompanies the '01d Tup®
ceremony of the Sheffield area in England, sometimes a pa£tner of
the folk play in that area.‘.3 The Scottish version of this lyric
is knowm as "The Ram of Dirham':4 in which the location is
presumably Durham, a torn about fifty miles from the Scottish
border, and with no known connection with the song or custom,

‘.The '01d Tup' of the Sheffield area is frequentlx made by
fixing a sheep's head to a pole, which is held by an operator
~concealed with a sheep-skin, or sacking., The same practice could
" be récognised in sixteenth-century Scotland with the sheep's head
on a stick used to frighﬁen a chargcter in Lin&say's *Cupar Banns'
of 0.154035 The frightening aspect of the sheep disguise seems
to have been of lasting popularity: a rhyming couplet written in

1696 uses the guiser's 'black tup' costume as a basis for
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comparisons
Thou would’terrify the souterkines
Yore than a gyzard in.black sheep skinstf

In only one of the modern folk play accounts is the disguise noted:
in the wnloc, MacRitchie material the Beelzebub character is said
to héve worn a sheepskin coat with the wool turned outwa;ds. The
ram disgulse is also recollected in ‘the Falkirkb account, where
masks with crooked horns are gaid to have been mosgt favoured.

The fore-going gives ground for associating the 'vaunting
of ports® with the slain ram, but the addition that this oult
animal makes to this progress towards the *death and resurrection®
scenario comes with a consideration of the name (as with the robin
and wren), and in the rem's role in Scottish folklore. The name
"Tup?, in its Scottish form 'Toop':7 gsignifies the male of the
species, and is extended to contain the meaning of 'copulate’,
The death of the +tup  can only vrecede its resurrection into a
gregter vitality in which it can perform its required acts of
regeneration., At the vresent time, in the sheep-farming ares
of the Scottish Cheviots, the rams are put to the ewes at the end
of November, The patron saint of Scotland, St. Andrew, has his
feast day on November 30th, and the traditional meal for that
day iz sheep'’s headzs} A possiblé explanation for these
circumstances is that, before the date wés ascribed to St. Andrew,
its importance in the sheep-farming célendar made It the occasgion

. for the celebration of the sheep-culﬁ, of which the only modern

ireminder is the relie of %he ceremonial feastg
It is helpful fbr this ﬁheory‘that fainﬁ:traces‘ofﬁ*ram
éﬁlt”»pemain'in the 'Cure' episode.of the fdik play. Infthe

Quothquan account, the 'Greek Doctor!? vants his ability to
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rejuvenate an old woman 'by glving her three drops of my Juniper
ink, tine and horn which is commonly called the ram's horn', This
obscure, gin-based potion, known as the 'ram's Horn', is given here
as a sexually-reinvigorating medicine,

Also of the Cure is the doctor's frequent claim to salve the
troot?, 'rout', or 'rot', which I interpret as 'sheep rot*, and
pogsibly a memory of the time when a doctor raised the tup, and
was therefore skilled in all the ailments that afflicted sheep.

No doubt the Church moved against such ceremonies: Chanteloup
of thirteenth-century Wbrcestgr prohibited *ram-raisings®
(arietas levari)s; Wickham suggests that this ban might refer to

19

the horns on a maypoley

but it might be simpler to understand
it ag a ban on the ‘death and resurrection' ceremony for the
tup. |

This consideration of the ram a2 a cult animal in Scotland
has found echoes for the *vaunting of parts?, "marriage’ (or
copulation, or ‘'wooing' for alterhatives), and death; it has
added *resurrection', and, with St., Andrew and the 'Cupar Barms®,
a particular attention to the (severed) head of the animal., This
particular focus is maintained in the consideration of the next

cult animal,.

Douglas wes kindly réceived, and admitted %o the King's

table; but in ‘the mids% of ﬁhe‘féaqt' some,armed men

beset: him, ouite de_ “ﬂ”less a8 he was, and put a

Bull's Head upon hin, which, in those. times, [c.144(3]

was a messenger and sign of dea*hae.
‘ Thls opaque anecdote from the historlan Buchanan is explained -

by an understanding of the ox's part in the development of folk
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drama, The importance of the animal for paganism was made evident
in the 'many oxen' of Pope Gregory's leﬁterj and the notices of
ox ‘sacrifice in medieval (and modern) Scotland%1 The vital
evidence for folk drama, however, is to be found in the remarkable
*Plough Song', brought to bontemporary attention by Shire and

Flliot52

, Their chief concern, like that of T'em’bon,B is with
the plough, and with the pastime Sof which the "Song' is a relic)
as an ancestor of the 'Plough P1a§§?4, and whilst this is a
useful and reasonable stanée, it has resulted in the aspect of the
ceremony most important to this study, that of the "Plough Song*
as a 'death and resurrection' play, being overlooked.

Before this interpretation is made, it is useful to summarise
the information relating to the argument alveady set out. The
"Song® (printed in Appendix Thfee) has been assembled by Shire
and Elliot from a publication of 1666, and other manuscripts.

It was compiled by Thomas Wode, the vicar of St. Andvews (1575-
92), presumably when the Reformation had brought about its pro-
hib1t10n. The inclusion of 'Chrlstian phrases, as for example
Yin the rood's name', shows a willingness to conform with the
Reforming spirit, which harmonises with the view that the text
(in the form in which it has come ‘o us) derives from c¢1500,25
%hough the misic seems sllghtly oIderZG. The 'Song® iz located
firmly in the feudal society, the text cleariy demonstrating thab
the ploughmen and others are asking to be hired, by the 'lord® to

whom they are offering their 'heartly serwmeﬂﬁo In other words,

he'ceremonJ is a fbrmal soomal inxeraqz and an expression of-

obeisance, in the manner suggested for the Ratk play 5n the

. ?; previous ohaptery

- To turn to. wha$ 18, at least for thia ﬁ%udyg the central act
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of the '"Plough Song', two reasons (or axzcuses) are siven for the
killing of the ox, After two lines exvressing the speakerts {(or
singer's) dutiful lovalty, there follo—s a dozen demaniing the
beastts death on the groumnds that he is old, toothlesz, too weak
to move, and unworkable, This descriniion is at olds with the
sccusations (in 11, 19-20) of wrenching the vloush-bolts and
Aisturbing others' cattle, sins Ffor which death iz the requested
penalty., Teken together, these contraiticltory reasons embrace

27

hoth the 'Tdying ox' and the 'scavesoat'™’ death cerenonies,

The actual sloying of the old ox has its commentary in lines
40~45, in varaphrase: 'Ask (211 the Tori's servants and torknen)
if they will crowd round me, and moke me ag fash avd secure ag if
I were bound with osiers, so that I mar he desnatched by having ny
ﬁead severed from my boé&. ™e old ox, Yrip-free, ig dend®,
Deanite the corruvition of the text (vhich che might suspect to be
at its height in the 'resurrection' asmect of the song), it might
be possible to seec in this descripbion of the death, a parsllel
=ith the figure in the ceremonial sword dance, in vhich the dancers
circle sbout the 'viectim', locking +their Yowords' ti-htly about the

neck, and withdrawing then sharoly, the wviectin samebimes doffing

e

his headgear to indicate decapiﬁationfa Having erovded around
the old ox for the slaying, we mugt nresume that *he acasishants
spread thenselves agaln, se that the ~pociators moy view the
Tdecapitated ox' lying on the ~ronnd,

Yhe resarrection of the ox is, a8 mitht he expected, rade
alrnost unrecoomisable, Afber n promize to 'briny with me my
Toir fresh ox' (1,50) there follows a d-scrivition of +he plough,

ani the brief "the goad is sharp to poke his belly muntil he moves!

(1.63),s  EBven this reduced version, however, presevrves the sbructure
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of the 'resurrection', The incitement to *brod' (poke) his belly
recalls the instruction to 'brod’the old ox until he is dead® (1.14),
and sugeests that the instruments veferred to as 'gad wands® (1.62).
were used as ceremonial ‘swords', and were the tools of both death
and reSurréctiong9, The instruction to 'poke his belly until he
moves' (1,63), moreover, implies thet the New Ox is lying on the
ground, and requires 4o be roused, for a standing ox would be goaded
on the rump, to be nrged forward. These two details confirm that
there is -one ox, which is killed and resurrected, a fact implied
already in the announcement of the death (1.48), where the old
dead ox is called "Trip-free', This name is obviously that of
the lively, capering New Ox, and indicates that when the revision
of the ceremonial was undertaken the reviser forbore to invent
a nare for the redundant animal,

In brief, then, in its rudimentary form, the action was that
the dancers danced round the weak and aged ox (a performer

3

wearing an ox head or digguise O), and mimicked the severing of
its head. While the dancers then offered the audience some
distraction, the ox dancer replaced his disguise, ready for the
moment of resurrection and the occasion for his vigorous dancing
anAd gambollingf

Valuable though the 'Plough Song' is as an example of 'death’
and resurrection' of the cult animal, the verses meke a crucial
contribution to this thesis in the addition they maske to our
understanding of the nature of the 'vaunting of parts?!, It will
be noted that the 'Plough Song' contains no such passage, nor hes
one been noted for the ox elsewhere., Instead, the death of the

ox and its resurrection are separated by nine lines (11,51-59)

which merely list the parfs of the plough, and do so in a prosaic




style, more like a catalogue than a song, indifferent to the claims
of alliteration, rhythm or rhyme. This 'plough parts' passage has
every sign of being a late and hasty interbolation, and Fenton
points out that it appears for the first time in the published
version of 16663'. The conclusion must be thet an impoverished
"naming of parts' for the plough has replaced the customary
Yvaunting of parts' for the ox. This exchange might be seen as an
expression of satisfaction with the technology of the plough, but
I am inelined to believe thet the 'vaunting of pa;ts‘ which, from
the evidence of the 'Plough Song' provided the distraction for
the audience between the death and the resurrection of the cult

animal, was an aspect of the pastime to which the religious

authorities took especial exception. 'In the manner suggested in

the introduction to this chapter (under 1. The Role of Christianity),

the 'workers with dien' (pioughmen), who preserved the ox cult
longest, were compél;éd to make this‘adaptation, énd +o present
the revived ox-(w£o during the 'pﬁrts' episode had prepared
himself) not as é@ embodiment of féftility, but as a more docile
and agile dra'w--oxf

The importance of the ;Plopgh_Song? to this study i; that it
is the only surviving text fo; a 'death and resu?rection' drama,
in pre-Reformetion Scotland. The substifutioﬂ of the 'plough
varts?, mpreoyé¥, i?radiétes fhe folklore of thé herping, ;obin;
wren and ram, because it suggests that the 'vaunting of parts' for
these-creatpres are the remnants of 'death and~resufrecti6n'
ceremonies in their cults,

An indication of how well-knotm or widespread the ex ceremony

once was is found in {he éxplanation of the guotation that heads

this Sub-paragréph. According to Buchanan, writing of the death of
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Douglas ¢.1440 (the earliest Aate sscribed to the '"Plough Song' by

e

e

Shire and ¥1liot™ ), his enemies 'put a Bull's Head uwpon him, which,
in those times, was a messenger and sign of death', The apvarent
opaquity of this reference to the '3lack Bull', or 'RBlack Ox';;,
custom vanishes in the lisht of an wnderstending of the '*Plowngh
Song'y The 'hull's head' yut upon Dourlas could hardly have been
real, but more likely an example of the ox-mask worn by the ox-
guiger, Familiarity with the pastime made it common knowledze in
the fifteenth cenbury that the wearer of the ox-mask was put to
death, and Buchanan's story implies thatpuch ox~lismuises were
not Aifficult to obtain if needed, snd that the custom was therefore
widespread and common. In the =ene passagé, Huchenan adds that
Nouglas was believed to be an 'enenmy', and a Aanger 4o the 'publick
peace'; these dedails explain the circumstances in which a murder
victim was reconciled to his fate, for the ox-mask signifies that
the wearer deserves to die for his misdeeds (as in the second set
of reassons for Trip-free's death, the threat to public peace), and
that this death is countenanced by {(in Puchanan's story), the
King hinself, or (in +the 'Plough Song') the local representati ve
of the King's law, the chief feudal londlord. ¥urthermore, it
1s recognised that it is a 'legal assassinalbion' and that, as in
the *Plough Song', no one of the assassing vould bear guilt for
the death?g
The intimation that Buchanants story sives the shrencth
and fomiliarity of +the ox vastine in medieval Scotland surgests
that it played a considerable mort in shaping the modern folk
nlay. The most interesting evidence for this belief is,
unfortunately, not to be founi in the Seobttish corpus, but in the

1616 text of Christopher Yarlowe's Dochor Faustus, where Pettittoo
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Has noted an unambiguous‘reference to the folk play. Iﬁ a comic
episode, three men lig in wait for Faustus who, unknown to them, is
carrying a false head, They strike him doﬁn, hew off his *head',
and vie in their treatment of it, which will include nailing horns
to his head; selling his beard to a chimney-sweep, for whom it would
wear out ten birch brooms, and using his eyes to make buttons for
his mouth, to prevent his tongue from catching cold. Faustus then
comes to life, to t@eir agtonishment, Pettitt recognises the

fdeath and resurrection' action of the folk play, and notes that the
conversation following the 'death! is reminiscent of verses in

'The Cutty Wren', 'The Derby Ram®, and 'Poor 0ld Horse', Measured
against the *Plough Song®, however, the similarities extend to a
*death for guilt' (Faustus had previously publicly ridiculed one

of his assailants), the wearing, or carrying, of a false head to

be struck off in death, and the 'vaunting of parts' that provides -
the distractionfbgtﬁeen the *death' and the 'resurrection®.

I have'suggestéd thet the substitution for the *vaunting of
parts? in fhe 'Plough Song* was a sign that this episode of the
ox pastime was particularly offensive to the Reformist conscience,
It is maybe ? sign of “the strength of the Reformeition in Scotland
thet an episcde whiéh could be parodied on a London stage in 1592.
could not; fifty years later, be printed in the verses of o song
(2ssuming that if conld have been collected in the last gquarter of
the sixteenth ce@tury),'in Scotland.

No hiht‘of the 'veunting of parts® survives in the modern
Scotpish‘fq;k pley, and relics of the ox pastime are scanty, Three
texts (Hawicka; Peebles®, wnloc, Abbotsford Co11.P) have a
recoliection of the 'scapegoat'! sword-knot decapitation, where

each dancer protects his personal innocence: at Peebles, for
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example,

I'm sure it was not I, sir, I'm innocent of the crime,

YMyas this young man behind me, who drew the sword sae fine,
Helm associated these lines with the Dionysos bull-slaying, in which
each participant was absolved, and only the axe was left to shoulder
the guiltar. '

Two Scottish texts contain references to %he animals unloc.
Galloway MacTaggart, in a text I suspect to be’largely the invention
of the contributor, has an adversary who threatens

Mo fell thee like a hormed bull?l,

In Biggarc, one of the combatants is compared to a 'stirk® (= young

ox), but this could be explained as a corruption of *Turk?,

The evidence is that thorned animal® cults were extremely popular
and widespread in medieval Scotland, and the meagreness of the
survival in modern vastime is an indication not of their unimportance,
but of how severely they were discountenanced at the time of the
Reformations? Tt should be realised that these oulte were a large
chanmel of folk expréssion, and that a considerable energy flow of
pastime was diverted elsewhere when this chamnel was denieds

The catalogne of cult animals is mot yeb éxhausﬁedg however,
and attention is now turned to the hofse, to whose cul® religious
ijection was early and powerfully lodged, and whose celebrants

therefore had time to modify their ritual, before the machinery of

civil and religious regulation became too powerful to need to negotiate,

_ :The Horse

b '115. Kméilabié evidence for the horse, the last of ¥he cult animals

to be considered, is concentrated at the very snd of +the medieval
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period, in the sixteenth century and later, The silence of the
¥iddle Ages on this subject, and a hint of the detestation in which
+he horse was held by the Northumbrians§6 suggest that the horse
also was regarded with grezt opprobrium by the Church,

Mo 'vaunting of perts' has survived for the horse. In its stead

is the lyric 'Poor 014 Horse'!, the lament by the creature for its

age and weakness, in one version with a second stanza very
rexpiniscent of the opening of the "Plough Song':

You are o0id and you are cold

Your pace it is but slow

You eats all my hay

And you bresks 2ll my straw

And neither are you fitten

All in my tesm to draw
We will whip him, cut him, skin him

To the hounds we'll let him go
Poor old horse, he must die.37
The likelihood is that this is a relic of the 'dying 014 IHorse?,
whose resurrection had become a casualty of Church prohibition.
Although the foregoing lyric is not Scottish in provenance, proof
of the tradition in the ILothian is furnished by the poet William
Dunbar in his 'Petition of a Gray Horse, Auld Dunbar® (c.1510),
who reflects the custom by comparing himself to 'ane Youllis yald®

(= the jade, or 'mldwinter dying horse'), aged, worn out by labour,

» and neglected; He asks for the gif%s of shelter and new clothlng

L hoping that the King will command.

Gar hous him now agains this YﬁiJT
And buak him 1yk ane bishopis muiii.ae

There is support for believing that this 01d/Wew Horse custom, in
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which the New Horse was presented with much finery, was also

39
ry

and 'bishopd mules® seem to have been

proverbial for their coverings?o

practigsed at Baster

To my mind, the '01d Horse' ceremony lies behind a curious
circumstance recorded in Glasgow during the Reformation, It wasg
noted on 22nd December 1586 that

*some persong,s.. upon the 20th December, called St,
Thomas' even at 12 at night, went throu the Towm with
pipers etc. and laid a dead horse to the minister's yait'?1

Tt is plain from the hour, the day (the midwinter solstice),
and the ceremonial procession through the towm, that this was no
mere random practical joke., My inference is that the citizens,
annoyed by the prohibitions of the Reformers, had given the minister
what in & sense he had demanded, an unresurrécted horse,

Another expression of the horse cult was through the *hobby-
horse', This companion of folk custom has a brief history, with
only two points of reference, occurring almost simultaneously. The
first of these is in a poem epparently commemorating "The Life and

Death of the Piper of K:J.lb'vrchan‘4

but in effeét lamenting the
Reformation, the poet implying that 'Merrie Scotland' and the piper
died tozether at the enl of the sixteenth century., Among the meny
convivial duties of thé piper was that- 6f briaging in the *good play
meir&93f About the same time, in 1617, on the occasion of the

‘ :eﬁﬁrn\of King James o Edinburgh, a hobby<horse was required to

"aﬁcdmpahy the morris-dancers. The item had %o be bought, at no

E'ense or trouble, from the-*earest Qolnw_in the”southern

Berwick—onsmweed) , the implicatiwn heing bhat the hobby-
‘.ﬁdféé: gétﬁot'to be found in Scotland,'nor a man who could make one.

" A third manmer of presenting ;the horse was to ride upon its
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back, Two such examples are recorded, each with a paucity of detail
seemingly designed to deny knowledge of understanding of the custom
- on the part of scribe or reader, In the first of these, a man by
the name of Tiberius Winchester, on the 26th December 1603 in Elgin,
' superstitiously and profanely rode through the town With a bedcod
[?illow, pillow-case] on his head '™ . To the Session, the man
confessed to *having a cod on his head through the town'?s. Clées
to the cult aspect of this event are perceptible in the 'superj
gtitiously and profanely' of the charge, and the date of 3t. Stephen,
patron saint (among other things) of horses, The meagreness of the
detail makes it a matbter of speculation whether the rider wore a
pillow-case over hisg head and shoulders as a disguising hood, as
a pillow as enlargement in a 'Big Head' (or gisnt) disguise, as a
gack or receptacle for the collection or distribution of traditional
gifts (for example, bread), or indeed for any other purpose.

The second example, more significant though hardly more patent,
is the affair known as the 'St, Obert Pagtime®, on record in Dundee,
5t. Andrews, Perth, Edinburgh and Haddington (five towns on or near
the sea in east-central Scotland), but detailed only in the Perth
Kirk Session Minute Books at the time of its prohibition, 1577-8.

Ste Obert was the patron saint of the Baxters (or Bakers), and his

pagtime was enacted by members of the Guild on 10th December.47
In The Perth event there werersix participants, for only three of

fwﬁom we are granted information: one acted as drummer, one wore

*iﬁé devil's coat!, and<oﬁe was ';iding upon a horse going in

Vﬁiﬁﬁ;ﬁi@érs L

ngﬁ{%he.ﬁamén&ment of the biépphémﬂus and, ethhic'plays of
'Sfi'Tdﬁrrffs pééfime?, bewailing the *great slander throughout the

whdievéOﬁnﬁry.of the Gospel, evil reporting of +the fpwn, and
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disdain of the craft'48

In this last sembence, the outrage of the Reformer breaks
through the blanket of silence to reveal something of the nature of
the event, The use of 'ethnic' (= pagan) shows that the antiquity
of the practice is not in doubt, but perhaps even more imvortant
for the present purpose is the charge ?hat the performance was also
*blasphemous?, and a 'great slander? oé the 'Gospelt, The claim
is therefore that the pastime ridioule& the New Testament, and
since the 'gospel! (the good, or God's,story) was essentially that
of the resurrected Christ, reasonabie inference is that the custom
involved a mock resurrection from the dead.

Of the three players particularised in the aécount, the drummer
ig the least interesting; his presence, here as elsewhere, was
merely to draw attention to a public event. The second wore "the
devil's coat', and it is made clear by sn earlier reference to this
cogtume being cleaned at the burgh's expense that this was the cone
ventional medieval devil's cogtume, possibly uged in procession
and pageantry on other occasions. For the third man, the obvious
inference is that he represented St. Obert, bubt this ig nowhere
charged or admitted. Insbead the charge is that he was on a horse
‘going in muming', and the confession is of being in 'sanct~tobertis
play rydand%99, In other words, the crime was being on the horse,
In this connection, it is nbtqwofthy that the phrase Ygangand in
mumchance® is ambiguous, referring to man, or horse, or indeed

both together.

One interpretation 1o thirt the central figure in

represented by 8 tourney hobby horse
The rider, be- it noted, confessed to riding 1n 'sanct-tdbertis'

plays The obscure Obert, unscriptural and unscripted, lived mostly



on the lips of the Baxters, who seemed uncertain where his title
ended and his name began. Thus 'Sanct Obert' appeared in the writings
of the time also as 'Tobert', *'Cobert', and with an aspirate,
'beerﬁ'?1, These variants, with some others, will later be shown

to be of some importance.

So successful were the Reformers ﬁn obliterating this relic of
horze cult +that the gearch for a fulleé understanding of the Perth
Baxters' pastime has to be made in cont&nental Turope., Ste Obert
is the canonised Bishop Obert (or Aubert, or Autbert), whose see
was Cambrai-Arras in the seventh century52, As 'St, Aubert’, he
was celebrated in Arras, snd in Belgium and northern France, in a
pastime that involved an ass loaded with pamniers of bread53 an
unexplained detail that presumably attached him to the Baxters,

The focus for the search for St, Obert remsing in Arras, for
that tovm was the birthplace and stage for a medieval play of great
interest. 'Le Jeu de Robin et de Marion', written by Adam de la
Halle of Arras c.1283, and performed in Arras in 1287, is considered
t0 be a re-working of traditional material, and because it was
written while the author was attendant on the Count of Artois in
Sicily, may be considered as an idealised vergion of life in what
was for some Normans the 'old country’?4f

Tor the sake of the reference to be made o the characters of
this play, a brief suﬁmary of the-actioh and dialogue is necessary:
A Imight, with a falcon on his leather~gaun$1@t, éoﬁes ‘upon Marion,

or Namote. He accosts her, but she, replies %hat she loveq Robin,

1&3‘9 'bhe pipes a.nd. bringe her_ “read ancl'f

ffers Marion dalliance:
TEll me, pretty shephérdeéa;
Wouldn't you like to come with me,
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And have a game on this nice horse

By the side of the copse in the valley there? (11.69-72)°°
Her reply is, | l

Please, please! Back your horse & little!

Te almost did me an injury.

Robin's never kicks out at all,

When I walk behind the pléugh {11,73-76)
Pressed further, she answers,

Now, sir, keep your distance, please!

