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PREFACE
( ) . The relationship botween tho mummers!' playégg;d magigal

.

éc?emonies has been giyen only broaa'gonergl coverage by
previous recearchers.For this reason, I believe that my

) X attempt to specifically identify play elementg as those
underlying rites of passage is a c&ntribution td*origina}'
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RESUMS

Le but de cette thése est d'isolertdesléléments gpécifiques
des textes des pldccs, et les relater & leur structure
fondamental d'un rite m;gique de passage.

Soixante-gclze textes étaient examinés. Une lirte de ces
textes, indiquant le type, la date, l'emplacement, la salson
de repréeentatibn et la source est attachés au Chapitre I. Les
textes qui sont catalogués dans l'index géographique de

-

Englich Ritual Drama, par E.C. Cawte, Alex Helm et N. Peacock

sont catalogués & part de ceux %ui sont seulement présonts
dans des autres sources.

Le type des textes comprennent les trois catégories de combat
d'héros, pidce de danse des épées et pidce de cour. Ces catégories
sont pleinement considérées au conmenceient du Chapitre II.

Le corps principal du Chapitrs II s'occupe de l'isolement
de trois fonctions rituoelles, présentes dans tous les textes et
vues & réprosenter des sé;icnt- du rite de paiaage au-degsous
toutos les pldces. Ces fonctions sont le combat ou sa variante
ltexécution, la guérison et le mariage. Tous les éléments mujeurag
des pidces sont compris sous ces trols fonctions. Le combat peut
comprendre l'engagement des soldats, la présentat}on des équipes
exédcutantes et l'allocation de la culpabilité pour la mort de la
victime et des rites d'enterrement, suggérés Qu actuels.. Le !ariage
cemprend la cour, la prélontagson d'u% bébé, Qne quéte communal,
le festoiement et la galeté plus général.

Les trols fonctions des pidces correspondent aux fonctions

fondamentaux de la séparation, la transition wt l'incorporation.
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Le Chapitre III tento une coii#lation dos fonctions généraux et~

r détalllées ‘dos piéces, 8 la sAparation, & la transition, et &
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ABSIRACT
The purpose of thé theosis 15 to isolate specific elements
of play tex&s and relate £hom to their underlyings structure as
a magical rite of Dassage. ‘
Seventy-six texts wore examined. A 1ist of these, indicating
type, dato, location, seanon of\ptrformance and source is

appended to Chﬁptor I. Texts lisbtod in the geographical index

of Enplish Ritual Drama,by E.Ce Cawtes, Alex Helm and N. Peacock

are listed sepdrately from lhose present only in other sources.
Play type includes the phreé categories of hero-combat,

eword dancy play and Qooing play. These are considered fully

ot t o bcggnninn gf Chapter II. - ‘ Sk
The main body of Chapter II is conecerned with the isolation !

|

of thrqo ritual fynctions, present in all texutls and seen to

represent sé&mcntn of the rite of pr=sare underlying all‘plays.

Thgse functionn are combat or its variant exccution, cure and

marriage. All major play clements are suboumed under these

three functions. Combut mny include enlistmont of soldiers,

dntroduction of eoxecuting teams and guilt aSnignqsnt for

slaying. Cure includes lament for the victim's death and

nugzéstodhor nctual burial ritos; Marriagce includes wooing,

the presentation of o baby, a comtmnal colloction, feasting

\
and more Teneral merriment. \

5\
\

e three play functions corrospony to the underlying

\ \
functions of separation, transition and corporation. Chapter

%
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liy hypothesis is that the Pnplish mumerrs! plays are -
marical riteé ol pasnnare, secoanonal in occurcnce and ;tructurally
~malogous to carlicer magical cerecmoniese This hypothesis will
be tésgnd by means ol an exomination of sevenily-six play texts
ond of Lhe identification of thelr eloments as those of seasonnl
ritos of vasras.o.

The plays have been classified into three basic types, which

contain elementg gimilar Lo these of other cerémonies but also

hove gpecific identifying foatures. These will be considercd

in more detail later, as will the underlying structure of all o

o

—

~- -~ - plays as seasonnl cercmonies. LT

The rela¥i6ﬁ§hip*bufwnvn'tﬁﬁ“ﬁfaigrghd structurally analogous

t

ceremonics has been bricfly considered by EeCe Cawte et ale ,
. 1.
EeKe Chimbers, and Alon Brody. Cawte points to the appearance

of the Festival at the same time as the Epiphany, when most
English plays .prear. He also mentions a sacred marriage,

analogous to folk marriapges, as one of Lhe rituals in the 4
. 2e
annual cycle of Dionysuse Chambers postulates an original

European-ludus from which alX¥ plays are derived, but doos not
3.

present factual evidence for its appearance. Brody isolates the

two idcentifying features of the plays ns bning their seasonal
1\

nature and the fact that all contain a death and resurrection

somewhorc in the course of their action. These featuros are
. L.
also present in the ancient Greek Dionysla, the carrying out

: Se
of Lent in pagan Ewrope, and Chrigtian obgervances of:Easter.
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(ae) liazicrl Brrsonal Ritess
e 3 ‘
Scasonal crremonics have been identificd by Van Gennep as .
magierl ril.s nf panscope, desipned to offect a change in both,
natural and social ovenls. As riten, they nre nctlons both re-done
- 7.

and pre-done 2j£ﬁ/hpccj“1 maylcal intonte. Tho actions »re intelligent

in Lhnﬁ/p o' ~re purbogsive rather than indiscriminate. Their

gpaﬁggal repotition is designed to shape future cvents on Lhe

i ‘//‘/,/basis of historical expericnce. Their highly claborate structure

serves Lo characterise them as rituals, which for the purpose of

the present study will be understood as simply claborate rites.
The ceremonies recur annuatly, al time reriods which mark

seasonal changes. In lote European history these are the Christian

[

Christmas and Easler. In carly Europe there are only two seasonse.

oo

Winter beginag with the driving home of cattle from the pastures
and summer whon Lhey ore driven up wﬁaiﬁ Lo the hills in March.
In early Greect therc are apain but two seasons or Horae, the
fruitful and fruitless ones. The word Hora cecms at first to

have becen almost cquivalent to weather, cugpesting seasonal

changes which have more to do with climatic conditions than simply

2
»

:

with time pariods. This sugpgestion is reinforced by the fact that
) 9. 10:
enrly seasoncl coremnnics reported by Harrison and by R.F\‘Willctts

occurrcd octonn;wlly, or every ninc or seven ycars, rather than

annually. Even more clearly than do later onnual cg?emonies, those

inyolve transfor of political nower. Thoy may bo bascd on the life
v S . ‘cycles of totem animalsli;prenented in the corcmopies. Such
animals ore ones in vhich man pnrticlpates by means o} magical

identity. They may be baged on some othar natural phenomena than
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the astronomical and vega&ative changes which determine later
: , ‘

time periods. X
In considering the plays as magical rites, it is appropriate

to'eiamine the structure of magic. JoG. Frazer's attenptago

reduce it to a simplistic Newtonlan system seems anti-

historical and inadequate. Anthropolegically, human religious

devélqpnent parallels human méteriéi development, as is

illustrated in the opening chapter of E.,O, James' Seasonal

13.
Feasts and Festivals . Societies based on hunting and fruit-

gathering differ considerably from those based on agriculture
and herding, in magical and re}igious expreasion'as well as
in practical orsanizatioy. ‘

For the purpose of this study, the identifying feature of
magic will be seen to be not mechanism, but a phenomenon
described by Jane Harrison as methektlc participation%h‘

Frazer assumes that magic treats spirits objectively as
inanimate objects, so that under 1£ all personal beings, humaﬁ
and divine, are subject to impersonal forces. These forces are
seen to he thgnselvéa controlled by magicians who know how to
manipulate them. Their exact nature is, however, not specified.
They seem to oris;nate ik Frazer's personal deairé‘to see magic :7
as agalogoua to science rather than in an objective anal;sis of
magic 1tseft. While magic does entsil belief in vague spiritual
substances such as the mans of the Holaneniantfrtﬁfse substances

bear no resemblance to the Newtunian laws helieVQd\in the

European enlightenment to govern the -ateriai universe. They

are essentially primitive metaphysical entitles, on which'm;gic ,

e — —— S e e g ce =

© e es SRR SRI AR

e

- etk S

o Tt o



!

. .
/ w s 7 [ © ema ot e v edbAN RS vRmn "“""’wﬁ\w e
’ -
\

o

1s perférmed a; a methektic participation in them. Such

participation 1is defined by Harrison, ik ¢ontrast to mimesis, as

the expression of a common nature partiéfpated in, rather than
thiﬂi?;ggfion of alien characteristics. All rites, including the
sedgonal ceremonies, can be seen to conaist of methektic participation
in magical substances similar to mana.

In contrast to Frazer, Harrison describes the fundamental
presupposition of magic as simlilar to the Stoic conception of the
world as a living animal, not to be coerced and restrained, but
reverently wooed, It is known not~byfexternal experimentation o? it,
but by psychological initiation into it. The importance of seasonal

* ceremonies in magical practice illustrates the changing nature of the

[

magical world, This world 1s characterized by periodicity, or the

wé

recurrence of times of special tension and interest. It includes
17. ’

tabu as the negative counterpart of magical attitudes toward mana.

Tabu consists of avoldance rather than active participation. Yet it

shares with magic a methektic nature, in that it is a negative appr&gbh

o e,

to mana, which could not exist if identification with mana were not

originally recognized.

SR

The period of Greek religionm in which the ritual plays giving .
‘rise to later ﬁrana ard found is-its most prinitive’one, descrided
by Gilbsert Mufray as the Eu8theia or Aée’of Ignorance. Modern
anthropologists and explorers have found parallels forqthis period
in evéry part af the world. Murray‘aeea it as characterized by
Y‘G'religioun dredd,'magical ceremonies prgﬁucing strange emanations of
themselves, and a divine or sacred animal. This analysis may be

somewhat rOmanﬁic, for ¢omedy or Jayous ecstasy may be argued to

characterize early religious periods at least equally as much as

does fear. = '




Up to this poinl I heve been correful to avold using the term

0

religious to deseribe phonom na involved in uprical practices. But

it io difficult Lo avoid confusion, since olher resesrchers are
frequently guilty of 1t, and since m~pic can be understood as
simply one forn o" religion, Lho form which lurray dencribes cs
characlterisiic of the first of five stages o! Greek religious
* 13 3 ’ k3 \ 3
development. Yot ma;ic is distinguishod from later theological
developments in that Llhese ore bnsed on conscious metaphysical
premices, whereas magic is characterized by Lhe direct methektic
’ .
par Lticipation of man in his external universe. When magic and
religion r~re considered as different, masgic is identified with
12

direct spiritucl octlon on a riven cnvivonmert, whereas religion
is identified with spiritual -ction which is mediatoed through

beliefs in shsiract gods. - »

(b.) English l'um.cre' Plays. : -

The Englich mummcrs'! plays are specific oxauples of secasonal

[y

cercnoni.csa

The earliest substantial collection of the plays was made by

19. . ]
ReJuEs Tiddy, who in 1920 published The Mwmmers' Play, containing

thirty-three printed toxts ffom a varinty of English countics.

The liumicrs' Play also contains a soventy-cix page introduction
v . @

which includes, olong with some :questionable ascumptions regarding

folk literature, some accurato obsorvations resarding specific
play clements. The most important of-these are ﬁonniﬁsc humodr,

especislly as it is scen in journeye to Lhe Land of Cockalgne,

and the éharactars ol Beelzebub and the m. n<woman, Dnmc Jane.
(

s
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In 1975, E.Ke. Chambere oubliched The Fnglish Foli-Play,

contrining only olx printed texts, uweed for illustrotive purposes.
On» of these in a fabricated archet,pe of ¢ typical hero-combat.
Chambora pregenis a:fairly systematrc clascification of the plays

in g-oneral into Lhree basic L nes, hero-cowmbrt, plough play, and

cword dancees Local deviations, such as Lhe Dorsetohire 0ld Bet

rlays, arc also considered. There Ls thorough coverage of specific
ptay clements, »s they exist in multiple vergions, for a wide varigty
of toxtse An attompt to relate the texts to more primitive

Europcan ritual is also undertaken. This suffers from a reductionist
tqndcncy Lo look for a smingle underlying performance from which all
plays are derived. ' ’

In 1967, E.Ce Cawte, Alex Helm, and N. Peacock published

Englich Ritual Drama, a peographical index of 1186 mummors' play

texts and fragments, categorized according to the three basic
types, hero-combat, sword dance, and wooing or bridal play, rather
than plough play. The index covers BEngland, Scotland,Ireland,
'Walcs, The Isle of Man, The Leewnrd Islands, Canada,and thg UeSelle o
It contains a brief discuseion of the plays' relationship to

snalogous ritualse.

Folk=lore journa}s, porticularly Folk-~Lore and Folk-Lore Record,
have regularly published both individual and collccted versions of
mummeré' play texts. Roughly helf of the textc used in Lhis study
come from these periodicals.
~ Reﬁwnt coverace of the plays can berfound in Christmas

-

Mumnaing in Newfoundland, published by H. Halpert and G.M. Story




in 1969. This source concentratés onAmumminx performances in
general, many of which are not playas and not meaningfully
connected to seasonal ceremonies. The performances are also
spec;fic to Newfoundland. Yet three standard play texts are
published, along with commentary integrating them into both
Newfoundland culture in particular, an& the general pattern
of seasonal ﬁerformances outlined above. ~

Alsc in 1969, Alan Brody published The English Mummers and

Theilr Plays, the most thorough theoretical work appearing on the
plays to date. Brody employs the categories of Cawte, Helm and
Peacock, favoring them as more precise than:those of Chambers.
He pays considerable attention to the magical relationship of
the plays to myth and‘ritual and to the origins of drama in
magical practices involving fertility-daimops. Attention 1s also.
pald to the prevalence of animalg, particularly horses, in at
least some of the plays. Their presence is seen to illustrate
totemistic practices. The major shortcoring of Brody's work
appears to be an inadequate conslderation of magic as a system
of practices. Brody's preoccupation with fertility daimons
seems to reflect a search for personified absolutes rather

~ than the actual structural categories of the plays. .

Of tho seventy-six texts examined in tﬁis study, fifty 'er?
included in the Cawte index and twenty were not. Listings of
texts present an§ not pregsent in the Cawte index are given
bol.iv Abbroviation; for play types are the three ba;ic ones

used by Cawte, ’




' H - hero-combat
S

sword-dance play
[

wooling play

For texts present in Cawte, abbreviatlons are those listed in p
Cawte on pages 94-132, These usually consist of the first few
letters of the publisher's last name, plus one or two letters’
from the title of the publication, The reason for using these
abbreviations is that -they are shorter than foot-notes and {
frequently refer to repeatedly used sources. For texts not 1
present in Cawte, sources are given in standard foot-note formate.

The date given for each text or fragment is the date of
performance in the collected manuscript, wherever this is .
available, Otherwise it is the date of publication of the

« manuscript, or occasionally the date of oral or written

communication, or collection of the manuscript. Whenever this is the

S VTR R T 5T

only date availableg it is an approximate date in the editor's
life. The éxact nature of each date is indicated by the
abbreviations:

Per - Performance

Pub - Publication

0C -~ Oral Commgnication

WC - Wr}tten Communication
¢ - Collection

App = Approximate

.

Play locations and seasons of play performances are given as




information p-.riphcral to the wmain concern ol the thesis, though

somcetines valuable in the illustration ov specific poinfs.