Ypﬁ've no business to stay heres

Your horse will do me damage soon. (11,79-82)
Learning his name, she persusdes '*Sir Aubert' to desist. Robin
enters, énd_fhe two share their bread and cheese, and fall to singing
games, in wﬁioh Marion gives Robin her garland as a love token,
and he shows off his daﬁcing skill, ﬁéediné other dancers and
rusicians, Robin goes off to fetch_them, The knight returns, looking
for his féicén;.and is again rebuffed by Marion. When Robin retums,
grasping the falcon he has found, Aubert beats him for mishandling
“the bird, so harshly that R&bin waiié, -

Darling,.héfs killed me, he really has., (1.325)
Now Auberﬁiabdﬁcts ¥Yarion, exclaiming | .

T don't want any other girl,

And this is ‘the horse to carry you off (11, 334-35),
Yarion's resolute virtue again obstructs Aubert, and he leaves her
%o Robin, an& the .friends he has brought - a woman (Peromnelle) and
three men (Baudon, Huart, and Gautier). These six end the play with
a "ock King' present-giving game, 'Kings and Queens' (an indecorous
truth-telling game), much kissing and wooing talk, especially

between Robin and Marion, who celebrate a greenwood wedding, and
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dancing, interrupted only by a brief rescue of a sheep from a wolf
by Robin.

This early text is of considerable interest in many ways, but
for the present purpose, it is important to note the attention given
to the horse throughout, It is reasonable that the knight should
be mounted, but it is curious that the playwright keeps.on-hoqseback
an actor whose role is that of seducer, Tt has been suggeste£§6
and is most probable, that the actor is 'wearing' a tourney ho;se.
The ‘dindivisibility of man and horse, suggested adove in the Perth
pestime, is obtrusive in the *Jeu'. The sexual encounter the
knight offers is 'a game on thisz nice horge'; Marion seems to regard
the veiled rape as being offered by the horse (11,73-4, 82), &
notion seemingly acoepted by Aubert (1.,335). The violence of Auberi's
horse is contragted with the gentleness of Robin's plough horse
(and the absurdity of the shepherd snd shepherdess ploughing is a
comnentary on the lengths +o which ‘the author felt driven by the
need to setisfy the demands of the covert horse drama),

Yhat T am suggesting is that, for the thirteenthecenﬁuny
audience, these passages of the play reflected on forbidden horse

5T

cults in which there was, or had been, a wooing actiony . and,
moreover, a combat, death,and resurrection, of which the combat
and Robin's claim to be mortally wounded are the only relics. (The
horse combat and wooing pastime might well have originated with the
. Normans in their northern home,”°)  Supportive of theza‘:tdéntiﬁcation

of this play with horse cult are also the names. of the characters.

'U!Bhudanf relates il%t *Beudet’ (= a5559) and.. ?Bﬁartlfwith 'beent'

’which 1eads the discussmon ‘back to the”cen%ral issue; ﬁhe 1dent1ty
J*of *Aubert®, Marion (also called 'Ma.rote“’ (= a I‘ool's bauble, with

grotesque face and bells59)Ais careful to demend her would=be
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seducer's name, and to call him 'Sire Aubert' (1. 83).4 The same
process that interchanged the consonants_of 'Sanct! Obert's

title would operate with 'Sir Aubert', and produce 'Sir Robert!,

the proverbial partner of 'Robin'?o. Between these ‘three names was
woven a wéb of language referring to horses, some of which is
collected in Appendix Four, and which together constitutes a

very considerable testimony to the popularity and endurance of the
asgsociation, and also to the Church's diligence in finding suitably-
nemed saints (in Cuthbert, Hubert, and Obert) to occupy the horse-
cult festivals and attract their enérgy. _

The *horse festival' of thé Shetlandg and Orkneys, performed
by *St. Mary's men', is most likely & survival of the St, Obert
pastime, A direct link with the early medieval continental -
custor was meintained into this century for, of the five men who
'visited'! on Wew Year's morning, one carried a basket on his back,
a 'pannier‘, inlwhich the food was coliected, anl was knowm s
Ythe carrying-horse'; the other named mémber of +the troupe was
the 'gentleman', who woré straw about his person and sang the
pagtine song?l This version of the St. Obert pastime could have
been transferred to the northern isles in 1468, when the islands
came under Scotiish rule, and teok immigrents chiefly from Fife

2nd Anrus, the northern portion of +the St. Obert area§2

In this
manner, the pastime could have been trensplanted from the folk play
area, to survive the following century at a safe distance from the
centres of the Reformation.

This northern *horse festival' supplies another link between

the 'Obert' of Perth and the 'Aubert! of Arras. The title of the

northern guisers, 'St. Yary's men', orfOueen lVary's men®, is
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considered to refer to the Virgin Mary, the Queen of Heaven, This
name and derivation is unmistakably ﬁre—Reformation, and mey even
pre~date the southern title of '3St, Obert', To disinter the earlier,
pagen title, ome would seek to make +the smallest possible adjustment
to the Christianising name of "Mary*. & diminutive of "Wary® is

: 'l‘r![‘aav,rion',6 4, and it seems likely that these Thorse guisers; were once
known as *Marion's len'. Certainly Aubert and Robin in the 'Jeu!
might have been so known, for they were both her suitors.

The effect of this interpretation of the ‘horse featival ' is
to promote *Marion!, or "Wery', the Mare (D.E. mere), to the
dominant role in the wooing play, if not the combat drams, There
are grounds for arguing the primacy of the mere in the other horse
rite discussed in this section, hitherto called the '01d Horse?!,

It will be recalled that Dunbar referred to himself as *ane Youllis
yeld', or '"Tule jade'. Yald derives from the 01d Norse yalda

(= mare), and thus Dunbar's 'Yule yald® would make one of a party
(with the 'Paysyad'? 9, Ythe 014 Grey Mare (who). sint what she used
t0 be® of the traditional song, and the Mgggmzﬂx§§5 (Grey Hare)

of South Wales) of midwinter and Easter dying J’atieséé

The strictness of the Church's suppression of the horse dult
has succeeded in obscuring the whole picture of its development
,in-medieval times, and in eradioa.ting.i'h From tbhe.modem version
‘of 'bhe folk play in Scotland. This, however, ha'rldly-diminishes its

o ce in this. smdy, :E‘or the ma:m pmf‘it o;ﬁ his‘ investiga‘tion




to the redbreast (which took his name), snd +o the wren (who became
his consort)., The importance of 'Robin' is bgigeans confined +to

) the bird and animal cults of medieval Scotlend; later investigations
iq_jo dance form and vegetatidnal tobtems will show that 'Robin'!

became the magnetic centre of the regenepstion dramas,.

3. Ceremonlal Dance

To group the notices of cegemonial dance together in a separate
section is again to mske an artificial division for the sake of

7 clarity; dance is a mode of expression already found in the

examination of the animal cults (for example, with the *Plough
Song'), and due %o re-appear in the following section on Maying
rites. Again, as with fhe surrounding sections, this survey does
not pretend to be comprehensive; consideration is limi ted strictly
to those 'ceremonial' (as distinct from 'social' or 'displey')
dances that have a bearing upon the folk play., One further
admissions this section will not attempt to explore the relation-
ship between drama and dance, It is sufficient for the present
purpose to acknowledge that a relationship does exist, whether or
not one is the senior partner?gi and to accept medieval dance as
an earlier and variant form of the modern folk play.

The ceremonial dance fbrmjalfeéd&»suggesﬁed to be a part of
tlHe 'Plough Song' performance ig knowm as "longsword?, a style in

which the dancefs meke themselves into a chain, by grasping the

swords aw hilt and poinm,_and in which Ehay-make 8 'star' h?,
: surv}ving example of this

_anee in Scotland is the celebrated ewample first known on

' %he Shetland isle of Papa Sﬁour, and now conmlnued on.Fainland at

- Bbae?g" Thig tradition has been the subject of an essay by Allsop7o
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who found the +wo abiding problems to be the very existence of a
longsword dance fi&e hundred miles to the north of its nearest
brethren (in Yorkshire), and the undoubted literary Englishness of
the accompanying text,

The answer to the first of these problems, and e theory to
derive the Papa Stour tradition from the Scottish folk piay area,
is found in the colonisation of the northern isles in the Fifteenth
cenﬁury?z_ In detail, the tradition of sword-dancing was noted in
the eighteenth century at Buckhaven in Fife;r1 in ‘the area from which
many of the colonists had set forth. The connection bebween the two
eighteenth-century traditions and Yorkshire is perhaps to be found
twenty miles a2long the coast from Buckhaven at Crail, where a
Yorkshire landowner was infefted in 114002, TIn the light of these
facts, the simple but extraordinary history of the Papa Stour dance
could be that it was carried from Yorkshire to Fife in twelfth
century, and from Fife to Shetland in the fifteenth century.

The second problem is the origin of the lengthy text that
accompanies the Papa Stolir dance, in which the leader, St, George,
calls upon the other dancers in the names of the patron saints of
the home countries, and France, Spain and Ttaly, in terms suggesting
that they are military *Champions'. This patriotic and religious
characterisation of ‘the dancers may well be a device to deflect Church
hostility from a custom that might well otherwise have come under
sugpicion. Iater in this séudy i’c.\w:ill be arg’ued tha-t, at the

: time of the Reformation (c.1550) texts -were created to disguise

,:iginals of these pagan‘ ‘ ﬂha» heen suggested of the
ough Song').- The suspiclon that the Refurmation was. less severe
on tradltional pastixes in thc northern islea (from the evidence of

such.as *St. Mary”s Men® 3), and the relative lack of sources of



textual contamination in Shetland, assist the belief that the text
may have been introduced from an English source, (by virtue of St.
George) and preserved unusually exactly.

Another style of sword-dancing may be recorded at Elgin in 1623,
where five men (the number occasionally nowadays employed for the
style of dancing known as 'Rapper'73) wore appreﬁended on the Tth
Jénuary for 'guising', in that they 'past in ane %word.dance in
Paul Dunbar his close and in the kirkyeard with mgskis aad wilssoris
on ther faces'?4 From the details of this charge can be noted
the midwinter date, the disguise of the dancers (more frequently
noted with guising than with dance), the practice of dancing on
the "holy ground! (the churchyard) of the locality, smd the custom
of"visi{ing' the houées and enclosures of the citizens,.

Douce noted in England sword-dancing 'in a wild mammer, and
as 1t were in armour, at proper intervals striking upon each otherts
staves'z5 but no such tradition has come to my attention in
Scotlandzsi Such a style would be the sncestor of the unloc,
Perthahire (c.,1870) play account, whére the boys line up ‘in two
partied,.. standing opposite each other', and engaged in ¥stick-
thwacking®, until one fell down and pretended to be wounded, This
emphasis on the clashing of sticks, and the disregard for the
narrative of the drama, locates this.tradition nearer ‘to dance ‘than
toﬁdramaQ Other echoes of sword dance migh% be recorded at

‘.Biggar and unloc. Angus, where three of the players Join their

blades, and at Eélrose, where all five or six performerq carried

wifrdior stiok, pefhl N

3‘5:3.11 ou'bveighed the dramatic eeds_; of the *@18&.

To turn from the sword-dance to the m@rris—dance is less of .

"a dhange of focus than might appear. 'Mormis' dancing, very nopular
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in the Scotland of the sixteenth century, could in theory include
any style of dance that was performed by dancers with blackened
faces, as it is now generally believed that the term derives from
an earlier Moors® Dance'.

Of all the references ‘o morris-dancing in Scotland, one slight
and hitherto-unregarded remark by an anomymous si%teenth;century
poet is of great importance to this gtudy. Writiﬁg"at the time of
the Reformation, in the part of the Protestant atéack on the
priesthood of the Church of Rome, the poet ligts the ways in which
disgolute ministers rid themselﬁes bf female consorts of whom they
had tired., To indicate the extremes to which they went, he writes,

Sum for the hure garris heid thameselff, and is not that a
morreis‘?'78 (= some, iﬂ order to éscape their whores, hehead
themselves! What a morris~dsnce thet is?)e

Behind the rough humour of fhe Reformer®s sarcasm is the
Ffamiliardity of writer and audience with a morris-dance (perhaps
with a wooing agtion) in which the cen%ral Pigure allows himself,
ﬁore or less willingly, bo he beheaded, by the swords of sticks
of his fellow~dancers., The value of this one line of poetry is
that it lihks the practice of ceremonial dsnce with the beheading
motif, already noted in this chapter in connection with the blood-
stained breast of the Robin, and the death of the 0ld Ox in the

'Plough Song®. The Reformer-poet seems awarve of this %esﬁrrection’

element in the morris-dance, for he uses the name itself as a

bthord for contempt.

Pinally, theproing"actlon in the; Cupar Eennwt

1?ign of being foundedwon a traditional damea fbvm. While her
'7elder1y and unbrusﬁing husband sleeps, Besay is wnoed in turn

-'»by a courtier, a merchant, a clerk, anﬁ a Fb@lg the last-named




in the remsinder of this chapter is thet the main:impetus of
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being the chosen suitor. The dance forn is patent, as the 01d

¥an and Bessie are recuired to enter dancing, and the stanzas given
40 each of +the suitors sbtrongly suggests that each enters and
dances his proposal. This sequence of solo entrances and dances

is reminiscent of the 'Champions' of Papa Stour, and also of

i certain of the modern folk play texts (for example Stirlinga',

gunloc. Abbotsford Coll.e'b), where the 'Farmer's Son' is called

on in the role of lover, and has a quatrain to himself in the
semé vein,

| This dance form introduces the idea of the Ywooing actiont,
virtually lost 'bo'ﬁshe modern vergions of the play in Seotland,
Neverthelegs, the wooing drama had a role in the development of
the folk play, and that role is among the additions to be made

by a congsideration of the medieval rites of Ma@r.f

I'E“"nie.y seem & 'd-:i'gression' %o seek the origins of the Hallowe'n

and Hogmenay folk play in the ceremonies that herslded summer, butb

in 'bra'th ‘the d&i:s%inpﬁiOn between the two (or three) seasonal rites

wag blurred as: early as the fourteenth cen:’auryzg ' and will later

be shown fb,c-v: have entotally cqi:;:_ﬁ‘c}éund'ed; in the éiérheeﬁi;h, and

seventeenth cen-huzd.es. ‘Woreover, the argumerth -t'.o be advanced

ry came %o be ) xp "ss'_ed




128

lays no claim to be a complete view of the medieval Scottish

pagtine,

Thi ~C Maz
An entry in the Chronicle of Lanerxcogt for the year 1282 is

the earliest record of a Spring rite in Scotland, and warrants

being given in full:
¥oreover, at this time, near Inverkeithing in Easter
Week (March 29th - Apri1'5¥y), the parish priest,
John by name, by way of celegrating the profane rites
of Priapus, gathered together the little girls from
the area around the town,;éha compelled them to form
a circle, and dance round in a ring in honour of
Father Bacchus. When he had these females in position,
in order to inspire immodesty, he carried a represent-
ion of a phallus on a stiokzin front of the dancers,

himself ‘dancing and stempin *with ‘the singers, by his

mimiﬁg.énd Tewd lansuage iﬁc}%ing all those who saw
him to lust. Those in the honourable estale of
'makgimongg, on account of their disnified station,
althougﬁ ﬁnac&uétome&fto'§h§$prac%ice, ‘tempted others

to evil out of respect for:thevprincipal acﬁor. If any

of’ ﬁhe bystanders, nqt participdhmng‘in the dance, began

X oW accouni he became

t' :f ' jto sneak out amorausly on?them

" ofthe (last) week of Lent esssac AS 'is the custom, in




,aé&éuﬁ% of the size of his phallus.
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his teaching hour he proved that people could be brousht
to repentance by having fheir skin pricked by sharp points.
The ‘towmspeorle, indignent of this insult against them,
turned on the man responsible, and he, the suthor of the
wicked dead, and still unrepentant of his part ?n it,

in the same churchysrd where he had begun thé ring~dance,
had a knife driven through his body. He san% to rest the
night, God having requited him as his crime deservedgo

The involvement of a priest is ‘the excuse for the chronicler to
raise the curtain bn‘pagan practice in Lowland Scotland, and it is
for the student qf folklore to infer +the custom from the crime, and
interpret the COmmentary?1 _ .

Iﬁﬁérkei%hing, in southerh‘Fife, is on the northern boundsry of
the Anglian and Feudal area, and the shell of paganism is plain in
the use of the *holy ground® of the commmity, now the churchyard,
for the 'ring-dance', and in the choice.o% Faster, the Church's
over-stamping of the pagan Spri@g*fé@ﬁiﬁﬁ%@ It was also a celendar
festivel, for in Scotland until 1600 the Wew Year wag deemed to
begin on March ESﬁhqz.

Priest John carried®‘*a representation of a«phallus on a shick®,

Ky interpretation of* this acccuﬁremenﬁ is that it was an early

L 'bauble', the essentlal property of the' Fb01%3 and %herefore '

'supportive of duatheory that the 1nstrumenﬁ at one stage 1n Jts

,fdevelopment was. a stick adorned with: bladdef% and & phalIus?af

In




Priest John seems to have directed his attentions to the virgins
of the Imverkeithing district ("the little girls'85), and ‘5o have
had the co-operation of non-virgins (the married women) in his
efforts, This degree of co-operation is one of the discordant
notes in the account, for it implies that the older, married women
were familiar with the custom, and played the appropriété role in
support of the 'principal actor®, This is at oddS‘wité the
chronicler®s stance that they were ’unaccnﬂtdmed to thé practice?,
and that the priest Ycompelled® the participation of his young
‘parishioners in his supposedly bookiéh-ﬁevival of the rites of
~Priapu586 and. Bacchus, This discrepancy off»rs the choice of
believing that the priest, perhaps recently walsed from the laity,
wasvattempting to contimnue a traditionsl pracﬁi§e with himsalf
in the leading role, or that he was an incomer, and appointed by
an alien feudal asuthority, and that what we have here is an account
of the transfer of Anglo-Norman customs +to F&féé .Insofar as Tife
was feudalised more than a hundred years befhre the evenl at
Inverkeithlng, it is more llkely that the dhronjcler's “incongisténcy
about the role of the married women is a reﬂult of hig unwilling-
ness t6 admnit thet the custom was“at‘alleQmmon, and his consequent
effort to make the priest a scapegoa#ifor the who]e»affaiqu.

Certainly Prlest John was credited wﬁ%h total respon81bllity

for the pestine, to +he extent of playing fowr sub-roles in its

| 1eadership. Apart from 'bha.'b of I‘ertili‘by Eual (or wocrlng fool),

‘stressedﬁ“ He is de
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‘we be certain whether or not the player wore a mask; the dual
meaning of persona ds most apt in the matter of folk play, for
only rarely in the records of medieval guising are encomnbered
guisers who do n&t wear masgsks or visors. Those who have worn
masks know of their liberating effects the item would be invaluable
40 a men leading such a ceremony as this, especialiyAiféﬁe was a
priegt, E
As Leader of the Dance, he led a file-dance (mmﬁasibbin in
'Le Jeusss’ ended the proceedings with a‘farandéle). He also organiséd
4fhe riﬁébdanceea} and' in this capacify heé was .also the Leader of
the Song. Bach of these activities came to be the province of
'Robin'. Chauqer, writing ¢,1370, made the 'Robint, the leader of
the 'carole', a by-word for the extremeé of 1idence and hilarity,
much as the Jacobins represented the exﬁremes of religious denial:
This folk, of which I tell you so,
Upon a carole wenten tho.
R X LL LR TR R
.;, he, ‘that wﬁyiome was sérgayeg
And of the daunce the Jolly Robin,
Was tho become a Jécobin?ﬁag
. The prOOf‘ﬁhat the leader of the singing came to be lmowm as
. 'Robin® is adduced;frpm two imﬁé?tént;fédﬁhoteé;“Tﬁé firat of
these wes attached to-bﬁe_offﬁhe}égfliésiwsurviving’SCbttiSEt
| }'.‘v]:yr:tcs: e ‘

Maydenggomenglénde'.édraA a8y’ ye morne

st wenyh the kynge of Puglonde

3 Sb\soone to havé wbﬁné'Scdtlghdé:




With rumbylowe.

'This songe was, after many daies, gong in dammces in the carols of
the maidens and mynstrelles of Scotland??O;
This note is a clear statement that this is a 'traditional' or
'folk' verse, and that it was performed by s minstrel, the solo&
singer, and the chorus of maidéns, in the *carol', a singing~dance,
It is equally clear from the verse that the chorus of maidens
‘supplied the refrains of 'With heve a lowe', and "With rmn‘bylowe'? 1
and that the minstrel supplied the verse, in this case inspired
by the batile in 1314, Almost thrée centuries 1atei-, this style
of singing is scknowledged %o have taken its neme from "Robin's
¥Chanson de Robin, a mefrie a.'nd. extemporall song, or fash:ion of
' éinging, vherefo one is alweys- adding somewnat, or maye at ﬁleasure
adde what he 1iste'.92‘,

The relevance of the 'carole' to the folk play lies chiefly
93

in ity use as an expression of 1amenta§ti‘0n and exultation by

'hhe ohoms of 'ma,idens' :m 'b}ie med:meval ve‘z'm.onse Echoes -of
‘these may be d:.scerned, and the endumngf que L.‘iltys‘of the verse
quoted above may in part be due to the clever fashion in which

the 'Robin'® hag taken the rejafa?mg ‘in the battle, and re-worked .

a.round i‘t ‘bhe "bradltional elemen’bs of +the folk drama. In the

' previous oha.p'ber, in- +he seetion; ;n 'bhe G“@idelic Cel'ts, notice

was teken of a résu?réqﬁbn‘ ':i.n-;wli'iﬁﬁ ‘the women keened over

o '_,;fbhe .fé;ll;eh warriors. the’ sem '@tg,'l;:}fdi:‘s by maidens foif fallen

The lement for the death could easily become 'the;éry'-bf“

132



133

exultation for the resurrection. In the Maying poem *Christis
Kirk on the CGreen', a man left for dead after the communal fighting
is discovered, like the Irish warrior keened over, to be not dead,
and he is brought back to life by three 'routs', or shouts, by the
womens:

The wivis come furth and up they paisit hinm,

And fand 1ife in the loung

And with three routis they raisit him

And coverit him of a swoun

Agane

At Christis kirk on the7greénu94

The conclnsions o be drawm frqm,this ‘thirteenthtcentury

incident at Inverkeithing are two-fold. Firstly, there was a
‘dramatic’ element in the summer-heralding pagtimes from the
earliest record, though neither early nor late is the folk drama
precisely defined. Secondly, the leader of the festivities occupies
an area shared in later accounts ’byf"Bobin9 {(though rarely named
a5 such in Scobbish accownts’?), a.nd By Hhe "Pertility Fool', snd
the importance of this will 1ie in +he addition to the roll of
Robins thet the leader of thg_gummgg—hergld;ng pastine makes,
Before a summation of the 'Robiﬂf"aéﬁect'bf wedieval folk drema

is made, however, two other features.of the May Rites will be

roviewed.

" golid assqgiﬁiioﬁﬁ*#iﬁhvfe’ customs i :mg@iévﬁl‘ﬁcdfiﬁﬁd?ﬁi'g;

\éﬁpeciaigj ot Polwarth, whe

finale o the Tule guising
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was a dance about the thorn trees by the folk play performers97 %
is reasonabie to suppose that the first maypoles were branches of
hawthorn (or may), and that these were set up in the centre of
communities where needed. When this practice was prohibited in
Scotland?sa a subgtitute was sought and found in the ingtrument
that stood et every cottage door - the brush which, as a3 bundle
of brushmod, birch or thorn fixed to a short stake, was hardly
nore or lesg than a miniature, inverted 'may polev.

A1l the ferﬁility signifidance Qf the Maypole was transferred
0 the brush {and its close cousin ‘the broom, generally made from
green broom}, and they ‘becane potent symbols in fblklore99v of
particular interest in this study 1s>$he alternative name for the
broom, the ‘besom’, itgelf also a jérmAfOr a womaﬁtoo, *implying
generai slatternlineés, laziness,»impudenee or unscrupulous
energy'301, In my view, the word *besom' attracted the name °
*Bessie' o the femalé character who~renresented the fertility
apirit in maying ceremonles, and 1n this light the w001ng play
of the Cupar Proclamaﬁion 15 becomes more obvmouslv a ré~working

of the wooing play of the Fertility Fool and his "Bessy's.

Although the w001ng play has been banished from modern versions

of Scottish folk drama
VL 910 vuoway JOhnstone), alvays
with the justific

ungenerouss




135

. ‘{ W 103

The %wild man of +the woods', .or woodwose (= wood=lweller) was
an anthropomorph of the forest, He and his wife lived apart from
the haunts of men, often in the recesses of the woods, where they
communed with and presided over the wild animals, They were in
human shepe and naked, but leaves gréw from their bodies, and they
were excessively hairy. Tor fighting and building love bowers
they used the branches of living trees, giant ‘wands® (in the
orlglnal sense of the Danish word104)

Britain has a place in the study of fhe woodwose, for one of
the earliest *wild man? dnguiseS wag noted in fourbteenth-century
Engiand;o5 and. only in the Scottish version of the ballad 'Hind
Etin® (noted also in Scandinevia and north Germany) is "the creature
who carries the maiden off on his horse ... & "forester", that is;

a wild man and protector of the woods, who uproots tall trees to
106

build a bower for his levels

Despite this evidence of a,S' tﬁlsh acquaintance, and ‘the

?presence of ﬁhe vi1d Nan in Furopean‘wb01ngfbomba% plags (see
Plate One?y -, the creature is as secretive in the Scottish
recqndg a8 he was in the forests, The Edinburgh printer Walter

Chepman, licensed in 1507, chose  for his device his. monogram

suspended from 2 “tree, and suppo'zed on'ladh side by a woodwose
‘and his wife, each- bearing a “'ch of greeneny. The

Scottish‘ significance of this x:“bol is ﬁiminished hy Berheimer'

observatlon that the heraldic de ce'of?thg wild man an@ib;s wife

ri ter Philippe Pigouchet ‘ 1488~1512;_and it is
bvious ‘that the design (which‘Bernheimerﬁsags was. fbllawed by
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PLATE ONE

The ‘Wild Man* Wooing / Combat Play

These two illustrations are Nos. 14 and 16 in Bernheimer's Wild hen in
the P'liddle Aoes. Each shows the Wild Man being lured (to his death) by
the Woman, who holds a ring. The Archer and the Bishop await their turn

in the action, while the audience cower in their houses, visited by the

Collectors.

Both illustrations are the work of Pieter Brueghel the Elder,c.UTs&O.



PLATE TWO:

The Woodwose and his Wife

IOTSPPgRIeVRH

fff pic(bUc5 Geuct© a fii|ai$ié be i<i3mc fiirft acGeuej

, ) Aif.fCCCC.iiiLpp-d*priiitevyUAO iitbe Uoufl
|poucr*pm5Sofh«”*i6iairtb«rnoucdtaparid a fame
neuue no/hi borne a fen(eigne (ainet e $oq feuan#efif?c

Pigouchet's mark (above), made in Paris
in 1498, is taken from Bernheimer's

Wild Men of the iliddle Ages (illustration
No. 48). Chepman's mark (right) was made
in Edinburgh in 1507.

iMUtruo
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printers in Paris, Caen, ILyons and Cologne107) wag that used by the
Edinburgh man (see Plate Two).

About the time that Chepmen was borrowing the woodwose for
his advertisement, the creature was msking disguised appearances in
quasi-dramatic folklore, and two such occasions (with the 'Droich’

and *Sir Guy of Gisborne') will be investigated in due course.

The Green Man

A ciose relative of the woodwose, the GreegxMan, ia another
anthropomorph“ofvthe forést, and a popular figure in medieval
pastime, to judge from the fraquencﬁ with which his image appears
in medieval church céfving. (in eXaﬁple in Glasgow Cathedral is
of the type that had greenery issuing from its mouth). The
fourteenth~-century poem, "Gawain and the Green Knight* isgs generally
supposed to have been inspired by a ‘CreenMan' drama, in which
+he *giant? Green Man, covered”wiﬁhigféeneﬁy andfwéaiing an

extra Theadly, was: beheaded and revmve

‘f”,;no Tess than
‘their dramas, are wiﬁhoub record in Sooﬁland, however9 and only in
such figures as the *Purrymen® of South Queensferry108'can such

a tradition be hinted at, Despite‘thé blankrin“%hé*3¢oﬁﬁish records

at this point, the Green Man is noted here, to be glanced at later

- a9-a shage inuthe évoiution of'the}folk’play henﬁjZ ~" .

SaxOn transplant in Ehgland in the 'conflic%us veris at. Hiemis', 110




‘t-i;fihelng driven from Prague (the capital of Bohemia) in 1620
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in which Summer and Winter exchange vaunts before the latter is
overwhelmed, and of which the stﬁle was 'apparently reminiscent
of its popular source'.111

There is an early note of the Summer King in Scotland, in
connections with King Robert the Bruce, It is reported that his
wife, on the occasion of his coronation in 1300, was moved to
ﬁmmk,' imo g aesgti __V it

112 (

eris', 'T think (. because) you are s summer king, perhaps you

will not be a winter king')e Uncertain though the translation is,

on the basis of the *Summer King® ceremony of the ‘conflictus?,
one can infer the wife's pride in the public joy and thanksgiving

at her husband's coronation, her allusion to his vitality and

-gexual vigour, and her hope tha$ he may never grow old and

inpotent, and suffer defeat at the hands of a popular adversary,.
This set of ideas was 3till vigorous in Scotland some three

bundred'vears later., Falkland Péﬁaee; iﬁ.Fife, hag a portrait

'of @ueen Dli?abeth,of Bbhemia, a daughter of Jameg VI, born in

Ty,

+he Palace in 1596, at aﬁ time when Walkland was a royal residence,

Information attached to the portrait reveals that Elizabeth and her

'husbanA;Frederick,‘Eléétéruof:thexPalaffnafe@ were: known as 'the

,Winter King and Queen'® during their ex1le in the Hague after

113

Ih 1432, the- Uhiversity of St. Andrews Porbade the custom

‘ed by masters and students) ‘i

b lngiﬁg in summeri
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supporters, in the woods beyond the town,

- There seems to have been a tradition of public participation
in the battle of Tinter and Summer. The minth~cen€%y Yconflicins’
is ended by a chorus from the audience of shepherds, drowning

: “Winter*s voice, and calling on the cuckoo. and Spring b0 occupy

the 1and.15. The 3t. Andrews' riding has been noted as a source

‘ of public disorder, and in the next century, the humorous poem
Tehriatis Kirk on the Green'?d, deseribes H?ying festivities vwhich
begin with dancing andfhrestling’mafch,'and éggenerate into a
ludicrous mélze. Archery is much sbused: one tries to shoot
another through both cheeks, but misses; another in a fury fires
an arrvow. that disintegrates in mid=air; a man struck full in the
stomach by a shaft has his life saved by his leather doublet:
not so fortanate is the priest, a mile away, killed by an srrow
gshot over a house by one of the-Mayers. After this dangerous

-;oomedy, the company fall to m1th cudgels, and 1b 1s a v1ct1m of

“thls fracas raiged by the 'rouﬁs' of the women in. bhe manner

already suggested to be a *resurrection®.

There is no &nﬂﬁ;in ny mind that the Qambat of thé Sunmer and

' bWin$er Kings is. the essential source for +ho acth Sion: of the nodern

f?lk play, and the ritual has lef% traees fﬂ-tGXt end °°st“me‘

" I've killed my brotheéy Jack, my FatHer's only son. (Peebles®)
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Moreover, as these kings rule in turn over the whole world, they
pave the way for such as 'Alexander, king of Macedon',
"Tho has conquered the whole world save Scotlend alone'
(Peebles™),

In respect of costume, the Germanic summer king was costumed
in ivy snd carried a garland, and the winter king wore moss and
stram;117 in the ninth-century English *conflictus' Summer is
*girdled with a garland', and Winter is noted for his 'sheggy
hair't 19 Distinet echoes of these motifs are nobed in the modern
VYGaloshan' play: straw buskins and beards are donspicuoﬁs in the
Fe.lkirkb account, the Beelzebub of the unloc, WMacRitchie account
wears a straw belt, and 'Jack Straw'! is a character at Oumnock118

The summer garlands survive vestlgially, in the cry for room for

tGorlonds' (Peebles® } and 'Gorlings' (unloc, Abbotsford Jo11.% 119
Summer and Winter Cueens
A combat-drama-hag been nebed 1n bhe lQIe oP Man1?0= and a

“i

'vesﬁlge of tbe halfw-year %erm oF offlce can be seen in the

'Hallowmas Bammock! custom, observed in Rutherglen (Gleseow) in

121?»~

the nineteén#h centurys: Théﬁlﬂueenfof’Mayl.is on. record as

‘the recipzent of a kmng o glft in 1506 in June at Hblyrood and

in Aupusb at.Ayf;Z., deta1 s3t'at_°uggesﬁ a longer term of office

-'ﬁ ﬁhan her tltle would nomlnally allow, and ?haﬁ %he traditlon was

;;idggpread. In Edinburgh in 1554, the Queem, Mary of Guise,

ed the morris dancing and‘the 'clefh“ p ays from a pavilion

-1 ﬁpmﬁylare bhose hags ho'. beaomen>“;ile, on the patbern

u_he octor 8 boast at Peebles"%nd 1?1ing » The medieval




model for these is the hag Eriu vho, in Irish legend, became
beautiful when made love to by Wizll. Her neme, “he Sovereign ty
of Ireland’, shows that the story combines the action of 2 Summer/

Winter Queen drema with a kingship riteq.z4

It 4is likely that this
drama is remembered in the characters of Dsme Douce in "Le Jeu de
la Feuillee'125 and Dame Jane of +the Iincolnshire Ploughéoys'
play}26 the former pregnant and the latter carrying a haby, both

of then past child-bearing age.

The'Winter Dragon

The struggle between Summer and Winter was also represented
emblematically as the contest between a warrior and a dragon.
" The faniliar soldier in British folklore'is St. George, but the
ﬁhoice of +thig combatant for the patron saint of England has
distorted this custom within Britain, for George is only one
among many local and national heroes from Russia wegtwards who

' hrew‘ﬁroubleaome dragons, serpents and wormss

One- such local hero was John Somerville, wio subdued the

monster-qerpent That terrorlsed Iinton (Roxburghs.) by riding %o

spear, and %hrustlng it domm the creature 8 bhreat. The-date

142
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+the emblemology of war,. To 'raise dragon' in medieval warfare,
signified by raising a banner thus emﬁlazoned, declared the
intention of bringing 'dearth', by waging war on crop, beast,
property and person, This banner was an all-too-familiar spectre

~ in Scotland: on five documented occasions the Ydragon' was 'raised?
5 in the country in the years 1244 to 1346128, ‘

In later centuries, the dreagon appears on the periphery of
folk pastime., In the earliest records for Lanark, for the year
1488; payments are made for the repéir,”transpoﬁfaaﬁd display
of the Dragon (and St. George) in the Corpus Christi procession
of the‘town129, This event occurred within s foptnighﬁ of Bagter
Sunday snd the descriptions thet :emain.(of Lanark and elsevhere)
indioéte a ﬁixture of pagan and bhristian elements,

The poet Dunbar (c.1513) wrote an Faster Hymn, beginning, 'Done
ig a battel on the dragon blak', in which Christ's resurrection
is inﬁerpreted in the imagery of the May Gaone, and the Summer King's
vicﬁory over the Winter Dragon. Christ iq +he 'chamniom., newiy
raised from the dead Incifer is ﬁhe 'deidlv drag@n’ +he
*crewall serpent' whose dungeon is emptied, and treasure Seized13o

| The-fihal pre~Réformation notice of the dragbn cdmés-in
‘éonneculon with a nastlme at Perth. A cave on Ehe hemghts of

“Kmnnoul H111 ab0ve the town was: knewn 1n the sixteenth cenuuny .88

‘the 'Dragon 8 Hole', and was the 5 i of am. amnuaﬂ'pzlgrimage by

ggain@_he‘cﬁrﬁain of silence has:beén'diawng'but it is‘reasbnable-'
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to suspect that the young people of Perth formally gathered at
the Dragon's Cave one day in Spring for some kind of ceremony,
and that the choice of wenue indicates a combat between the Dragon
and a 'Summer King', supvorted by those in the procession,
Whatever role the dragon may have had in the Britigh folk
play has vanished;ggas:;resﬁlt of the religidus oppositi;n, and
perhaps the costume difficulties it presents to the guiser, The
c@pice of St, George as the patron saint of ¥Fngland must have
-affecﬁed his popularity in Scotland, and the Tew Scottish
flayétexts with references to dragons end Georges (for example,
Biggar, Bowden, anmd Inkermen) may well have gained them from

Engiiéh chap-books,

Conclugion
It has been the btask of this chapter to search the records

of ‘medieval folklore for those custons: and pradﬁices whith, when

gdyﬁo decay and prohlbiﬁion, mlghﬁ aaV@:contrlhuLed
:fragments for ‘the mosaic we know as the modern.ver31on of the folk
play. The search has not been vain., The May Wooing has con-
%rfbﬁtéd-its beson .6 broom és-an:accbuﬁreméﬁt, and its garlands.

(as 'gorlings') haxelodged in one texts The resurrection pagtimes

““"for the ram and the ox establxshed the &eath by beheading, carried

_s by the six$een$h—century morris dance. Most important of
Sumer and inter King pastin hss shadowed forth.the

}'Tﬁié>§dmbat of the Winter and Summer Fing might»hame been
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the direct link with the modern folk play, were it not for the
extraordinary energy generated by the' coming together of different
strands of pastime, linked by the name of 'Robin's In this chapter
we have noted the blood-stained bird, the redbreast, that took the
name of 'robin® with his reine the wren; in the world of men,
*Robin' has appeared as the proverbially—hapﬁy shepherd, -and a
patron saint of sheep, as an equine Sir Obin, and as the leader of
the Mag Wooing pastime, as the 'Joly Robin'® of the dance and as the
singer of the 'Chanson de Robin's

The megnetic quality of *Robin', theshigouf of the horse-
cuit, and the pure pleasure of the May Geme (for the summer—
Weicoming pastime was Hthe best-loved) in ‘turn produced the grestest
'quiﬁ' of them all, Robin Hoods The following chapter will show
how +the *'Robin' lore produced Robin Hood, and demonstrated the

unsuspected importance of Robin Hood in the kistory of the Scottish

(snd British) folk play.




Noteg to Chapter Four

1 Bede, A History of the English Church and People, trans.

L. Sherley-Price (Harmonsworth: Penguin 1955), p.86.

? In the context of adults visiting with gifts, the writer's
childhood memory is that 'we to;k kippers and smokles dressed as
dolls in crepe paper': Amy Stew%rt‘Fgase:, Dag Ye Min' langsyne?
(Londons Routledge and Kegan Paml, 19?5)5 p178¢

3 Ancient and Moderm Scottish Songs, Herojc Bellads etc, comp.
David Herd (Edinburgh: Scottish Academic Press, 1973), p.166,

4 A Scots Handsel, ede JoK. Annand.{Fdinburgh: Oliver & BRoyd,

1980), pp.8-9.

? Andrew Cramfurd's Colleotion

1805, and-Songs,. ed. Enily
Bi Iyle (Bdinbilpght Scottish Tox '

wren-hunting song is noted by D, Herd, :Colledtion of Scottish Songs

ete (1776), II, pp.210f,
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8 Richard Holland, The Buke of the Howlat (c.1450), 11.647-51,
In keeping with the author's surmame, OED suggests that 'rdbin'
derives from the Frisian fobyn(tsje), robynderke, and the Dutch
dialect robijntje, all three designating the red-breasted linnet.
with regard to dorche (=dwarf, little fellow), se%pp. 192-3, belouw,

° 0ED records DE werna c.725, and su_gests that the name is

'obscurely related' to OHG wrenda and Icel. rindill. It is
noteworthy that the Dutch and German names are male, whilst the
British bird is female (Jenny Wren). An Anglo~Norman influence
may be visible here, from the Fr. reine (lLat. regina), which may
have displaced the more obvious gold-crest from the role of

'monarch bird!,

10 Notices for the Isle of Man and south-west England are

given by Christina Hole, A Dictionary of British Folk Customs (St.
" Albanss: Granada, 1978), pp.163, 166=7.

" Noted in the seventesnth century, near Letterkenny in

County Donegal: Oliver Lawson Dick, Aubrey'S Brief Lives, 3rd ed.
(London: Secker & Warburg, 1958), p.ci.

12 Report of the 67th Meeting of the British Association for

the Advancement of Science held at Toronto_in August 1897 (London:
Murray, 1898), App. 1, p.457,

13 £.C.Cawte, Ritual Animal DJisguise (Woedbridge: Brewer;

Rowman and Littlefield; Folklore Society, 1578), pp.110-17:

Ian Russell, 'A Surv.y of Traditional Drama in North-fast verbyshirs',
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Polk Music Journal, 3, No.5, pp. 399-478.

14 T.Ge Stevenson, el., Choice Old Scottish Ballads (Bdinburgh;

1827) (Yakefield: ®.P. Publishing, 1976), III (The Ballad Fook),

‘\80’ nO.X'XVio

. .
!

1 The Bannatyne Manugoript, eds. W. Tod Ritchie ('Edinburglén

. i
Blackwood, 1928), TIT, 'Proolamatipn made in Cupar of Mife', pp.87m

100, The reference to the sheep's_heéd:is on pe99.

16 Maidment, Scottish Pasquils, 1696, under ‘gysar’, in the

Dickionary of the Scottish Toneue

17HRémsgggﬁﬂ'the Farlier ngjg of Scotland, ei. Curmingham and
Mackey (London: Virtue, n.d.), .97, '"The Rem ent the Buck®. The

poen >prbﬁaﬁly composed before 1700, tells of a combat between

* *honest. oo

* _:(jh{i,e ram), and 'snsga.lc:;?.pg; Buck! (the _gqﬁiﬁ:')

P

18

¥, Marian WcWeill, The Silver Bough (Glasgow: Maclellan,

1961), IIT, . 50,

1? @ibkham,:Kedieva1 Theafre,‘p.141.

FRY

ndons-nupe, MT3Y,.

SN
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before a murder, the victim making use of the warnming ‘o eacape,
Hume of Godscroft, a seventeenth~century historian, noted that 'a
bull's head is a +token of death'. All the fore-going information

is taken From A«M. Sheriff Mackay, in "Queries', Scottish Antiquary,

13, No. 50 (October 1898), 89-90, In Kirkcudbright (from *Kirk
Cuthbert?') in 1164, 'a bull, the marvel of the parish £ér its
strength and ferocity, was dragged to the church, bound-with;cords,

to be offered as an alms and oblation to St, Cuthbert': Arthuy

Mitchell, The Past in the Present (Fdinburghs: Douglass, 1880),
D+ 275. ﬁx sescrifices were known as late as 1656 on Inch-Mafee,
Loch Maree; in the parish of Applecross (Ross and Cromarby)s
ibide, Ppe147, 271-73. In eighbeenth-century Hawick: 'the day
befofé@the-arrival of ‘the Duke of Bacoleuch*s commissioners to
let hig land éﬁ»Hawick, which took place annually, and was
ecalled the'Land setting, a fatted ox was purchased for their

enter%elnmenﬁ and that of their guests. On this occasion the

ohildr "“iand not a8 few of the older 1nhabtbants Were walt ng
for thie approach of the vickin; and accomp&nxeﬁ it fram’xts~
entrance into the town to the butcher's door, where it was
:slaughtered. I have heard from old people in Hawick that, as
in hea%hen sacrlflces, it had long been the,practlce _ov the

‘devoted anlmal to be adorned w1th 2 chaplet of flowers, and %hat

music was ‘not wantlng - the tnwn piper 1ead1ng the prOGQSBlOH,

'--playing on h:s pipes" Thomas Somervmlle,;’

Flven in.Appendlx Three}.




23 Alexander Penton, 'The Plough-Song: A scottish Source for

Medieval Plough Histdry', Tools and Tillage, ed. Axel Steensberg,

Alexander Tenion and Grith Lerche (Copenhagen: B.B.C. Gad Publishers),

I, 3,(1970),pp. 175ff,

24 These versions of the folk drame, which include a "ploughboy®
as a central figure in a wooing action, and fregquehtly feature -
plough were known in modern times chiefly in ‘the Lindsey area of

Tincolnshire. (see also h.TQGEf

25 Shire and Elliott, 'Plough Song and Plough Play?,pv.39, 40,

26 'I+s general style suggests the late fifteenth century, but

it probably contains fragments of much older tunes': ibidey Ded3a

27 mhe 'scanegout' carried w1+h it 1nto death all the

unpro&uetive and destructive attrmbutes) £3

- sk:mﬂ.; the extreme

obsﬁlnacy oF the 01d Ox was - moreL

alsorng34 below).

head. t6 the fronti__Aﬁqégg'
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are used as instruments both of death and resurrection,

- 30 Ox magks and horns were worn by ox=wassallers in Gloucester~
shire: %.C. Cawbte, Rilual Animal Disecuisge, pp.142-48,
5 'Unfortunately the section that nsmes the paris of the plough
and its yoke and itrace attachments is found only in Forbes Cantus,

Songs and FPancies of 1666, and the posgsibility cannot be ruled

out that this is a later addition': Fenton, "The Plough Songs.."
Pe176. (For the 'substituted vaunting of parts® theory, one would
change ‘the first word of this senbence to Yfortunately®).

32

The Scottish novelist Robert louis Stevenson uses a very

.similar device in Treasure Island, where the pirates signify to
ona of their mumber his imminent assassination by giving him the

*Black Spot'.

33 mhomas Pettitt, 'The Folk Play in Marlowe's "Dochor Fausbus®,

Polklore, 91, No.1 (1980), 72-77.

34 Alex Helm eds,

ok M j_lﬁxm (Lsndon° Gim, 19717,
27??33' I speculate th&tihﬁzholding alof% of the aword—knot, almogt

*:always the cmimax of contemporary performancpq of Jongsword dancing,

ht;have-o:ig@nally~dgmpng gte@;#hgﬁaiﬁ eauld hold its paitern

18 des rve mentﬁ@ne In folklore,

:ingZIav:d fbunded ﬁhe Abbey oP Hblyrood ag the result Of an en~
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counter with a remarkably large stag, for when he grasped ite
huge antlers, the beast disapveared, leaving him holding a
crucifix: David Déiches, Edinburgh (London: Hemish Hamilton,
1978), ppeld=-15; the tradition is first noted in the Chronicle
of Helrose, and T interpret it as a symbolic expression of the
monafch;espousing Christianity in place of the old religion of
the hbr%ed god.

?h% stag is unimportant to this study, but the goat has soue
significance. Under it8 hame 'Buck? (see n.17 above), or 'Buck®
(es in Puck Tair a® Killorglin, Irelsnd), i+t survived into
Renaisgsance foiklore as an alias for 'Robin Goodfellow', or

'begoblln'; 1n Miﬂgymmgx*hlghﬁwﬁ__:ggm Although Ben Jonson never
comnleted The Sad Shepherd (hig play about Robin Hood) he

included in his Qrgument for Act TII the role of 'Puck-Hairy?,

a Woodland spiﬁit whose name recalls more s@pngly his goat origin:

R.B. Ddbson and' J. Taylor, Rymes of Robin Hood (DNondon: Heinemann,

1976), 2354

The goat is comnected with the shoemekers, or Covdwainers,
who take their name from Cordoba, a Spanish town famed for ite
workers in goat-leather, via Ycordovan' or *éordwaln?, 8. name

for a goat-skin 1ea$her. (Chambers Drentieth Century Dnotlonarv).

}f'” ) 36 Ths horse cult may hane fbstered the atﬁltude that the
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3T Jomes Reeves, The Idiom of the People (london: Heinemann,
1961), pe 175. A localised version of the Dying Horse song in old
Northumbria is that collected in Richmond, Yorkshire: Bell's Anci

Poems, Ballads & Songs, Dpel184-86,

® The Poems of William Dunbax, ed.Jemes Kingsley (Oxfordls
Clarendon, 1979), No.43, pp.126~28: the lines quoted occur i% the
final quatrain. The appellation '"Yeal's jaad' survived intoithe
nineteenth century: Banks, Bridish Calendar Cu stoms: S¢ot)
ITI, .:216, }

%9 Banks, Brifish Cslendar Customs: Scotland, I, ».39
The person who does not wear something new on Baster Sunday will
be unlucky throughout the years, In Scotlend she is called a

Paysyad (Lean's Collectenea (1903) IT,pti.p.226.)