Six of Lhe seventy-oix texts examincd ucre of‘thu wooling play
varicty, four of them of Lh~ sword dance varicly, and the
romqin‘ng nurb r were herg-combats.

The disproportionate number of toxts belonging té the hero-
combot caterory ir represcntative of the proportions present in
Cawtc's index. These proportions result in a more detailed
examination of the hero-combat than of the other two types. Yet

* i

- !
the central importance of magical elements imn Lhe ‘'other types will

be thoroughly considered, despite the relotive lack of abundance

of texts.
Texts Listed in Cawte: y l
Type| Date | Location 7 Season of Source
. Performance
H - Standford-in-the-Valc, - PigL.
Rorkshire
JH - Camborne, Cornwall Christmas Tidp.
H 1849 | Derbyshire . Christmas HalE.
(Pub.) ) ‘ |
H 1921 North-east Christmas TidP.
- ]
(Pub.) | Derbyshire )
H - Bovey Tracey, Christmas . TLdP.
Devonshire ‘
H 1884 | Bow, North Devon - - BroL.
(Per. ) H
H 1880 | south-woest Dorsétshire Christmas . UdaRe.
(PGr/- ) . '
H | 1800 | Svuth-west Dorsetshire’ Christmas UdaR.
(Per,) '

=
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H

H

1368
(Pubs)
1005~
O6(PCI'¢]
191y
(Pubo)
1064
(Pudb.)

1908
(Per.)

Gloucestorshire

Keupsford,
Clouwcestoershlre

Lengborough,

Gloucestershire

Sappurton,

Gloucestershire

Weston~sub-Edge,

#louccstershire

Burghclerey
Hampshiro

Burghclero,
Hampshire
Bursledon,
Hampshire

Christmas

"Christmas

Typqd Dote {Location ’ Season of -Sourcoe
Performance
S 1560 [Grinford, - OrdC.
(Per.]County Durhon .
Y
H | 1894 |Gainford, - ordc.
(Fer.) [County Durham
H - Cind~rford, - TidP.
7 Glouccoterahire
B 1925 [Migh Spen, " Christmas CawC.
(Per.) Coun%y Durham
H Nove, |Highnom, Chrisimnc GatL.
1901 Glouccsterghire
H - Icomb, - TidP.

TidP.

TidP.

TidPe

TidP.

TidP.

TidP.

TidP.




tiw

Type Date Location chron\ii Source
Per formance
H 1396 Iclip, Chriﬂtmsi DitcC.
(Pub.) | Oxfordshire
H - Leafield, - TidP.
Oxfordchire
I 1385 Lower Heyford, - TLdP.
( wC ) | Oxfordshire
H - Shiptoen-under-yWychuood, - TidP.
Oxfordshire
3 1914 | Waterstock, - ‘dp.
( Co) xfordrhire \
H Dece2?s] Kcynchom, Christmag HunP,
1822 Somcrsct
e
(POI‘.) /// \
H - North Somcrset ///~ TidP.
/"/ h
H - Cocking, Sussgx” Christmasg TidpP.
/"/ ’
H 18341 Stcyniﬁé,Sunnox Chrintmes SawLe.
(PC‘I‘.) 3 :
H - Great Wolford, - TidP.
Warwickshlire L
H - Ilmington, - TidP.
Warwickshire
H 1399 Rugby, Christmas RouL.
(Pub.) | Warwickshire
H - Pillerton, - Tidp.

Worwickshire




Type Dote Location “-Scason cof Source
— Perfornmance
k4 bl
H 1858 Ottcrbournc, Christmoo YonP.
(Pub.) Harpshire
H - Overton, - TidP.
Houpchire
H 13377 | Romsey, | Chrisctmas LaBM.
L 1 '
1 ( Rea) Hampshire
H - Carl, Erater WEML «
North Lancashire
W - Bullby, - TidP.
Lincolnshire
W 1914 fcrur,alem, Chri stmas RudC.
T (Per.) | Lincoln:shire
W - Kirmip tom, - TidP.
North Lincolnshirs
3 1779 Revesby, - BMad.
(Pere) | Lincolnshire ;
H - Badby, - TidpP.
Horthamptonshire
W - Clayworth, - TidP.
Nottingham;hire
H - Clayworth, - nitc.
Nottinghamchire
H - Bompton, Christmas DitC.
Oxfordshire
H 1911-{. CUddGBOTI, - TidP.
(oc) Oxfordeshire

-




E

Typr | Dnte Location season of Source
Ferfornance
\
H - Malvern, - TidP.
. Yorcastershire
W - Ampleforthf- - ChaP .
Yorkshire
H.. 1909 Heptonstall, En;tor TidP.
(vec ) Yorkshire
H - Bragranstown House, Christmas JonL.
Dundalk
I 1894 Bragganstown Housc, Christmas JonLe
( Per.)  Dundalk
H 1840 St. John's, Christmas WhiT,
( Pub.) Newfoundland ‘
H 13599 Chanre Islands, Christmas 74 MogN.
( Pere) Newfoundland . <\
3¢ 1900 Salvage, Christnas MosN.,.
(Per.) Newfoundland
Texte Not Lisled in Cawto:
Type | Date Log.:_t\%on Season of Source
Porformance
H = Berkchd.re Chiistnas P.H. Ditchfield,
L 0ld Englich
Customs Extant
at the Present
Time, Redway,
London, 1896,12-1%.
H - Mylor, - Chambers
Cornwall |




/

Type Date Location Scagon of Source
Porfornonce
H - Cornwall Christmas Tiddy, vpe l4L-47.
H - Dorsetshire - Thomas Hardy, The Ploy
of 5t. Georre ( New York,
1928 ), pp. 15-23.
w - Bresingham, - Chambers, ppe 92-98.
{ Lincolnshire
N [
H - Bassingham, - N /| Brody, ppe L45-47,
Lincolnchire
H - Staffordshire - I.Gatty, " The Eden
Collection of Mumming
Plays ", pp. 23-26.
H llov.29, | Rugby, Christmas F.Bromwich in Gatty,
18499 Warwickechire Vpe 21-22.
(Pub.)
H - thley‘ﬂbbgz\ ~- Brody, pr. 131-36.
S ~ Greatham - Brody, ppe 137-44. R Y
H 1788 Newcastle - Alex Helm, The
(Pub.) Cheobook Mummerg'! Plays N
( Ibstock, Ledcester,1969),
H 1900 Broadwell Christmas
(WeCa)
H - Belfast Christmas 141-43.

o b
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15.

Type | Date] Location

Season of

Performance

Scurce

Cumbria

Christmas

Christmas

Qhristmas

F, Warriner

" The Mummors' Play:
AMlexander and the
King of Ecyp£ LI

Vord-Lore, ITI, Dec.l938,

PP- 137"'1}10

Henry Slight,

Christmas: Hlis Pageant

gigx'( N.Peyneds ) ,

ppe 176-83.

ReS. Loomis

( modernized versii7 )
pp. 27-36.

Gatty, pp. 27-28.

Juliaﬁﬁ\Horat;a Ewigg

( compiled text ) ,l '

" The Peace Egg and a
Christmas Mumming Play ",
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. "
The plays belong; to the genmreral CQtpgory of rites designed

to effect a change in sesaconal phenomena and identified by

e

j? Van Genncp as rites of passagce ‘
Rites of passage are themselves subdividié into rites of %
separntion, transition and incorporation. Separation consists of
cutting off from a previous timc state. Transition 1s equivalent
to transfér from one state to another. Incorporation involves
entry into a new timé state. Thrce major play functions, combat, ‘
cure andy marriage, can be isolated as roughly representative of

separation, transition and fncorporation, according to the

following diagram:

h Play Function Corresponding Rite |
Combat Separation ¥
Cure Transition
Marriage Incorporation

The categories are by no means absolute and overlap will be
evident. Thé‘three fofms of ritual activity occur in time and
are concclved of as relative‘to previous time states. Separation o

'

fades into transition and trangition into incorporation.

Mummers' Play @xggg - E
[} - "xt

Three basic play types have been established by Chambers f

¢ s *

and Cawte, Helm nnd Peacock, These ars hero-combat, sword dance, . 5

and wooing or plough play. &

The hero-combat has a death which results from hand-to»hghd

-

combat between two mem,and this is followed by a resurrection
L

’ of the slain man by & comic doctor. The victim may occasionally
ba an old man or a woman. Multiple combats, slayings and revivals

are frequent, One toxt has a dragon as one of several victims,

¢
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Chambers has comstructed, from constantly recurring play formulas,
a " normalized " hero-combat. This is not meant to be isut 1like any
real historical text, nor 1s it to be seen as an é@hetypa from which
all exsting texts are dérived. It is believed to represent the
general succession of incidents and run of dialogue which conceivably
lie behind the widely varlant play versions. The hormalized hero-combat
consista roughly of a presentation, combat, lament, cure and qudte.The
pattern, though sketchy, does provide an outline for most of the texts
studied. The combat, which usually results in death, represents rituml
separation, At least some elesmente of the quBte are analogous to rites
of marriage or incorporation. The lament is included with the cure as a
transition rite, assisting change from death to new life.

English sword-dances are characterized by the presence of one or
several locks?.formed as each dancer presses the hilt of his sword under
the point of his neighbour's, meshing them tightly together in the form
of a staré.This star may be anything from a pentagon to an octagon,
depending on the number of dancers. It is placed round the neck of a
victim, who falls down dead as the swords are withdrawn. The doctor is
called for, and a cure performed. Woaing or feasting may precede or
succeed the aexecution and cure.

Execution by means af the lock is sometimes referred to as hanging
the " Betty " ,Aa man-woman figure Yho also appears in other play contexts.
The victim is usually one of the minor play characters, often & clown.
In an old account of a Durham dance hé is actually or by impersonation
the parish clergyman.

The sword dance execution i1a the tranaition rite for this play

type. Play wooing and feasting are rites of incorporation. Play cures

are transition ritea. b

B

MR N e e a™



The main fcature of the wooing or plourh play is the wooing,
often by a fool, of a young ladye. This usually consists of a
serles of rejections by the lady, followed by the fool's
persistence and final success. There may be several suitors, ahd
one of the courtships may be comic, involving an old man. A
recruiting sergeant may replace the fool as the major contender
for the lady's hand. A frequent play figure is Dame Jane, an old
woman who carries a bastard child whose fatherhood she tries to
asslgn to the fool. The plays usually, though not necessarily,
have a combat and cure. The combat resembles those of hero—'
combats. Cures are usually complexX.

English wooing plays are often also called plough plays,
though the plough, as Brody7;otes, does not always appear in
thems. It is not present in any of the wooing texts examined for
this study, though it is suggested by the usual identity of actors
as ploughboys in thems One of the actors may even boast of his
ploughing ability.¢As the plough 1s closely tied to agriculture,
it may bear some relationship to the early prominence of women,
also necessary to wooing, in that activity..The prominence of
ploughs in come woolng plays distorts the perspective, |
articulated by Brody?fwhich sees these plays as the oldest of
thq three play types. While Beelzebub and Dame Jane do appear to

be truly ancient, and possibly related to octennial cycles, the

" plough is necessarily more modern than the horses of the hero-

combat. These are used merely for riding. While plough, plough-

10 -
" horses and riding horses are all possibly totems! the use of

"horses in riding precedes their use in agriculture and appears

i r
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as the carlieér form of this totem. On the basis of this, and
of the prevalences of hero~combat horses, it is difficult to
say which of the two types are older, and it is posaible
nelither 1s, both contalning material from a range of historical
periods.
Lo 1.

Douglas Kennedy distinguishes plough plays from other mummers'
Plays on the grounds that the other plays slhow only death and
resurrection but no sexual involvememt, as does the plough -
play. It 18 for this reason that he sees Beelzebub and Dame
Jane as essentia; to the plough plays even when they have only.
nigor appearances in them. They are believed to represent the
clubman and reproducing female seen as essential to a fertility
cult in which the plays originate,

For the wooilng plays, wooingsa::zfpreaentationa of Dame

Jane's baby are incorporation rite ombats are separation

rites and cures transition rites.

Play Functions

A. Combat

Combat will be seen to include the events leading up fo
hero-conbata. These are considered separately by Chamberiais
Play presentations. The introduction of dancing teams in sword

13. N
dances will also be conaidered in this context, as will the

e}

ot

appearance in wooing plays of the recruiting sergeant, -
ploughbuya -snd farmer's boys.

The hero-combat and its saword dance variant, exscution, ' . -

‘

are-the most obvious examples of play combat. References to

e bt w et tarememae - b PV w o - N "




¢ ¢ :
house deslruclion arc rewiniccent of simlloar cvents in early

ceremonics, vh ro thef are direcily relnted Lo the central
play confllct%“&ho guilt osripgnm nt of sword dance plays
results directly from Lhese plays'! executions. Burial or
suprestion of burial moy follow dcath, but is often
paradoxically associated with the play's cure. This paradoxﬁ
in resolved throupgh an understanding of the magical nature (
of burialsfS%hoir intention is to continue life in another’
form, or to produce new life, not to merely decoratively end
life.‘For thins reason, burial rites, and the wills which
often nccompany them, will be considerced under the play
function of curc rather lhan combat,

The opening aclivitics of Lhe hero-combot are usually
short, and carried out by an individual actor, described by
Chambers as the presenteié'This actor is commonly Father
Christmas, but he may be simply the foreman, headman, caller,
leador or firct man. The presenter is sometimes a woman,
commonly Molly or Mother Christmas.

The actors as a whole may be introduced or may introduce

themselves as a group of merry men.

The hero-combat is usually between Saint or King George

and the Turkish Knight, though a variety of other fighters :

are also found. These include the King of Egypt, the Black i
Prince of Paradise, Bold Slasher and the Valiant Soldier. The &
victim is occasionally a figure mof% familiar in other play %

contexts,such as Beelzebub, Father Christmas, a dragon or a

woman. There may be repeated combats with .ultiple victims,

n



Th: combatant: ecnter with blustering self-introductions
f ’ which are both boa:.ls rmd chellenges to.fhcir oppronents. The
» boasts do not result from a causal plot or exlernal development
of »vents, but wre rituniistic. The fight in which they result
is und »rinlken for unagrical reasons, not caused by psychologilcal
motivations of imdividuals. It bears a p-radigmatic
relrlionship only to Lhe changecover of the sessons, mimicking
this throupgh its transfer of human power.

St. écorge's boast is upually thal of having killed the
dragon and won the King of Egypt's daughter. These feats
Justify his daring to challenge the ?urkish Knight. The
Turkish Knight boasts of his physical invulnerability, claiming
that his head is made of ircn and hig body of‘stool. Thege
boacts nre shared by Slasher, to whom Chambers atiributes

17.
them solely.

The Turkich Knight may refer to his conqueror as his only
18.
son and heir. He is himself often the son of an older character,
19, |
who may be Falher Christmas or some other figure in some way ¢

reprosentative of time. This older character is often also
: the presenter. |
The Turkish Knight or his counterpart iz commohly, cither

20.

in reality or for ritual purposes, from a foroign-land. The 1
lond is usually Turkey or Turkish Land, though it is on one k

P
g

n

occasion America. If the foreign idontity is actual, then ihe
litoral identity as George's father is open to question. This
‘ identlity proﬁlcm is not resolved in the play texts, where the

slain man ic prosented as having both characteristics, with
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no apparent contradiction. The lack of contradiction reflects the
ritualistic nature of the plays. Their action is not a portrayal

of a slice of 1ife, but a set of rather abstract deeds, baged on
previous historical deeds of a similar nature and believed to have
practical maglcal effectiveness. The identity as stranger is consistent
with capture of a foreign tyrant and exogamous marrliage of the
capturer to the tyrant's daughter. Such capture seems to have been
present in some sarly ceremoniestEhe father and son relationship
HQy be ceremonial rather than actual, resulting from succession in
the office of kingship. In Thal classical dranszzhe identity problem
1s easlly solved, in that the victim 1s the victor's father-in-law,
not biological father. -

At Overton, Hampshire, Father Christmas laments the loass of

sleven child;en and calls for a doctor to cure two slain sons.