40

'Hore ryche arraye is, now, Wibh,frenzies fyn99

Ubon the bardyng of ane Byaoheopis Mule,
Nor ever:had Paule or Peter agane yule':

¥y.ede Do Hamer (Edinturgh & London:

| Rlackwood, 1931-36), " T, p.87, 11105052,
Lindsay seems to be discu551ng the nidwinter flgures of Peter

5Pau1 (ﬁo be dascussed in the fbllowmng Lhapter).

trees, ant Kilbarchen is & small town 15 miles west of Glaspow



There is an interesting discussion of Sempill's poem in

Kenneth Buthlay, 'Habbie glmpson' Bards and Makars, ed. A.J. Aiken,

M.P. McDiarmid, D.S. Thomson (Glasgow= University Press, 1977),

PP 21420,

43 T guspect this poem to be the source that Sir Waliter Scott
used Whén%he added the *play-mare' to the galaxy of folk figures
in his-no%el:The»Abbot, I, xiv, the only other reference to the
Scottishﬂﬁlay*mafe;that-I’have found.,'

44 Cawte, Ritual Animal Dissuise, pp.61~3 (quoting from the

MS Master of Works Accounts of Edinburgh Castle, vol.15).

4 Mill, Me.dma.l._l’lm, p-240
There had been a prohibition in the burgh two decades earlier
for ﬁhoﬁe who wambed o 'ryd'in.a disagysit wanner' on the Eve or

Day of St. Nigholas: Ibid., p.236s

46 shiad, peast.

47‘His da‘ is?ln?fact the 13th Decembers The Book of Salnts,

comp, the Be abine: Monks of St. Augustin@ 's Abbey, Ramsgaﬁe,
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pe8. Worn waist high, and perhaps with dummy legs for the rider

at the side, it can bhe an effective device.
1 Mill, Medieval Plays, v.276n.
52 ook of Saints, .95 .

53 Benks, British Calendar Customs: Scotland, ITI, .194-5, 197.
Among the collection of St. Obert references gathered here ig the:
informatién that in Ghent Cathedral, 3t. Obert is represented with
2 baker's shovel: (p.197).

54

The information in this paragraph is token from the

discussion of the text in Richard Axton, Rurcovean Drama of the Early Middie
Ages (Iondon: Hutchinson, 1974), pp.140-43,

SslThe line numbers given'here are as for the bext printed

jeval. Erench.. ,. trans, Richard Axbon and John Shevens
(Oxfords Blackwell, 1971), pp.263-301,

56 ibide, pe262.
57 The wooing elpment of the horse play, itmay be believed,

';fell early into dzsgrace.' The story of the beﬁﬁh—centuny abbot,
ourneying-from Ely to Winchester, who ha& the- misfbrtune to

‘& Tondsas Oliver & Boyd, 1936), pp.156-59.
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The indecency of the custom might have vprompted 'the riding
of the treen mare' as a punishment. for adulterers, as in Aberdeen '
in 1656 (8elections from the Records of the Kirk Session, Preshytery,

and Synod of Aberdeen (Aberdeem, Spalding Club, 1846), p, 137.

It is very poséibly beyond proof, but I suspect a relic of the
Aubert - Robin - Marion ho?se wooing and combat drama to have
survived at Elsdon, a vill%ge a dozen miles from the Scottish
border in Northumberland. "When the demolition of the church belfry
was undérbalcen in 187’(‘,1,he ma;sané-fﬁisé}ovex-ed a closed cavity under
+the béli-—tower, of". the exact si’ze -E:é contain three horse skulls,
vropped against one anoi;hei in trisngular pattern, jaws uppermost.

| The mogt prob'a;ﬁl;e explanation of this exbtraordinsry discovery
is that it represents an extension of Pope Gregory's adidice

(see n.1) and that the people of Elsdon needed the relics of

*01d Religion® among those of the news The settlement of Flsdon
is first noted in-the 'bhir'teen'bh__ céntﬁi‘y when "Noxﬂhhisé,tion‘ of

s

£, 8 castles
Enquiry ‘into - ‘ : - refiaikatle facts, in
the light of the ai;ggmé;zts a.dvé.ﬂcé_d.r:‘iﬁ .'bhis chapter, The church

is dedicated to Sty. Cuthbert, 5-dédfcstion explained by the belief

that his body res 'é@”fl}l}éré on its:journey from ﬁ:ind’ixéfarne to

] 'i:he ded:ca.hon ﬁ{_e‘pp?&;ezi‘ﬁa

an accommdation’ o: the'‘power of! the-Horse oult in the vllfléighboﬁrhood;‘:

The second fac: exrns’ the resi he measurements mide of
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played the combatants, and that the smaller one was for the wooed
female, The source for all the factual matter in this footnote

is the *History of the Berwmickshire Naturalista® Club, 1879-1881
(Alnwick: The Club, 1882), v.510.

78 Davidson lists pairs of twin gods and brother kings for the
Vandals, the Langobards, the? Swedes,- and for the Anglo-Sazons
Hengest and Horsa (which she trenslates as *gtallion' and 'horse'),
adding that "bhe assoua:blon m.th ‘horses is characterie;’clc of the
'D:.oakouri, so that thezse two are of special interest's The twin
gods (like Romulus and Remus) always fight one another to the
death: F.R. Ellis Davidson, Gods end Myths of Northern Furope
(Harmondsworth: Penguin, 1964), '];E-)";(;"."V169-7i’1'.

29 mem The same source

explains Narotte a8 tazr-l"«cx:)l'r:x bauhle' - *Perommelle'’, the other
* woman involved._,in‘. tne;'o,a,rgem“m‘“ las é,m'e;f.,used by Dunbar in the

sense of 'wanton young ol

Glossary, under Eeron‘a;il';;

60

Chaucer cQuld ugethe h?;rblﬁame"s to imply tobtal oppositess

ULy ovr J’acobyn‘ . (Rmn&tmt of the Rose, II.

A sikteenth—éeriﬁ‘
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The association between 'Robin' and 'Robert' is pursued in

the next chapter.

&1 MoNeill, The Silver Bough, IIT, - 107-8, 137; Ernest 7,
Marvick, The Folklore of Orkney end Shetland (Tondon: Batsford,
58102,

62 e (A Soiha !

David ¥urison,

(Bdinburghs Blackwood,
1977) sy DD 36-370
'"The St. Obert area' denotes that part of Scotlaﬁd narked by

five towns in which the Baxters celebr&fed hig pastinmes
63 | . ' e
McNeill, The Silver Bowzh, ITT, p.107.
4 Marote,by which the Marion of *Le Jew® is called, is also

a diminubive of "Mary!., Marionette", a diminutive of "™arion®,

- has become the generic word for,a_ki?'

relevant to note that the "obin' wdfés, fhobby-horse, cob, and

obin} 21l refer to small horses (see Apand Jour).~

65 Hole, D
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tTe Jeu', where Robin interrupts the games and dances to exit
briefly and reappedr with a sheep, which he has allegedly rescued
from a wolf (1.586),

In my research into the ancestry of Saint and Sir (R)obin,
I visited a shrine of a cognate saint, the church of TLa-Fertd-
Seint=Aubin, a few miles to the south of Orlesns, The brief
guide to the town, given to tourists, reported that the church
*kept untbil recent years récolkgcﬁions of sheep—farming in bygone
days" @umﬁ:mm:&m [§

in the churth were a sﬁalned-glass‘w1nd0w behind the altar,

“irete NePey IQSQJ. S54311 o be seen
showing the Saint agalnst 8, backgxound of sheep grazing on a
hif¥side (said inﬁtheﬁéwn‘guide o be cb@memorative of St. Roch's
grass, a preserver of sheep health), end a nrom:nent carving of a
grazing sheep (not an Agmus Dem) on the front of the altar., These
two items could not have been moved without ssusing damage %o

~‘the church; other 'superstitious® relics, more poriable, had been

n the late
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™ John Gibson Lockhart, Memoirs of the Iife of Six Walter

Scott, Bart (Edinburgh: Cadell, 183T), IIT, -.162, The Buckhaven

dance is described as 'war-dance or sword-dance'.

72 The feuar, Ada de Warenne, married FBarl Henry, the son of

David I, and was misbtress of extensive Fnglish estates. -
i

T3

The authoritative account of"ﬂapper' iancing is B,C. Cawte,
'A History of the Rapper Danca!, Iblk_Mnglgﬁmggxnal, 4, Wos2, 1981,
99-116. One of" Pawte s conclusions is that the style.of danecing
originated in the eighteenth century {(p.110).

™ 11411, Medieval Plavs, pe242.
The suthentic note of the manliness gtill affected by sword and
morris dancers is detected in the deteil that oné_of'the_five
being summonsed 'baid the officer tell the provesﬁ‘andABid him

hing hinself': The Records

7 Francis nouce, Illustrations of Shakespeare and Anchent
Manners eto (Iondons: Tegg 1839);. P 579, quoting: Wisesi¢§n6e££élﬁt
mﬁmmmmhmn&mm@s, 13;_-'54-‘«_%.,, :

Tﬁ Simllar unsuccess attended the corEGSPOhden 'thaSkééﬁfbr
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78 i Poems T4 | ' eds Jo
Cranston (Bdinburghs S.T.S. Blackwood, 1890), I, No.29, *A Lewd.

Ballet' '3 10 35.

& See, for exsmple, Robert Mannyng of Bourne, 'The Dancers _
of Colbek® (c.1325) The Oxford Book of Medieval Tnglish Verse, ed.
C., and XK. Sisam (Oxford: Clarendon Press, 1970), pp.145—154, where
the carol the dancers sing at Christmas has the refrain, "By the

leved wode vode Bevoline"™ (1.34).

80 pransiated from jnuxuuuquikLl@nanga_, ed. J, Stevenson
(Edinburgh: Maitland Club, 1839), 9.109. An Bnglish version also
exists in The Chronicle of Lanaveosth, trans. Sir Herbert Maxwell
(Glasgow: Maciehose 1918), pp.29-30,

61 The chronicler is writing in a classical, Rome-orientated
sbance, interpreting the events as indulgences of Bacchus, or his
predecessor Liber.The Roman god of liberated behaviour wvag
replaced by Fecclus, a horned god of harvests and plenty, especially
of the grains and fruits that counld he fermented to make stimulants,
In Scotlend he was represented by John Barleycorn and Allan &

Maute Almost three hundred yesrs after the events at Inverkeithing;
it could be writben, "Bacchus . . « requireth at men®s handes . .

maygames, shrovings . « « (Sir Thomas Chaloner,The Praise of Folie
(1550) (Oxford: 0.U.P., E.E.T.S., 1965), p.21).

82 yeNeill, Silver Bough, ITI, . .99.

83 fA fool will not give his babill for the toure of Iumet:




Fergusson's Scottish Proverbs, ed. E, Beveridge (Iondon: Blackwood,
1924), p.13. The proverbs were collected c+1575, and published in
1641,

84 5111am Willeford, The Fool and his Sceptre (Tondon: Arnold,
1969), pe3T. '

85 The place of the 'little girls' seems to have heen of
_enduring importance, Three hundred years late? and a hundred
: tﬁﬁies away from Inverkeithing, they sppear in the Church copy of
| ﬁﬁe event in the Lanark Corpus Christi procegsion ss "Ursula and
‘her Méiéens'. Hith Buresucratic ppecisiong the nymphets have
3e§n translated into the virgin -acolytes of "Ursula?, an 6bscure
British‘saint, who all chose death rather then dishonour by
~ the Huns in the Rhineland in 238, or perhaps 451: Hutchinson's
- lEﬁ;3Qxh;ggniuzg;ﬁngxglgpgdi&, ed. B, Horsley (London:

“Bitohingon, 1971

86 The 'profene rites of Priapus' continued in their

A.assoclatlon w1th Scottish.ngint !

at least in literature, until

"the ond. of tho six*been'bh century:
Quhen ‘that priapus out foirth fa1r97

'i‘hat god of garding gaa',

62
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Poetic and divine retribution,
88 The medieval ring-dance was known 23 a carole, an Anglo-

Norman word derived from Lat. chorus, aand GK, choros. Tor notes

of 8aroleg in Scotland, see Mill, pp. 9, 10, 22.
89 mme Complete Works of Geoffrey Chaucer, ed. W.W. Skest |
(London- 0.U.P., 1912), 'Romaunt of the Rose®, I, p.124, 11o74%‘

444 P-2l55'9‘ 1107454""56-

% snoient Scottish Nelodies, eds W. Dauney (Bdinburghs
Mai‘bla.nd Club, 1836), Peh3e

N 'Rumbylowe® is obsecure. It occurs in two Maying conmtexts,
Iﬁ *Peblis to the Pla,y’ y & generally faﬁcif‘aﬂ account of the May
Games at ‘ﬁe”‘e‘ﬁiéls,i it oceurs like a "éax"o.?.e" refraine

" Wibhohe amd how, rohtmbelow

. The young Folk were fullAbald (Edinburgh ook of

Scottish Verse, pp;’92ff.‘
in ‘_bhi-s «cdn‘bex'é": it seems to underli'ne- the iicentiousness of the

young :I:‘olk as they d;mced and made 'i:he:r.r way :in'to Pee’blea.

; 'ed in Maying -bo the presen't day :i.n ‘thie

action, 1 rt‘si’culaﬂy' in gmbfoug' daﬁ@inge - A sixteenth~
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cenbtury Scottish song 'Szl I go vitht zou to rumbelo fayr!

(Complaynt of Scotland, p.1071) may use the term in the sense of

*hlanket=Ffairt, or bed.

92 Randle Cotgrave, A dictionarie of the French and Fnelish
tongues (London, 1611; rpt. Menston: Scholar Press, 1968).

95 the traditional robin song 'Coqk' Robin? has for its ;
refrain, ?All t}ie birds of the air fel_l a=sobbing and a-sighing,
YWhen *bhey heard of the death « .. .% One of the earliest modern
Yoarols®, the 'Coventry Carol', is a lament for the slanghtered

childrens

94 Penewin Pook of Scottish Verse, p. 185, 11:115-20,

95
A signlﬂoa.nt Scottish use is ironic, showing a femiliarity

m%h the role of” ‘Ro‘mn'* Robert\LHem'ysoun (ul420—c.1490), in

nd: Malwne' has- Robin' ceme W‘i‘bh his WOOdS-*
visiting »inﬁtéfﬁion in the normal way, but the maiden is cool,
and Rob:m goes be.ck 1o hlS sheep$ mmm&ghmuﬂh&m
Po107.

96 A'b Erroi, in 1593 and. 1595, men and wWomen were censured.

:t‘or s::.nging carols e.round ’che 'bhorn"ﬁrees ot Yule: perhaps i'h is, -

'tok' n ofv 'bh fertility ‘agpect’ of 'bhis; practiea “%ha-h “the ErmI

_}e{; horn '-{:rees were also démced amumil aﬂze V wed&:lngs,

custonm 'bha'b waa: claimed in practice from ol 500 bc c.lSOO,




A nineteenth~century poem claims May-Eve dancing, and subsement
sexual cor'zgress, about the thorns in living memory, but at this
late date it seems wnlikely: Mingtrelsy of the Merse, ed. W.S.
Crockett (Edinburgh: Menzies, 1893), pp. 324-25,

The Bonnection between the hawthorn and forsaken virginity,
which seems jnherent in the May rites at Inverkeithing ané Brrol,
and in the bridal ceremony at Polwarth, underlies a brief poem,
"The Hawthorn Green', in which the writer remarks that the green
leaves, reneﬁeq by fﬁhe."ﬂnest déw'-,- come fresh each year, unlike
a maid's virginity, which 'is(lmce gone: Andrew Crawford's
Collection of Ballads and Songs, I, pe14s

98
' . . gif ony wemen about simmer trees singing, make

perturbation in the passage through hurghs for skafrie of money,

they shall be fb_akeﬁ_",;.,;h@ndeli'b y mz@pu‘b upon: cuckstules®: A, Maxwell,

h: Douglas, 1844), p.416,
r:wh store of possibility, %o
y & fling when your wife is gone
on a visit's Bres

Cessell, 1977)¢

RN

oxr

0 *apperently alfforent, and

“:t,?fqrié::‘?ﬂiis*{ '

'f_:fe;rénc,e.;'fI*‘vrbiiid.. -
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102 Some possible remnants of the lost Wooing Play are

discussed in Chapter Seven, 6.

103 mic section lesns heavily on Richard Bernmheimer, Wild Men

in the Middle Ages (Cambridge, Mass.: Harvard University Press,

1952), Distrib., in G.B. by 0.U.P.

104 The association between -tl;ese. boughs and 'wands® in the
modern sense of the word is explored in Chapter Seven, 6, in the
discussion of Beelzebub, and the Cure. |

105 An Bnglish ‘capita de woodewq_se".,‘ appearing in a masque.
in 1348, is the earliest note of a woodwose disguise in Furope,
excepting I‘bé,lysaernheimer, ¥ild Men, ;3p“.70-71.

106 Bernheimer, ¥ild Wen, p.] 28,

107 Bernheiner, Wild Yen, p.179s

108 The Burtymen perambulates the commimity on the occasion

of the Ferry Fair in late summ

er, completely covered in the seed-

"

Y I&eﬁieml_mﬁnjmga, ed;H‘ej.e'n Wadde) 1 (’Loﬁﬁéné'iCoﬁsﬁs;ble;
.1929),AppJ82-eT.

il
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‘monarchs ousted_figm,ﬁheir realm,:
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m Charles Read Baskervill, ¥Dramatic Aspects of Medieval Folk

FPestivals in Fngland!', Studies in Philology, 17 (1920), p.33, citing

Allen, Mod. Phil., xiv, 30,

112 g K. Chambers, The Medieval Stage (london: 0.U.P., 190%),
I, 173, citing Flores Wistoriarmm (R.S.), iii, p.130; also CGeorge
Puchenan, Rerum Scoticarum Higtoria (Fdinburghs 1762), III, - 130,
Bruce's enemies seized on the remark and, ignorantly or deliber-
ately, used it to devalue the coroﬁation, by claiming that even
his wife had considered it én ﬁnseriousipieoe of rustic reveliys::
in a mocking poem after Kyrkenclif in 1306,

Hii maden kyng of sémere, g0 hil ner ne sholde,

i seﬁtén on ys heved a croune of rede gold,

And token him a kyne;yerds (écepﬁre), 80 ner kynge sholde.
Baskervill, 'Dramatic Aspects of Polk Festivals®, p.54, citing
Harl, M3 2253: also printed in.Ritéon, Ancient Songg and Balladg,:
ed. Hazlitt, pp;Zﬁa@?@ .

113 The generally-sccepbed inte:prefation of this +title ig that
it refers to their having rﬁle@-fdﬁfoﬁiy;onﬂ winbter, but this

overlocks both the source of the ﬁi%lé;,gnd its applicability to

114 R
¥I11, pe284.

‘éizi.}fjiéﬁ of by

‘$ight for, and shave; & kingloni
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"wr Crimm, Teutonie Mytholosy, p.T64.

118 Two other instances of straw-costume might be the Ycoat

gtuffed with straw'® on a staff, carried by the dancing guisers
that welcomed in the New Year at Elgin in 1615 (Mill, p.241), and
the 'Straboots! (2 Strawboots, i.e. strav-buskinned).character
referred to in the list of hired men in the 'Plough Song'. The
geme kind of costume might be visible in Clackmamman in Jamaxry
1713, when a guiser was acoused of" wawring ’straw ropes on his

leg@' (Morthern Notes and Oueries, 3 (1889)9 pe3, quoting from

the Kirk Session Records of Clackmamman, Fife).

119§This is speculative., In fact, the ¥gorlands® nay be
related to +the costume described in the fore-going note, for the
use of 'gorland! to sigaify a sﬁraw<rope has been recorded in

Stirlingshire (Wmmmm eds J.Y. Mather,
HiHe Speitel, and G.W* Leqlle (London, Cream Helm, 1975)9 Scots

Section T

120

Douce, llluﬂgxai;nﬁs

Waldron,
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123 5pid., pe180.

124 Covendish, King Arthur snd the Grail, p.140.

125 Medievel French Plays, p.222, 1l. 276-9,

.
H

126 Examples of this versibﬂ of +the folk play are found in

Philip Spratley, Midland Mumning (Tondon: Fnglish Folk Dance and
Song Society, 1977).

127 wne Porder Wagazine, 25 (Jan-Dec 1920), p.189, The
Somerville coat of arms shows the bq;nihg'circle and a green
wyvern,

In the past year I have inspeéteé;the tympamm of Iinton
Church which is supposed to depict the event, The relief is

badly eroded (and now proﬁedﬁed'bywa gLéSS;case)- the figuration

of the carving is extreme]y dlfflﬂultltov e%ermine, but the

horseman ridlng w1th the spear ‘n; mo eiy, lance appnars
‘to be attacking twoAanxmals.

Sir Walter Scott, who had the advanbtage of inspecting this

relief almost two centuries earlier,Jalsoféntefﬁained doubts on

the:- relation of sculpture and’ folk

The seulpture 1tself ﬁﬁﬁéﬁénce'ﬁéjfﬁis

fine shorx;‘fqp@thga'
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1802), p.91.

¢

128 w6 Seottish Antiquary, 2, 50 (October 1898), pp.147-52.

129 win1, p.261,

130 Poeng of Hlliamw Dunbar, pell, No.4, °Surrexit Dominus

de Sepulchrot®s.’

131 111, p.278.

152 Jacqueline Simpson in Bﬁi‘ﬁiéh-m’agans (London: Batsford,

1980) provides an admirable overview of the dragon in folklore
and elsewhere, inclnding some "ﬁ;éntipn of - the dragon of the folk play.

Little or no reference, howewiei:, 19 .made to thHe dragon as s wintber

symbols




CHAPTER FIVE

Robin Hood

1« The Pagan Connection

The viewpoint to be advanced here, that the full flower of
the Robin Hood corpus owed much to the inheritance of the vast
body of pagan lore, is set forth in the full knowledge that it
is counter to prevailing orthodoxy, which holds that Robin Hood
is largely the creation of the ballad—makers,1 with some claims
to historicity? It is fair to add, however, that much of the
difference between the viewpoint of this chapter and that of
other students of the Robin Hood tradition can be bridged by
the understending that there are in reality two Robin Hoods,
and that in the following pages the attention is not on the
familiar figure of the bulk of the balladry, but on the much
more elusive character in the pre-Reformation folk play.

The first and imvortant business of this section, therefore,
is 4o establish the connections between the body of nagan folklore
in the previous chapter and the proto-Robin Hood of the folk nlay,
and thereby discover vhat hes been, hitherto, an important and
undiscovered link in the development of the folk vlay. The
manner of vroceeding Wiil bé4simp1& to conéidéf the éépects of
paganism in the same order ss they were taken in the previous

chapter, an? to note their voint of contact with, and their
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contribution to, the Robin Hood corpus.
The link with thé bird cult is discovered in one of the more
- primitive ballads of-the Robin Hood canon. In 'Robin and Gandeleyn',
the two men of the title gpend the day huanting deer in the wood.
A%t the end of the day, Robin brings dowm a fat deer vith his™bow,
but hardly has begun to flay the carcass when he is killed outright
by an arrow ‘out of the west'. The assassin announces himsalf
as 'Wrennok of Donne', and is described as 'a lytil boy®. In the
subsequent duel Gendeleyn is shdt;!thybugy,the fork of his bBresches?
(according to Dobson and Taylor's tentative explanation), and
Wrennok is killed?f
~ The deb;h of this ballad to the bird cult is clearly visible,
'Robin' is named, and the 'wremnok' (= little wren) has its
diminutive guality insisted on in—the description 'Iytil boy?®,
To add that the wren is 'of Donne' is perhaps to contribute a
deliberate ambiguify, for ‘the River Don waters the Robin Hood

counﬁryf! and the word carrmes +the. hint“ofL'dun's, vefy*f&tting

for the 'libtle brown wren' mhﬁ uneyplalned) emnlty between the
birdss'is transferred to the men wmthouﬁ the addition of motivation,

and +he very opacity of the bal ad.supnorﬁs the. theory that 1t

derives from the - tlme whén ﬁhe C in:apduwren' cult was being

absorbed by the 'forester Robln ‘hlmgbw%en the dearéhunters

were sﬁill moving'to %hehalleuf érn. of the bird ritual.

In xespecjb Q;E'_.::thea_;homegl i ‘s, Robin Hood' s link with -

lf carried and vhich,

the ox wag in the ho

auérry (as in *Robin;and Gendeleyn'), end which in saints! tales




173

represented the antithesis of ChristianityP

The conspicuous document to lihk Robin Hood with the horge
cult is the ballad 'Robin Hood and CGuy of Gisborme', which is
believed to preserve late medieval material, and to be archaic

9

in language and narrative.. This theme receives more discussion
later, and‘i%vis suffi%ient at the moment to outline the‘opening
narrative, in which Si? Ghy; *cladd in his capull"lhorsé] hyde,
Topp,‘and;ﬁgyxé, and m;yne', is worsted in athletic competition,

and kilied&iﬁ:EQSQafighﬁ 3§5R65intﬂboa,.who then exchanges his

* green® for this horse costume, and severs and mutilates Sir

Guy's head, in order to pass him§elf off a9 his own nmurderer.

This. ballad seems to preserve a very rare example of the 'dying
horse' action, and to vouchsafe a precious ‘glimpse of the transition
of the'Robin"of_the horse combat drema to the Robin Hood of ‘the

forest.

Robi.niHo ‘{aﬁdfh;iééﬁiiﬁing;afe-linked-in.an early mention

gh‘recor&9 for in. Aberdeenf’nf

he old men: ghonest coats§:1

:jsisters whn fina ﬁhemselves separated




from their lovers decide to disguise themselves as boys, and venture
forth. 'White ILily renames herself 'Sweet Willy' and goes to the
Court; 'Rose the Red' calls herself 'Roge the Roun', and goes

'. . . o the good greenwood

Brown Robin's man to be's.
After staying with Brown Robin, Rose glves birth to a baby and the
gisters are re-united.

second

*Brown Robin' is ‘the name of the, ballad and the hero who is
secretly admitted to the cagtle of his enemies, so that he might
pass the night with his sweetheart. To make good his escape the
next morning, his lady has to disguise him in women's clothing,
of green colour, m_ad herself carry and conceal his bow, arrow
and stuedy sword1,.3 ,

The third of these poenms, 'Mayn-a--roe': 4 has a confased
narrative in which Hynde BHenry loves May-a-roe, who deserts him
for his brother, Brown Robin. He therefore revenges himself by
decoying her to the forest, and killing her with a sword, although
she i9 eight months pregnant. Heé nurtures the child, whom he
names aiftter Robin Hood. When the boy grows up, he sieeks his
mother, going to the greemvood, cliubing from tree to tree o
gather leaves, He accosts Hynds Henry ot the very place where
his mother was killeq, and avenges her death with an arrow through
her murderer®s hserte.

The congtant factor in ‘thess three 'Brown Robin' narratives
is his role of *wooer'. Combatant he is nots; in fact, the second
of these three ballads presents '@}h@ character in what ia almost
a sltuation of rigible cowardice, Nevertheless, in each of the

three ballads is the vestige of what might have been a rivalry

gituation, of the Tgreenwood' versus the *Court', of +the hostile

174
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cast1015 and the rival lover, and in the second ballad is preserved
the vital (though much disguised) exchange of clothing, from browmn
to0 green. When this motif is searched for in the third poem, it

is noted that *Robin Hood' the son is in a sense also 'Greem Robin',
for on the way to the 'ritual' location in the greenwood he has been
gathering green leaves. To subject the mythic content of the third
poen to one more interpretation, Brown Robin (who disappears from
the narrative) has his role of avenger pursued by his 'regenerated
self®, his son, who in becoming the 'Green Robin'®, seems to have
ancestral knowledge of the crime and its location. By this logie,
the role of 'Brown Robin' in the poem is taken on by 'Greean Robin',
and it might be therefore arguedl that in “bhg.- second and third
ballads YBrown Robin' becomes *Green Robin',

This change of Robin's colour, particularly remarked in
Scotlandj.ﬁ is a crucial point of contact bhebween the summer and
winter wooers of May (~-a-roe) and the Robin Hood of the balladry,
where there ig early evidence that the dual nature of the outlaw
was readily acknowledged, The earliest printed version of a
Robin Hood ballad (1510), A Gest of Robyn Hode', has Iittle John
tell the Nottingham cock,

*Cowdest thou shots as well in a bowe,
To grene wode thou shuldest with ne,
And two ‘bimes in the yere thy clothinge
Chaunged shulde be'j 7.

The coloursg are named by Robin Yood in the ballad *The Jolly
Pinder of Wakefield': _

'0 wilt thou forsake the pinder his craft,
And go to the greenwood with me?

Thou shalt have a livery twice in the year,
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The one green, the other brown’18

Although *Brovn Robin'® cen thus be reconciled to the Robin
- Hood balladry, *Green Robin' proves more elusive, The best

sighting of this figure is in the sixteenth-—century poem describing
the May gemes of Peebles, 'Peblis to the Play', in which a Hayer
appears who seems ‘to combine the at?ributes of the 'Jolly Robin'
and Robin Hood: g

Ane young men start into %hat Qteld,

As cant asm anJ colﬁ

Ane Birken hat upon hiS“hei& (virch)

With ane bow and ane bolt {arrov)

Said, "Werrie meidens, think not lang:

" The weddir is fair and smoltt,

He cleikit up ane hie rough sang, (struck)

THERE FURE ANE NAN TO THE HOIP-  (wembs wood)
| Ouod. he,
or Pebll o the: play.?

Valvsble, ‘Y‘he 'Jol‘f-y

the
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ations?1, Arrows are phallic?2 and the most aporopriate

Remonstration of.this is. a sixteenth~century Scottish proverb,
23

)

*Sho hes a quiver for every woodman's arrow', ~ presumably to
be spoken of a woman of easy virtue, In conclusion it may be said
that this Mayer stands at the junction of the Robin of the May
Game with the Robin Hood of balladry, another crucial juﬁc%ion
in this development. The figure is dense with emblem (he éven
reminds the poet of a small horse!), but at no point is he!
deééribed as‘wearing‘gréen. The 'Iincoln ﬁfeen' of the-Rﬁﬁf# 
Hbod balladry was in evidence at Scottish Mayings, however,
worn by the young ladies of spparently asseilable virtue who
~dance (a carole) at the opening of ‘the (Mayinp) poen 'Ghrlstls
“Kirk on the Green' 24
The ancestry of Robin Hood in the summew and winter wooer~
kings of the greenwood, and in the pagan aulmai cults, is revealed

also by hls companlons who, much in the - Way of sone of the

- =charact9rswof the madern follk: p]ay, ‘should. ‘be viewed 0. 11” '#3a%i0ns_

i

of separa+e strands in a camplex webmo-;qxigino -Beforey
the named members of the Robin Hood banahindivi&ually, it should
‘be noted %hab iﬁ was the practice o* themr leader to summon them,

of%en at moments of personal crmsls, mzth th@ 8oun& of th horn.

';?name“atvleaStibelongﬂ to a European traditﬁmn.of 'Jesser’ ?iT;"




guisers?s. Under his pseudonym 'Grenelefe'39 however, he is
clesrly a *Green Man', The company furnish snother in George P
Greeu, a schoolboy whose gang wore his badge, a sprig of green
leaves, on their caps. He joined Robin Hoéd's band in the forest
when a cruel schodlmaster tried to birch hlm?o. His name is that
-of thefwinﬁerndragon slayer, his badge the token of the 'Sreen
yanu costume, snd his true home is the greenwocd, The place in
%tory of the birch (or besom) may be accidental,

© The WOQQWOSe tradition in the Robin Hood legend is more
deeply buried, The forest was the home of the ou%ian hecause

it lay outside burgh law, and beyond the effective reach of shire

- law, and QpnséQuently the man who made his home there lived ‘out

of law's The moodwose dwelt in the forest (because it was the

natural world) according to the law of ¥ature, free and unfettered,

for to him the lews of men were of no sccount. He was, from the

hﬁﬁaﬁ viewpoint, *un-lawed' rather than 'out-lawed's Will Scarlet,

of the Robln Hbod band bears a ‘name +that- iu earlier Torms was

5Written as 'Soalok' 'Gcarlock' ’Scadlock', and ’Scaﬁhelocke'}

T derive ‘this name from gcathe (= injureaz) and 'lock®, and

repreqent the neme as 'Will Break=lock', the vame of one that

- oannot be confined in men's bu:ldlngq whether9%hé§fbe valaces

r1sons: by this reasonlng it can be geen l*ha:!; ;11 Scarlet

resents the woodwuse in the Robln Hood traﬁi%lono

arlock' is believed(to have fbrenrun Ien 2. Uale

178
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interrupted, and continued on Allen's behalf by Little John, now
wearing the bishop's coat. The ballad ends,
- And thus having ended this merry wedding,
The bride she look'd like a Oueen,
And so they returned to the nerry greeﬁwood,
Amongst the leaves so g%een.
If this is not merely conveniionaf romancé, then it is the
reiworkiné of the wooing drama ofifhé May=game, where the maiden,
wooed by Old 71nter and the Klng of Summer, is res+ored $o the
latter by his supporters, and given 8 ‘Freonmood' weddlng befitting
a King and. 'Gueen®
The cheracter of Allen_gi@a;eﬂisjn@ﬁ:gg@orded before the
seventéenth century, and it may be7éﬂéf_ﬁié‘iﬁﬁédiame-éncestor
gave his name to the sixteenth-ceﬁfury poém; "Allen a Maub's”
In paraphraae, this alleﬁorloal poen. savs, "When Allsne was young,

clad ‘in- green, with long h a:Lr, 1] i,ine' 0n t'he hills, men and

. women esbeemed him, His_ipé%é” ‘1anﬁ§qgw*h1m:ppgstrate,
of ‘wai,, #ho. cirb
him with sickles and bound him in a cradle of wood. Then he was

o

him, for he made




real snd aprarent comfort on his supporters. It should be noted
also that Allane, like the Father Bacchus in whosie honour were
N performed the sports of thirteenth-century Inverkeithing, is both
a vegetation 2nd alcohol deity.
The Yiriar Tuck'36 of the company is probably descended from
éﬁhe<iFertility Fool’ figure first discerned at Inverkeithing, for

i
he wears the long - dress of the clown§7‘ the girdle of rush9538

39

'and carries the 'ring o'bells' or tambourine3” - Dobson and Taylor

ﬁotga ﬁhat there was an anonymous 'friarf comected with the morris
dance, who was 'én altogether more jovial and buffoon-like
chafab%er, at first unconnected with the greenwood legend st
all'Ao}: The 'wooing' and "Tertility! aspects of this 'friar-fool?
are clearly in evidence at the close of the play '"Robin Hood and
the Friar', Whefe Robin gives him for a dancing-pariner

.

' e o & a trul of trust

Po serve a friar at his lust'41

This female persan41s wmthout a name, aaa therefove a suabablp

“intrcduction to- the one dhavacber of %he Rebin Hoodicorpuq Who
cannot be fraced through pagan practice. Naid ¥arion might be

suggested to.- derlve frcm the Marion of 'Le Jen de Robin et de

}Tariun' but Uhe 11ne of descent is difficuim'mo esﬁablish, and it
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have the care of a forest, and certainly not one outside his county,

in neighbouring southern Yorkshire,. Seieral sheriffs of Nottinghem
- have been suggested for the originsl, but in my view the trick of

association that connected sheriff with outlaw preferred Sir Robert

Ingram, mayor of Nottinghem and several times sheriff of the

count 1y, not so much because of his notorio@s comection with the

Coterel gang of thtinghamahife«and:DerﬁyShére44 ag for his neme,

To oppose the Robin of the forest with a Sif Robert of the castle

allowed the two to pursue their riyg\?y“iﬁ'ﬁhe new srea of
balladry, as a finalé to the oppogi%ion thatrhad‘bégun in the
thirteenthécentury tJeu?, had beeﬁ,ﬁdted-in the fourteenth century
by Chaucer, and which had survivéd as a byword for difference in
sixteenth~century Scotlan 45,

This case for demonstrating that Rdhin Hoad became the recipient

' of go much of the energy ganerated hy,pagan;custom is complete&

by returning to the central figure of %he ]egend, and explaining

how this blend of animal culﬁ andsMay} 'ew ame?also to be an

outlow wnd a robbero

The *outlaw' aspect has alread&“béeﬁ'éﬁ@lﬁiﬁeﬁ'iﬁ the woodwose

aspect repregented by T1Y Searlet, bu'""’ 3iﬁni£séﬁfxis”ndﬁ a

S e el N L T P " )
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winter king becomes the camouflage of the guerrilla; the
'supporters' of the summer king in his overthrow-of “the monarch
of winter become the outlaw gang; the symbols of horn, bow, and
arrow are given sinister usages; with the help of 211 of these the

basic principle of the adaptation of surviving paganism, that it

wags an instrument by which the poor received money from the rich,

is elevated in the May game into a moral principle, that Robin :

Hood only stole from the rich so that he might give to the poorimf |
i"hl is interesting that this principle was first stated by a

Scottish writer, John Héxjdr, in 1'5.2‘1_- ("‘Hé Avrtmld allow no woman:to

sufffe;;c injustice, nor 1ﬁ'(iulc_l he spoil the poor, but rather enriched

them jfr'rom the plunder taken from-a.‘o’bo*bs‘ﬁ”?)ig and this admission

of violence on Robin Hood*s part has to be seb in the tradition

of belligerent begeging. Nineteenth=century begging on - one Edinburgh

Hogmansy was so violent that it defested the }:Jol:'Lc:e,‘ﬂrB and even

the ‘wohmen who d.ancejd sbout the Dundee maypole three centuries

'earller were- accused of" ’skafrie of money\ 5 that :Ls, Yoo=forceful

demand for almsag, A“J"he grand climax of °bhe “Hobin Hood Pagtime®

in Scotland (see below) came with the condémnation of & cordiner

to be hanged for plavinn' with Robene Hufi's his crime was made

i l\clear and unforgivable by John Knox h:r.mseif° "he could not bhe

‘ia‘bsolved, for he was he ch:Lef man spoiled John - Moubry of ten
S crowns's‘..". ’I.'his venenable tradiﬁiou of robbery in. the guise of

cen be perce:;.ved in the 'roberdesmem" linked in & Statujbe

nea
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52

for the outlaw Hood, before the former became the accevpted formg
and the intimation of the Statute is that belligerent begging on
behalf of "Robert! was knovm (in Pngland) at a time conbemporaneous
with 'Le Jeu de Robin ...' in Arras,

Thiz notion of +the charitable re~digtribution of wealth is the
lasgt of the endowments of paganism to the legend of the cutlaw '
Robin. Hood to be adduced here, Once again, the *begging' aspect
of the tradition has exercised a lasting influence on the folk
play tradition, for althousgh the trappings of Robin Hood were %o
be stripped from the custbon (see the following sections), the
modefn-folk play washed its performers of the stain of extorbion,
and chafity once sgain became optionalt

 And what you freely give to us

Te freely will rece:w'e?3 " (unloc. Abbotsford Collbb)

. To derive so much of the Robin Hood legend from paganism is
to move.COunter to orthndoxy; to relate the development of the
Scotblsh Polk play to a ?1Fure flfmly assocnabed with the “ngllqh
Nid?ands is hardly less controversaalo The next stage, thcreTore,

will be to establish Robin Hood's credentials in Scotland,

In ﬁhe 11ght oftheiumdational view of the H@bin Hood of

egpndvshould have struc such &eep rovbs north

| 'qf:ﬁhejﬁgrdpr has never been satisfactorijy explained’sq




Before attempting an explanation, let the depth of these roots
be measured. The first mention of the 'rymes of Robyn Hood' (by
Langland in 137756) and the second (c.141057) are both made in
England. Thereafter, for one hundred and thirty years, the more
informative observations are made by four Scottish writers, HWyntoun
(1420), Bower (1440), Douglas (1501), and Major (1521 )?7 Another
proof of Scottish interest lies in the provenance of +the ‘two
surviving copies of th;a earliest printed editions of tl}e ballads,
dated to ¢.1510, one of which was found in Edinburghb;s

Scottish interest in Robin Hood was by no means merely
scholarlys Robin Hood and Iittle John were appointel leaders of
revelry in Aberdeen in 150830, and in the same century were noted
a3 features of the May games in thirteen other towns and villages
in southern and central Scotland§9 and evidence of the zeal and
“tenacity with which the citizenry clung ‘to their pastimes is given
in the following section.

The apparent problem of Robin Flood's popularity in Scotland
melts away with the realisation that the outlaw and his band
evolved from a miscellany of ritual cults, popular throughout
Towland Bri'bg.in and therefore pursued equally north and south
of ‘the Tweed, The 'Englishness® of Robin Hood only beceme a
problem when the folk hero emerged from the folk pastime, and
required a local habitation and a name, His habitations were
three in mmber, and moved progressively southwards, from the
Scottish/English border to the English Midlands: Wyntoun in
1420 ascribed the exploits to the foregt of Inglewood in Cumbria;

AT

and later stories were set in Barmsdale ' in southern Yorkshire

and in Sherwood Forest, with the comnection with Nottinghan

Cas“;lego
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There was, however, a fourth *home', further south, yet more
Scottish, and not one in which he dwelt, but one from which he was
exiled. A tradition noted in the late~sixteenth century identified
Robin Hood as the dispossessed Earl of Funtingdon, The title is
familiar here, for the *Honour of Fintingdon® has already been
identified as one of the chief sources of temants snd feudatories i
for.féﬁdalised Scotland?T, and invthe Scottish kings® gift more
ﬁx&lééé'continuouslv from 1114 to 1286? With this title, therefore,
Robmn,Hood, though of Tngland, is thé King of‘Sbotland’s manéz; and.
+the structure of the feudal soczety, alreaay ‘demonstrated to be
the nurse and upholder of the folk play, operates as a counber
0 théfburgeoning nationalism of‘thé‘foﬁrﬁeenﬁh century by
providiﬁg a dual nati?nality for a hero who wﬁuid otherwise
bestride these medieval frontiers in an inconvenient fashion.

Tt has to be recognised that the fﬁrsﬁ~meferences 4o the

Huntingdon origin come late in t‘zie’ Rélii’r’i Hoad eVolution and that,

Lhey mlgh% have been 100ked for bwa cenﬁur;ps earher9 hefbre the

Wyntovn ascraptlon (glven above). Addltlonal colour to the Scottish
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3« The Rohin Hood Folk Rlay
The burden of the argument of this chapter is that much of the

energy of surviving paganism flowed in the direction of the May
Games and the Robin Hood pastimes. A thorough examination of these
celebrations is not intended he_z;_e,n for they occupieé several
Sundays and holy days at the beginning of summer, and were an
umbrella under which many different gomes and sports were enjoyed.
Amongst this miscellaneity of festival, however, was a species of
Robin Hood drama, and it is the contention of this study that

+he Robin Hood play was for a perigd of time the most vigorous
version of the medieval folk drama, The history of the >Sco+,tish
folk play is closely bound to the development and demise of the
Robin‘H“ood play, aad it is to that history that the chapter now
Turns.

_ The drm:g_a_’t:_i.c element in the Inverkeithing Maying has been
noted (a_aee 4, Rites of May: Summer and Winter), and *Le Jeu de
Robinees' seems to be a sophisticated working of a May play, but
these thirteenth-century summer plays are separated by one hundred
and fifty years from the first reference o the Robin Hbod Ffolk
play in Scotland, This raiging of the curtain is by a Scottish

historian, Bower, the continuer and annotator of Fordun's

Scotichronicon ¢,1440, He made the valuable observation that the

gstolidum vulgus (= the foolish people) preferred tales, mimes and

songs about 'Robertus Hode and Littill Johamme' to those about

other heroes§4

From this remark we learn ‘that the two outlaws
were popular with the 'folk®, or uneducated class, and that their
deeds were relayed in story, drama,and song. Bower might be seen
to insist on the vigour of this dramatic tradition; under the

year 1266 he enters the rise of Robin Hood and his compeny,
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Ywthom the Foﬁlish people are so inordinately fond of celebrating

in tregedy and comedy' 5,

The interpretation of this remark is
debaﬁablefgﬁ but I incline *o the belief thet Bower is using
*tragedy? and Ycomedy' to indicate a dramatic form which might in
its 'tragic'moments show the death or exile of kings, ani in its
Ycomic' aspect bawdry and ribald horse-play. I note ‘oo éhat
Bower believes the 'folk' 4o be tinordinately® enthusiastic for
these drematic pastimes, and take that to be his reaction to the
outflow of paganTénergy of whose gource hé hed no suspicion,.
Bower's attestation 0 the_popglarify of Robin Hood folk
plgys in fif%eenﬁhecentury Scotland is the only aveilsble evidence:
for'anaékample.6f’the'text ofvthe‘plé§s of the period, an BEnglish
text of ¢.1475, $itled "Robin Hood and the Sheriffg§7. furnishes
the only surviving example, Wﬁaﬁ survives is only a fragment,

or rather, two fragmenﬁé; In the’first ‘a ¥night promises the

ahersz ihat he w111 aPprehend Rohin Hbqu There follows a dialogue
in Hood £rom which ' it 1q§apyarent

:xn~archeny, shoné~ﬁhrbwing,
axle~tree throwing, wrestling aad finally and in earnest, sworde

fightlngﬁggf Each '*_these compef“ fong 55 won by Robin Hbod
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Hood amd Guy of Gisborne'9 (ses above, 1. The Pagan Connection),
already noted to reveal archaic features., It is a reasonable belief
- that both the ballad and the fifteenth-century play derive from an
sarlier horse drema, in whieh the beast was beheaded and resurrected,
The subsequent events of the Robin Hood drama of 1475 hsve +0 remain
an area for speculation: one theory would be that it was “the opening
scene of the folk play aoction a century later to find its way into

¥arlowe's Doctor Faustusg (see Chapber Four, I, The Ox), in which

Robin would be ambushed whilst carrying the knight's head in his
hoad, and "beheaded', only to come back to life, Such a play would
be the product of animal cult, the pastime of the indestructible
Green Man ', the athletic contests of the May Gomes, and the
cuning of the outlaw, and as such would mark an importent
crbssroads in the progress of the folk play,

Remarkably, there is graphic evidence for this drama: a page
of early fourteenthecentwry graffiti pbmrws the dominsnt motlfs
of the achion, a head in a hood, & man holding his own severed
head, and a man holding a deeér and s Head in a hood (see Pia;bé
Three)e The inclusion in this set of the {glauvghiered) deer makes
snother connection with the forest. dutlaw.

There is yet one more aspect of pagan folklore in this ballad

and i“‘L‘T‘;‘:“c’;u:'y of the severed head, and it is one that draws the

” Jli:iﬁé}ission back to Scotland, Neither the name 'Sir Guy of Gisborne?,

o ‘6w the unusual prominence that the ball‘ad #ives to one of ‘Hobin

Eybrief adveraa.ries ha,s, to m;;r know:? edg,%ae been the subaec'l:
omment. Both his name and s doma:u n, however,
: T «iwell by dale a.nd dmme' ‘ quo“‘ish G’fnye, o

’And I ‘have d.one many & curst turnes
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PLATE THREE

The Beheaded and Resurrected fMan

1?&r§,;ﬁllulTH‘v KR IARTY

T < $Z/G o mn
G ww*”{:’i@
”‘[wzamm;nmnm 2
;:); RO LD ORI
(_AD'L{ inesngrhnb, }}A
ataunsedopemns
Crosdnubneien phy
smintila@piaiag
ﬁE;ﬂ]IUllu~n_ﬁ\~ =

The illustrations are six in number, including the cherub playing
the pipe, and the figure in the First letter (top left). The
remaining four are associated with the theme of the beheaded

and resurrected man: from top to bottem these are the severed
head in a hood, a man holding his own severed head, a man

carrying a deer on his shoulders, and a severed head.

The page is from the Hours of Jeanne d'tvreux, before 1328, in
the Metrapolitan Museum of Art, fMew York, and is here reprinted

from teyer Schapiro, Late Antigue, Early Christian and lMedieval

Art (London: Chatto & Windus, 1980), p.196.