The systematic loss of children is a common feature in another play
context, where it is used to justify the taking of a collection.
Brodsj;ugsests that the " folk figure of the diminishing sons "

is very likel; connected to the loss of the monthe of the year.
Such a pattern would follow that of the seven to nine attendants
.in the.processions of old octennial feativalif‘

The sBame Overton play that has reference to eleven sons also

‘haa King George entering with his whole tribes and Britons by his
sides. He is rather unusually announced as the hero, whose tribe
i®s his noble train. The accompaniment of a ritual hero by male
figures who are essenpially lessor shadowings of him has been

described by)Jané Harrison in her analysis of the
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Do
« The hero is

]

structure of Lhe ;oung warricr-delity, Zeur

L

a cvoumunal wrojoction of the idcol of male bchaviour. His
followers, Harrison's " daimones " , arc less perfect
rmbodim-onts of the some ideal. L
The Overton nitay also has repeated sleyings.vThere'may
be some significance Lo the fact Lthat George's followers
appc;r here in . text which has both such slayings and systcmatic
loss of a least two children in Lhenm.
The play has anothcer male leader in the figure of
Twing=-Twang, the recruiting sergeant; who is morc prominent .
in wooing plays, where he has more elaborate roles. Hisg

presence suggests that a male military leader may once have 1

been central to Lhe hero-combats. It reinforces political
aspects of the ritual. The Overton Twing-Tweng is the last
of the ritual victims killed by King George, who then & :
laments the killing, announcing " All hear I sits on that

is his. " This surgests he may be claiming Twing-Twang's

throne, or power and possessions. Transfer of political power

- . from one group of men to another has been secn to be a common

b

feature of early ceremﬂnies. The announcement is followed

g ‘ hy a request for offeripgs, which in this context are
[ suggestive of taxes, sibce transfer of power may mean conquest

of citizens as well. In'his lament for Twing-Twang's death,

. \ .
King George refers to him as his poor, 0ld Fother, Abraham Brown,

indiecating a father and son relationship between victim and

1 . ?

) conquerors \
» SR
\‘ :
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Twing-Twang hac earlier introduced himsclf us both
head-man of a press gang and little Johnny Jack,who carries
his wife and family on his back. The identity as leader o;clpress
gang is one frequently assumed, particularly in wooing playse.
Little Johnny Jack usually appears as a scparate play figure,
whose significance will be considered later. His identification

here with Twing-Twang constitutes a union between the figures of

an aging married man and an older military leader, jceremonially
killed by a younger king. Such unity is in keeping with the
play's ritual naturc, for the early king is also a potentate
whose power to produce children may be, as it is In the case
of the king of the Shillusz'one of the bases for his
continuance in office, Annual ccremonies require the death of
0ld potentates and their replacement by ncw onest

In hero-combat texts from Ovingdean,Suscex; Romsey,Hants;
and Netley Abbey, Twing Twang is a press gang leader. He may
boast, as is conslstent with his rank, that he is " best man
of them a1l " . He doés not, however, engage in combate

Occasionally a minor figure may fight on behalf of one of
the major combatants. Little John fighte foat Robin Hood and
at Shipton-under-Wychwood is killélly while at Kempsford he

defeats Arthur Abland., In Yorkshire and Derbyshire tho King of

Egypt 18 defended by Hector, who fights and is wounded, but
pot alain. Hector is on several octcasions replaced by Sambo,
who vows bravery, then excuses himself on the grounds that his

gword point is broken., This irresponsibility lends a comic nature
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t; his loyalty, and as such is somewhat suggestive of the
behaviour of Jack Finney, the doctor's assistent in cure
scquencess

In a brief Lext from Clayworth,Nottinghamshire, Beelzebub
does not bhoast of valour, but simply asks ™ Don't you think I'm
a nice old man ? " . The rather ilnnocent question is disputed
by King George, the men fight, and Beelzebub falls.

. Where the dragon appears as a combatant he 1ls more frightful
and more predatory than most other fighters. Unlike thelrs,his
boasts more obviously invoke fear than humor. The object of
his attack i1s the food his victims will provide. His predatory
nature 1s reflected in the Giant who cnters at the end of a
Bovey Traéey per formances, £hroatening to tear the flesh
" from off thy nose " . The nose has a common phallic
significance, particularly in Elizabethan comedy. It may be
related here not merely to predation, but to some more gensral
masculine practice. Circumcision, in which the foreskin is torn
from the penis, ise suggested, "

At Devon, Father Christmas is one of the multiple victims of
St. George's attacks. He differs from other wictims in that,
unlike them, he cannot rise after taking a dose of the doctor's
medicine. He does so only with the aid of his wife, Dame Dorothy.

Three Dorsetshire texts have multiple slayings with standard
blustering - victims, These are followed by a final " combat ™ in
which 01d Bet is the victim of onslaughts by her husband, Father

Christmas, also known as Jans.. Bet and Jan argue over the preferred

27.

method of cooking a jJack-hare Jan has caught while huntings, One text
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also has an argument over a quld of baccy Jan thinks 0l1d . .
Bet is hiding from him and this is the central quarrel from f?
which the death results. The stealing wvaguely suggests the

crimes for which sword dance victims are executed. The Jack-

hare dispute occurs later in this text, after the doctor's

cukg of 01d Bet. It 1is resolved not by death, but by

win it. Itemg carried by the side find an echo in the Overton ‘

play mentioned earlier, ere King George has not his weapons,

but his " whole tribes and tons " by his sidese. Calling b

the combat a game suggests the mpic Games and their

derivation from ceremonies similar those underlying

27

mumpers® play performsnces. It is also r
28.

'nonsense of the Feast of Fools, a feast on o

1iscent of the

occasion giveﬁ as
the title of the play's activities. On another occasion the actors
are introduced am a "lpaCk o' fulesa " . The game referred to is

a military one, again emphasizing the political nature of

cosbat ritual.

Several texts have, in addition to their central combat or
combats, arrangements made for another c7lba§ to be fought at a
later time, in a‘different place. The arrangements usually
include one of the combatants boasting that he will defeat
his opponent with a few men, though the lat;er be accoampanied

by a multitude. The boast is reminiscent of the " Seven Against
Thebes " myth and may indicate a ritual origin of it. Small, well




organized armics have ¢ rtainly proven capable of defeating

more numcrous, Lhough poorly organized ones: The central coneern

of the boast is Lhat of military organization rather than bravery.

Combat arrangoments may be made for cither a second fight between

central play combatants, or for a fight betwcen minor combatants,

Bargaining over place and hour is common, At Highnamynear

Gloucester, the arrangements are between the Valiant Soldier

and the Turkish Kpnight, who suggests that his opponent hide

himself in a holy bush. Concealment in such a bush may constitute

a magical parlicipation in a vegetation deity. The " Seven Against

Thebes " theme is present at Highnam in a boast by the Valiant

Soldier. He claims that only he and seven others fought and killed

eleven score of marching men, " men of war " . Barlier, Billy

Whittle has gsked for room on the grounds that after him come

" men so cruel,marching men,men-of.war % , These men appear to be

the actors in gencral. What is suggested here is again that

militéfy organization ig of significance to the combat action

of the play. The cruel mafching men are not so much individual

soldiers as they are a stereotype of appropriate behaviour,

possibly equivalent to that invoked in the form of the Greek s

Kod}os and his attendantsfgﬁ
Ancient ocgtennial rituals include the destruction of real

or'imitation dwellings of a tyrant or king, Thqre are two

roferences to similar destruction in the hero-combat texts

gxamined. The Highnam play considered above ha# one of these, in

a vaunt made by the conguering Valiant "Soldier to the Turkish

Knight‘who is his victim. The Turkish Knight 1s asked to



" gtand and behold " his 0ld house. This is the only reference
in the texts studied to the victim's possessing a house. The
reason the Valiant Soldier calls attention to it could be his
intention to destroy it. . N

The peculiar figure of 0ld Dives algo seems to bear some
relationship to house desérnction. Though this character never
actually appears in any play, he is repeatédly referred to in
speeches which introduce play activities. Along with the king and
the doctor he is referred to as one of the three major play actors.
He may well be the third play figure who is generally of ééntral
significance, that is, the victim. 0ld Dives i3 a miser, a
figure. familiar to classical comedy. He either lends or refuses
to lend gold, and if’he lends it comes to poverty, a condition
in keeping with the transfer of his power to a new ging. Such A
transfer has been seen to be a prominent feature of the early
octennlal festivals. The relationship whichﬁOld Dives iay bear to
house destruction may be found in the fact éhat the word dive is
still a colloquial expression for a decrepit or disreputable
building, particularly a public one. The Oxford English Dictionary
defines it as an illégal drinking-den, or other disreputable place
of resort, often sftuated in a cellar,basement, or other half-
concealed place, into which frequenters may " dive " without
- obgervation. The old king may once have been magically identified
with his old,h9uné, as possessions wéfe generally believed to be
maglically connected to their owners. Upon the #ing's .loss of power
with age both he and his house may have become disreputable.

-
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Sword dancr prosentations uru~1lly takec the form of long

- r)!

nnrrative speeches. The introduction of the tcam of male
dqncers who will form tlie lock may also be congidered as
part of Fhese pregentations.

At Gainford, Llhe clowm's opening song, and the introductory
qpoochcs of the dancers, are all sung to the children's tune
of "™ Nuts and May " « This tune is also fdﬁﬁﬁ in children's
games and iIn May-day ccreﬁonios. Sword dancegc are performed
out of doors and may have once begen May ccremonies as well as J |
Chrirstmas ones.. The nuts of the " Nuts and May « may be Nuts * . :
or Locks of swordilés vell as aqtual nuts from lrees.

The Gainford pléy beging with the brief nonsense instruction
.to crack a bottle, for " that fellow " has had no supper this
morning or breakfast last.nighé. The order may be some form
of signal to bégin feasting after fast. As such, the cracking
of the bottle would resemble the jar-opening of the ancient
Antheste?ioiz: on }hc first day of which winc-jars were
opened. The topsy-turvy humour of the order ic of the
variely to be cxamined more fully later, in connection with
trips to an»eaﬁ%hly paradise of prepared foode The introduction
appears more related to feasting or marriage than to combate
Such humour is also-fouﬂd in the third section of -ithe
Ampleforth play, when the clown sings at tHe king's insistence

that he do 5o or lose his head. Here it is used as a response to

a. threatening and potentiallﬂ combat situation. To the grqat

annoyance of the king, the clown sings both his songs incorroctly.

-
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The king finally corrccts thc second song himself. The
meaning of both songs is cssentially lost to modern understandinge.
Onc laments the difficultics of being merry and wisee The
second is a love song about murder. ‘

At Revesby, lhe actors come over the mire and moss, as do
the wooing play ploughboys to be considered later. They are
introduced by lho fool as brave, Jjovial lads, come for bread

and becr. They dance a Hobby Horse who, along with a Dragon

and a Wild Worm, cnters at the beginning of the performance,
He and the fool fiéht about the room and Chamberé3g;scribes
this fighting as a combate He also sees the dragon as perhaps
identical to the Wilé Worm, on the grounds that though it is
clear the Wild Worm cnters, it is not clear that a separate
Dragon doess The Wild Worm may also bc a manifestation of
the early serpcnt god?“v

The Ampleforth and Greatham plays begin with “long
ihtroductory spceches, by the kin; and by Rentom Tom
respectively, in which room is requested for the actors
who ;re about to enter. Rantom Tom, a clown, ends his speech

with a boast and a strike at the air with his sword. The

king introduces his jovial lads who are woolng bound. He

has no boasts Rantom Tom introduces his bonny lads and also
recounts the severity of the anonymous master who has sent him..
If this master finds his instructions not carried out, he will

thrash Tom thoroughly. The king has no mastere.

Al

L n adem A B



In contrast to the general introduction of actors described
above, the male dancers who form the sword dance lock are
usually introduced individually as members of a team. The
number of dancers %n a team varies frém five to eight. Ampleforth
and early Sleightsjggrformances have two dancing teamse

At Gainford, the dancers arc introduced by the king, who is

one of them, as six clever lads who have never danced before,

Besides himsclf, they include a spark from France, Mr. Bold,

Mres Wild, 'a Prince of noble famec, and a squire's son. The king ° '

[y

is himself introduced by the clown who is about to be exccuted,
At Greatham, the king is iniroduced by one of his sons,
Mr. Stout. He then calls on all iis men, in the order of Mr. Sparks,
Mr. Stout, the Squire's Son ( also Mr. Wild ) , and the Prince
of ngle Famce. The Princc of Noble Fame says he is the las{
dancer, but Rantom Tom, the first clown, denies ghia, claiming
that position for himself. A second.clown, True Blue, who will

later be executed, then enters, having clean forgotten he was

onc of the crewe. The wictim's membership in the team is
appropriately tenuous. ,

At Revesby, the fool calls on the " team " of hia five sons,
Pickle Herring, Blue Britches, Ginger Britches, Pepper Britches
and Mr. Allspice.

/,Ampleforth's double set of teams is called on by the clown
wﬁo is specifically not this play's victim. One team consists
~of King Henryy his genceral Proga%lus, a gentleman from Cork,
Hickman, Jerry and little Diana. There is no indication Qhether

Diana is male or female., Usuamlly the teams are entirely male.

33
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This team has fought against Napoleon and sent him to St. Helenaa
The second team consists of a handsowme young man, a bashful
youth, a spanking lad whose father is a Squire, a raklsh youth,
and a brave young man who also fought at Waterloo. The
introductions of tlic two teams are followed by the playing of
" Ttaud Wife of Coverdill M y a tune reporteg6;s a favorite for
sword dance ceremoniess  The tune accompanies a communal dance
which ends in Lhe killing of an anonymous mane

The lock is present as vaesby, Greatham, and Gainford,
County Durhame It does not appear at Ampleforth, which has
merely a killing at the end of " the dance " referred to abovs.
Neither this dance nor the killing is further describede. The R
identity of the victim remains unclear throughout the play,
though he is specifically not the clown, Swinc-stealing, &
crime of which Lhe executed victim is of@en accuged, is present
at Ampleforth, but the clown accuses the king of it. The
accusafion docs not lead to execution, but merely to the king é?
trying to knock the clown about with his sword. The interlude
of comic singing described earlier followse. The king invites
his young men to try their raplers on thé clown. They rattle
thelyr awords but do not perform an oxecution. This trying of

rapicrs may be a form of military initiation. It occurs in

other sword dance plays and gencrally precedes the formation
of the lock and execution,.

@Gainford has a simple lock and a clown as victim. The clown

!' is Captain Tom, who describes his dress in a formula vaguely .
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: @ like Lhe iron and steel boasts of hero-combet victims, though
} ';Iifxﬁi,/ it mixes psychologi;al qualities with ciothing in an unusual
: | manncr. Tomés waistcoat and coat are of mohair, his breeches
of standoff and his stockings and shoecs of refuse. At the end
of his boast, the dancers dance round him and place their

swvorde round his neck. They draw them and he falls. The king

-

announces that " Our Hector " ig dead. Early in the play, in £he
midst of the introduction of dancers,Captain Tom insults the
Jking by accusing him of swine stealing. He is threatened with
hanging as a result, but several other actions occur before
the executlon is carried out.