And he that calles me by my right name
Cal[es me Guye of good Gysborne'69
By his own testimony, Guye lives 'hy dale and downe', and is therfore
a woodwose, a wildman, and one, moreover, of malevolent aspect.
This choice of the name 'Guye' for the malevolent woodwose and
horse—guiser irradiates a a small but important corner of the
Scotﬁish play, for the name occurs only twice in Scottigh records,
and bofh in circumstances of redolent of the ballad,

One of these ocours in the Cupar Proclamation of ¢,1540,
a text already noted to have considerable folk play azsociation,
"Fynlaw of the fute band?!, the boastful foot-soldier, is frightened
by the sheep's head on a stick, carried by the Fool. He exits
(with dialogue réminisoeni of the folk play, "Wow mak me rowne and
lat me gge'), fearing that the appvarition might be *Merlin', or
the 'spréit of gyﬁ?o_ Precisely this phrase is uged by the guiser
in the *Crying® of a Robin Hood pastime in 1515 (gee below), who

makes a surprising and commcallg menacing entranoe; offers

nossiblelldenﬁlﬁles for himself, adding
And ylt gif this be nocht T
I}ﬁ@iﬁiglam the spreit of gy (Appendix Five, 11, 13~14).
In the‘ﬁﬁnﬁéX£ of these three references, the best‘explanaiion

of +the enlgma is that by the end of the fifteenth ceniuryﬁﬁfﬂy'

had become ﬁhe ‘name of the comn051te folklore devileigure, embracing

the King of Winter, the woodwase and the drsgon 71?

Thls disrhssion'of 'Gy' has 1ntroduaed fhe 'Habin Hbed
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reasong for this meagre survival are to be made clear below. The
'Robin Hood Crying'! is reprinted in Appendix Five; the lines cuoted
here are the proof that it served to gather together the celebrants
for the 'YRiding' to the pastime;

Ye noble merchendis ever ilkane

Address you furth with bow and flane (arrow)

In lusty grene lufrayes (1ivery)

Mnd follow furth on Robyn Hude,

With harts coragiouwss and gud,

And thocht +that wretchis wald ga wod

Of worschipe hald the way. (11,138-44)
This invitation to ‘the merchants (presumably of a Guild) to set
out in their green livery, with their bows and arrows, riding in
vprocession behind Robin Hood, ends with a plea for high spirits
ag an antidote to unremitiing respectability, and since the lengthy
poem has been a2 humorous and occasionally ribald parody of Trish
folk tales73, the reader cannot avoid the thought that these
nerchants needed many prompbings to~be cheerfui.

Apart from this zlender link with Hobin Hood, the verses grant
gome valuable insights into the Scottish folk play at the dawm of
the sixteenth cemtury, as combat drama and Summer game, The
opening lines are particulerly valuable, and séem to h&ve the
idiom of traditional material:

Hﬁrry, harry, hobillschowe?
: fSe quha ié,commyn‘nowe,
Bot. I welt never howe, (kniow)

xWEth tHe quhoriﬁ wynd° S . “JV Ty,

:fA so]dane out of Seriand land (ﬁultan, Syrﬁa(—land))74

A gyand strang for to stand,
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That with the strength of my hand

Beres may bynd.

P v e ss s s s s s s e

Qvha is commyn heir, bot T

A bauld bustvoss bellamy {noisy friend)

At vour corss to mak a ory,

Yith a hie soune? (Appendix Tive, 11, 1-8, 25-28)
Woteworthy in this passage is the reference to Ycoming in', and
+the introduction of himself as a black-faced warrior (a Sulban
fron Syria), which places him in a direct line of ancestry to
the TTurkish Knights®, 'Black Princes of FMorocco%, and the rest,
go commont in the modern texits. Iater dialogue vaunts his descent
from a line of kings, and his travels in Burope, features that in
the modern texts are normally shared by the combatente and the
doctor. Tt is also of interest that the spesker referg to an
. entrence thet is sudden, surppiSing and nolgy; the tradition.of
' ﬂ é££ering unexpectedly cen be seen fo survive in the modern
tradition, for example, at Helensburgh, The boast that the speaker
tédgld bind bears with the strength of his hand links the character
- Wi%ﬁ ‘the woodwose tradition, for wiiﬂmenuweﬁe reputed to have the
'power to0 subdue bully and bears.

The spesker of the '?rying‘ has, two names. He calls himself

'<'Wéa1th', snd names his ﬁhree brwﬁhers ‘as Welfare®, *Wantonness*,

0 himfis ‘Drﬁich’, and ﬁhis occurs only in.tba %itle and finis

'given to the niece in the Bannatyne version, “Ane 1littil Interliud

of the dr01chls pairt of the play'. The best clue to the meaning



of the name comes in the Bammatyne manuscript itself, where in the
title the writer hes deleted the word 'fule'! and interlined
'droichis', an apparently arbitrary emendation that suggests that
the two *%erms were indistinguishable, In the contex’t of a sunmerw
welcoming pagtime, and the role of the Fool in such sports, I would
contend that 'droich® is related to the Scots "drouk® or <'drook®,
a transitive verb in the sense of 'drenchﬁySE and relates to the
widespread custom of scquirting or spraying wéﬁer over spectators
and participantsZG
The opening line of the interlude has to my mind not received
its proper interpretation. 'Hobillschowe® I would locate among
the 'fool and dancing' words (see Appendix Four), and I would
surmise that it denctes the 'show® performed by a *hobbil® or
Tool (which is, of course, exsctly what follows). In this contect,
the *Harry, harry', or 'Hiry, hafy‘, (in the Bammatyne version)

77n Admirsble support for this theory

would be a sumoning ¢
is fotind in the account of the Bettle of the Sﬁgndardﬁ fought in
1138 in northefn England by Normans ofvﬂhgiaﬁd and‘Sco%Ianﬁi' The
important sentence comes in the telling of ﬁow Gilbert de Lascy
won fame by rallying the wavering broone to ‘the Royal Standard:

'

cum enim illis Satirlce sua propria &ny, #rﬁ, Stundard'
quasi obilce tel confun&untur repercussiy

{for when it was said to them satirically in their own
lenguage, *yr¥, ¥x¥, Standard®, they csme "bhronging

together as if they had been propelled by a weapon).

at a critical momen% in the haitl »and &rew fhem to the aefence of
| th_;Standard, by shoutmng thekmbrmanrrreneh ﬁolloquialism thaﬁ

" avew syectators and supporters to “the ensiga of the Smmner ang

'reaa.ing of 'bhiq sentence is +haﬂc 'aubems m:med bhei :E’ooi: sold‘iers '
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at the May gome., If this is a2 true reading, it explains the boost
to morale thet this 'setiricael® mocking of danger gave %o the
Wormans, and from the point of view of this chapter, suggests that
the combat of the Summer King was well-knomm to the Normzns of north
Britain as early as the twelfth century, and that the traditional
shout of the May geme hardly al'b;ered in the following four
centurie379 . '
’[‘hereaf‘ter, howev.er, cha.ngei vwas rapid, In the discussion of

‘the Robin Hood 'G:mrlng' :1:!: was no' bed that :i:L wag the only surviving
text to refer to the ou“blaw, anc‘i tha,t *the reference was in 1515
Asloan manuscript, but not in the 1562 Bannatyne version. The
explanation of these cn‘;ﬁcms*&;‘amc‘:es is patent. The power of the
Réi_‘oma.fion had been gathering head in the sixteenth century, and
was develeping into a formidable combination of z‘ealous leadeyship
strongly supporbted by responsible _citizenry at parish level. The
Churcht's at'bi'bﬁde toWa,z"dS’ surﬁvj.hg paganism moved from the tolerant

o the repreSSLVE, and ‘Robin H‘cad camp umder a ban by 8ct of

Pa,rliament in 1555, when i‘L was
statute and ordanit "hhé.‘t in all tymes cumming ma maner of
persoun be chosin Hobert Hude mor Iytill Johre Abbot of
unregsoun Quenis of-:lﬁ&"ai‘j nor ubtherwyse nouther in Burgh
nor ’co landwa.rt :‘i,n ony -b;yme tomm?e
I+, isg a.ccep'bed :tn 'this s'tudy ‘that “bhe May game and the Robin

Hbod pas‘cime were in the six“been't:h 0en‘bw the mains'bream of popular

‘were obliged to find other chsmnmeldd . - ;
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The celebrated bresking of the statute came in Tlinburgh in
1561, when the apnrentices of the city defied hoth the Act and a
timely reminder of it from the City Council, and entered in at the
Fast Port and proceeded to the Tron, where they were met by the
magistrates. These they turned 'violently and contemptuously?
aside, and passed on to Cagtle Eill where fTor some hours they
enjoyed the fRobin Hood! pastimés. A cordiner was later arrssted,
and condemned to be hanged, no iess, for "playing with Robene Hud?,
When popular appeals to the baillie and the minister John Knox
fell on deaf ears, the crowd took the matter into their own
hands, and rescued the men ;F‘rom'px'ison?1

The City Council complained of the danger to the public peace
of men in coats of mail, carrying "weapons invesive', including
gwords and culverins, but no note is made of any injury caused by
this weaponry and, a8 has been showm already, the chief crime of
the men condemned to hang was Ybegging with v1olence'5 No addition
to our knowledge of +the Robin Hood play is made by the report of
these events in Edihbﬁréh;vbﬁt-it miéh%:be conjectured that the
armed men were the supporters of the Summer King, and that what
fighting took place did so as sport or 'dramatic gome'. Wevertheless,
ia the following year, the disregardffor the avthority of the City
Couincil was alarming, and the Queen wasg persguzded to issue a pro-
clanation bannigg 'Rbbene-Hudefé'piay'lén the grounds that 1t
fostered sedition and’tuﬁult?eg ;h£$fhis bime it mey be said that

Temporal and Spiritual power 1n Scotland were inited in opp031tion

May‘qames. Ih %his way, +he

Viqh@rwd up, and the statute

‘ ',sh‘je’tjf@f what had hitherto

béenJan.iirééiétiﬁléifdiﬁe..
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When the capital had been made secure, the resgt of the country
had to submit, Despite the Statute, the country people had gone on
- with the time-honoured custom., The poet Alexander Scott, lamenting
+the hold that the Reformation had taken on Scotland, noticed that the
observance of the Robin Hood ceremonies had been extinguished, except
perhaps with the unreﬁarded peasantry, in his phrase, tke %cloven
Robbynisﬂ?ay It mlght be noted that, at this point in history, the
pagtime had reverted to the folk, having been within the century
first raised to a'Civié{én%ertainment by ‘the burghs and then
prohibited by the monarchs
As we night guess, the Robin Hood pegtime was extinguished
with difficulty, burgh by burgh snd village by ¥illageor There
85

was a parbicularly resistent custom at Samuelstony” . mear Haddington,
which wag played ammually on the first Sunday in May. There was
much unrest in 1589 when the Laird, under pressure from the kirk,
confiscated the ensigns snd drum but even so could not persuade

the celebrants 40 d951sﬁ. Thié village attracted so much attention

in klrk seoszon reco,ds vv&ﬁy for one and opce only, a name was

attached to the Séoﬁ%i$h folk play. The play gt Samuelston

wag knomn. ag "The Trik?; o relate this title to the argument

of this chapteﬁizéé sqggé§£f9ﬁfis thet it relates to the central
“trick! of'céaaial-éﬁﬁﬁeéfﬁéefbf the drana, in which Robin Hood
evades dea+h by tricklng his ~enemy into gmevering his “spare' be@d;

Twenmy years . 1ater§in 1610, &t the village of Linton, a few

Eniiand, the Robin Hood play loses its
“exudpd a.yeoman farmer;n"
| 16ughman (hardly ‘
; 6 village life), and-

theiplanyroles included Robin Hbod, Little John, the Sheriff,
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and the Lord of Unreason§6 Apart from the intersst of the age
and relative dignity of the players, also to be noted is the proof
of the obduracy of custom, which in 1610 even preservel the 'lord
of Unreason®, a full cenitury after he had becn discarded elsewhereio
Forbidden the performance of the folk play, it may be that
the action was r%membered in bellad form, This, at 1ea§%, ig the
basis for my int%rpretation of 'John Thomson and the Turk'?7> a
poen first notedio;1586. In the confused narrative, John Thomson,
a Scot,.affer ﬁhreeiigars of crusading in the East, is visited by
his wife, whom he sends home to Scotland, She instead pgoes to
the castle of a Turk, cslled 'Violentrie', Thomson disguises
himself as a pilgrim to enter the castle, and is received by hig
ﬁife, who then turns him over +to the Turk, The infidel takes
Thomson to the wood in order to ¥ill him, but the Scot leaves a
trail by hanging 'a ribbon on every branch®. He blowsg his horn,
whereupon threé ‘thousand o€ hiw followers come, burn down the

castle, and han;?his wife on the greenwood treos

Beneath %hls Férrago, it is 00881ble to gee the basic scenario
of a Summer folk play, in.which a Scottish hero combats with a
.'Turkish,Knight’, 6r~ﬁhéifaVGursodf’the Spring Bride., The Hero
avoids death by decorating the greenwood with ribbons, in Maying
style, and by blowing his horn (1n the menmer of Robin Hood) %o
‘ smmnon,his mlppqrtex"g‘ j{;q-:. s_e_guz-e'him the victory, in the manmner of

the friends of the Summer King,

This chepber hea:solight 4o establish the challenging view

pagan pas%ime” and as o dominanﬁ:
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this area have been brought about by the misreading of the rubric
to 'a new playe' of '"Robin Hood and the Friar', published by
¥illiam Copland” ¢.1560. This text {which in fact includes another
known as "Robin Hood and the Potter') is said by the printer 'for
to be played in Maye games'@,sa, and this recommendation, coupled
with the fact tha.ti_, the two pieces have s very evident origin in
balladry, ,hév,s gpe:ra%ua,ded scholarg that it was by such means as
this tﬁa‘b the Vhe:c-o; was introduced into the drematic pastimes

89 ;

of"{;he'-fl}'ié,};p games. ' In truth, these ballad-plays are a world

- awey from’ ihe "bll::‘;odi"ness of such as the c¢,1475 "Robin Hood and the
Sheri‘i}%'?',s'r, and its echoes of cult action. In .my view, Coplend
wa.s adﬁusﬁi@g‘.-ﬁq ‘*the;hqstility of the Reformer "bqwa.rds' the pagan
rel:l.cs by pronding plays the;!; exchanged ‘the resurrected 'Green
Robin' for the more con'bemporary (and harmless) Rob:r.n Hood of the
ba.lladry;‘ Copland and his con'bemporariesx wers successful, the

exchange was made, and *she 'ballad-pla,,f' made ‘bhe trensition
' ' 90

frqc.p;_g ‘mé ':e:v 1 ng he Reforma.h.o

) 'oame too la'te.

By the

arvant the belief that the tradition flowed on
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through the wilderness that the Reformation made of popular pastine
in Scotland, The faint signs of thig subterranean movement, which
conanects the heritage of pagenism with the 'modern® play of the

eighteenth century, are to be traced in the following chapter,
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Notes to Chanter Tive

1 Bymes of Robin Food, ed. R.i%. Dobson and J, Taylor (london:
Heineman, 1976) provides a lengthy commentary on a comprehensive
collection of Robin Hood meterial, and insisits.on Robin Hood as
a hero of balladry, with no reference ‘to pagan folklore,,

¢
i

2 A vigorous case for ‘the "histoz?iical' Robin Hoond is made

by J.W. Walker, The Tz_'iz‘e ﬁiﬁfér“r. of Robin Hood (1952; tpt.
Wakefield: EP Publishing, 1973).

3 Rymes of Robin Hood, pp.255-5T.

4 Dobson and Taylor's nap, *Sherwood and Ba,rnsdale’) reveals
thet the River Don divides the two forests: Rumes of Robin Hood,
Pa69s

5 Pai-al-léi's'ﬁ'i:o;"*}hh’;issis%d;;‘iﬁ!{ are the place-nemes on the Don

of Barnby Dun, and Dunscroft, eight miles north of Doncaster,

6 As in the closing "Iinea’s of *Robin Redbreant's Testament?
there is hostility between ’mreh- and robin {dee Chapter Four, 2);
80 ‘too the lament that ibhe Tobin and the wren were *friendly

o © in'winter® (Chapter Two,n'f)‘mlghtmply ‘i‘%lig*&: they were hostile

- "4% ‘another season of tlie year; when the wren slew the robim

cf ‘the poor man, who 1acks ox, cow emd carts ﬁa.zzlz,.}mgl;g._b,__aml__



201

ede R.l. Greene, 2nd edn. (Oxford: Clarendon, 1977), pp.230,

A8T7~8.

8 The motif ig of & good king, or saint, who in the forest
ig confronted by a stag of immense proportions. When the man

'boldiy grasps the antlers, he discovers a crucifix, The'gtory

t
is told of King David T in the Melrose Chronmicle, repeated by

Daiches, Bdinburgh, pp. 14=15.

7 Rvmes of Robin Food, pp140-45.

10 It was the practice %o 'ride' in the winter for St. Nicholas,

and in the summer for Robin Food: Will, vp.1%7y 140,

" Mill, pe144, The costume for the winter riding for

St. Nicholas in 1522 was to be ‘water=cloaks*: ibid., p.141.

ok, edi Devid Buchan (Londons  Rovbledge

13 seok tish Ballad Too 1;&,_”15.'62.
" Renoay and the cerlier vocts of Scofilsud, p.650.

15 e 1aea 6 the *hostile castie® oecurs in the Folk play

“Bobin Hood - T )

ngt and ‘Waﬁfiﬂ'ail prQBéﬁiIif§ mediatQ&‘Hy-thé~ﬁéﬁé Brown
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Robin': F.J. Child, ed., I

5 vols., (New York: Dover, 1965), TI, 305-06.

" Bymes of Robin Hood, pe91.

18 pymes of Robin Hood, p.148, 149, :

19 g

2, PPe920L,

20 The poet Alexander Scott, writing ¢.1590, spesks of men
going out with Robin Hood and Little John to bring in branches and
seed pods of birch (nB6, below), Aﬁoﬁher reference to the birch
-a8 & Maying emblem comes in the Edinburgh Hammermen®s Accounts

n 1501 (Mill, p.229n),
2! pheseus recognises'thisrin hisgﬁhoice of wedding night
for his ma;riageiwifm”ﬂiﬁﬁbi v§: ;w‘
T t&é;ﬁéghgﬂiiée fé é'sxivér'bowv
New~bent in Heaven, shall.ﬁéﬁold the night

0f.our solemnities'. (q»:ff’

22

Cupid “fires what Blake called




26 See Chapter Four, 2, The Horse,

27 See Chapter Four, 4.

28 This tradition of pairings includes Jack and the Giant,

the Wren and the Robin, the Prior and the Abbot, Robin and

1

$ir Robert, the servant and the Noctor,

2 Rymeg of Rohin Hood, pp.90f.

50 Tig ballad, under his pseudonym of "The Pinder of

Takefield?, is given in Rymes of Robin Hood, pp.146-48,

! Rymes of Robin Hood, p.329. The clearest glimpse of the

proto=-Robin Hood 25 a woodwose comes in lines by Dunbar,
Was never wyld Robein under bewch
So baulde a be?ﬁe as“hé"(Eﬂgmﬁ;gi;gunhangnpo99, 11,
25-27) | |

32.4.z.0.

55

3 1vias, pos 172-T3.
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36

The name may derive from the manner of the Yactive friars?®

of tucking their habits up into a girdle, to facilitate movement,

3T w31110m "1leford, The T Ha S
1969}, p.22.

(London: Arnold,

38 Walker, True History of Robin Hood,p.41, citing Scott's Ivanhoe

for a source,

59 Perhaps the earliest illus%raﬁlon of bhis 1tem is in the
window formerly at 3Betley, Staffs, and now in Hinsﬁerlpy in
Shropshire, which is tentativelry dated to the mid~fifteenth
century. It is illustrated in 014 Fngland, ed. Charles Knight

(London: n.v.,. ?1875), I,frontispiece. (see also Rymes of
Robin Hood, p.52n). »

40 Rymeg of Rohin Hood, p.41.

M svaad, p.214,

42

1bid,y: .41

45

pi0Ts
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45 3es Chapter Four, n60.

46 It is noticeable that the cfea.tion of Robin Hood was
conbtrolled to avoid the inhevent class war in the opvosition of

rich and poors 'From the moment he first steps on te the histordcal
stage Robin Hood is presented as a yeoman hero for a yeoman audience’s

£ _Robi od, Po349

a7 Rymes of Robin Hood, pr.d-5, 21,

48 See Chapter Seven, 8.

49 YGif ony wemen sboubt simmer trees singing, make perturbation
in ‘the passage through burghs for skafrie of monev, they shall be
taken, hendelit, and put upon cucksbtules': 4. Maxwell, The History

of 014 Dundee (Wdinburgh' Douglas, 1844), p.416, The edict was

made in 1‘3‘35g in 15117 =-"bhe Aberdﬁen” Tord‘s of Bonaccord were accused

of being 'common beu,h,a,rs and skaffars®s Trlitlp o148+

90 44311, pp.221-22, 223n,
o "ane of the pri?;dcipall of that misovdewr, nanit Billone, a
cordinare . » . he cduIﬁ not be 'absoiiéd for he was the cheif man

: tha,t spo:.llit Johnne Mowbra,y of 'ten cromis » - «" The Works of

' J’ hn Knox, ed. Dawd Lan.ng (T}dn.n‘burgh: Todrow uoo:.e‘by, 1846—64),

_drewﬁ'_‘":f:' Wyntoun, in th@ fi esl four decad,es

‘ of w'she f:if‘teen'th century, use the 'Rober‘b‘? fo vms F{*fmes of Rabin
Hood, FP-40 5¢
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53 Other more persistent solicitings exist. Comtrast, for
example, the lines in Falkirkbz VIf ye pit nought sillar i' ny

bag, for gude sake mind our wame',

54

Robin Hood became an outlaw as a result of unjust action
by the true king's incompetent and inadequate deputy, but retained

his sallegiance o the absent monarch, Thus the outlawry was in

a sense true service to his Xing.

55 Rymes of Robin Food, peAO.

56 snia., poi.

5T ibid., De2.

ibid g pp. 71 "‘2.

59 Wamely: Tdinburgh, Dundee, Aberdeen, Perth, S5t.. Andrews,
Ayr, Dunfries, Dumbarton, Haddinglbon, Peebles, Arbuﬁhngi, Laésﬁade,

Cransgton, Tinton: Mill, p.24.

60 Rumes of. Robin Hood, ps18.

6 Duncan,

1y PP 134354

S The importance of the thtingdonshire connee%ion for +he Hobin
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in 1304 by a prior of Alnwick, quoting "Willelmo Wallace, Scotico
1111 Robin Whood" (¥illism Wallace, the Scottish Robin Hood): Lewis

Spence, 'Robin Hood in Scotland', Chamber's Jourmal, 9th Ser., 18

(1928 ) s+ PP «94-96.

Barrow, I

64 Rvnes of Robin Food, p.5.

65 $bide, PeTs

66 The debatable area concerns the translation of these Latin
terms, An awareness of classical tragedy and comedy grew up in N

Furope in the third and fourth decades of the fifteenth g@nturyh'

, : \ ,.
and proof of Bower's meaning depends on the modexnity of his
knowledge at this point. Mill is cauntious on the mattér, warning
that 'mimi* did not necessarily carry a dramatic commotation, any

l more than did 'comedioce' and 'tragedioe': Medieval Plays, pe3d.

l 67 Rymes of Robin FHood, pp203-0T.
|
68

Athletic contests were part of the May Games, and this
scenario could he interpreted as a triangle forged from the

Robin Hood of balladry, the horse-cult resurrection-drama, and the
May Games, .

For a linking of the athletic contest and the 'wooing' aspect-

of the May-CGame, note these lines from a medieva1%%3f91:




Atte wrastlinge my lemmen i ches,

and atte ston-kasting i him for-les;

Rymes of Robin Hood, ppe X1ixexlx.
69 Rumes of Robin Hood, pildd.

70 panmatyne Wamseript, IIT ps99, 11, 251-52, p,100, 1,269,

m The editor of the Bannatyne Mamuscript (see previous note)
suggests that "Gy' might derive from 'guise' a sensible suggestion
in my view, and suppor#ive of my +theory that its force comes from
grotesque or frightening guisers,

In '"The Flyting of Dunbar and Kennedie', Dunbar abuses his
victim's appearance, saying that it is so ugly it
YGarris men dispyt thar flesche, thow spreit.of Gy*,
The editor explains this reference to 'Gy' as "the spirit of
Guido de Corvo, which haunted his widow and was-ultimate%?

exorcized by four Dominican friars (Scotichronicon, xiii. 629

Mackenzie)'": Poems of Dunbar, p.82, 1.172; p.291n,

72 The earlier version, given in Appendix Five, was collected

by John Asloan c.1515. The second, later version was collected

by William Bennatyne in 1568 (Banmatyne Manuseriph, IT, 3. 315£f).

Tﬁﬁis:modkery of Irish hero-legend fits well the anti-Gaelic
oomedy of the modern folk play (see, for example, Stirling®
(The Doctor)), and the speaker's admission thet he has come to
Edinburgh because he could not bear to live where *Irish' (Gaelic)

was spoken (Appendix Five, li. 125-131), Later, in. amorous mood,

208
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he demands a wife from Lothian or Mfe, the English-speaking

south~east of Scotland (11.,162-63),

& I take it as evidence that these lines were in oral tradition
in the sixteenth century that the version collected by Bannatyne
a half-century after Asloan differed slightly. Asloan's 1515
*A Soldane out of Seriand® had by 1568 become, 'A sargeand out
of Sowdoun land® (a sergeant from the land of ‘the Sultan). The
exotic vocabulary had confounded the uneducated guisers, but they
had nevertheless managed to preserve the sense of 'a high~ranking,

black-faced military officer's

"5 Chambers Twentieth Century Digtionary. OED supports
droich = dwarf, from Gaelic duergas.

76-‘I.’he fertilising effect'granted to Spring showers was

mimicked in Summer-welcoming pestime by squirting or thrdiwing
watér over participants and spectators, and by immersing them
in ponds and rivers, Emblematically, the action of the Fool
in squeezing bladders of walber over women was seen as ejecting

semern,

" There are other examples of summoning cries associated
with popular custom. In thé present century, there has been
noted a Basque shout of 'Irritzina', and another with notional
phonetic resemblance to hiry, hary' is the English 'A revel,
a revel?, recofded in 1381: Worman Simms, *Ned Imdd*s Mummers

Plsy', Folklore, 89 (1978), 2, pp.166f,

8 Sir Thomas Gray, Scalachronicsa (Edipburghékﬁgiﬁland Club,
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1836 ) s Do 240,

Lk I consider that the chanting of 'hereis he, here is he' in

the Biggara’ folk play to welcome the Doctor is the only descendant
of the Maying cry in the modern folk play versions.’

80 yi11, pe3on.

8 w11, p.214.

82 e Queen's letter, reminding the city of the Act of
Parliament against Rob:h; Hood, wasg commmicated to the City on
30 April 1562¢ Mill, pp.223, 224,

83 In May quhe men yeid everdich one
Vf'b ‘I;o';:ene Hoid and Iitill Johne,

To bring in bowis and birkin bobbynis;
Now 2ll sic game is fastlingis gone
Bot gif it be amangis clo?in Robbynis.
The Poens of Alexspder Scobt, ed. J. Cranston (Edinburgh: Blackwood,
189.6), *0f May?®, p.23.
Iittle is knownof the poets: he is associated with Dalkeith,

near Fdinburgh, and is believed ‘to have lived 1520-1590,
84 Some burghs were slow ‘to prohibit Robin Hood and Mock ILords
of Misrule: Arbroath, Dumfries and Aberdeen are three examples

quoted by Mill, pp.31-32,

85 w111, pp.254-56.
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86 1411, pp. 257-60.

87 Ramgay and the earlier poets of Scotland, p.633.

In his notes to this poem, Child remarks that John Thomson was a
famous soldier in 1333, and a byword for a submissive husband
¢.1600, The poem was first noted in 1586, is derived from a
story of King Solomon and his Queen, and was known in variants
in Furope in $he twelfth century: The Engli Scottish P

Ballads, ed. Francis Jemes Child (Wew Ybrk}:‘Dover, 1965), V;AQ;‘Q, 8.
% Rwmes of Rohin Hood, pyi 208-09.

A Sg‘fityfﬁjét’léaét there can be no doubt that Robin éﬂﬁé%éd
the world of play from tﬁat of the medieval tale or ballad'é
Rymes of Rohin Hood, pe37.

90 o s - , N

- Discussing the midwinter Robin Hood plays that survived
into modern timés, Lowé notes that each is based on "thelate
sixteenth century version of Arthur A''Bland': Barbara Lowe,
*Robin Hood in the Tight of History', Journal: The English Folk
Dance and Song Society, 8, No.4, (Dec. 1955), p. 238,

N the surviving Varshfield (Glos) play for exsmple, which
is not a 'Hobiﬁ‘Hbodﬁrplay, one of the characters is called 'Little

Man John'.’




CHAPTER SIX

The Age of Transition

1. Indroduction

This account of the Scottish folk play has in effect spanned
thirteen centuries, from the seventh-century expansion of the
Northumbrian kingdom to the present. Of these thirteen hundred
years, less than a century remains unexamined, the ninety years
between the censure of the Robin Hood players at Tinton in 1610
and the admonition of the actors of 'things wns2emly® at Palkirk
in 1707, Less than a century thus separates the medieval from
the modern periods of folk drama, but in that century such
changes were made to the bradition that modern eyes have been
unable to perceive the continuity. In brief, these changes were
two-folds what had hitherto been pastire for all the porulation,
young and old, became restricted to youths anl children, and what
had hitherto been scattered throughout the Christian, pagan, and
seasonal calendar became confined to two dates, at the end of
October and December.

These ars sweeping changes, and it would be misleading to
imply that they were made within these ninety years, for some
were in progress long before, and some were completed long after,
Nevertheless, these ninety years were the years of change, of

convulsive activity, and not merely in the field of folk tradition.
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The century was ushered in by a high tide of Puritanism, and the
turbulence that accompanied the reign of Mary Queen of Scots. It
saw the union of the kingdoms of Scotland and England under James,
civil and religious wars, Cromwell, the Restoration, and the
struggles of the Covenanters. To the disruption c#used by warfare
were added the miseries of famine and plague. In such a tempestuous
century, Scotland moved from the medieval to the modern world, and
it should not seem surprising that fhe folk play, in making the
same ‘transition, did so unnoticed. With such great ma%ter for
the scribes' pens, and with such havoc and destruction wrought

by civil commobtion on written records, it is less of a disappoint-~
ment that so little report of the changing folk play has survived.

Indeed, lack of record would be unremarkable, except in the
kirk session records of the time. The influence of the Church
has touched on this study at three places: in its early-medieval
invasion of the places and times of ritual and cult; in its post-
Conquest deflection of pastime; in its condemnation of custom
during the Reformation.Church-derived records have in these
three areas provided invaluable observations of local tradition,
and it seems doubly strange that these observations should cease,
or that the Church, having triumphel so resoundingly over these
(as they saw) relics of pagenism, should have allowed them to
recover in such strength. The answer to these questions emerges
from a survey of the role of the Kirk at this period.

First, the waxing and waning of the Kirk's power and authority
throughout this period should be chartedj The Reforming zeal
grew in power from 1555 (the year of the Act of Parliament against
Robin Hood), reaching a high plateau of influence which lasted

from 1574 until c¢,1612. There was then a slight recession, and
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in 1618 the Articles of Perth restored the observance of the five
main Testivals of the Christian year fincluding Christmas). This
more relaxed phese lasted until 1638, when the Covenanters' ethics
proved to be even more rigorous than those at the turn of the
century. No relief from this authoritarianism came with the
Cromwell regime in 1653, or even from the Restoration of Charles II,
for the established Church in Scotland (unlike that in Fngland)
deliberately controlled the pendulum of popular feeling. There
was a gradual groundswell towards more liberal philosophies
towards the end of the century, and in the 16905 the Church was
making vigorous efforts to restore the ethical climte of the
1640s. The power of the kirk session over the lives of ordinary
people was finally broken by the Toleration Act of 1712¢ in
Smout®s words, ‘the

Act 'expresly prohibited and discharged' civil

magistrates "to force or compel any persons! to

answer kirk censures or summonses. « « o Inevitably

the terrors of church discipline thereafter began

to wane in the popular eye?
Of the later years he writesE

Some ‘time in the 1720s puritanism seems to start to

lose some of its impetus., By 1750 it was obviously

declining even in the south of Scotland relative to

the position fifty years before?

This picture of changing Kirk authority suggests that the

animus against folk pastime was exercised very powerfully in the
fifby years or more that followed the Act that prohibited Robin

Hood., It seems likely that this long period of aggression would

have very seriously undermined traditional customs, and it makes
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the occasion of a Robin Hood play, as late as 1610, even at such
a place as Linton, secluded and remote from Edinburgh, unexPécted»

+ a much earlier date, one would lock for evidence of atbempts
to evade the Kirk's attention which, for something as noisy,
populous, and as 'May Sunday'! obvious as a Robin Hood game, would
be inescapable.

There are grounds for believiug that +the Kirk, at any rate by
the end of the seventeenth century, believed that the long crusade
against the 'relics of pagenism' had been successful. In 1694,
the General Assembly itemised the nation's frailties as being

profane and idle swearing, cursing, Sabbath-bresking,
neglect and contempt of Gospel oriinances, mocking of
piety and religious exercises, fornication, adultery,
drunkenness, blagphemy and other gross and abominable
sins and vicesﬂ
The list is comprehensive and yet does not include the 'pagan'
practices investigated in the two foregoing chapters; one posgible
explanation is that the Church no lonzer consilered such pastinme
to represent a danger to the souls of the peovle and that, in its
opinion, the long war had been won. The Tolerabtion Act of 1712
came, I believe, almost a cenhﬁry too lzte to protect the adult

celebrant of Robin Hood and other pastime., The kirk session

n

records after 1700, which have survivel in this more peaceful
period in far greater nmubers, revesl an obsessive interest in
punishing sexual misdeamours? and it seems that the Kirk's wish
to purify society was by the dawm of the eighbeenth century
expressed in this fashion, rather than in the scarching out of

pagan’ pastime,

The two main changes in the tradition of folk drama, listed



T e —— | —— .

at the beginning of this chapter, were brought about by the force
of the Reformation, and it is ageinst this chart of Puritanism, from
c.1550 to c.1750, that the decisive events of 1610-1700 have %o

be studied., The first of these is the enquiry into the Robin Hood

pastime,

2, Whatever happened to Robin IHood?

The previous chapter demonstrated that the Robin Hood pastime
wag the chief popular festival of the year, pursued with so much
enthusiasm that it was represented by some as endangering the
stability of the state., Yetb within fifty or so years, it had
apparently been wiped from the face of Scotland. The pace and
extent of +this banishment is hard to believe: Robin Hocd generabad
immense energy in popular custom, and energy, here as =slsewhere,
cannot be destroyed. The premise at this point has <herefore
to Dbe +that the Robin Hood cereuonies were not simply destroyed,
but changed into other forms in other places, and it is for these
alternatives that the search must be made.

The first aspect to be considerel is that of the age of the
performer, Men were active in the custom throughout its time,
and even in the last performance (linton 1610) working-—sen and a
Tarmer were cilted as the leading players. &dult males were
probably the most vulnerable of all to the Kirk's persuasion:
they could be excommunicated; bapiism could be witﬁ%ld from their
child:r'en;6 in cases where their Craft made comnon cause with the
Kirk, they could be denied the right to work? Tith such powers
as ‘these, and the willingness to use them, the Kirk effectively
ended adult participation in folk drama, and the Linton villagers

of 1610 should be regarded as the last of the line (though as a

216
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matter of historical fact, the two men feabtured in the Leith 1898
account take the honour).

The fact that men were figuring in the Robin Hood play as
late as 1610 is itself astonis@ing,beven in so rem9te a plaog as
Linton. In the towns and country in central Scotland, it is notb
Tar from the mark to say that young men and children had replaced
men within twenbty-five years of the Act of Parliament of 1555. The
change was assisted by the custom which, as in Aberdsen in 1533,
required the young men to wear green, and the aged men to wear
'honest?', ooats?, and thus insisted on young ani old taking part.
When the *old' were constrained, the 'young' were left in possession
of the customs So it was in Edinburgh in 1561, when the affair
was largely in the hands of the apprentices. FEven apprentices,
however, could be attacked through their craft, and were so,
for example in Edinburgh in 1579, when the craft deacons added
their voice to that of the Provost, baillies and Council?

Vhen the apprentices were denied the pastime, it descended
to 'unorganised! labour and the young., At St Andrews in 1575,
the Church Commissioners reproved the fact that *of Robin Muids
pl{ayis) certane servands and young children plaid ym certane
days'jo. This is the first reference to 'servants', a class of
person ‘to recur in this account: at Lagswade in 1583, the Robin
Hood play was laid aht the door of a man's servant 'and the
rest of his father's servants and tenants'g1 ghen the modern
play energed at Palkirk®™ in 1701, servanis and farmers' sons
were the players, and at Bowlen a century later 'servants' were
again prominent.

The role of the 'young children', referred to at 5t Andrews

in 1575, had seemingly by 1578 become a nationsl problem. In +that
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year, the General Assembly petitioned the King and Council to
forbid May plays performed by *bairnes at the schools or‘others'jg
Hth this petition, the progress of the Robin Hood play downwards,
from working men, to apprentices, to servants, youths, and finally
children, is shorm to be complete. It could go no further and, as
children were elusive quarry for the kirk session, it remained
with them. In the relative calm that followed in the years after
the Articles of Perth (1618), six years later in the same city
the Council approved that balrnis should go about each week in
May, with their bows and a.rr,owsi3 It is most likely that these
gchoolchildren would be requesting money for the maintenance of
the school, merely collecting wmoney in fancy dress, for no wention
is made of the ‘*play!,
There is, however, a tantalising glimpse of a Robin Hood

play btradition maintained by children fully two hundred years
after the General Assembly had callel for a national ban., Tt
comes in Robert Pergusson's poem 'Leith Races'! (published in
1773), where the poet writes of jockeys being unseated in the
hurly-burly of the competition:

Siclike in Robinhood debates

When two chiels hae a pingle

E'en now, some counlie gets his aits,

And dirt wi' words they mingleid
The image in the poet's mind of Ttwo chiels' (:youths.) in dispute,
and one of them having to 'bite the dust' is very much a figure of
a Robin Hood play, where vaunts and confrontation are followed by
blows and *death', In the Edinburgh district, the phrase
'Robinhood debates' would have another resonance, because 'Robinhood?

was the name given to one of the city's debating societies (after—



wards called the 'Pan‘bheon')j5 There is value in the choice
of name for a debating society; it gives a welcome emphasis to
the 'language of conflict' in the Robin Hood pastime where
previously, as in the reports by its enemies in the kirk, only the
weaponry and physical danger had been promoted.

Further evidence of the efficiency of children as carriers

[ XX .

of tradition might be furnished by the '3Singing Game', This is a
title given to a traditional children's geme in which 'Gentle
Robin' selects his choice of fairest girl from the group to dance
with, having first offered her *sugar, cekes and wine'j6 If the
“Robinhoodldebate' is the descendant of -the combat play, then
‘the 'Singing Game' could be the modern form of the Wooing
pasbine, which this gtudy first encountercd in the Inverkeithing
incident of 1282,

It is ny contention that the prehibited combats and wooings
of ‘the Robin Hood pastime were passed down to the children by
parents and schoolmasters at the time of the Reformation, Not
all adults, however, were able to accevt that the customs were
barred to then, and it is my belief that concerted efforts were
made to continue with 'Robin Hood' elements, legally and 1llegally,
in disguised form,

To take the ‘'legal' version first, there were aspects of the
Rowin Hood pastime that had been encouraged by the burgh earlier
in the sixteenth century, and which were blameless in the eyes of
the Church except, of course, that they were called ‘Robin Tood!,
Chief among these were the athlelbic contests, anl the sinnle
practice of 'riding out' of the town.

It will be recalled from the Aiscussion of the Robin Hood
'Crying' in the foregoing chapter that the difforence between the 1515

Azloan and the 1562 Bannatyne versions wes that the latter excised
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the reference to Robin Hood. The implication is that the ‘hoble
merchantst continued to 'follow forth' out of the towm, though

no longer dressed in green and in honour of Robin Hood, There was
a convenient substitute, however, in the medieval practice of
processing about the parish or burgh in order to confirm
boundaries and establish rights of passage. These custons, now
knovn as *Common Ridings', absorbed the blameless elements of

the MayingsITA

For example, in a typical contemporary version,
the leader of +the ceremony is called the 'Cornet' (a word with
Thorn' and 'cavalry officer' association but here probably
referring to the pemmant he bears) and his companion the 'Lass?,
*Beltane Queen', or "May Queen'; only virgins (i.e. wmarried

men and women) are eligible for these roles, These two lead the

populace, or as many as will follow, on horseback in the style

-of. the burgh-Robin Hoods, except that the bearing of weapons is

o L] . - 1'3
frowned upon. Much is made of en51gnmcarry1ng,( and banner—
waving, and other rites of summer are remembered by ducking

19

people in, and riding horses through, water. At TLangholm

they were careful to carry a spade through water, and to process
t 1 ? 20
around a ‘tree known as 'Bet's thorn',
The "Riding' ceremony at Kelso may preservrve a stratum of

pastime older than Robin Hood. There the riders visit Roxburgh
Hall at the bheginming of the tour. They are knowm as the

'Society of Footmen', bubt are remembered to have once been

t 'y T . [ - [ R ) . 21

Ploughmen', the 'Society'! of those who carried whips. Here
remain traces of the visit to the chief feudatory's home (strangely
out of place in a Common Riding ), anl a possible instance of
‘the celebrants of an ox ceremony being absorbed in an acceptable

pastime,



These now blameless activities couldl be performed openly on

a summer's day. Those who persisted with the prohibited pastime

were oblized to conceal themselves with secrecy and night. It is

ny belief that witchcraft is, at least in part, the Maying ceremony

performed at night?z. Part of the grounds for this belief is the

remarkable coincldence between the time of the Puritan assault

on the May Gane, and the persecution of witchecraft in Scotland:
It is an exbraordinary fact that in the centburies
before the Reformation, and again in ‘those since the
Union of +the Parliaments, the nmumber of recorded
executions for witcheraft in Scotland could be counted
on one man's fingers: but in the years between 1560 and
1707 considerably more thaun 3,000 people, and perhaps és

many as 4,500, perished horribly because their

. . 23
contemporaries thought they were witchess”

Some of the connections between the forbidden folk pastimes and
witcheraft are clearified by larner's recent study of the Scottish
witch, The "devilish' element, which the Church often saw in the
animal cults, appears in witcheraft as the "Demonic Pact', in which
the wilch renounces her Christisn beptism, and dedicates her soul

: AN s 24 .
o the Devil in rebturn for certain worldly advanbages. Tt is
interesting that the most common promise of the Devil to his

5

followers is thet they 'shall never want?, a blessing similar

N

to that called down on the household by the folk players of the
modern age.

The more specific connection beblween witcheraft andi the
celebrations at the country Mayings are more obvious in the reports
from the witch trials at Auldearn and Torfar (to the north of the

'Coloshan® arca) in 1661 and 1662:
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The part played by the Devil wzs in eating, drinking,
dancing, kissing, and copulating with them. Superficially
they provide the best case “or those who wish to maintain
the reality of witches' meetings and they conform more
closely than other Scottish confessions to & continental
stereotype in that they refer So the number of their
gathering being thirteen, ot Shey refer to regular
meetings: 'at Candlemas, Rood Day, Lammas and
Hallowmass'?6

Larner mazkes no mention of the wiiqh's broomstick, an item
in the *continental stereotype'!, already noted as the cult object
of the Maying ceremony.

The conclusion, therefore, is that when the Robin Hood pastime
was prohibited in 1555, the combat was given over to the children,
‘the processional horse-riding continuad under snother guise, and
the *Wooing' game went 'underground'. There was also a fourth
refuge, in thet scme of the custom could be removed to ancther part
of the year, vhere the Reformers would net think to find i%, or

.

discover it easily.

3e  The Comine of Hoomanay

One of ‘the more obvious differenczes between the post- and pre—
Reformation folk drama is that, wherczs the medieval plays had
occurred in May, and on sundry festival doys throughout the year,
the modern versions had for bthe most part congregated about
Hogmanay and HalloweVen. To modern eyes, this difference is not
only obvious, but so huge that it would deny any relationship
between the winter and the summer ceremonies, This is a

modern error of perception, the natursl nistake of twentiethe—

century urban man, whose life and work is the same in June and
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Janmuary, and for whom a common calendar provides the cue and
setting for the anmial round of rituals and pastimes,

Tor medieval rural man there was no such simple roubine., For
him the four seasons were the frame for other series of birth and
fruition, a wheel in which turﬁea other wheels, Thé mést vivid
image of this medieval attitude to time survives in the medieval
cathedral clocks, which measure their hours-egainst the courses of
the sun, the moon's phases, and the turning band of the zodiac,

To give one small example: in Chaplter Three, in the enquiry into
the ram cult in Scotland, it was suggested that the traditional
meal of a sheep's head on St. Andrew's Day (30 Hovember) might
derive from the time of the ewe-tupping. For the shepherd, this
was the beginning of his year, which then moved on through to the
lambing and shearing. *7inter®, for the shepherd, would be the
tdead? time between shearing and tupping.

There is much evidence from the fifteen%h century snd perhaps
earlier to show ‘that ceremonies occurred. apnarently irrespective
of season. Dancing caroles round the green wood, for exemple, a
Spring rite in modern eyes, was well-known in midwinter. Two late~
sixteenth century examples of particular interest come from Frrol
where in Decanber 1593 a man was found gullty of the ‘'singing of
carols at the thorns', and where ia January 1595 a woman admitied
the same acﬁ%T. The account of the modern play at Polwarth reports
that the troupe ended the night by dancing and singing around the
thorn trees on the village green.

This (to modern eyes) strange conformity of multi-~seasonal
practice was helped, or reflected by, the habit of choosing a
master of revelry to serve for the whole year, For an example,

the 'Abboﬁ'za.(whose origin is most likely ecclesiastical, deriving



fron the Peast of Fools in the three days after Christmas Day) was
appointed for the year in April or May (in Aberdeen, Dunfries, and
Haddington, at least) end in later years was replaced or partnered
by Robin Hood., Whatever his nsme, he would preside over, or take
pars in, midsummer and ﬁidwint;;wéeiebrations Wiﬁh‘equgl right.s For
an indication of the confusion of winter and summer traditions

that this brought about we need ounly lock again at the records of
the 1610 Linton play of Robin Hood, where the first reference was

to 'the May plays ves called Tord, or Abbot, of Unreason', and the

s'?g‘

second to the 'Pasch play The important conclusion is that

the people were as accustomed to see combat drama in snow as in
sunshine, and that we should view the appearance of 'Robin Hood!'
style drama at Hogmanay, not as a movement of & ceremony, but as
the restriction of a ceremony to one of the many yearly dates on
~which it had alvays been practised. This argument, it will be
noved, is parallel to the contention that the Robin Hood game was
not so much transferred to, as restricted to, the young., Uven so,'
these 'anmual' masters of revel, and the medieval attitude to the
year, made 1t easy enough to transfer customs across the monthsa.
Statutes of the Faculty of Arts at the University of St Andrews,
for the 26 November 1414, pronounce -the transfer of the St, Nicholas
pastime:

Likewise it was concluded that the celsbrations which

the Grammarians hold on ‘the feast of 54, MWcholas should

be transferred to the same feast day as the one already
transferred, because that one takes wnlace in summer?o
More than a hundred yeors later, these 'summer' customs came under

attack, and it was natural for them to return, or concentrate around,

the other grealt pastime festival of the year. The joint eminence
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of Pasch (meaning '"Paster' bul extended to cover 'early summer?

festivals) and Yule is proclaimed in an early-sixteenth century

poem by Dunbar, where he derides a noblemant
Ouhairfoir ever at Pesche and Yull

I cry him lord off evere full

That in this regeone duellis,
. 1 L4 31
He wantts no thing bot bellise
Yule, however, proved a short-lived refuge for the pastime of
summer, "Robin Hood'! was prohibited by Act of Parliament in 1555;
twenty years later the General Assembly drew up a pebtition for
the Regent, asking for the abolition of all holy days hut the
Sabbath, and Tor the punishment of those who kept Yule asnd obther
o~ * L] . [} . 0 3 32 .
festivals by ceremonies, playing and other 'vanities's Six
years later, in 1581, the malter was regulated by an Act of
Parliament which prohibited the observance of such festivals,
. . e o . 32 o .
including the feast days of the saiuts, One effect of this
Act was that the '"Robin HMood' relics, which for twenty-six years
had been 'legal' at Yule, were moveld on once more, Popular
resistance to the prohibition seemed as strong with Yule as it
had beeu with Pasch, and at Glasgow, for examvle, the kirk session
sternly cautioned the citizenry azninst the keeping of Yule in
X . . . , 33
1594, and reiterated thelr warning in 1600, 1602 and 16047
About this time, however, the Tule ceremonies were given
an escape route, Sixteenth—century Britain had tvo  Hew Yeor
dotes, and for some purposss the Mew Tear was deamed o begin on
Yarch 25 (much as the contemporary financial Wew Year beging in

April), The change to 1 Jarery was made in Scotland in

34 : .