At Greatham, o clown who ig also both Hector and True Blue
15 executed by mecans of the lock, apparently as a punishment
for sheecp stealings. He initially insults the king by accusing
him of swine stealing and the king rctaliates by leading the
dancers in the clown's ™ trial " , or execution, for sheep.
stealing. Thesc mutual insults resemble tho boasts of valour
which precede hero-combat glayings. One purpose of both forms
of vaunt 1s to increase aggression, from which death results
as a logical conclusione As at Ampleforth, the king invites
his young men to try their rapiars on the clown. The danccers
make the lock ahout the clown looselye. He asks time to say

his prayers, is piven it, and proceeds to recite his will,

which will be discussed in more detail under Lhe play function
of cure, When the will is finished, the lock is tightened

round the clown's neck, the dancers draw their swords, and
¢
¥

‘he falls down dead.
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The Revesby locl.,, formed with swords in the usual fachion, is

also a fine large looking glass or mirror, a feat thing and a
very pretty thing, Though no cxecution ever occurs in this text,
the lock is fgrmod nﬁveral times, nﬁd the fool repeatedly told
he must die. The reason for this is notqtheft, but something
closer to stupidity. It is to be found in an extensive conflict
between ihe fool and his oldest son, Pickle Herring. « The object
of this conflict is the glass or lock itself. It seems the fool.

»
doesn't takc the glass seriously enough. He even has tolbettdld

what it is, n fIne large looking glass. Pickle Herring argues
thal as hig father is older than him he should be the one to
know most“about the rlass, but thoe fool disputes this.He looks
through a small hole in the glass and cces a fool resembling
Pickle Herring. Bul Pickle Herring replies that this is merely
tho fool's own face in the glass. The fool cxcuses his/ﬁistake.
Whose refleclion actually does appear is not finally resolved,
and possibly this wag the original intention, particularly 4if
the Lwo men aro successors to the same office, as are the ritual
victim and victor. ,

The central conflict develops ac the fool asks Pickle Herring

how much he paid for the glass. Inslsting he could have gotten

‘a better bargain, he attempts to prove Pickle Herring's

foolishnesse To do this, he flings the glass on the floor and
jumps on it, with the riesult that each dancer withdraws his own .
sword, This angers Pic&le Horring, who'fakes the fool by the
collar and informs him of the group's intention to cut off his

head.. The fool appears to have lost his senses, or at least a
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sense of what is important to the rroup. While, becausc of his
age and cxperience, he ma& well have gotten a better bargain
than Pickle Herring, he has quite forgotten what Lhe object
of his purchasc, the pglass itsclf, is. His condemnation of
Pickle Horring, who understands--the glass quite well and values
it, is inappropriate. The deslruction of the glass is clearly
the fool's most serious offences. It triggers the destruction
of the communal action\hy means of which the plasc was formede
The swords become unlinked and the community of dancers -
separates into a number of isolated individuals. The fool
appears Lo have lost any sencse of how to be a leader. His action
serves to fragment the community rather than bind ite It is at
this point thal Pickle Herring begins to assert his responsibility
. "to follow his father in officc.

| The linlked s§ords are twice placed round Lhe fool's heads On
the first occasion he falls on the floor, but rises to his knees
as Picklo Herging stamps his foot. Hc asks for another " squeak‘"
’for his 1life, and is told he may have many. The lock is placed
round his neck again. Pickle Herriné telle him he must die and
he begins to recite his wille The dancers walk round him with
their swords in their hands, as Pickle Herring stamps his foot.
The fool requests one of Piékle Herring's best songs, and all .
five sons then sing to him of how they will kill him for his
ectates He falls and theoy sing .of how they have killed him, but
he risces againy, saying they are mistakcen and call:{ng for a dance.

The manner of this revival suggests certain wooing play cures,

to be conzidored htet. The d.mxcllr‘ 8 & wooing sec}nenca and
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neither the plass nor threats of excculion have any further
.appearance in the nlaye. i

In none of the four sword dance nlays coxamined is the lock
used for hoisting aloft as in Cowte's German dances.

At Revesby, nonscense humour occurs in the fool's complaint,
wilh swords round hic neck, of bthe ungratefulness of his
chitdren. The 'ecarning ingtitutsons in which his children have
becn cducated have nonscense names, Coxcomb Colledge and the
Unaversily of Logporheads. The fool hns himself nonsensically
examin~d hins children ™ one by onc, altogether for shortness.™

At Amplcforth and Gainford, ~uilt for the sword dance
axeculion i systematically determined. Such guilt-assignment
is 2lso a common feature of the early Greek Bouphonia?7;here
an axe is cventually declared responcible. At Ampleforth, guilt
is eventually accepted by Lho lking, thé other dancers having

all absolved themselves from it. It is passed fragm the first

danccr to the gecond to the third snd to the fourth, who claims.

his ~yes werc shut when the man fell. The fifth’dancer disputes
the truth of this and the sixth claims the king is responsible.
The kihg Qdmits puilt rather nobly. Gainford has a similar
pullt-assirnmoent pattern, bg} here the blame ic accepted by
the fifth dancer. There ig no sixth dancer. Blame is accepted
matter-of-factly, on grounds of being last, and then pardon
1ls asked of the king.

At Ampleforth and at Gainford, the king and the clown Jead
up to accusations of swine stealing with boasts which include

the clown's wish'tg see~the Iking dance. This wlsh appears

L
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somewhat outrageous to the kinge The Ampleforth clown is clown

of v Fhls noble Loqn W, sugpesting that " clovnship " may be a
form of political officc. The Gainford clown is ragged.

The iron and slecel boast of the hero-combat victim occurs
at Ampleforth, where it is by the clown. A vaguely similar
boast has been scen to occur at Gainford, wherc it belongs to
the clown and precedes hisc execution. Thero is again reference
to articles of clothing. Greatham has a boast which is almost
a repetition of Lhe Gainford one. At Revesby, a related formula
occurs in ‘the song by the fpol's sons about how they will kill
their father for his cstates Here it is the fool's bracelet, not
his body, which is of iron/and steel. This bracelet could’be the
-lock or glass of the playe

Sword dancc exccutions appear %o involve morre local conflicts
than do hcoro-combatse They ‘are more concerned with punishment \

‘'of real or assumed crimes than they are with military organization
| A

s

and conqu%st.
}

The woolng play combat .resembles hero-combats. Five of the

six wooing| plays examined in this study have combats which

result in 4 slaying. The sixth rlay, one of two from Bassingham,
has merely the appearance of Saint George, who boasts but does
not fight anybody. The fqol repeats Saint George's final boast,
indicating self as victime

A second Bassingham play has almost identical boasts and
Trepetition by the fool, but here.tﬁgse are follolad‘by a fight
in which tpe food falls. At Kirmington, the recruiting serg;gnt

L3

knockd down the IQQ?an Kinge At Clayworth, the gergeant kills

old Eezum-Squeezum, \a character quite similar to Beslzebub,
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who will be congidcred more fully later, At Jerusalgm, a
similar Eezum Squceczum clouts and-knocks dowvn Ribboner, who
has thc iron and steel boast familiar to the hero-combat victime
At Bulby, Beelzcbub knocks down and kills 01d Jane, who also
has the dron and stcel boast. In other wooing plays, Jane 1s
often threcatencd with death if she refuses Lo stop annoying
the fool with claime that he is fathef of her bastard baby.

Wooing combats appear Lo be of lesser significance than
are hero-combatse Therc 1s no father and son relationship
between victim and victor, and no foreign identity for the
fallen man, Military organiéation is, however, prominent, in
the appcarance of the recruiting sergeant with his cnlistment
orders.

The actors are introduced by the fool or clown as boys
and girls, or pretty boxg\?nd cirlse.

In one of’the Bassingham plays, initial wooinge of the lady are
by a % team " of suitors, the Eldest Son, the Farming Man, and
a Lawyer. B

At Kirmington, where the recruiting sergeant is present,
the lady cnters with a speech about how her lover has left her
to enlist as a soldier. A similaf speech is present in all
wooing plays in which the sergeant apﬁears. Paradoxically,
the sergeant may also offer the favors of woﬁen as one of the
rewards for enlistment.
’ The Kirmington lady is wooed by the sergeant, who offers her
riches but As refused on the grounds that all she ants is a '

nice young man.




At Jerusalem the (ocruiting gsorgeont and Lhe lady's specch

about opposition betucen love and war reappear, but here the
lover has not already cenlisted. He will enlist if the lady
refuses hime. The reccruiting sergeant does not woo the lady.
The fool is her only osuccessful sultor.

Clayworth also has a recruiting sergeant and a lady, who is
apain faced with the choice of either marrying or having her
lover lecave her. Therc is again a brief successful wooing by
the clovn, and this results in a decision to wed the next day.
Again, the rocrulting scrgeant does not engage in woolnge

At Bulby, an unidentificd character, who seems to be the
lady, cnters and talks of how her lover will enlist 1if she
doesn't marry hime There is no wooinge A lengthy Dame Jane
sequence follows.
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A manuccript of a wooing play, owned by Professor Baskervill,
is entitled W Recruitiqg Seréoant " , Here, untypically, the

lover is finally scorned by his lady as a " looby " and fellows the

. sergeant's advice to enlist,

At Bulby, the recruiting sergeant has orders from the King.
At Clayworth and Jerusalem they arce orders from the queen. At
Kirmington he is hils own aéent. The orders, or intentiqns, are
to " 1ist " , or at Bulby " test ",all men who follow horse cart
or plough, and also tinkers, tailors, ‘soldiers, sailors or
aimost any men engaged in a trade or occupation. In some cases,
the listing appears related to the attainment of some form of
office. The fool or clown may state an inclination to march

away to the sergeant's music, possibly as a recruit. The sergeant
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may himself thrcaten to march avay if the fool doesn't dance,
sing or nlay for him. The sergeant may daﬁco to o fiddle. At
Kirmington he has come to sce a fool dance, while at Jerusalem
the fool has come to gee him dancee At Kirmington, the fool
sings for the sergeant, but performs badly and is rebuffed,
Interludes between the sergeant and the fool precede cither
n

the wboing or, at Kirmington, the combat. The Bulby sergeant
promises young men certain rewards for enlisting. These are
hats decked with ribbons and a pretty fair maide The Kirmington
sergeant is laader of the boys and girls he announcese

Bulby has a Farmer's Boy 4 who follows the entrance of the
sergeant and boasts of his ability to control horses, apparently
for ploughing purvosese. Clayworth has both a Farmer's Boy and
a Ploughboy, both of whom follow the sergeant's entrance. The
Farmer's Boy bids the clowvn not to march away to the sergeant's
music, but to wait for the appearance of the ladye. To do this
he uses the expression " vwoa " , which, at Bulby and eclsewhere,
i1s used with horses. The Ploughboy calls himself ' the Farmer's
Man " . He has come to plough the land and like the Bulby
Farmer's Boy, he boasts of controlling his horses for this
purpose.

The actors as a grouﬁ are poor plough boys, poor ploughlads,
or country plough ladss They plough through mud and mire, at

Clayworth for little wags.



B. Curc,

The hero-combat is usually follownd by 2 short laﬁent, which
is placed with the cure as a transition site, cince it assists
trasfer frow death to re-birth. Harrisoggaescribes the ritual
lament as a threnos, or clash of contradictory emotions, the
death of the old being also Lhe triumph af the news Though it
may be articulated by a single individual, it is a response of
the gencral community of actors. The hero-combat lament consists
of a reproach, an apology, and a call for the doctor. Someone,
often Father Christmas or the presenter, reproaches the victor
for having slain his victim. The victor then apologizes for
his deed, or justifics it on the grounds of having been.
challenged, In some Scottish playsuzie conqueror attempts %o
throw blame on a bystander, suggesting the puilt-assignment
practices, considered earlier, of sword dance plays. The king
who accepts guilt in the Ampleforth sword dance does so with
a lament for both having slain the victim and caused war.

The presenter, or occasionally one of the other play
characters, calls for a doctor to cure the falloﬁ mane. The
victim is frequentl:;'r now identificd as the’ lamenter's son.

The victor may call for Lhe doctor after Iirét boasting of
his conquest to the community. In wooing plays the caller is
ofteon the clown or fool, who may be the prescenter as well.
In some wooing plays there is bidding for the doctor at this
point, the lamenter offering money for him to come and the
conqueror matching hisg amoun%i/nith offers to keep away.

Frequently there is no reproach or apology but merely the call.

\
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more bizarre methods appear.
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The hero-combat lament i followed by ‘a cure which occurs
almost universally. It is usually effccted by a comic doctor
and takeg the form of either tooth-pulling, the adminlstration

i
of medicaments, or a combination-of the two methods. On occasion

-

~
1

In a text from Berkshire and in one from Burghclere,
Hampshire, the final cure is not by the doctor but by his
assistant, Jack Viney. The doctor hag already cured wounds,
but refuses to restore the dead victim to life. To prove his
owvn curing abilities, Jack offers a characteristic magpie
boast. He cures by means of medicine and by tooth-pulling
as well, though” less frequently.

The chtor is almost universally present. He 1s frequently
simply the doctor, though he may be Dr. Good, Dr. Lamb,

Dr. Hero or Dr. Browne Occaslonally he may have more

complicated titless. In sword dance plays his name 1s |

generally given in a long nonsensge formulay which includes

his frequent identity as the son of-a seventh son or a peréon

of similar ancestry. Such persons were believad by folk

tradition to possess special powers?l'fhe doctor oftem resents

the title of quack, though he may sometimes agrec to itfait
Heptonstall, Yorkshire he is the great head and little wit )

A
who will he discussed more fully later. -

Upon enteriﬂg the play, the doctor engages in conversagzsh
3 B . = 1
with at X;aat ong other -character, frequontly the presenter.
He is led to defend his abilities through tales of his travels

and skillg, end is o%ferbd‘a fee, which is frequently not
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accepted without a certain cmount of hagpling. It is occasionally
settled al Lhe caller's initial offer. In some wooing plays
the doctor i1s bidd Jor as has been described carlier.

With respect Lo his fee, the doctor may be generous or

2

grasping. Bargnining is frequentily elaborgte and accompanied
by threats 4o leave if.his amounts arcn't agrced to. The feo
may include a bottle of wine, or food for thc’ddctor's horse.
The doctor's Lravels are to a variety of forcign lands, *
frequently France, Spain, Italy and Sicily. Either he or
Jack Finncy may have journeyed t¢ an earthly paradise of
prepared food, to be considered more fully under the play
function of marripge. Shorter nonsense journdys, such as one
from bedside to fireside and from fireside to my mother's ¥

h e
cupboard, are commone Repudiation of the charge of quack may

;
k
)

take the form of a list of travels, which provides the
necessary qualifications. Curc boasts may include a list
of curable diseases, or descriptions of spectacular cures. -
The list of diseases includes sucﬁ nonsensical complaints
as itchy pitchy polsh of a'golsh, and the hipigo limpigo
no go at altf.More familiar items, such as rheumatism and
corns, aiso appears

Several texts boas£ the ayility to revive a woman dead
geven. years, or to render am old toothlegs woman youné. Seven
'years has been seen to bo the period between some early octennial
ceremonios. A Cumbrian text has a vaguer boast, about making

k4

an ugly, dirty brute fitting to pass by. The brute is female..

A Berkshire performance combines the dead woman with the toothless

¥
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theme, making the presonce of a tooth necessary to the cure.

Y

The significance of the tqoth as'an agent of marical revival
will RJe considered later. A Dorsetshire text boasts the ability
to render a dead woman not only alive, but able to bear a twin,
Fértility is clearly an object of this cure.Power over young
women,'animals, birds and the devil may also be claimed.