1600 (but not until 1752 in the remainder of Pritain). This
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calendar—change would have encouraged the movement of Spring “New
Year! cusgtons to therew date and if Ifarch 25 seems. an early date
for the Pasch ceremonies, it needs only to be recalled that Priest
John of Inverkeithing achieved his notoriety in a Spring rite at
an Bagter of this dateéS

The value of this new emphasis on 1 Janusry as a 'New Year'
date is that it provided a new home for the pastimes, and one
therefore not already under ban by the Reformers, This secular
feast was moreover during the dark days and long nights, when the
eyes of the zealots might be more easily avoideﬂ;

Neverthless, within a few years of the calendar-change, there
was a response to the new festival . In Blgin, 3 Jomary 1604,
a man was accused of 'singand hagnanayis'36;and in the following
year in Aberdeen the parishioners were warned from the pulpit not
to 'gang throch the towne on Wewyeiris evin singing any songﬁB'ET
The response to the transfer can be gauged in Glasgow, where the
cautions concerning Yule in 1594, 1600, 1602 and 160433 were
repeated in 1609, but

with this addition, thot no olayes, nor gysings, nor
pypings, nor drinking, nor sny supershtitious exercise

38

be used the daves following Yull, on pain of censure?

(my vnderlining).
The reference to 'playes' in this Glasszow 1609 note might
be the first reference to Hogmanay, or at least vost-Yule, folk
drama for adults. The second, and more imporbtant, raference is as
valuable as 1% is oblique. There are grounds for believing that
the direct ancesbtor of the 'Galoshan' folk drama vwas in performance
in parts of southern Scotland by 1610, and that the 4radition was

taken by the emigrants to the plantations set up by Jeames VI and I
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in Northern Ireland in 1611, (The evidence for this claim is given
in detail in Appendix Six). I this claim is sound, then one
implication is that the Scottish emigrants regarded the Hognanay
'*Galoshans' as an indispensablewyﬁrtlof their heritggeras early as
1610, With this date, the sequence is made complete: the ban on
Robin Hood in 1555 moved the pastimes to Yule:; the ban on Yule

in 1581 displaced them to the days following Yule; the consolidation
of Hogmanay in 1600 confirmed 31 December/l January as the new
Testival.

The result was that Hogmanay became the chief guising festival
in eastern Scotland, an eminence it has never lost., In western
Scotland, Hallowe'en revealed itself as the modern date for the
Tolk play, for reasons that will be explained in the following
chapter (2, The Season of Performance), Although the celebration
of Christmas wes permitbted for two decades after 1618, renewed
waves of the reforming spirit again submerged i+, and Yule was
never again allowed (as it was in Fngland at the Restoration) to

take its place as a pastime date.

The emphasis so far in this chaopler has been the travels of the
dramatic pastime sent wandering by the 1555 Act of Parliament, and
its arrival at Hogmanay., If this emphasis has suggested that
Hogmanay was an empty lend, and oven to immigration, then this would
be misleading. MNew Year pastimes were already traditional and our
precise knowledge of the days on which the midwinter vsstines were

. lack of .
played is frustrated only by the,correct medieval documentation.

This frustration is felt nowvhere more keenly than in +the

attempt to discover a drametic guising tradition before the




Reformation., The one record on which such a belief might be hased
concerns the Aberdonian sutor (shoemaker) who was blamed in
Janmary 1445 for having had *the plzyers of evil plays (or gemes)
(lusores melowun ludorum) in his house§9. The arena, the season,
the mode are all consonant, bu£u££ ié a téntalisinély %rief and
wiique notice, and Aberdeen lies well to the north of the *Goloshant
area, if one discounts the antiquity of the Ballader tradition (see
Chapter Three, 3).

There are, however, relatively numerous references o the
practice of guising in Reformation Scotland, and gince this word
in modern times labelled the activity of the folk play performer,
it is worth ezxamining the earlier racords for nobtices that could
iqply a dramatic dimension.

The word was first recorded by the Lord High Treasurer's
department in August 1488, when reward was given to 'dansaris and

) . O gron . . . o .
gysarlsﬂ§ . "Guise' is considered to derive from ME gise or gyvue

(c.1300) and guyse (c.1275), from OF guise (= manner, fashion,
habit). Gyse, with the meaning of 'disguise', is noted in use
c¢1400, and noted as an abbreviation of 'disguise', from OF

. 41
desguiser | .

I can detect no consistent application of the term 'guising'
in the renaissance accounts, Although the first use at Lanark
seens to distinguish between dancers and guisecrs, obher scribes

write of "guisers who dancel's Tt iz safe to conclude thot

-

gulsers! alterel their dress, and occaslonally smeared their

~

facess they frequently danced, played musical insbtruments, and

sang, but on other sppearances they night have not ¥Yperformed!
at all,
The unbalance of the surviving recordis has already been

claimeds In the context of gulsing it is particularly obvious,
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and in giving the following selection of insteances, itis well to
be conscious of thelr lmbe period, and their distance from the
"Galoshan' aresa. They are chosgen because of their detail of
costume and disguise which, it will be noted, is most ofben
transvestite' in style.
Such was noted in Glasgow in June 1599 and February 1(OV3
and in Lanark (where the guisers cone from Douglas) in the Wevwr

Yeor of 160'42

Beyond the folk play region, in north-east

Seotlend, the instances are more frequent, In Tlgin, at the end

of Decenmber 1598, men confessed to dancing aud guising in houses,

with black faces, female clothing and, in one case, a face about
. . . . 4 .

his loins and a kerchief about his head;3 at the Vew Year in

1615 some guisers were dancing, wvith's coat stulfed with straw on

. '56 o0
a stick'j about Yule in 1629 one guiser had a beard and another

44

a woman®s dress;’ din 1667 five men were acoused of gulsing, onc

dressed as a woman, one in straw, anl the remaining three wearing

) CHE 2= oy '45 g 5 - 8 ! - 3
masks, or Tfalse faces'.)”. Ich later, and further sowth, in
Clackmamon in 1713, two young men were found guilty of gulsing
with black faces, one in a woman's dress, and the other with

.. . A 6
shraw ropes round his legs,

Although this evidence ig partial, an! mogbtly distont from the
'Galoshan' area, it hos sone value ia this stuly. There seens to he
a vein of relabtionship, and therefore characterisation, ruming
through the recurrence of the Straw Men and the Lady, anl it nay
not be too Far from the mark to conjecture that those playvers were
relics of the Summer and Winter Kings' wooing play.

Tnstances have been given (in Chapier four) of the survival
into modern times of the straw, beard and 'folse face' disguise,

but not, it will be recalled, of any 'female impersonation!. The



severity with vhich the kirk sessions of the north-east (and
presumably elsewhere) punished this guising had biblical (Dewteronony
22v,5) authority, as the Aberdeen Kirk Session record of 4 Migust
1605 made clear: *quhilk is accompted abhominatioun be the law of
God that ony mon suld put on wemennis rayment'§7 It is a
reasonable belief that it was the vigour with which this tabhomina-
tioun' was purged throughout the seventeenth cenbury that accounts
for the infrequency of young men in female clothing in the modern
Scottish play (compared, for examplec, with the Dome Jane character
of ‘the Lincolnshire Plough Play).

One other notice of midwinter guising requires atbtention, one

that brings together the tradition of Yule and New Year, and the

passing of the folk play custom to the children,

5 The Protection of the Porent

Perhaps the most interesting notice of dramatic guising in
Reformation Scotland is the enbry for 19 December 1566 in the
Burgh Records of Lanarks:

Fllesone Tayis deponit be hir grit aith that scho hard
Besse Tuodall call the minister commoun theiff; quhay
wald stoip thair barnis fro the plaj for him, for he
troult that the volger wald gef hin ane fie, bolb devill
haif it a2ll that his sull get, mensuornc theif that hie
we sl}

My interprebtation of this is thet the minister had forbidden
the children to guise in the folk play that Yule-time, whereupon
a mother, angry at the loss of money anmually collec’ed by her
children at that time, a2lleged that the money had therefore been

as good as ‘stolen' by the minister, which "theft' she would repay
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by not contributing to the customary gift for the minister raised
by the contribution of his flock,

The personal animus behind the mother's response, nnd the lack
of any parallel event, suggest that the Lanark cleric was acting
independently in the matter,andwégtibipating the anfi~fﬁle movenent
fourteen years later to be expressed in the General Assembly in
1575, and by Act of Parlisment in 1581. At the risk of over—
burdening this item with interpretation, the logic of the mother's
regponse is thet the money collected by the children, and the money
collected for the minister, are somehow equivalent, and make a tit
for bat retaliation, This equivalence should rest in the "traditional!
value of Tthe collection, and in the sense of customary and rightful
dues, in each case.

This Lanark evenl is unique in the hint it gives of midwinter,
child~generaﬁgﬂ_(i*e.A'folk?) drama in southern Scotland, Tts
uniqueness makes it valuable and at the same time, unhelpful, becouse

it has no context to assist its intorpretation%9

It might be
possible to view it as an instance o the transfer of adult
practices to children, but it comes a mere ten years after the
prohibition of Robin Hood as an adult pastime, and the sense of a
traditional right infringed, in the bitterness of the mother's
comnlaint, is too deeply-felt %o be ten, or even twenby, yvears in
the making, The more likely inference is that the tradition of
child folk drama was well-established in the 1560s, though for
how long, and of what kind, are questions which seen unlilely to
be easily answered.

It is consonant with the findings of this study that ‘the
motherts objections are stimulated sclely by the loss of earningss

~

this impetus for the folk play is to be set heside the crime of



the condemned man in the Edinburgh *'Robin Hood' of 1561, who had
'spoiled' people of money, and the crucial importance of money-
collecting in the modern custom,

Perhaps the most valuable_?gfergnce to be iramp f;pm this brief
entry, however, is the measure of Bessie Tuodall's anger. Two debis
are owed to the strength of her indignation. Wirstly, and this
has been a recurrent theme in this search for information about
the folk play, this rare scrap of information about the Yule 'play!
comes not as a record of the custom, nor even the bamning of it, butb
ag evidence for the charge of calumniating a2 minister, A milder—
natured women would have left us uninformed. In the seéond place,
the hostility generated by the minister's decision would not, we
may believe, be assuaged by the witholding of the minister's pence.
Such mothers would, if they could, circumvent the Kirk's animosity
by dgecrecy. -Ia-the monmer already suggested Lor-the relics. of
Robin Hood, +the people would entrust the guising pasbimes to
the children, and the Bessie Tuodalls of the Reformation would
defend their children's right to perform them. Indeed, the children
could not have meintained the customs without the parents®help in
costuming, hosting, and rewarding the custom, from the Lenark of
1566 o the high watermark of the 'Galoshan' pley over three mdred
years later,

Three other instances of adult support for youthful guising
are recorded in this first phase of the Reformation. One of these,
the playing of Robin Hood,has already been noted in 3% Andrews in
1575, and in Perth in 1624.13 A though the parental helvn abt S
Andrews is only implicit, the organisation at Perth was by the
schoolmgster, and consented to by the Council and by the adults stho

were invited to contribute,
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The schoolmaster and the Council were not everywhere of one mind.
Controversy attended the performance'of "the comede , . » of the
forlorn sone' by the pupils of the S5t Andrews grammar school in
1574, The dréma of the Prodigal Son was a well~known Yclerk'! play
in medieval times, and the St Andrews Kirk Session was prepared to
contemplate a performance on condition that the script had First
! been approved by two eminent churchme ?O, If we wish to find the

source of the Session's doubts aboubt the story from the Gospel of
St Tuke (15, vv 11-32), we might look at the conclusion of the
story, where the son is welcomed home with 'musick and dancing!,
and the fatted calf is brought in bto the command 'kill it; and
let us eat, and be merry® (vv 23-25). The celebration of the
killing of a beef animal with music and dancing forms a link
between the 'forlorn sone' and the *'Plough Song', a connection that is
strengthened by the shared context of a Tresurrection®, *for +this
thy brother was dead, and is alive again’ (v 32). The particular
‘:igﬁapgst of thege parallels lies in the lccaﬁ§qﬁ; for the 'Plough
"Soﬁéiﬂis attacﬁed‘to 8t Andrews, being first cdmpile&‘b&‘Tﬁﬁmds
Wode, who was vicer there from 1575 bo 15923, thus taking up his
V, inguhﬁency at preci&ély the time ‘clerk? plays were prohibited by
thé-Génefal Assembly§2f | |
:Séhddimasters-bébame more ingenious in ﬁheiffatﬁampﬁs to
lsmugéglé-ﬁraditional folk play to the young In 1600, ‘the school-
' ~{master am Eﬂgin was direcﬁing his boys in & uomedy by Terenae,J

Eﬂlassical mode did not deceive %h@ Kirk Sessmon, for the

_:nce had a5pee%s already made famiiiav by thjs study.

“Schdp&mésﬁer was accused of summoning an audience by having



someone play ‘on the gry%e pype', furnishing his boys with bells
and dancing clothes, writing the "infamous' text, and encouraging
the perforﬁers'to 'seik silver' while the comedy was being played:”.
Three years later, kirk and schoolmaster had come to an accommo-
dations eiéht days were allowed for the performances, tut they
were t0 be given only in the school, and not in the Chanonry
churchyard, the church itself, or in the street. The times of
year that this was to happenwere  May and Yule?4. aﬁd it seems
clear enough that the kirk's intention was to confine the pre-
pubertal drama within safe limite of time, place and content, and
'in that way to deflect the continuancé of tradition.

It is clear that Elgianirk Segsion recognised the device of
using children to continue thé prohibited adult pastime, and acted
accordingly. Elgin, however, was probabiy the most ﬁigil&nb
Session in the land (even in the year of the Articlesrof Perth,

they forbade throfing snowballs44).

Eléewhere the ruse worked,

and the traditicn_was'safely passed 1o fhe childrenf The reason
for the success lay in fhe public attitude to children which was,
and which remained for another three centuries (until the Factory
and‘Edﬂcation Acts), indifference, There is no reason why the Kirk
elders should not have shared the common view thet children were
empty vessels, 'ignorant of all godliness' in the words of the

Book of Discipline,5 and therefore likewise ignorant of blasphemy,
incapable 9£ possessing any pastime of significance, demanding
eilther admiration or prthbition. Like Fagin's pickpockets, the
bairns of the seventeenfh century were raised in the sinful practice
of the traditioﬁal folk‘drama, and éollected their ill-gétten gains,

because they were protecfed by adults, and relatively inconspicuous

te the eyes of the law,
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Their 'invisibility' was greatly assisted by the darkness
of midwinter, and had they presented themselves in the full light
of day, it is certain the reforming conscience would have been
aroused. An Englishman in the retinue of James VI and I mockingly
described the reformist baillies of Edinburgh in 1617 in these

H

‘terms: i
H

esethey stop their eares yf you talke o? 8 playe + o o o
To conclude, I am persuaded that yf Godgand hisg angells
at the last day should come down :in their whitesi
garments, they would run away and cry, *The Children
of the Chappell are come againe to tormembtusg lebt us
fly from the abomination of these boyes, and hide
ourselves inAthe mountaynes!"§6
Whether the 'Children® were to perform a "clerk® play, or sing such
ag ‘the 'Plough Song', the horror of the Reformers at these guisers

in their white clothes is real enoughi

6. The Seventeenth-Century Folk Play
In Chapter Two, a combination of play-mightings and textual
references traced the folk play from the twemtiethAgéﬁjﬁEfback to

the very beginning .of the eighteenth,_ Now is the opportunity to

L idén’bify those aspects of the folk drama that evidence their

%orzgln in the cembury of tran31tion from the medieval to the
-ﬂmo&ern form,

. A useful place at which to beglnwls wiUhln ‘the: theme of

ntal proteetion, -the subjeet of the~pre@s@lng sec

imes, the guisers at Forfar were-offeréa}' ed*hoﬁ*poker"

a Bhrrhead’the host instructad his wife to heaﬁ the poker in the

'fire. In hoth cases, ‘the remark is Jestingg aad accompanies a8



welcome., A red-hot poker would be an offensive weapon, but that
is surely not its purpose here, for the visitors are childreh,
performing o harmless playe. At Forfar, the poker is the answer
to the question YAnything for the guisers?', and at Barrhead, the
poker is set to heat in the fire at the point when the Collector
of the troupe makes his appearance. The connection between the
Yhegging! element of the folk play and the branding-iron, for thatb
is what the poker is, igs as old as the Reformation. Branding was
a punishment for beggars, and even a mark by which an employer
could possess a servani?T. More particularly to the matter of
guising, in Elgin in 1597 it was ordained that Ffor any traditional
celebration of Yule, or Yenormiteis', 'Aisordour or baudice'! in
the 'obseruation of superstitious deyis and voniteis thairof?,
the punishnent was to be the 'burnyng of thame on the cheik'?a
"The best interpretation of the host's rivoste at Vorfar, and the
sly jest at Barrhead, is that thig is a bime-honoured welconme

for the guisers, dating from the end of the sixlteenth ceniury,
acknowledging the exhortations of the Puritans, bubt conniving
vith the guisers in disregarding them. The survival of this jest
for over three centuries is an indication of the determinstion
vith vhich the parents and other aldults conspired to resist the
edicts of the Reformers.

Tuch has been made in this chapter of the inmportanceof the
Rovin Hood end aying ceremonies in the develovmant of the folk
play, and it is to be exupected that, even with the chaonge of season
described above, some lMaying elements would survive. “he Criefre?
account seems to provide an example of the i'ay caroles tronsforred

to the New Year, the musical leadershin givento the cherge of one

5

who, by name (Doctor), costume, and perhaps sccoutrenent (siaff),
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ig a folk play figure.

The Pesbles™ text (1.3) demands 'Redd L‘clear] room for Gorland?,
where the unloc. Abbotsford Collection Texta, of a similarly
early-nineteenth century date, has 'Red room for Gorlings', I
interpret these two as variants of ‘garlands', and undersbtand them
as textual survivals of the flowery Wreaﬁhs borne by the Mayers.
The garlands themselves may survive in the hats worn by the
combatants at about this pefiod. Thé Carse illustration (see
Plate five and accompanying'discussion) shows two examples of this
hat, circular, hroadubrimmed; and decoréted, and the nature of
the decorations may be those described in the Peebles® text as
being 'human profiles' and "penny valentines?, both capable of
Yfertility® interpretation, aﬁd‘therefore appropriate to the
Spring lovers.

By the far the most enduring and obvious of the Maying survivals
ig, however, ‘the maypole, in Its invgfﬁed form of the broomstick,
carried by the devil-figure at'ﬁhe qipge of the Galoshan text., A
fll aiscussion of these survivals 13 glven in the following
chapﬁerj

Certain textual elements can also be demonstrated to have an
origin in this transitional time;Aa‘sélééﬁioﬁ-of'what are arguably
seventeenth-century textual.femﬁaﬁtsuapéugiven here in their

;‘éfaloéue sequence.’ To. begin wiﬁhlthé“pfpibgﬁg o the play, thatb
&t Bowden promises *acﬁivou$“éﬁd!aéﬁiyéggfg-#.ﬁﬁrgse'ﬁh&t ™.ddy

w%ranslate@ as ‘activity of &oﬁthlan@gqé%iviﬁy“of-age', quoting

Beanongqﬁﬁg”jgg%;

vﬁbﬁAif;théFIQngs:' “alli

ok -eo-Stlvty, s Al o Jonsom, Masqe ot .
... Corisimes, 1616), T

o suggesf that ’activity’ was o promise ‘that guisers of the
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early-seventeenth century found difficult to articulates

Further, it is a customary boast of Alexander that he has
'conquefed the world, all, but Scotland alone' (Bowden)j this
notion of 'the unconguered Scotland® was expressed by the
higtorian Buchanan in the mid-sixteenth century:

Here stopt the Gothic ?ury; here was crost

The Saxon bravery and %he Danish lust,

And all the efforts Which Normandy could boast.

If you the mouldy annals will survey,

The Roman Congquest here wés at bay « e .60
It 1s likely that Buchanan's authority propelled the belief into
+the national consciousness;

The combatante of the folk play spesk of carrying *a sword
and buckler! or, rather more frequently, Ya sword and pistol’.
The former was the infanbry equipment in general use from 1500
to 1550, and survived in a reduced form until 0216005"Sword and
pistolt was a cavalry armament for~th¢:ﬂ¢g§y-@avalry 21500 to
1600, and for the Light Cavalry therenftane ' Tt is debitable
whether the authors.of the lines cﬁoéé\%he-most modern and
formidgble weaponry for ﬁheirwcomhaﬁantg* Qr-preferred arms of a
slighﬁiy anchaic kind£ the former ﬂpiﬁion would glve an original
date of 0.1600, the latber perhaps C, 1650e

The déath of one of the combatants brmﬂgs 1n the doctor, and

hzs recltation of diseaSGS within his5'“n:‘ Such ailments as

'“ih@whi§h’Moh£g6mépié,ﬁéﬂbﬁéomé‘%ﬁénﬁy

Two. of these lines, I ;

The coch, and the comnoch, the colic and the cold,
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The rot, the roup, and the auld rest§2
° demonstrate the alliterative style, and suggest a relationship
between the dialogue of the folk play and the mamner of ﬁhe
"Plyting®.
At Spottiswoode, the doetor includes ‘the plague® among his
cures, and it may be that this is a memory of the last instance of
plague in Scotland, and the devastation it caused in many parts
i in the years 1644 to 164863‘
When he embafks on his cure, the doctor freguently proclaims
the force of his medicine. At Laurieston, for example (but see
also Biggara, OidAKilpatrick, and Quothquan), the doctor speaks
of the ingredients of his botitle in these termss
I have a boffle by my side,
ALY mikxed with polks and eggss
Put it in with a mouse®s blether,
Steer 1t Wn%h a cat's feather»
This kind of fancy is only a step awsy from +the jocularity of
the five 'Dias? of the Banmatyne Manuscript (1568), where two
doctors vie to. create the most extraordinary medicine in comic,
and almost dram%ﬁiq, dialogue, for example,
The g&ﬁﬂdf ahe‘gréne &ow tﬁe leg of ane lowss
fyve unce of ane fle wing. the fyn\of ane. fluk064
At the moment offthe'cure, the”dbotor?s incantation often includes
such phrases ag 4 ‘

‘hégkgylpqqkéj' (Balmaghle), or ’hocusupocus'

:?(Peebles )w -;  ‘étﬁ€? ﬁh?" '1ained in 1694 as a

'Reformatlon-horn gibe on an of c' tha‘ﬁbman‘church;

L a corTUp ﬁlon of "hoc est\cor?usw by‘wav of radlculous W

e imitatmon of the priests of ‘the Church of Rome in their



trick of Mransubstantiation, Tirst notel in 1655, when
it accompanied a trickster's everyfdevice§5

The populerity of this phrase in mid-~seventeenth century may
well have impelled it into the folk play text, most usefully at
the point where the 'trick' {with echoes of