The most frequently\occuring boast of an nnimal cure is .
that of a magpie or Jackdaw with a tooth-ache. It usually
belongs to thé doctor's man Ja;k, of whom it has been seen

to be characteristice The cure is nonseénsical, consisting of

the instructions to but the mapgpie's yud off and throw his body
in the ditch. Yud appears to m;an head, aﬁd the cure suggests
decapitation and burial, sometimes the fate of play victims

as well. &he cure's nonsense format explains why Chambers
describes it as the magpie W jokeug:, but its original
slgnificance, as is tho cace with most magic, may+have been

as serious as it was comice. Early weather deities are known

46 «
to have bird forma.

Power over devils or similar figures is frequently claimed..
In Staffordshire the devilg are replaced by their earlier
mythological counterparts, serpents. Rugby has a mere vague.
someboddy, whom the doctor promises to fetch out of the sglain
‘man. .
Tooth-pulling is one of the more frgquent methods by which
the fallen victim is actually cured. It generally involves :

Jatk Finney as either medical aesistaﬁt or herse~boy. He

¢ brings the instrumonte and may help with the pull, He has

s
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‘Oxfordshire Jack has a bladder from the old hurdy gurdy gee of

been scon to occagionally effect the cure himseclf upon the
doctor!s hesitation to do soe. He generally resents being
addressed as Jack, preferring the title of Mr. Finney. At
Lower Hcyford, Oxfordshire he is also great head and little
wit, who often has an independent play uppearance as a
musiciane. He plays a Lin whistle, on which he accohganies‘

the sinpging and dancing of the group. At Waterstock,

a hog his father has killeds He appears quite attached to this,
for when asked if he will sell it he answers noyg gince he and
old bladder have had many battles together. Hurdy gurdy is a
term now commonly used to describe a musical instrusment,rather
than a hog's anatomye. Jack's speech suggests his bladder may
also be an instrument of battle, and there is evidence that

the same instruments may once have served both military and
musical purposes?7'Waterstodk!B Jack may be a military

musician, somcwhat suggestive of the recruiting sergeant

of wooing plays. Chambefs ;uggests that Jack Finncy may be related
to the Johnny Funny and similar characters whose function in the
plays is to cqllect money ( possibly taxes ). He also indicates

a similar relationship to the Humpty Jack and related characters

who appear in play texts with wife and family on thelr backs.

Thelr general’significance will be considered lator, under
the ritual fun;tion of marriage. At Chesterfield, Fat Jack,
with his wife and family, replaces Jack Finney in the cure.

The tooth dravm may be a horsge's or other animal's. The

horse tooth occurs at Icomb, Drayton and in Berkshire.



Weston~-sub-Edge has a ;olf's tooth, though\John Finncey
organizes a team of actors as horses to pull it, At Icomb,&
Highnam and Longborough the t&bth rasembles onc of an
elephant. At Longborough it is also like a camel's tooth,
Pillerton,Warwickshire has a donkey's tooth and Hardwick
a cow's to;th. At Islip, Oxon there is a tooth as long as
a two-inch nail, with roots like a poplar tree., It is drawn
from Molly, Kinpg George's wife, who is also the presenter.
At thc cend of a communal dance she falls down and groans.
Her complaint is diagndsed as toothachee The manner of her ‘
fall suggests the Ampleforth sword dance killing, which also
follows a communal dance. Her groaning suggests labour pains.
Molly's cure 1s preceded by a more standard curc of the slain
Northumberland, by meang of a pill. In Re.S. Loomis! "™ modernized ™
hero—combat?g; plcce of brass is drawn from the mouth of
Mussolini. .

At Ilmington, Warwickshire, the £ooth is again drawn
from Molly. The pulling occurs betwsen the slaying and
revival of King George and may serve to assist the revival

in some way. King George remains on the ground after the
doctor has bid him rise, and it 1s at this point that Molly 4
[

pretends to cry and wants a teoth drawn. A team of four . ;

actors trios to pull the tooth, and all fall, Molly showing 4
her breeches unde} her petticoat. This exposure suggests ' %
. : 1

both bawdiness and the man-women figure. Molly's entrance

into the actlon concefning King George suggests some form ?




of unity betvogn male and female victims, perhaps similar
,?? that present in the biscxual deaths of the ancient
Thargclia?oéhis unity reappears in the Devon text in which
Father Christmas is revived with the help of hid wife,
Dame Dorothy. The team required to pull the tooth is
rominiscont of the team ¢f ™ horses " organized by Jack
Finney at Weston-sub-Edge.

Waterstock, Oxfordshire has a small tooth, with twangsl
enough Lo ruin any man. Jack refuses the doctor's sugpgestion
that he fry it for his supper, claiming the tooth has a
maggot in it. The suggestion of frying is varuely reminiscent
of the jack-hare dispute in the 0ld Bet plays, for in these
frylng is one of the contested éooking methods. Maggots
also appear in hero-combat puddings, made from a hog killed
by the actor's father or mother. Fat has dropped out of
these and maggots crawled into them. Their ritual cignificance
will bc consldered morc fully under the play function of
marriage,

Thg maéical slgnificance of tooth-pulling as a cure is an.
area which has not been investigated, though a certain line of
reasoning suggests the most likely possibilities. The purpose
of magical slayings, rcal or pretended, iz always that of
obtaining the desired mana, or other magical fubctance,
believed to inhabit the animal or human slaii..COmmunal
feasts, with magical eating of a slain victim's body, were

one way in which mana could be acquired. The victim's more

52 ,
durable parts, such as his teeth in this case: could be worn




close to the body a5 charms or ornamnonts Lo ensure more

perman~nt union.

The frequent conncction between tceth and women, along with
the nosgible obscenity ig one of the tooth-pullings from a
female, su,,ro:cts cnother association. The tooth-pullings may
originslly hove been in some way r;presontative of a birth,
and lhe onolorughts on the femalc equivalent Lo copulatione
Mimic birth oand intorcourse arc found in nome ceremonial

[ agr 4
practiccst‘Thc;tooth may have a phallic significance. Harrison
i . ' Slye
describes it ns‘a symbol and -upnosed vehicle of reincarnation.

Apart frow tooth-pulling, curc methods most frequently
invoive the swallowing of liquid medicine or pills, or the
external pplication of Jiguids. If th: cure does not involve
medicaments, these arce still often carried by the doctor, as

part of his standard cquipment,

The doctor's pills are allernately small p»pills, soft pills,

pillc out o~ ~ prolden box, tic tolurcne pills, Tic Doloureux Pills,

a grill, silver pills, a small box of pills colled the Junipers,

winple-pimple pills, Jupiter pills, virgin pills, the best Dutch

pills, and Scotch pills. At Waterstock, Oxfordshire, the pills and

liquid medicine together constitute a raming Bottel Bo:r of Pills.

Liquid medicine is most frequently elqcampanu?ia remedy well
known in ithce sevenleenth centﬁry. It is also elocome pain,
Elegant Paint, Hallecumb pain, champagne, Elegumpane, alicumpane
or helly com pain. Longer titles are oakham smokum altigam pain,

okum pokum drop, icum spicome spinto of Spain, hokum smokum
. ] . .
clicampane, hocus pocus pic and pin,ﬁim—cum~curum, hocum slocum
- #t’ a
¥
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aliquid spam and nixum naxim [ ixum praxum with i-cock-o'-lory..
The mcdicine moy also be hokey pokey, Hoxy Poxy, Hoxy Crpxy,
balsom, balssam, Jerusalem balsam, pepble liquid, gol@cn drops,
Golden Glostcr drops, golden foster drops, drip drop, a bottle
of Drops, galvanlc drops, Golden Slozenpger drope, frosty drops,
dicky whip, niyp nap and stuff in myﬁbottle that my grandmolher
}eft me 199 ye%ré. The liquid's totai formula may be given. An
.example is one pennyworth of pigeon's milk mixed with the blood
of a grasshopper and one drop of the blood of a dying donkey,
well shaken before takone.

Lower Hayford, Oxfordshire has some unugual medicamentse
Two pills are administered to the fallen man. The first of
these will go down his throat like a wheelbarrow, strike against
his heart like a pick-oxe, and come from him like a coac¢h and 3
four. The second is a turned up plbﬁghshare. These pills
suggest eccrtain wooing plays, to be considercd later, in which
the swallowing of a horse and cart ics diagnosed as thgvcéuse,
not the curey, of the victim's illse.

In a Dorsctshire play, 0ld Bet is cured by her husband, <
Father Chrlstmas, according to the doctor's instructions to
bleed her” in the eye vein. Father Christmas pgoes to Old Bet's

N

feetAnd then to hor head to bleed her fect. Bleeding ac a cure
,ié/also present in an Amploforth wooing play, whore it is applied
to a male victim and complements other techniques.

The Cambourne, Cornwall docto;‘pures the éurk oncoe with

helly com pain, but when a second cure is required ho feels

the Turk's foot for his pulse. He then shakes his head,

announcing that the Turk is dead. In an alternate ending to




the same play, Lhe docltor feels both the Turk's nose and his
big toe, bul finds no pulse. In neither ending is the Turk
revived. Feecling of the pulse is common in vooing play cures,
éo be considcred laler. In thege as wellyit is also often
questionable whethor ihe victim finally revives.

At Kempgford, Gloucestershire, cure is by means of a
bellows which an unidentified " Missug " hands to the doctor
from the fire place. Wiith it he blows into the mouth of the
victim, causinpg him to risce.

The rcvived)}ictim may have a spcech, which varies from
simple expressions of terror to lenpgthy descriptions, in one
instance quite poetic, of strange lands. Thesec lands may be
over or under the earth.

Expressions of shock follow some variation on the formula
" Oh horrible, terrible, the like was ngver seen,

A man drove out of seven senses into scventecns" 56+
Whose senscs undergo this increase is not made clear, but it
appears they are the victim's. The phenomenon is often deemed
miraculous-in that it has never been seen or done before, It
appears to be a magical accompaniment of the transformation
from death to new life.

Netley Abbey has no increase in thc number of senscs, but
it does have reference to a horrid floor, which appears to be
tho ground. This same pground is almo secn to save the victim,
£hrOUgh catching him as he falls.. The horrible is also
beneficlent. The identity of the ground as saviour suggests

the legend of Pantagruel, who though repeatedly slain on each

i’ 52.
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occasién rosc with naw life galucred from his mother, the earth.
As legond and myth are oftoﬂﬁthe cxplained content of ritual, J
Pantégrﬁel's revival may be analogous to the revival of the

ritual victim.

A Derbyshire text has two revivals, each accompanied by a
summoning trumpet. Increase in the numﬂcr of sensos is part of the
first revifal, but minsing from the secdnd one. Both victims
exit pointing the way down under. This indicates a land of the
dead which is under the ecarthe. ‘Reincarnation theoryszapports i
the‘existcnce of such an earthly paradisce Its appearance in
othof play contexts will be considered latoer. :

In direct contrast to the Derbyshire exdts is the journey

of an Irish victim, vho is half puffed and huddled in the sky.

o

Moons and stars have caused him to die. The land visited is
clearly celestial, A Newfoundland text unites both directions
through naming the devil as agent of a celestial frip. The.IBle
of Man provides an animal agent, a 1dttle devil of a rabbit,
for the uplift.

Y A Mylor play has elaboratd poetry, begun by the fallen
,Turkish Knight and continued by the victor, St. George. It
includes mention of Elyéiums, possibly the Greek Elysian
Fiolde that were resting plgces for dead heros. The land
described is one of splendid natural order, quite different
from the earthiy paradises, which are dominated by nonsense
humour and the abundance of prepared food.

Two separate paradises, earthly and celestlial, mdy have

been commone As in the Newfoundland text, they may also have

1}
A




been unitced.

Anothor unusual land is described by 0ld Bet in awDorsetshire
play. This is the land of Nod,which is also known in fairy-
tale as a land of slcep, especiﬁlly for children.As such,it
may have a female or earthly association. For Old Bet, it is
a barren place, whcre there's " devil man,nor dog, John " .
Dorsetshire's Father Christmas also hos a journey, to a
peaceful land where little birds build nests in old man's
beards. Both these lands may be eventual resting plgces for
the old married pair. Reports of visits @o them occur after
the revival of secveral play victims but before the final
attack by Father Christmas on 0ld Bete

Hero-combat cures may include thc performance of burial
rites or analogous ritual. Burial played an important role in
early scasonal ceremonies?838 feasting was one magical means of
preserving mana through taking it back into the community, so
burial was a mecans by which the mana‘of the dead man's bones
lived again in the crops for which they provided fertilizer.

A rather elaborate burial sequence occurs in an alternate
ending to the Cambourne, Cornwall hero~-combat. Eather'
Christmas organizes a procession in which two men take the
Turk's fcet and two take his arms. They carry him out to the
tune of a burial hymn. This hymn includes a rathcor nonsensical
reference to " 120 pound beef " , which will be discussed more
fully undér the play function of marriage and‘in connecbion

with a similar sword dance psalm.

In several less elaborate processions, a dead body is

i
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carried off in a hignly organized nmanncr, thoupsh burial is

not mentioned as its destiny. The carrying out of a dead body
was common Lo the Elizabethan‘stagg?.and it may also be related
to the ancient classic dictum that no horrendous cvents should
occur on clage. Such cvénts moy have once included the ritual
disposal of the slain pod through cooking?.burinl or other
means. In sword deonce ceremonies a man mby be borne aloft by
Lhe whole communitgf.and this bearing aloft has alternatoly
aspects of a burial procession and of a hero's triumph.

In a Cumbrian play, Prance George orders the removal of the
King of Epgypt's body. At Devon, Nelson's bpdy is carried outs ’
At Bovey Tracey, the actors carry ;ff the slain Turkish Knight.
In sword dancec pleys,burial of the slain victim 15 often
sugpestod, but urually abandoned ‘dn fovor of » cure..Carrying
out of & dead body does not 6ccur in any of the swofd darnce
plays cxaminced here., Neither is it present in the wooing play
toxts.

Other play figures related to burial nre thie Glants and their
equivalcents. These had a frequent appearancce in garly ceremonies,
where they were believed to be posgessed of the souls of dead
anCQstors?aéome to 11fe on festive occaslons. The Glant who
cnters at th; end of a Bovey Tracey performance has long teeth
and scurvy Jaws, resembling those of play dragongé'They also
resemble those of a dead man from vhom flecsh hns decayed or been

64e

eaten. The giants are earthmen, who rise from their undorground

homes to nttend seasonal ceremonles. The Bovey Tracey Glant comes

from " the Glant's rest " , posuibly the tribal burial ¢round 5r

(-
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some other land of the dcads A Cumbrian text has reference to
a gianfzzg/;J;pcoch'by Prince George. Again Llhere is a
rescmblance to the dragon, though in this case not through

his physical charactcristics, but through common identity

as an opponcent whomn George has already slain, thus proving

his valour. In this same play,reincarnation nay be represented
in Beelzebub's identity as 0ld Harry Sloan, known to everyone,
and placed in the‘cornficlds to flay away crows. Scarecrows,
familiar to us in their " rag-doll " construction from sticks
and clothes, had carly parallels in stuffed hid?s of animals
sacrificed to a doitg?.Their erection in the cornfields was
for magical as well as practical reasons, the hides being
believed to still possess the spirits of their former
inhabitants. These spirits both scared the crows and guarded
the young crops. Beelzebub's identification with the scare-
crow seems to indicate that it, like the decad ancestor or

god it once embodied; has come alive for this spec%al occasion.

\

Reincarnation may also serve to explain the mysterious

existence of 0ld Joe in an unlocated text recorded by Ivor Gatty.

Joe, one of Saucy Bet's many dead children, has & crumpled toe,
suggestive of an agent of fertility. While the other children
have all gone to heaven, .Joe's location is unknovmn, Some folk
say he is still with then.

In sword dance plays, the victim frequently has a will, in
which he may account for the disposal of both his possessions
and his bodily parts. Such a will occurs in the hero~comb§t of

Great Wolford, Warwickshire, where it is not by the victinm,

56.
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) but by a minor character, Fidler Wit. Fidler is also the
& musician Big Head and Little Wit. The will ends the performanca,

possibly as a song. The items granted are ﬁroperty of little
value, They are .not bequeathed, but recounted by Fidler as ' '
having been left to him by his father.

The Revesby sword dance play has mo killing or cure. The
Gainford play has two possible endings, each involving a
fairly simple cure. The doctor may merely bid the clown arise,
or he may give him medicine from a bottle. In the firat case
the clown gets up, saying he has been asleep but is now awake. 1
Like the fool at Reveabg?‘he calls for a dance. In both endinga |
there is haggling over the doctor's fee, with threats by him
to leave. In both, the doctor boasts of travels through
England, France and Spain. In the second ending he gives his
birthplace as " itty titty " , a nonsense land resembling
the hero-combat land of plenty., Itty titty has neither wood,
house, land nor city, but a wooden church with leather bells
and black puddings for bell ropes. These items are edible, as
are land of plenty hoﬁses, thatched with pancakes. The doctor
also givas his name in a long nonsensical formula, " hikh van,
low van tin tan tarravan tatten, leavy, high jany, low jany,
dead man's bones Pitch and tar, hog's tar, beeswax and hon;ycombs. "
The clowmn's illness 1s diagnosed as his having fallen upstairs
and broken his neck, but this is changed to :dowmstaira upon
the dootoi'a remark as to its stupidity..

At Greatham, the diagnosis and doctor's objectitng follow

thoass of Gainfdrd. The doctor again comes from Itty Titty,

¥
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which here also hus little dogs and cats runnimg about with
knives and forks stuck in their paws, shouting » God Save
the Queen " . These animals resemble similar pigs of the
hero-combat land of plenty. The doctor's travels include
rnonsense journeys from the fireside to the bedeide and to
the checse and bread cupboard. There are.also vague trips
far and near, and much at home. The ‘doctor pgives the clown
a drink of his medicine and then scours him over a?d over.
The clown rises and sings that he hac been sleeping but is
noty awake. He calls for a dange and for payment of the doctor.
The dance cnds the play. At one point in the curc sequence

the doctor is curlously addresscd as " Dame Doc%or " by the
king. This is the only instance I have found in which the
doctor has a female identity. It occurs in the king's
expression of incredulity at the doctor's accounts of some

fantastic cures.

The Ampleforth play has a complox curs, initiated by the

doctor but finglly effected by the clown. The doctor enters with

a horse, fdr which he requests food as‘ﬁart of his payment.,
The request is later abandoned in the haggling which occurs
over hls fee. This haggling is typical, with the doctor |
threatening to leave but being convinced to stay. The doctor's
travels are to fifty-~five kinpgdoms,much at home, and to

Itty Titty. He boasts tho ability to cure a variety of
diseases and conditions. His name is " IVan-Lovﬁn-tanaggn—

laddie, Seven Son of a new-born doctor. " He fools. the dedad

man's pulse, says it is raging, and pretends to give the man a
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pill. Conversation follows uni'l cventually the king comments

that the man is a long time coming Lo life. The doctor decides

P

to bleced the man, gives the King the man's arm to hold up, and
runs at ' ithem with his cword. The king falls and knocks his knee‘
cap off, and the doctor puts it right apain. He than bleeds the‘
.dead man. More conversation follows until the king repeats his
commont that the dead man is a long time coming to life. He then
takes his sword and pulls it down the man's middle. fhe man jgmps
up, saying thaﬁ he has been asleep but is now awakce. As at

hevesby and 'Gainford there is a call for a dance. The cure isk

somewhat surgical, suggesting a similarity in function between
slaying and operating. Feeling of the pulse wlll be seen to

be common in wooing plays, where cures generally have a
somewhat anatomical nature. The slpgén % God Save the King "
appears at the end of the doctor's description of his trip to
Itﬁy Titty. This slogan has been seen to be God Save the Queen
al Greatham and to be replaced in hero-combats by animals
requesting to be egten. In a plough performance from‘

Askham Richard it is " God Speed the Plough " . -

At Revesby, Greatham and Ampleforth, the clown gives his

will. The Ampleforth will is short and succeeds the death of

the victim,who is not the‘clown. It rcsembles a prayer rather .
than a bequeathal. No prOperty items are disposed of% but the

man's soul 1s dedicated to heaven and his bones to the churchyard.

A man holding the clown's sword will take the victim's wife and

bairns. This man may once have been the king or victor himself,

who often assumed, as a result of his political conquest,

responsibility for his victim's wife and children. At the end of
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his will the clown hands his sword to another mane.

. The Greatham will, recited by the clown as the swords are
placed round his neck, includes four specific bequests. Thegfe
are of both property items and parts of the victig's bodyf. The
bodily parts arc to be made into musical instruments. fgllowing
the bequeathals of the first two items, the actors.aﬁswer the
clown with "™ So I will, Dad " and " So will I Dad " , respectively.
A father and son relationship between the victim and the other
actors is thus indicated.

At Revesby, there are‘f}ve bequests, of animals, tq the
fool's five sons.These are }ollowcd by two extra bequésts, to
Pickle Herring and to the second son, of clothing. The
remaining thrcec sons are named as executors of the fool's
estate. The fool's soul is submitted to God, and his bones
to Mareham churchyard. The bequests are made ‘as the fool kneels
witﬂ the swords round his neck.

At Ampleforth and at Galnford, burial of the dead man is
suggested, but abandoned in favor of cure by the doctor. The
Greatham play merely has a cure with no suggested alternative.
Revesby has no killing, cure or burial, but the clown does e
engage Pickle Herring in a conversation about burial preferences.%%

At Ampleforth, the actors all kneel round the dead man as
the clown sings a burial " psalm " over him. This psalm is
factually a rather earthly tale about a King Henry who once”

14

ruled the land and.stole barloy meal withswhish to make &

1

pudding. The King, Queen and gentlemen all ate this puddingﬂ
-
The lines of the psalm are periodically repeated by the dead

-
.
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man's mourners. The psalm reappcars at Gsinford, where it is %
‘ ]
' merely a song sung upon the victim's vrevival. The rather ;
curious phenomrnon of food preparation being included in a %
burial cercmony has earlier beon found in the Cambourne, ) éi
Cornwall hero-combat, which announces " 120 pound beef " as :J

the place where the group will find a burial hymn. The Ampleforth |
pudding suggests the maggotty puddings of éome hero-combats.
An association between feasting and the victim's death may
be implied. The psalm ic followéd by the clown's will and then
by a decision to seck a cure rather than bury. Me doctor is
sent for so that the group as a whole may " escape a halter " .
P

They seem to fear sharing the fate o} the cxecuted man, if they
neglect to seek a cure for him. Such fear would be in keeg&ng
with the magical principle of contagion, whereby properties
of an object or a person are believed to easily spread to
near-by oncs,.

At Gainford, thec king suggests a private burial of the
clown, bul this is opposed by a second clown,who favors cailing

for a doctor. He is called for by the king.

At Revesby, the fool insisfs on deciding where he will

be buried. Pickle Herring asks where thig will be but in the

churchyard with ¢ther people, but the fool prefers Mr. Mirfin's

ale cellar, wherc he can drink when Lhey come to fill the quart.

«




The doctor and his curc are present in Lhe five wooing play

texts in which there is a slaying.The curc always involves
feeling of the pulse and there may be some disagreement as
to the part of the body in which it is located. On several
occasions the patient is diagnosed as having swallowed a
horse and cart. '

The doctor is called for and presents a list of curcs,
which is generally short. Specific examples of his skill are
present only at Bulby and Jerusalem, in both of which cases
an old Mrge. Cork from York is cured of a grazed shin after
having tumbled upstairs. Falling upstairs has beeon seen to
occur in.some sword dances, wherec 1t is diagnosed as the
victim's illnesse o

In all wooing texts but the Bulby one, the doctor lists’
his travels which,except at Jerusalem, include nonscense
journeys of the " fireside to bedside " varicty. These are
ghort, however, and the land of plenty does not appear. The
doctor does not haggle o;er his fec,but at Kirmington, Bulby
and Jerusalem he is bet for, as described earlicr. The caller
increascs his initial bid, arguing that the doctor must come

in a case like the present one. In one of the Bassingham plays

old Dame Jane calls for the doctor with an offer of five pounds,

which i1s not further discussed.
At Bassingham, the doctor feels the fool's pulse, gives

him medicine, and bids him rise, saying hc is not dead but in

a trance.

At Kirmington, the doctor feels the man's stomach for his




pulse. Thiu procedure is questioned by the fool, but validated
" by the doctor on Llic ;rounds that the stomach is the strongest
part of a non's body. The doctor announces thaw éhe fool is
not dead but in » ironce. He dingnoses hi: condition as that
of hoving swallowed a horse and cart, of whrch he can't get
rid of he whoels. Calling the fool Jock, he then bids him
Jump up and dance. Whether he does so or not is not indicated.

The comnand is followed by the entrance of Lhe recruiting

sergeant, but the fool is apparently cured, for he reappears

later in the play Lo announce his wedding to Lhe ladye.

l At Jorusalem, the doclor besins to feel the victim and is
questioned by the ool as to whethor the area he is5 feeling
is the stirongest nart about a man. He renlies that it is the
strongest part about a woman. The victim is ~iven medicine
and nronounced nol ¢ead but in a Lrance. The doctor coméents
that if the victim can't donce, the group can sing, and
requests the actors begin. They all sing and ask for money
and beer. Thoere is no indication whether or not the victim
finally rises. '

At Sulby, tho doctor foels Jane's pulbe and the back of
\

her nock. Tom Fool objects to this, saying the doctor should

have fclt back of the ncck bencath the elbow. The doctor

feols again and comments that Jane is in a very low way. She

has been trying an cxperiment in which she swallowed a donkey

s

/aﬁa/cart, but didn't digest the wheels. Calling Janc a young

-

|'. woman, he bids her rise and daﬁce, saying she's not dead, but

only in a trance. If sche can dance, the group can sing. The

5
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doctor imslrucis the ;roup Lo rise her up and begine All sing
and ask for comcthing in their box, and beer. There is again
no indication whether the viclim actually does rise.

Raising up of the victim by other actors occurs twice in
the wooing plays, though it is not found in the other play
types. The fact that the victim has to be raised by others
suggests that the cure may not really have been effective.
It is reminiscont of both the raising aloft of German sword
dances, and of certain burial processions. It suggests the
stuffed hides of oXen and other ritual animals. It may also
bear a rclatiggshfb to the ancient bringing-up of the earth-

maiden, Scmelce.

At Clayworth,the doctor fcels Eezum Squeczum's heel for

his pulse. Ag usual, the clown objects, arguing that the doctor

should have fclt'"‘back of the head, against the elbow " .
. 1
The doctor apologizes for his mistake, which the clown

claims is a gtrecat one. He then announces that the nan is not

dead but in a trancée, and diagnoses his condition as having

3
3

swallowed a wheclbarrow, of which he can't get rid of the whoel.

The victim is asked to cough and his cough is faint. He is

given medicine. The doctor then produces a box of pills, at the

sight of which the clown rdquests he stop and read the
" resurroction ".on them. This resurrection.resemb}es a
prescription in that it both identifieg the plllsg and gives

instrpctione for their usce. Wﬂether they are administered to

the victim is unclear. An unidentified charactser,possibly the

clown, announces that as the man can't dance,they'll all sging.

i
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He requests that the viclim be raised up so that they can
begine Ag at Bulby and Jerusalem, the actors then sing and
ask for a Christmas box and beer. Again there 15 no evidence
of the victim rising through his own power.

In contrast to sword dance victims, wooilng pléy victims
do not call for dances, but are themselves requested to dance

by another®character.

Ce Marriagee. -

The combat and cure stand out as the decidedly central
features of hero-combat performances, There are, howewver,
a number of other regularly occuring play features of greater
or lesser significance. The most important of these Chambers
1tmps tﬁgether as belonging to a ™ qu&te " : to which he
attributes.a definitc form in his construction of a normalized
play text. This lumping together is comewhat misleading.‘Quate
literally means collection, only one of thc many activities
engaged in by the play figures Chambers describes.The qubte
15 given a fixed temporél occurrence at the end of the
congstructed text. While it is true that qudte activities
often occur at this time, appearance of them at other times
is by no means unusual. Chambers! construction suggests a
fixed series of events, occurring rather meaninglessly,
though in a regular pattorn. $he meaning, rather than the
simple appaarﬁnce, of the minor play types is clearly related
to the play's underlying structare as a ritual. It involves

" wooing, marriage, the occasional construction of a marriage
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house, frequent feasting, less {requent buriol, and finally
the qudte or collection itcelfs Vilh the cxception of burial,
congidered ecarlicr under the function of cure, theso activities
can all be subsumed under lhe funclion of marridgc.

‘' Ritual vooinr and marringe 1o usually between a young victor

70«
and his equally young bride., The marriage houseo is built for

this couplees In vooing plays the feast is their wodding feast,
though in‘horo-combats it apéears as more fenersl merriment.
The collection is of food, drink, moncy, or some combination
of these. Its intention is to provide for children who are
starving, or to case bad natural conditions, such as thdse
of the roods the aclors have had to travel to get to‘the
performances Collections of money rescemble political taxes.
Hero-combat wooings arc quite rudimentary in aompgrison
with their countorparts in wooing and in some sword dance
ceremnonicss. Vooilngs, or refcrences to them, ,occur at the
end af” hero~combat textse
A play from Keyngham ends with Lhe wooing of a shepherdess
by a prince.Except for the Qact that it 1c unresolved, it is

quite similar to the central woolngs of wooing playse. There

is an initial rofusal by tho shepherdess and pcrsistance by
thé princé, but the play ende with this persistences The
shepherdoss 15 not finally won, as the lady generally is
in wooing pla&c. It is likely sho may have been were the
sg9quence complete. She ic called on by Father Christmas, who

." seems to metamorphose into\the princo, for he speaks of once

having bean a rhophord courting hls shopherdess. Such a
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metamorphosis would be consistent with the frequent
mctamorphoscs of deities'in myth.71-

Though wooing or marriage is not mentioned as their destiny,
the captain and his wife enter at the cnd of a Newfoundland
text. The captain leads the way for his mon and also speaks
of blame being borne by the éhampion. The meaning of this is
unclear, but it suggests the guilt-assignment sequences of
gome sword dances. The captain's wife has no speech or actions.
The wren collects an offering and ecings about a maiden who has
lost her love in ware She wishes che were a bird so that she
might fly to caress the body of her dead lover. Similar
antagoniom between love and war has been seen to occur in
woolng ceremenies, particularly when the rccrditing sergeant
appears in lhesc.

A Rugby hero-combat ends with a comic woolng song by Big
Head and Little Wit. This tells of the courtship of a young
lady by an old .man. After many refusé}s she eventually marrics
him, bul he dies the morning aftcr she has taken him to bed.

In ritual, the young victor is usually th~ only appropriate
groom. Comic woolngs by old men are also present in wooing
plays, as will be scen later.

. A Camborne, Gornwall text has no wooing or marriage, but
does include the building of o'house for St. George and Gode
This i built by.the mason, Tow Tartgﬁ, wvho takes St.George
by the hand and walks him out. The action rescmbles the leading

of a horo in triumph. The house appearg to be a temple rather

72.
than the marriago ones of early rituals.” JA Christian influence

-
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may be at work here, or the buiiding of temples to abstract
deities may also have been a part of ecarlicer rituals. The bride
herself may once have been God,though with a emall " g " and as
only onc manifestation of him. This house-building 1s the only
one present in the hero~combat texts examined in this study.
The possible formation of marriage houses in sword dance
ceremonics has bécn considercd earlier. -

Food and feasting have a common appearance in the hero-
combats. They may be related to the qu8te, for the requested offering
is often of foode The collected items may not be consumed
immediately and‘may gerve some purpose other than simple
rratificatione Collections arc carried out by a single actor,
who may be The Wren, Judas, Little Juéy or Molly. Collections
by Beelzebub, little Johnnie Jack, or their counterparts, are

also commone. .

Chambers isolates Humpty Jack and a separate " Sweeper " as
collectors of mone;?.relégating Jack to the southern and the \
Sweeper to the northern half of England. But this isolation is
rather arbitrary and artificial. First of all, the object of
the collection need not at all be money. Secondlys Humpty Jack
figurces frequently occur when there is no collection. What most
accuratcly identifigs them 1s their humped back, usually caused
by the carrying of a wife an? family on it.

At Longborough, Gloucestcrshire Hump-backed Jack, with wife
and family at his back; 1s also big head and little wit, the
mﬁsician; He carries a hurdy gurdy gee made from an old tin

—

cannister his father left him. In a performance at Islip,Oxon;

y



0ld Fal Jack hag his wife and family at his back. He takes no

-collection, but brings a rattle, to pleagse oycrybody. Rattles,
now familiar as child;en's playthings, were once adult musical
instruments believed to possess magical powerse. Fat Jack's

wife ig big and his family is small. Her bigness may be due to
pregnancy, for immediately upon Jack's entrance there is a dance
in which she falls and has a tooth drawn. The relationship of
the tooth to fertility has been considered earlier. Magical
ratiles were beligved to have power over the weather?q;nd
possibly over other natural phenomena such as childbirth.

An unlocated text, collected by Ivor Gatty, has a female
Humpty Jack. She is Saucy Bet, who carries her family at her back.
Like Father Christmas and Burghclere's little Johnnie Jack, she
recounts the loss of her children,ending, unlikc them, with a
hint of reiﬁcarnation for onc of them.

The importance of feasting to’ the hero-combat is reflected in
the facl that the performance is on one occasion called The Feast
of Fools. The actors travel the street and fight for their meat.
Travel has been scen as a reason for collecting. A fight for meat
could well result in a feast. With a little imagination it could
easily be a hunt.

A frequent bpast by one of the combatants is that he will send
his opponecnt to Jamaica or elsewhere to gake mince pies. At
Cocking, Sussex Mince Pie actually appears as a combatant, slain
by St. George and revived. He boasts of aendiné George to the

kitchen to make a nince pie. Food names also appear in the Revesby

sword dance, where they are those of spices and are given to the

.
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fool's sons.

Christmas, the time of the plays' performance, is also the
time to cut up green poose pies. These pies may have once had
religious significance, perhaps related to bird-magic and the
cky-goda

At Broadwell, Beelzebub vows thal if he comes that way
ano the \xear he'll bring a brace of rabbits to make a plgeon
pie This appears to be nonsense, unless undcrstood in the
contex¥ of mythology, where it is not uncommon for deities to .
undergo metamorphoses from various plants, nnimals and humans
into others. Bird deities arc o0ld and numerouse.

Trips to an earthly paradisc of prepared food may form part
of feasting ritual. In hero-combats thecy arc often lengthy.

They may be undertaken by John Finney, Tom the Tinker,a good
old dﬁmmun, Beelzebub, 01d Hind-before, or the doctors They

are usually deccribed in o varicety of nonsense humour that
Tiddy calls topsy-turvydom, due to the fact that it finds

its effect through incongrous juxtaposifions of opposites

( for example, I went up a straight crooked lane ) or simple.
inversion. of ideas ( I met a barkhand he dogged at me ). Much
of this humour does not appear meaningful to modern understanding,
and Tiddy suggests Lt may be a form of mapgical incantation, like
saying the Lordts Prayer backwards?séhough ChamherZG&ismisses
this explanation as far-fetched, much early comedy, pariicularly

77
satire, i1s known to have a direct magical intent.

In a Weston-sub~Edge hero-combat, the land of plenty has

roast stones, plum puddings, houses thatched with pancakes
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~nd little pires running nboul vith knives and forks stuck in

-~

Lhedr back# c€yin5 " Vjho'll ecat me, who'll eat me 2 " . &ohn
Finn'y nnn&unccn Lthat the group as 2 vhole hos comoe Lé thig
londe Though Lhe land is fantastical, it is not described in
the brend of nonsense humour considered above. But such humour
is ured in Beelzebub's tales of olher odventurcs which lead
up to the arrival al tho lande.

Af Lower Heyford, Oxfordshire, the journey to the land of
plenty is combined with other nonsense episodes not yelated
to foodeBoth types of nonscnse humour arc evident, though
inversion of idecas is dominant. The land of plenty igs not
isolated for snecial altention, butl mercly run into the contoxt
of a generally incredible talee Thisc is told by a food old dunmun.
She went down o long broad shorl narrow léno, where she met
a pigetye tied to an clder-bush, built with cpple-dumplings
and thatched with pancakes. She knogﬁed at the ﬁaid and the
door came out. She continued to cncounter many similar
adventures.

At Kempsford, Glouccstcrshire, Tom Pinney comcs from a
country whére pigsties are thatched from nancakes, horse
shoes knit, nnd steel iron bars spun.

Nonsense eplsodes oxcluding mention of prepnared food may
be pgiven by -other characters and may frequently include a
dispute amongot kitchen utensils. This is nost bftog narratod
by Beelzcbub, though it is also told by Little John, Molly and

Tom Pinney. It usually occurs at the cnd of the play, though

"it is sometimes found at the beginning. The ;rid-iron
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acts as a justice in the dispute, vowing to settle it, The %
frying pan, with his long tail, often threatens to send %;
everyone to jail. The events of the dispute vary. At Weston- %
R
sub-Edge the pot 1id kicks the ladle and spit jack swears \
to fight the dripping pan. At Shipton-under-Wychwood the pot
1id beats the ladle.
The ritual eating of parts of a slain god has a common
pccurrence in early religious practice. Researchers often prefer
to study this God where he occurs in animak rather than human
form. Yet there is every evidence that human sacrifice did have
a fairly routine occurrence, not due to sddism or other ’
psychological abberations, but as a socially sanctioned practice 5
in which the victims may have consciously participated, the %;
, &
4

dedication of Lheir lives to the delty being seen as an affair
of great honor.78.

A hint of human sacrifice occdrs in the Camborne, Cornwall
hero-combat, when the death of the Turkish Knight is followed
by the entrance of Bealzibub with a fire to which he will put
the Turk. Two possibilities for this fire are cremation and
roasting. Its appearance is unique to the mummers' plays
examined in this study. The carrying off of the Turk is
suggestive of burial rites. There.is no indication that the
Turk is actually cooked, though gliven the cannibalistic nature
of some earlier feasts, this possibility should not be ruled
out. It may be significant that the play is exceptional in
having no final revival of the Turke. An alternite ending to the

one with fire consists of a more explicit burial ceremony.
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Beelzebub has o frequcn£ appearance in horo-combats, usually
entering just after the revival of the victim. He carries a club
and a frying pan, often also ca}led a dripping pan. In
Staffordshire it is a lkegin pan, and at Clayworth, Nottinghamshire—
a wetleather frying pan. I have found no satisfaclory meaning
for .the word kegine. Nor do I understand the significance of
wetlealher as applicd to a frying pan.

The club and pan suggest functions related to hunting and
cooking, respectively male and female occupationse. The pan v
reinforces the;possibility that his intention at Camborne is
to roast the Turk.

In o Derbyshire play, Beelzebub may be replaced by Slip-Slop,

a man w&%ﬁﬁzlacked face dressed in woman's clothes. This !
figure is an example of the man-woman or Bessy described
earlier. She has bcen'turned out by her mother for stealing
mép, a crime which rescmbles éhe thefts for which sword Aance
executioqs are carried out. The éuffragetbe of a Heptonstall
play carries clogs over her shoulder in the positioh usual
for Beclzebub's clube. At Longborough,Gloucestershig;, Beelzebub
is both the doctor's horse and an old woman dressed in a frock.
In a Cumbrian play he is the scarecrow,0ld Harry Sloan.
Beelzebub's carrying off of the Tyrk at Camborn§ suggests
the Humpty Jaék figures with their wives and fam}lies. There
are several othe¢r instances in which Beelzebub appeaﬁf as a
hump-backed figure. The Beelzebub who collects money .at -
Cinderford has a hump on one shoulder. Tiddy describeg an’

- 79

appearance of Beelzebub as Old Humping Jack, with pack and

s

+



dripping pan. Unlike the cenirol Humpty Jack figures,howéver,

Beelzebub never cervics a wife andifamily. His humped-back
and semi-female ncoturo are the only characteristics which
link him to the other Humpty Jack typese

Beelzebub is al ternately belzey bob, Belsey Bob or Bells Abub.
At Sapperton, Gloucestershire Bels8y Bob wears a sheep bell
and Morris bells. In a Derbyshire performance bells ring all
through Beelzebub's part. It is possible that Beelzebub's
name is derived from thosc bells, and that he may have at one
time had an ideqtity no¥e related to music than to evil. Such
identity is reinforced by the fact that in a Bérkshire
performance Beclzebub has no club and pan, but ends tpe play
in tho character of Bip Head, the musician. He plays a.fiddle
to which the group dances. |

Big Head has a frequent independent appearance in the plays.
He generally sings, plays, dances, or performs some combination
of these activities. He is usually " I that never come yet "
and may say he has ™ muckle " head or wite. Big Head is often.
female, and at Rugby sings the comic wooing song which in
wooing plays b?longs to the lady.

In a second Rugby play Little Dick enters as all head and
no wit. He sings of nonsense journeys, ending with a request
for monoye. This role of collector is rather unusual. Though
Big Head often ends the plays he usually does 80 through
music rather than through collecting.

A North Lancashire text has the peculiar " I Nevercomeyet,

Big head and little wit ™ , He claims that though his wit is

)
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smoll he and hic pompy will leather Lthem all. The meaning
of both pompy and lealher scems lost to modern understanding.

A Newfoundland ploy hos n merc suggestion of Big Head in
the figurc of Dim Dorothy, with her fair face and fat commarity.
She claimg che is bigpest bully of them all. The meaning of
commarity is unclear. The identity as bully 5ugﬁcsts the
man-woman,

Elaborate wooing scquences are present in the sword dance
plays of Revesby and Ampleforth. At Greatham, Lhere is a mere
reference to wooing in the introductory speech by Rantom Tom..
He recounts how he went courting to Susie Perkins, but the
dopgs and cats made such a fuss he was unablc Lo speak to her.

A similar complaint occurs in the introductory speech by the
king at Ampleforth, but here there are two ladies, Miss Madam
Molly and Susannah Parkine The wooing of Miss Parkin is again °
accompanied by the barking of dogse.

Ampleforth wooings cover two of the five parts into which
this play is divided. In the first part, which Chambegg.

believes to be largely pieced together from scraps of Congreve's

Love for Love, the Queen Susannah is unsuccessfully wooed

by the King Ben. Rgcognizing his lack of skill at wooing,Ben
engages the ald of the clown, who prepares the way for his
advancess Yot he remains crude, and upon actually encountering
«the quecn insults hor considerably, so that ghe oventually
sendc him off, stamping her foot. In the second part of the
rlay a clown competes Qith the king in the wooing of another

queen, Rose. The king bids Rose to banish the clown, but she

e
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refuses to do so, preferring ve encourage both men. Eventually,
she leaves to obey her father, requesting hor suitors to
remain in peacec until a futurc mecting. Th; cpiéode ends
with comments by th two suitors concerning the beguiling
ways of women. Brod?l;rgues that these final comments are
bost understaod as literary refercnces, but they may well
have becn present in orisinal ritual;. In these,both male
and female charactcristics werc recognized ~s having magical
significance. In wooing play wooings thero is commonly
competition amongost suitors, though the persistent victor ’
usually wing thé brides It may be possible that the bride's
" consent once could not have been given until the competition
was'first settled amongst the mon themselvese. The ritual bride
is usually awarded to ‘the victor of a combat. Rose's nature
is begulling only to the men, not to herself. Her encouragement
of both men may be not so much dﬁplicity as stalling for
a favorable result. Th¢ Ampleforth wooings occur in the fé;st
two sections of the play, before the death of the victim in
a communal dancee Thic death occurs at the end of the fourth
aectién.

ét Revosby, the fool and ¥%§ five sons compete for the hand of
dfgbly, whoso final consent ends the play. Tho sons are
Pickle Herring,Blue Britches, gdnger.ﬁritchoa,‘Popper Britches,
and Mr. Allspice. The fool and Pickle Herring mre the major
contenderse The f00l beging his wooing with a request that the

other men be drivon out so that he can talk to Cicely. She

reproaches him for driving them away so soon. He then promises
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to bring them back, but Lhe Lzlk cnds with insults on both
sldes and the fool boasting that he ig a valiant soldier» He
has sword and buckler by his side, recady to fight, and leaves
the stage bidding all whores and gluttons come forth. Cicely's
rejection of him arn lover seems to lead to this warlike
behaviour, suggesting wooing play sequences in vhich the lover
threatens to enlist if his lady won't marry him,

After Lhe fool leaves, all his zons cnters. All but Allspitce
introduce themselves and state their desire to win Cicelye.
There is dancing after each entrance, and finally Pickle
Herring engages in an extensive wooinge Clcely rejects him
_on the pgrounds lhat he is too old. He offers her riches,
leisurc and power, but che remains unmoveds The feol then
enters and is welcomed by Cicely, but Pickle Herring bids him
stand back, calling him a silly old swain. Pickle Herring
approaches Cicelf but she remains aloof, merely stating that
he is as welcome as the rest, and calling him a braggart. He
offers gold but is ngain rcfused on the basls of ages. It seems
thpre is some confusion here, for in the carlier part of the
play Picylo Herring is'clearly a young man, though the f901
scems old. The fool and Pickle Herring insult each othor and
boast, the fool commenting that Pickle Herrin@'s noso stands
like a Maypole troas There may be a phallic meaning here, with
nose having its usual maéical associations with the penis, Th%s
would suggest a yo:ﬁ}ful, sexually potent, natture for Plckle
Horring. ‘

Ginger Britches attempts to sway Cicoly in favor of Pickle

}
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Herring, butbt before h2 can rhe announces her engagement and »
fidelity to onc she loves. She bids Pickle Hcrring.stand next
ta her, nddrcssing him as " 01d Fallier " and spparently
arranging her wedding party. In Lhus, A man with a weapon stands
after Pickle Herringe Cicely's groom is the hind man of the three.
The fool now also calls Pickle Herring O0ld Father, and discredits -
his offcr of pgold, moralizing that the soldi.r shall have no swaye.
He then pnnounces himself as Cicely's successful suitor.

Pickle Herring, ithough h. appears young, 1s quite obviously
congsidered ard old man for much of the wnoing sequence. Clcely's
chdicg of the feol is rather oblique, so ihat it is quite possible
he wns oripinally not the favored suitor.Though he is never
dirccily called old during the wooing, the fool's wooing ) .
behaviour is clearly that of an old man. The reason for &icely’s
choice appears moral, and this maj well explain the confusion.
Picklo Qgrrinc is rejected on Lhe basis of his soldierly
chafactoristics, which arc of égmitiVE value in pagan plays;
but %css casily reconciled with Christian norals. The fool,
though incompetont, s iess warlike, and constitutes no such

threat to Cﬁiiétianity. But what favors later morals serves to

e

detradt from the ritual meaning of Llhe ceremony, in which

marriage always involved a young warrior king.

T R

Fivnlof the six wooling play texts examincd have lengthy
wooifis ccquences. The Bulby play, whose qpbstantial Dame Janea

ence sorves to classify it as a woolng play, hag only a
rudimentary sugpestion of a wooing; An uniqentified character,

who seems to be the lady, enters and tallis-of how her lover

»
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will enlist if shc docsn't marry hime

One of the Basgsingham plays has a central wooing of a‘lady
by an old man, who is rejected, and then by a fool, who is
also first rejected, but finally accepted. The text ;s short p
and has only a rudimentary combat. Wooling begins as the old

man approaches the ladye. He is rejected and ﬁegs to be kicked

out of the room and hung over the kitchen door. This peculiar
request suggests an identity between the old man and an |

ancicnt deity, whosc cmbodiment, in some vegetative form, was
!

. 82
frequently hung over primitive doorways. Primitive head hunters

83, -

-algo hang heads of their victims over doorwayse A request to-

have one's head so hung suggests an awareneass on the part of
a ritual victim of hig divine fatc.

After Lhe old man has made his request, St. George enters
and appears to fight the fool, though this part of the %ext is
fragmented and its action unclear. The fool woos the lady,
offering her riches, which she refuses. He retaliates by
calling her proud and scornful and bidding her leave, for he
can find another. At this she relents a little; advising him
not to hurry away, but to stay and be ruled by rceason. She
suggosts things may improve with times The fool then rejoices
that'the girl who once refused him now comforts him regularly.
Apparently his bride has been won.

A second Bascingham play has initial wooings of the lady
by three suitors, thec Eldest Son, the Farming Man, and a Lawyer.

All are rejected, the Eldest Son because he merely admires the
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lady's clothing, not her, the farming man becausc he speaks .
too ciownish, and the lawyer for no reason. Wnoings by an old
man and by th» fool occur later in the play. They are almost
identical to those of the other Bassingham text, except that
here the fool's successful woolng i followed by hic invitation
to overyone to attend his wife's weddinge. The fool gives his own
preferences in food for the wedding feast, then asks the guests
to each bring the éood they like, since he connot tell overyone's
tasless He and his lady then sing about the coming celebration.
At Kirmaington, the lady is wooed by the recruiting cergeant,
who offers her riches, but is refused on the ;rounds that all
she wants is a nice young mane The fool does not woo the lady,
but late in ihe nlay ho bricfly announces himself as the nice
young;; man she wants. He procedes to invite everyone to his and
his wife's wedding, again requesting that the guests bring\
vhiclhever kindg of food the, prefer to eat. The lady's preference
for a " nice " lover may rcflect a late, sentimcntal influence. In
more primitive ceremonles, material wealth and moral respectability
would not necessarily have bccn opposed.
At Jerusalem, Lincelnshire, the recruiting sergeant and the
lady's cpecech about love and war reappear, but here the lever
has not already; enlisted. He will dg 50 if the lady rofuses him,
The recruiting sergeant does not woo the lady. After her speech
she is bricfly wooed by the fool, whom sho roadily accepts,
setting the wedding date for the hext day. All danco and the
fool gives his wedding invitation. In this he dcscribes the
food he will himself prepare, and follows this with the usual

roquest thot gueste bring their proforred dischos.
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At Clayworth, the lady is aradin ?acod with the choice of

' either marrying or heving her lover le:}\m here Apgain there
is a bricf successful wooing rosuiting iﬁ a decisilon to wed

the next day. The clown is the only suitore The wooing is

followed by rejoicing, but therc is mo wedding invitation.

In nddition Lo the fool's requust thal his pguests bring

food to the wedding feast, five of the wooing plays examined
also have requests by {the actors as a whole for Christmas

boxes and beer, These are to compensate for the wet deep

mlre they had Lo cross to get Lo the performance. At Jerusalem \
a collcction box is sent round. Kirmington has an individual

collector, Bold Tom, who begs alc and pork on behalf of the L

proup.

01d Damo Janc iz present is all wooing texts except the

Clayworth one, though in rudimentary appearances at Kirmington
and in one of the Bassinchém plays. At Kirmington, she is Lame

Jane, who drives the actors out in order to sweep the floor.

DR o

o . This is possibly as a proparation for the fool's wedding, which

immedintely follows her appearance. In one of the Bassingham

plays, Jane har no speech and is not actually 1 8 present.

T

The fool, howecver, has his usua cction of her baby, along
s "
X, . "
: with threats to attack her if she doesn't leavc. .

In the second Bassingham play 01ld Dame Jane offers the fool

her basturd baby, which he refuses, boésting of his wvalour
and threatening her with assault if she doesn't stop tormenting

him. Jane iater reappears as an old witechy who calls for the

doctor to cure her husband, tho slain fool.

b :



At Dulby, Old Jane hands Tom Fool a wooden doll, which she

calls his " Charlic M , He denics he is father of it, but
pointing out its; resemblance Lo him,she insists he take a -t
spoon and feed it. At this, Tom orders hor out of his sight.
Beelzebub entors, seeking an old woman who can stand before him,
Janc ncets ﬁis challenge with the iron and stceel boast of the
hero-combat victim. They fighl, and he knocks Jane to the floor,
killing here The conflict is the central one of the play.

‘At Jerusalem Jane again carries a doll, which she hands to
the fool, telling him to lake his bastard. As at Bulby, she
points out its rescmblance to hime There is then a rather
curious turn of novents, as the fool asks Jane whether the babf
is " He male or Shemale ™ o At the reply " Shemale "™ , he
countoers " All mine are Hemale Y , telling Jane he has nothing |
for which to thanlk her. This strange conclusion may b; in some
way related to -male and fem;le magic, and perhaps to either
military iniation or that second birth from the " male womh ",
described by Harrison?hin primitive societies only male children

are in any way raised by their fathoerse. Females stay with their '

mothers until marriage.
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Combat and ecxecution are rites of separation, serving to.cut
the victim off from participation in the living community. They
also involve transfer of kingly power, and tﬁis cuts the
community ac ; whole off from a previous time state, the annual
cycle over which th-oldhking reigned. Loss of children in
combat may be equivalent to‘loss of months of the year, amother
scparation 1nvolv1ng time. The mllltary conquest .of foreign
tyrants or lands constituteg a separation in terms of space.
The predatory nature of dragons and giants reflects the
destructiveness of separation.

Father Christmas! attack on 01ld Bet has sexual overtones.
It cffectively cuts the woman off from her rigid preoccupation
vith cooking methods. '

The male teams who form the lock of sword dance plays

bolong to tho execution they will eventually perform. The lock

Ta

1

itself, often specifically of new rapiers, is an effective .
cutting agent for the separatién it carries out. Spparation
is suggested in threats by the sword dance king to have tﬂe
clown's head cut off if he doesi't perform for him. The ‘harsh
discipline of Rantom Tom's master may be a‘similar form of
punishment. \ |

Recruiting serceants organize separation by emlisting soldiers
for combat. Through tearing up or cutting the land, ploughboys
may also beé ongaging in rites of separation. Boasts of.waéour
and accugations of theft or other crimes lead up to Plaqiﬁs or
execution. The guilt-assignment of sdme sword dance Qlaxé Las

/
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been seen to dirocctly result from lhese plays' exccutions.
’ N

‘, . House destruction is that of the house of the victim, and

may be marically included in his fate. Under magic a man is

not separated from his posséssions, even in death and burial.

Cure i a transition rite, transforming death to now iife;
Whether or not the victim is aclually bellceved dead and brought
back to life, he is succeeded in office by his youthful
conquerors This successiqn involves posscsslon of the i
predecessor's qualities, so that the victim's spirit lives ' 1
on in his congqueror, whether or not he is himself‘revived.

Erection of the victim's stuffcd hide has been scen to be ‘
a means throuéh which magical continuity of life is maintalned.. ‘
The hides are'believed to pogsess magical powers, similar to those
of the victim when he was alive. Thgy are not conceived of as
lifecless, but as altered states for perpetually living beingse.

’ The raising up of the’ victim, apparently without his own ~

participation, in certain wooing plays, rescmbles such erectdions.

3
3
:
|
F
!

1..

Cures by mcans of tooth-pulling appear to involve
extraction and rejuvenation of the life-giving agent, the tooth. .
Cures by medicameﬂts involve gdministration of potipns<fr
magical compounds. Bleeding, fecling the pulse, ;nd other
anatomical cures, appear to be primitive forms of surgér&. | :
Animal cure boasts and animél teeth are possibly totemistice.

Booasts of the ability to revive an old woman may include har
bearing children, obvious representativhs of fortility. The

horse and cart swallowed in certain wooing plays may also be

S T P

-
3




o e by RIETEC N SR S AR oy

B , 89.

agents of fertility. Jack Finncy aswsrists Lhe doctor!s curbs
and may actually perform cures himsclf. Lament for the victim :
15 transitional in that as well as mourning death it also _
anticipates revival. —

Purial has bocen éonsidored an mofc clornaely related to cure
than to decath. Van chnnplidcntifiec it predowinantly with )
iranuition, and incorporation of Lie dececased inlo the world
of the deade In carly ceremonics, burial onils to promote T !
new growth through fertilization of Lhe earth with the dead's ) . q
orpanilc remains. The fortilization purpose ic largely miss%ng
frgm the plays, though the food described in burial hymns and
pusalms rsupgests a futurc nourishing function for fhe victim's
rcnainse : ' . |

Hero-combat processiona in which a dead body is carried o
off appear more scparation-than transition ordiented. ihe
accounts by revived viclims of journeys to slrange lands
3 sugsest Lhat such lﬁnds may_play a role in the victims!

lransitions frou dcath t» re-=birthe Van Gcnnng: however, sces ) B
the purpoge of similar journeys as being primarily incorporation' N

- into the world of the deade. Glants and other phénomena involving

s g sumdl

reincarnation reprcsent transition from tﬁc state of ancestral

death intln the state of reincarnation. Play wills dispose of the
viclim's' property, bodily parts, and sometimos also his spul. :
Those itoms are carefully digtributed, so as to assure thelr "

bolicved magical cffectivencss within the state of being

. , . \
' into which the victim’is enterings. The distribution assists

7 the victin's transition to new 1ife.
{




Boelzebub and Dome Jane have been conéidcrod_in chapter
two under the rituagl functions of combot ~nd marriare
recspeclively. They hxvé aiﬁq been mentioned ag a pair
viewed by Douglas Kennedy as essential Lo an carly fortilitd
cult., In sych cults, overlap in reparotion and revival rites
is urom%ncnﬁ, ac 1n cvidenced in death monumenté with clearly
phallic dimensions?. ) )

As old people, Beclzebub and Dame Jann are caslly related
-to geparation, in that they wi}i svon dic naturally, if they
do not happen to be victims of!com;at. Thoy frequently are
such ylé%lms, bul jugt as froquenlly have o completely
independent exisicence. Beelzobub's club and pan have been
secn to supnest hunting and cooking, possibly for pley feacts.

These have becn consihared under the play function of marriage.

Beelzebub may be-to at least some degree identified with

the fertile Humpty Jock, who bears wife and family on his back.

014 Dame Janc produccs a baby, the mogl bbvious’example of

v

human fertility. Beelzebub and Jane‘néVrr dirnctly~ongage
in wooing and 1grriége. Perhaps they are too irreversibly
old for it? In wooing piaysj Jane usually indicates the fool
a6 Hor husband or the father of hor baby, though he commonly
denics tho\charﬂc and later m-rries the young lady. Jano's
approach tb‘thc'fool nay be e&uizalunt t? comic wooings pf
the Llady t’Jy; an old man. , - .
Suc?eéﬁful play woolings are usually betwcen a young
5u{tor gnd his equally young bride. What ﬁéeizebub and Jano.

B . Sy
seem to reprcsent is not so much fortility as an zbsolute

a o~



as the continuation of fertllity. The young married pair

]

are future representatives of fertility, who will hopefully’
pro&uce offepring during the coming year. Beelzebub.and Jane
present their baby and then retire, frequently as ritual
vietims. .
0ld fertility representatives, commonly Humpty Ja?k and
Molly, rather-than Beelzebub and 0ld Jane, may take the play
collection or qu8te. This gath;ring goéether of communal
. wealth is often part of the wedding feast., It may also be in
some other way used to sﬁpport the new pair, who, as king and
queen, may have responsibility for the.community as a whole.
The old married pair ensures them with enough material g;oda
for a healthy beginning to their new responsibilities.
ywmriage is a rite of incorporation into the sexual production
;t children. The qudte is an incorporation into general
communal well—beigg. Its collection by the o0ld fertility
representatives 1s easily related to endogamy. 065asionally;
the qu8te 18 b& a young conqueror and may have the appearance
ot beiké a tax on defeatedlaubjects. This practice may be
related to dxogamy. In- wooing plays,.colle?tion is commonly
Sy,the group of actors, suggesting éonﬁun;l responsibility. '
Play feasting involvea the human intaking of natural
produce. In early ceremonies, feasting is also the eating
of parts of a slain god. Roasting has already been mentioned
as the possible fate of the victim in a Camborne, Cornwall
hero-cﬂ‘gft. Foastiﬁg is"a rite of incorpbratioi of humans

into the substances eaten, Cohtact with these substances

~
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constitutes human participatio§ in divine material. Possible
relationship of ritual foods to animal deities has been considered
earlicr. .

lie '

Van Gennep sees rites of/eating and drinking together as
examples~of incorporation which constitule physical union or
communion. Offering of foagts to the dead was common in soms
early ceremonies, wherc it wag clearly related to belief in
life and death as o con&inuumf.Buriod ancestérs were believed
perpetually alive, though in altcered states of exlstence. The
preparcd food of burial hymns and psalms has becen considered as
related to fertilization of the earth. Similar food is prevalent
in hero-combat lands of plenty, which have been seen to be
frequently viéited by either Beelzebub or an old woman. It
ig possible tha; these lands are burial pgroundsg or future
resting places for the old married pair, in the same’ way that
lands-visited by haro-coﬁbut victims have been considered as
resting places Tor the dead.

The: two kinds of feasting, involving marriage and the dead,
differ in orientation. Marriage feasting is dirccted toward
the future and new life. Feasting thc déad seems to ccelebrate
the past. But the ritual future is based on the ritual past;
whether it is for the dead‘or for the living, feasting involves
contact, and hence incorporation rather than separation. Contact
with deaé tribal ancestors helps shape the future in patterns
initdated by them.

Big‘Head,, the musician, is with difficulty classifled as

7
belonging Jp elthor separation or incorporation. Male military
o
H

)
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leaders, such as Twing Twang and other recruiting sergeants, :
' are {requently mus;.cians. Music 1s also a common accompaniment

of wedding feastsg The generally cheerful naturc of Blg Head's

music suggests a/closor relationsliip to feasting and incorporation
/

than to the military and scparation.

f : /
The house built for St. George -at Camborne, Cornwall has
ycen described as possibly a marriage one. As such it would

gserve to asclst the gencral incorporation rite 'of marriage. ‘

»
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